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ABSTRACT

The writings of Jacob Boehme, a sixteenth-century G n
mystic, have had a profound effect upon the theology, £%§::2ophy,
science, and art of the world in the four hundred years since his
birth. William Butler Yeats acknowledged Boehme as one of his
“chief mystical authorities," giving 1887 as the year he began
his study of the German mystic. Yeats's references to Boehme
span most of the poet's artistic life, revealing a deep under-
standing and appreciation of Boehme's work.

This study focuses upon the relationship between the poetry
of Yeats and the works of Boehme. Througﬁ analysis of those
direct references of Yeats to Boehme, correspondences which a
c1o§e study of each suggests, and statements of critics as to
possible connections between Yeats and Boehme, a pattern emerges
of three areas of importance to Yeats's poetry. These three
major affinities are the belief in the creative power of the
imagination, a view of the universe which holds that all things
operate through a system of oppos@{es, and an appreciation of the

momentary synthesis of the mystical experience.

hY

These three elements formed the basis of existence for
Boehme, who believed that the Tife of ail beings,'inc1ud1ng the
infinite Deity, depends upon the imagination creating contraries

which struggle in opposition to each other until a -moment of



reso1ution is reached. Perhaps because Yeats's interest in
Boehme was early, intensive, and sustaingd; those elements which
are essential to Boehme's cosmology may also be discerned at the
basis of Yeats's poetic process. This stﬁdy examines the three
elements individually, considering each jn relation to the theory

and the practice of both Yeats and Boehme.

«
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PREFACE
"THAT INVISIBLE GATES WOULD OPEN"

In the opening paragraph of the "Hodos Cameliontos"” section .
of his autobiography, William Butier Yeats‘reca11ed a time in the
mid-1890's when he had discovered a castle on an island in Lough
Kay and the romﬁntic aspect of the deserted castle had inspired

"him to plan a mystical order which wouid have its retreat on that
island. As Yeats remembered, for the next ten years his "mdst
impassioned thought was a vain attempt to find philosophy and to

create ritual for that Order."l

His hope was that his efforts
would be rewarded with a special mystical insight. "T had an
unsﬁakable conviction, arising how or whence I cannot tell," he
wrote, "that invisible gaées wouid open as they opened for Biake,
as they opened for Swedenborg, as they opened for Boehme.“2
The earliest of these mystics, Jacob Boehme, a German who
1ived from 1575 to 1624, had used the image of "invisible gates”
opening in accounts of the insight granted to him during his
personal crisis of faith. In Aurora, his first published work, -
employing terms strongly reminiscent of Ecclesiastes, é favorite
book of Yeats in his childhood,> Boehme wrote that he had dif-
ficulty accepting "that good and evil were in all things .

and that it went as well in this world with the impious as with

the pious . . . . " In Boehme's account, the mement of resolution,
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the moment of-mysticai recogﬁition of oneness with the divine,

came in an instant after long struggle. As Boehme graphically

expressed the experience: "Suddenly, after some violent storms
made, my spirit did break through hell's gates into the inmost

birth of the Godhead, and there I was embraced with Love, as a

4

bridegroom embraces his dear bride."

The Epistles of Jacob Boehme, a collection of the mystic's

letters which was first published in 1649 and was reprinted in
Glasgow in 1886, contains a letter to Casper Lindern giving a
similar account of the same experience. Boehme related that he
had relied entirely uéon.Christ for his understanding. “In my
earnest Christian seeking and desire . . . ," Boehme wrote, "the
gate was opened unto me,lthat in one quarter of an ﬁour I saw and
knew more than. if I had been many years together at an Univgr-

> Uhdoubted]y Yeats had hoped for a similar all-embracing

sity.”
vision when the. gates opened for him.
The three mystics for whom invisible gates had opened were

mentioned again in Yeats's 1934 Preface to Letters to the New .

Isiand. Recalling the background for the piecé?‘éo]iected in

tﬁgx volume, most of which had first appeared in the 1880's and
4J890*§, Yeats wrote, "I knew Blake thoroughly, I had read much

Swedeuﬁerg, had only cggsed my study of Boehme for fear I might

v 6
do nothing else."

While this remembrance reveals the strength
of Yeatsss attraction to Boehme, it also provides an 111uminat1ng
contrast to the devotion of Saint-Martin, a noted French mystic
who was reported to have begun to study German when he was in his

fifties, expre$sly so that he could spend the rest of his 1ife
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studying Boehme.’ ‘YEEEi_provided a clue to the difference of his
approach in the last month of his Tife. "An I a mystic?" he
questioned in a letter to Ethel Mannin. His answer was gNo, I am
a practical man."8

The most revealing facet of Yeats's expressed-desire for
revelation was that he intended to ufi]ize the philosophy which
unfolded before him when the invisible gates opened to "set
before Irishmen for special manual an Irish literature which,
though made by many minds, wou1d.seem the work of a single mind

. w3 As a practical man Yeats labored during the last

decade of the nineteenth century to "create ritual" for his Irish
Order. Virginiag Moore examined unpublished notebooks outlining a
series of twe{ve rituals which Yeats was then developing. The
summary Moore has since provided 1in The Unicorn shows thatithe
underlying concepts of Yeats's rituals corresponded to the system
of organization of the universe Yeats found in both Blake and
Soehme. Moore concluded that the Irish theater establighed by
Yeats "was his Castle of Heroes transposed and transformed."]0
it is possible to view not only his work for the Irish theater
but also Yeats's entire artistic output as his "special manual
for an Irish literature” and to consider the view of the nature
of existence which shaped the rituals as the "nhilosophy" which
underlies all his art.

Although “invisible gates” ﬁere never to open to provide
Yeats with one overwhelming mystical experience, he did write
A Vision, a schematism which allowed him "to hold in a single

Il]-i

thought reality and justice. Boehme related that after his
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moment of revelation, "I began to write like a schoolboi, and so

12 And Yeats ended a

I w}ote continuously, but only for myself.'
1937 essay tracing his own thoughts on art, which was intended as
the introduction to a complete edition of his work, with.a paren-
thetical expianation: "{I have written of all these things in
A Vision, but that book'is intended, to use a phrase of Jacob
Boehme's, for my 'schoolmates onlyf)."13

Betweep the earlier and later reference to Boehme, one
announcing the young poe;'s devotion to the foundation of a
“natjonal literature and the other introducing the product of a
1ife spent in the creation of such a body of 1literature, lies the-
majof portion of Yeats's writing. Is it not reagonable to assume
that what is bracketed by references to Jacob Boehme's vision
somehow bears a relationship to-that vision?

The first mention of Boehme- in A Vision provides the key to
the way in, which Yeats's reading of Boehme was integrated into
. the system the “poet himself deve1oped.' Arguments with.hds father,
Yeats related, “had destroyed my confidence and d;iven me from
speculation to the direct experience of the Mystics." Yeats
singled out Boehme, Blake, and Swedeﬁborg as the mystics'whose
experiences he had studied.14 An inyestigation of the relation
of Yeats to any mystic must take into accourt, therefore, this
distinction between speculative and experiential knowledge.

Boehme had frequently cautioned readers to acquiese to the

$ . . .
different approach necessary for a valid understanding of his

mystical writing. In The Treatise of "the Incarnation Boehme had




maintained that a man cannot know the mysteries of existence by

application of human learning:

He must enter within the Circle, and cast
away the skin of Reason: and then he attains
human Wit or Ingenuity, and Understanding

and divine Skill and Knowledge: No learning
doe?sit, but to be born or regenerated in

it.

Similarly, G.H. Allen instructed the reader in an Introduction to

a 1909 edition of Boehme's The Threefold Life of Man:

You, my friend, who are about to study an

aspect of truth hidden from the worid, remember you
cannot open this mystery and yet remain in the same
relation to the world as you were before . . . . For
these are not matters of intellectual interest merely;
but eternal verities that touch and colour every
department of life and are endowed with the d1v1ne
creative force.

In 1893, perhaps influenced by the mental, preparation neces-
sary to read Boehme, Yeats had insisted hpon a similar immers%on
for proper understanding of Blake's prophetic books. The dis-
tinctive quality gf mystical literature is that the symbols of
mysticism "are woven together into a complete system," Yeats

explained.17

Yeats believed that Blake had established a com-
plete system for use in his poetry. In "William Biake and the
Imagination® (f903) Yeats deséribed his predecessor as "a man
- ¢rying out for a mythology, and trying to make one because he
could not find one to his hand.“]8 Yeats's interpretation in the

1893 Works of William Blake was based on an analysis of paraliels

between the system Blake developed and other occult systems,

- including that of Jacob Boehme.
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Perhaps inspired by the example -of Blake, whom he had ad-

19 yeats also set about constructing a

mired from an early age,
personal myth, an objective which he Qelieved was achieved,witﬁ
the publication of A Vision. In 1931, writing to Olivia Shéke-
spear of the completion of the second version of A Visjon, Yeats
announced, "I have constructed a myth, but then one can believe

in a myth--one only assents to ph'ilosophy."20

Yeats's myth had
developed organically throughout the course of his creative writ-
ings; A Vision, which defies generic cTassification, represents
his attempt to order the e]eménts'of that myth in a unified sys-
tem, in what Yeats called "stylistic arrangements of experience.”21
Just as a proper understanding of Boehme assuﬁes a special
immersion into his entire corpus, so a full appreciation of Yeats
demands a focus upon the works of art which embody his system,
not upon the skeletal framework which supports it. Thus, an
appraisal of affinities between Yeats and Boehme ‘can be achieved
_ best by highlightiag the points of correspondence between the

Weltanshauuing of each, not by setting up correlations between

separate ideas. In graphic terms, tﬁe process of comparison
resembles superimposing one spherical figure on another and
noting the areas of intersection rather than drawing connectingl
points between two parallel lines.

Justification for suggesting that Yeats probably integrated
elements of Boehme's work inté his own art lies in the fact. that
Yeats's kno&ledge of Boehme can be demonstrated to have been
early, intensive, and lasting. Yeats himself gave 1887 as the

year he began his study of Boehme. In response to questions

T~
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posed‘by Ernest Boyd in 1975 “cancerning the origins of his sym-

bo]%sm, Yeats wrote that he had been studying medieval mystics

“since 1887, and he attested to the significance of Boehme by

saying, “My chief mystical authorities have been Boehme, Blake

and Swedenborg.“22 But the most direct acknowledgment of Boehme's

infiuence upon his writings appears in Pages from a Diary Written
in 1930, where Yeats castigated the early stories of The Celtic
Twilight (1893) as pieces of "grnamental trivial needlework sown
on a prophetic fury got by Blake and Boehme."23
A further indication that Yeats had conducted most of his re-
cearch on Boehme by the early 1890's is the fact that the mgjorify_

of Yeats's references to the German mystic are contained within

the three-volume study The Works of Wiiliam Biake, on which Yeats

collaborated with Edwin £11is from 1889 to 1893. The depth of
Yeats's appreciation of Boehme can be seen by Yeats's inclusion
of Boehme as'one of his own three “mystical authorities”z4 and
by Yeats's admission that he feared the pO“E:}Of his éttraction
to Boehme.25 In his ana1y§is of Blake's poetry, Yeats showed
that references to Boehme grew increasingly sparse as Blake's
own system developed. In 8lake's later poetry "we no longer
hear" of Boehme and Paracelsus, Yeats noted, "though we can
trace their 1nf1uence."26 0ddly enough, a similar pro;ression
is apparent in Yeats's own writing; in fact, there are no direct
references to Boehme in any of Yeats's poems, though internal
correspondences can be traced thfoughout. But Yeats retained

and elaborated upon his early knowledge of Boehme. Refewences -
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to the German mystic appear beriodically in Yeats's prose, the
last mention being in the 1937 Introduction cited above.27
William B]ake is the only one of the "chief mystical au-
thor1t1es" whose connection with Yeats has been well established.
There are several critical works dealing exclusively with the

relationship between Yeats's work and Blake's. To date there

 have been, however, no full length studies of possible affinities

_ between Yeats and Boehme or Yeats and Swedenborg. The lack of

scholarship gn*the uses Yeats may have made of these other two

~ mystics may be explained in part by the unusual nature of their

work. William Blake, as a fellow artist, provides more obvious
paralleis with the poet Yeats than do the theologically-oriented

mystics, Boehme and Swedenborg.

Thomas Dume suggested in "W.B. Yeats: A Study of s Read-
ing" that Yeats frequently mentioned Boehme and Swedenborg in
éonnection with Blake during the 1880's and '90's "because they
;Ere the most poetic” mystics Yeats was studying at that time

and thereforé were the most interesting for the young man at the

outset of his own poetic career.28

Dume's suggestion is corroborated by the evaluation in the

preface to The Works of Wiliiam Blake, where the editors call

Boehme and Swedenborg the "only other European mystics worthy
to stand by his side," although their works are judged less

valuabie than Blake's from the standpoint that they "were to a
targe extent sectaries."29

Of the two “"sectaries,” Boehme seems to provide the most

fruitful area of research. VYeats apparently valued the poetic
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grandeur of Boehme's style over the riéid structure’of Sweden-
borg's writing, which was assessed as "depressing through a lack
of anything stimulative or suggestive.“30 In his Introducton to.

The Poems of William Blake, also published in 1893, Yeats sug-

gested that Blake had found Jacob Boehme's work more conducive

10 poetry:

It is probable that the reading of The -
Morning Redness, Mysterium Magnum, and
stray fragments of medieval magical phil-
osophy . . . deliver&d his intellect from
the spectral and formal inteliect of Swe-
denborg, and taught him to think about the
meaning of his own visions.3

Much later, in "Swedenborg, Mediums, and the Desolate P1aces,“ the
essay which Yeats contributed to Lady Gregory's 1920 Visions

and Beliefs in the West of Ireland, Yeats wrote of his own redis-

covery of Swedenborg, indicating that his interest in the Swedish
mystic'had been s&persedéd Qy his reading of B&ehme: "It was
strange I should have forgotien so completely a writer I had
read with some care before the fascinaéion of Bfake and Boehme
had Ted me away:“32 It-is possible then to infer that Yeats
might have found the same relief that Blake did in reading

Boehme . ‘

Another reason for my choosing the German mystic is that
Boehme predated Emmanuel Swedenborg (i688—-1772) by almost half
a century. Virginia Moore, discussing the s;ared doctrines of
Boehme, Swedenborg, and Blake, raised the question of whether
n33

Boehme could be considered "the progenitor of the line.

While noting that Swedenborg denied having read Boehme, Moore
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claimed that he had‘read William gaw on Boehme and that Boehme's

34

ideas were available from other sources. But Yeats's biogra-

pher, Joseph Hone, stressed that Yeats always tried to follow a

‘concept back to its earliest expression. “Whenever a philosophi-

cal idea interested him," Hone found, "he wanted to trace it to

n35 It would be consistent with Yeats's

images out of old time.
general practice to concentrate on the beginning of the line.
Whatever Swedenborg and Blake may have derived from Boehme, it
is certain that Boehme derived nothing from them. If an idea
appears in two or more of Yeats's chief mystical authoriti®s,
logic dictates that Boehme was the first of the three to have
that idea.

Yeats considered Bdehme the first of a line of continuously
reinforced tradition which included Blake and Swedenborg. Dis-
cussing the reiative merits and contributions of the three mystics
in an 1896 review of Richard Garnett's Wiiliam Blake, Yeats as-
signed the highest place to Blake in terms of method, but he
acknowledged Boehme as the originator of many of the ideas B8lake
presented:

Biake is, to the bulk of students, the most
representative of seers. . . . Swedenborg
had perhaps as great an originai genius . .
while Boehme, who had possibly a greater
genius, was much of a theologian and some-
thing of an alchemist. . . . [ have said
that Boehme had possibly a greater original
genius, not because he seems to me so im-
portant to our time, but because he first
taught in the modern world the principles

which Blake first expressed in the language
of poetry.
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The difficujz? in dealing with mystical material is that one
cannot presume t cedence implies influence: If Boehme and
Blake share an jdea, the fact that Boehme did not get that idea
from Blake does not establish that Blake got it from Boehme.
Yeats was careful to say éniy that Boeﬁme was the first to have
the idea, not that he was Blake's source for the idea. There
is the possibility, inherent in the mystical experience, that
each mystic received an original and uninfluenced insight. That
these personal insights correspond is not proof of influence.
Rather, the correspondences can be u§ed, as Yeats used them, as
proof of a corpus of universal truths,rwhich can be perceived
independently by certain gifted'indiQ{duaié.

In addition to the personal inspirational aspect of Boehme's
work, Yeats's de11be§ate eclecticism and voracious consumption

of widely diverse material precludes -treatment of the relation-

ship between Yeats's poetry and the works of Boehme as a formal

source study. In W.B. Yeats and Tradition F.A.C. Wilson dis-
cussed a typical example of Yeats's synergistic method in rela-

tion to! the underlying ideas of The Herne's Egqg. Referring to .

the Yoga practice of selif-induced trance, Wilson wrote, "Having
accepted this discipline, Yeats ranges through history to find
parallels to it in heterodox mysticism." Wilson proved that
Yeats used Boehme and Swedenborg as his'western autﬁorities and

conciuded, "In The Herne's Egg, they are as much in his mind as

the Upam’shads.“37 In a chapter entitled "Alchemical Search"

in Sunrise to Eternity: A Study in Jacob Boehme's Life and

Thought John Joseph Stoudt dealt similarly with the research
—
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undertaken by Boehme immediately éfter he was banned from pub-"

lishing his ideas. Stoudt's description of Boehme's meshod of

 studying could have been applied with equal vé11dity to Yeats's

habitual practice: "“Eclectic, synthesizing, he learned only what

suited him, retraciﬁg in each book. the old ground.“38, Since

Yeats proceeded in the same way, both Yeats and Boehme could have

come to the same source independently and adapted it to their in-
dividual needs.

The best'possible model for the delicacy of approach neces-
sary in relating @ major poet to a major mystic is, conveniently,
Yeats's own study of 8lake. Early in the first volume of the

Quaritch edition of The Works of William Blake the editors acknow-

ledged that the extent of Blake's familiarity with Boehme was
uncertain. They established the literature on Boehme and the
works by Boehme which were availabie to Blake, cited what refer-
ences Blake made to Bbehmgz but refused to attribute positively
any single idea in Blake gzleiy to Boehme. The place in which
Yeats and E11is most nearly approached directly identifying
Boehme as the source for Blake was in a discussion of Blake's
use of animal forms associated with human passions. "This doc-
trine came to Blake," the editors wrote, "perhaps from Boehmen,
who believed that there are not animals enough in the world to
give men their symbolic forms, some men needing a combination
of two-or three beasts." Even with the qualifying "perhaps,"”
Yeats and E11is hastened to add, however, that this doctrine

was not uniquely Boehme's; that many visionaries are said to

have seen men's passions materialize in animal shapes. The
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editors concluded, "The last mystics who claim that they possess
this type of vision are an old Irish priest and a circle of Five
Bavarian pea’sants."39 '
As an established authority, Boehme might be preferred over
the circle of Bavarian peasants, but Yeats's awareness of the
existence of analogous experiences demonstrates the difficulty
in one's positively attributing any direct influence on Yeats
solely to ébehme. Yeats himself skirted the issue of who got
what from whom by treating his authorities as equals, each  an’
individual recipient of special insight. In the beginning of
the Yeats-Ellis edition,-Blake, Boehme, and Swedenborg are
referred to as "men who have overheard and recorded a few words

spoken by the spiritual forms among themselves for their own

delight."®® As Denis Saurat explained in Literature and the

Occult Tradition, "We are not seeking a source sO much as a
41 '

witness.”
While care must be taken to avoid attripution of any idea

or image of Yeats exclusively to Boehme, the danger of the other

extreme must aiso be circumvented. There is a certain validity

beﬁﬁ%d the jokerof an inverse source study; for example, given

any two major writers with broad enough scope and large enough

1iterary output, a skillful manipulator of words could make a

case for "The Elements of William Faulkner Apparent in Geoffrey

Chaucer." Boehme is particularly vulnerable to such manipula-

tion. Stephen Hobhouse, in his Introduction to Bishop Martensen's

study of Jacob Boehme, noted the similarity between Boehme's work
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and the Bible in the way in which the sheer bulk of diverse

material lends itself to every possible interpretation:

Boehme's seven large volumes, with their 30
odd works, in which are mingled, often in an
obscure language, expositions, exhortations,
and personal confessions, form such a be-
wildering though fruitfui 'chaos,' that a
number of distinct philosophies and inter-
pretations, some profound, some superficial,
can be and have been extracted from them by
diverse types of thinkers {and is not this
also true of the Bible?)}.4

Again, the Yeats-E1lis study of Blake can provide an example
of how to achieve the delicate balance of suggesting all possible
associations between poet and mystic yet remaining true to each.

In a discussion of the importance of the mystic number three in

the Book of Urizen Yeats noted,

It also indicates what Boehmen calis ‘three

dark creations.' But the examination of this

closely would Tead to the study of a mys--

ticism other than Blake's, and not endorsed

by him in its absolute completeness.%3
A study of Yeats's poetry in relation to the work of Jacob
Boehme is valuabie only insofar as it remains limited to corres-
pondences of which Yeats was probabiy, or at least possibly,
aware. Any other treatment would constitute mere academic exer-
cise. For that reason care has been taken to establish what
Yeats was most likely to have encountered of Boehme.

Yeats must have read Boehme in transiation, since he ad-

mitted to Sturge Moore, "I cannot read German.”44 Thomas Oume
speculated, "It is possibie that most of Yeats's reading was in

William Law's The Works of Jacob Behmen.45 Yeats himself referred

-~
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to the Law edition in his Introduction to The Poems of William

§lg5g?§ and in A Vision.47~ Yeats once wrote to his father that
he was reading the works of Bélzac (in translation). "In my
usual way," Yeats wrote, "1 shall read him a11."48 Ten months
later Yeats wrote that he had only "four or five of the forty
volumes" left to read, so he may indeed have carried out his
'intent.49 1f Yeats followed his vysual way" in his study of
Soehme, it would be logical for him to have read through Law's
edition, as that was the most comp1ete.ed1tion of Boehme's works
available in English at the time. Accordingly, to assure as
close a correspondence as possible, I chose the Law edition as
the principal primary source for Boehme's writings.

The four-volume collection, The Works of Jacgb Behmen,

commonly called the Law edition, is actually a compilation of

various translations. The entry for this work in the British

Museum catalogue notes:
The translations, except in the case of the
“Weg zu Christo,” where the version from the
1775 edition has been used, are those by J.

Sparrow, J. £1listone and H. Blunden, with the
phraseology occasionally slightly altered.>0

The Works of Jacob Behmen was published between 1764 and 1781 by

friends of William Law as 2 memorial to the English mystic, who

had intended to produce a translation of Boehme's works. It in-
cludes two works by Law, "An I1lustration of the Deep Principles
of Jacob Behmen in Thirteen Figures" in Volume One and "An I1lus-

tration of the Deep Principles of Jacob Behmen" in Volume Two.
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One of the singular aspects of the Law edition is that the
translators followed the German practice o¥ capitalizing substan-
tivgs. I have retained these capité]izations, as well as the
translator's parenthetical suggestions of alternate wording,
italicized passages, and occasional archaic usages, in an attempt
to preserve the flavor of the work as Yeats would have read it.
The writing style, which falls so stranée]y on.the ears of a
modern reader, has the advantage of being faithful to Boehme's be-
lief that words are "signatures," true expressions of the essences
they represent.s1 The various books within the Law edition are
cited by chapter and verse within the text and are abbreviated

as follows: from Volume I {1764)--The Aurora, 1612 (Aurora); The

Three Principles, 1619 (3 Prin.); from Volume II (1764)--The

Threefold Life of Man, 1620 (Threefold Life); The Answers to

Forty Questions concerning the Soui,A1620 (40 Ques.); The

Treatise of the Incarnation: In Three Parts, 1620 (Incar. I -

[or II or III]); The Clavis, n.d. {(Clavis); from Volume III

(1772)--The Mysterium Magnum, 1623 (Mys. Mag.); Four Tables of

Divine Revelation, 1624 (4 Tables}: from Volume IV (1787)--

-,

Signatura Rerum, 1621 (Sig. Rerum}; Of the Election of Grace,

1623 (Grace); The Way to Christ, 1622 (Way to Christ). [The Way

to Christ has four books which are frequently treated as in-
dividual works. They are cited under their titles--0f True

Repentance (True Repen.), Of True Resignation (True Resig.),

Of Regeneration (Regen.), and Of the Supersensual Life (Super.

Life)]; A Discourse between a Soul hungry and thirsty after the

Fountain of Life, the sweet Love of Jesus Christ; and a Soul
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enlightened, 1624 (Discourse); Of the Four Complexions, 1621

(4 Complexions); and Of Christ's Testaments, Baptiém, and the

Supper, 1624 (Christ's Testaments). Quotations from works by

Boehme not included in the Law edition have been used only if
they were available in the British Museum during the period when
Yeats was pursuiné his study of Boehme.

As the spelling of the mystic's name in the title of the
Llaw edition indicates, there are several variant spellings of
the German Bohme. The one used throughout this study, "Boehme,"
has been the preferred English spelling since 1900 and was the
spelling used most frequently by Yeats. Where another variation
was used, as in the 1893 Yeats-Ellis Blake, I have retained the
spelling of the original.

Ancther difficulty I have tried to avoid is the temptation
to draw up merely a list of interesting parallels. In order to
derive significance from this study, I have followed a unifying
thread through the various corresponaences between Yeats and
Boehme with the purpose of providing fresh insight into the
work of Yeats from the perspective of what he might have gainéa
from Boehme. To facilitate this objective, I have focused on
the relationship between the poetry of Yeats and the works of
Boehme. Although many elements of correspondence can be dis-
covered between Boehme's work and Yeats's other writings, such
correspondences have been used as support rather than as studies
in themselves.

Quotations from Yeats's poetry are taken from The Variorum

Edition of the Poems of W.B. Yeats and are cited in the text.52
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Uniess otherwise noted, the final form of a poem as it appears
in the Variorum is the version quoted, but the date given is
the.earliestcdate df'publicatidh, in order to place its compo§i-.
tion in Yeats's theorizing. The only exceptions to this proce-
dure were made when the final form differed substantially from
the original. Given Yeats's penchant for revision, any decision
on what version to use must be arbitrary. Once the decision to
use the 1dst form is made, the decision to ignore a rigid chrono-
Togical approach is made also. Yeats first encountered the works
of Boehme early in his 11ter§ry career, but his interest in the
mystic, as evidenced in his poetry and prose works, waxed and
waned periodically during his life. Because Yeats's reading of
Boehme was early and intensive, and because Yeats was interested
in core principles, not in facts, no element of Boehme appears
in pure isolation in Yeats's poetry. Always what might be at-
tributed to Boehme is enhanced and enriched by all that Yeats
supplied to make the poetry truly his own work of art. Thus,
it has been necessary sometimes to deviate from strict chronology
to make a line of reasoning clear and accurate. Care has been
taken never to distort deliberately through these deviations.
Chapter One examines the similarities between William Butler
Yeats and Jacob Boehme. Through analysis of direct references
of Yeats to Boehme, correspondences which a close study of each
suggests; and statements of critics as to possibie connections
between Yeats and Boehme, a pattern emerges of three areas of
importance to Yeats's poetry. These three major areas of af-

finity are the belief in the creative power of the imagination,



XX

a view of the universe which holds that all things operate
through a system of opposites, and-an appreciation of the momen-
. tary synthesis of ﬁhe'mystica1 experieﬁce. These three elements
formed the basis of Boehme's thought. He believed that the 1ife
of all things,\inc1uding thevinfinite Deity, depends upon the
Imagination's creating contraries which struggle in opposition to

each other until, as in a flash of 1ightning, a moment of resolus

. tion is reached.\ Such a process seems to underlie Yeats's

poetry. Ideally, iNboth the-myéticism and the poetry, this

process is spontaneous nd instantaneous. The best way to dis-

cuss the steps, however, \§ individuaW®y and progressively.

Accordingly, Chapters Two, igree, and Four deal respective1& with
‘ —

the imagination, the contrarie and the moment of resolution.

fach element will be discussed in terms of Yeats's and Boehme's

theories regarding it, the use of it in Yeats's poetry, and a

e
shared symbol through which Yeats-and Boehmé'egpressed it in

- >
L

their writings. e ' ~
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CHAPTER I
“CERTAINLY THE GREATEST OF THE CHRISTIAN MYSTICS"

"An Ungovernabie Craving"
r\‘ .

[

+

In 1596 Yeats wrote to W.T. Horton, a visionary friend who
was having difficulty with the teactrings of the Order of the
Golden Dawn, exhorting him to "read or study in some unemotional
and difficult schoo'l."1 The course of study Yeats suggested was
the writings of Jacob Boehme. "Jacob Boehme is certainly the
greatest of the Christian mystics since the middie ages," Yeats
wrote, "and none but an athletic student can get to the heari of
his mystery.”2 Evidence of Yeats's study of Boehme indicates
that Yeats was himself such an nathletic student," possessed of
the interest and stamina to delve into Boehme's compiex mysti-
cism. VYeats's referencgs to Boehme reveal the boet‘s fascination
with the German mystic and suggest possible implications of that
interest for Yeats's art.. But in order'to establish accurately
the relationship between the modern Irish poet and the sixteenth-
century G@erman, one must foliow the course of Yeats's developing
interest, which falils fnto a pattern more closely resembling his
famous gyres than a straight line. References'to Ja;ob Boehme
which appear throughout Yeats's yritings can be used as indica-

tions of the way in which the poet progressed.
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Whatever Yeats may have gained from his interest in Boehme,
nourished by the fertile imagination of a poetic genius, "Grew in
mind, but," one must ask, "out of what began?" {"The Circus’
Animals’ Desertion:“ Var., p. 630}. What was the background into
which Yeats assimilated Boehme's contribution? In his Autobiog-
raphy, Yeats discussed the research he undertook to investigate
extrasensory phenomena and accounts of visionary experiences. "I
had not taken up these subjects willfully, nor through love of
strangeness,” Yeats remembered, "but because unaccountable things
had happened even in my childhood, and because c¢f an ungovernable

craving."3

Before investigating the subjects Yeats studied to.
assuage this craving one must foliow the boet's lead by establish-
ing the background which formed the 1ntej1ectua1 and psychological
framework into which those studies were fitted.

The Autobiography of William Butler Yeats, published in 1938

but including Yeats's earliest memories, can be considered a

kind of journal of the artist's soul. The picture which emerges
from the first section, "Reveries over Childhood and Youth," is
of the poet as a young boy remarkably sensitive to intimations of
a spiritual 1ife. If one gives credence to astrological predic-
tions (which in light of Yeats's interests must be given at least
passing consideration), the poet's penchant for mysticism was
estabiished even before he was born. An uncannily apt horoscope
cast for the poet by a friend of his uncle George Pollexfen
described a person born under Yeats's signs as “"a searcher into,
and delighter in, strange studies and novelties . . . subject to

né

see visions and dream dreams. The tendency to dream visions
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must have been manifest from an early age; in the “Reveries"

-section Yeats recalled hearing voices, seeing a "supernatural

bird in the corner of the room," and foretelling his grandfa-
ther's shipwreck through a dream.5 By 1907 Yeats was writing to

F]orence Farr, "Astrology grows more and more wonderful every

-

day. I have some astonishingly 1rrefutable th1ngs to show you. 8

Boehme also credited horoscopic predictions. In one passage he
stated, "The kind Bf child born is determined by the stars when
thé seed is sown and when the creature first draws breath in its
Mother's body" (3 Prin. 8-45).

Much critical attention has been focused upon what Virginia
Moore called "The Problem of Yeats' Re'ligion."7 Most studies of
Yeats's "religion" are largely attempts to extricate from Yeats's
writings doctrines which can be analyzed by comparison with
orthodox Christianity. Thii "problem" falls beyond the scope of
an investigation of affinities between Yeats and Boehme. Neither
the poet nor the mystic is to be examined as a theologian; gach
is considered an original genius who waged a personal struggie
to devise a system to satisfy his own "ungovernable craving.”

In this context Yeats's relation to orthodox Christianity is
important only insofar as his religious heritage contributed to
his approach to 2 be]iefr

Richard Elimann has provided the most valuable insights into

Yeats's religious background in his study Yeats: The Man and the

wasks. He characterized the Pollexfens, Yeats's maternal reia-
tives, as "Protestants, though not devout,“8 and indicated that

the poet's mother communicated her faith through action, not



argument. Susan Pollexfen Yeats had her children baptized,
taught them their prayers, and took them to church regu]griy, but
she preferred the ghost stories and fairy tales of her native
Sligo to theology.9 ‘
‘i‘iThe poet's father was the person most responsible for his
son's complex attitude tdward religion. John Butler Yeats, the
son and grandson of Protestant ministers, revolted against the
orthodoxy of the Church of Ireland. But, Ellmann contended,
"John Butler Yeats could reject his father's religion but not his
te:mperament.”.]O This dictum might apply to his son as well.
William Butler Yeats could reject his father's skepticism, but
not his habitual spirit of inquiry. In 1869 J.B. Yeats wrote:
"A doctrine or idea with Catholicity [sic] in it is food to all
_the feelings, . . . and every other nature is quickened by it.“1]
A similar reliance upon the validity of universally acknowledged
principles probabiy underlay the poet's wide-rénging study of
diverse religions and occult systems.

Even before he knew the biological facts of life, Yeats was
searching fdr clues to spiritual realities. He recalled, "My
father's unbelief had set me thinking about fhe evidences of
religion and [ weighed the matter perpetually with great anxiety,
for 1 did not think I could Tive without religion.”'% This
concern was deeply rooted by the time Yeats was eight years old,
whén his “religious emotions were . . .‘connected with clouds and

0 .
cloudy glimpses of iuminous sky, perhaps because of some Bible

w13

picture of God's speaking to Abraham or the Tike. Yeats's

favorite biblical passages at that age were those of the-Apacalypse
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and Ecclesiastes.]4 This early interest ‘In the most poet{caI and
visionary parts of the Bible and the perception of religion as an
instant of God's “speaking" to man deepened into a 1ifelong
interest in mystical experiences 1ike thé ones Yeats later en-
countered in his reading of Boehme.

It is significant as well that Yeats's autobiography probes
the development of "religious emotions,” not theological con-
cepts. In a frequently quoted passage from the 1922 section of
his autobiography entitled nThe Trembling of the Veil," Yeats
égain attested to the strengtﬁ of his religfous feelings and
lamented the fact that the inteilectual current of his boyhood
had made it impossible for him to hold a simple faith. "I am
very religious,” Yeats declaped, "and deprived by Hux1ey‘and
Tyndall, whon 1 detested, of the simple-minded rg11gion of my
childnood, 1 had made a new religion. . . 135

Yeats'§ eariy education, overseen by his skeptic father,
inciuded 1ittle formal theological training. While Yeats's
intellectual development was nourished by such thinkers as John
Styart Mill, his religious nature was rooted at the deeper level
of emotions and yearnings ingrained in childhood. Perhaps noth-
ing demonstrates the importance of this side of Yeats more
strongly than does his choice of the churchyard of the Drumcliff
church where\ his grandfather had been rector for his’ own final
resting place.

The theology available in the established churches of Ire-

land could not satisfy Yeats's "ungovernable craving." In 1914,

indignant over the controversies, at once petty and yet violently



hostile, surrounding Parnell, the Lane pictures, and The Playboy
t .

of the Western World, Yeats castigated institutional reiigion in

Ireland, singling out "the pious Protestants of my childhood" as
prime examples of failure to intearaté the ethics they preached
with the essentials of their Christianity. "Religious Ireland,"
Yeafs complained, “thinks of divine things .as a round of duties
separated from life and not'as an element that may be discovered
in all circumstances and emoiioﬁ."16 Boehme had condemned the
established churches of his day in similarly harsh tones, writ-

ing, "The Cainical Church drives a subtle trade with external

Cgremonies, and will appease‘God with ag@e external Thing or
other" (Mys. Mag. 28-27).

Yeats's insistenéé on the value of emotions, the necessity
for feeling the truth as weil as perceiving it intellectualiy,
was probably influenced by the atmosphere in which he spent his
childhood. T.R. Henn characterized the region where Yeats lived
as a boy as being particularly permeated by an aura of the

supernatural: .
N

The West of Ireland is a country of ruins, of
traces of old faiths, of legends, and of a great
reverence for the dead. To its peasantry the
supernatural is vivid and real, but in the main
spasmodic and without continuity in narrative.l7

And Yeats himself acknowiedged the peculiar feeling of the Irish
countryside in the short 1892 essay "Concerning the Nearness
Together of Heaven, Earth, and Purgatory.” Referring to the

numerous stories of the presence of spirits among the country

folk, Yeats wrote, "In Ireland this world and the world we go to
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after death are not far apart . . . . Indeed there are times
when the worlds are so near together that it seems as if our

earthly chattels were no more than the shadows of things be-

_yond."]8

The power of this early influence is apparent in the unskep-
tical acceptance of psychic phenomena which pervades the first
section of Yeats's autobjography as well as the collection of

writings published in 1893 as The Celtic Twilight. Yeats had

heard his first tales of fairies as a young child visiting the
cottagers- near the Midd?etons'\home in the enchanted region of
the West o% Ire]and.19 The most remarkable aspect of the folk
taies was the matter-of-fact attitude of those relating the
experiences. - Yeats's own eager espousal of ancient folklore must
have had its roots in the predisposition gained from early influ-
ences. When George Po]]exfgn, §eats's "supporter” whom-h? char-
acterizgd as "strangely beset by the romance of Ire1and,”20

died, Yeats wrote to his sister with convincing sincerity: "I am
glad the Banshee cried (at George's death)--it seems a fitting
thing. He had one of those instinctive natures that are close to
the supernatural.”21

Yeats considered the perception of the '"nearness together of

heaven and earth” cne of the dominant characteristics of the

Irish. In the Foreword to Lady Gregory's Gods and Fighting Men

(1904) Yeats wrote of his countrymen, "They have no asceticism,

but they are more visionary than any ascetic, and their invisible

4 .

1ife is but the 1ife about them made more perfect and more last-

ing, and the invisible people are their own images in the water.“22



In his investigations of Irish folk]ore,_Yeats made his
chief concern the connections between the country storizs and
occult teachings from other sources. In his contribution to
Visions and Beliefs of the West of Ireland Yeats repeated a\

comment made by Lady Gregory as they passed an old man in tﬁé\\‘*I/,\

woods. "That old man," Lady Gregory‘said, "may know the secret

of the ages."23- Evidently Yeats sought to discover,those secrets
and also to relate them to his other studies. Refiecting upon
Lady Gregory's remark, Yeats commented, "I had noticed many

analogies in modern spiritism and began a more careful compari-

son.“24

-
This comparison of various traditions provides valuable
insight into the synergistic method by which Yeats follqwed the

dictum which had been conveyed to him mysteriously as a young

Il25.

man--"Hammer your thoughts into unity. While in Ireland in

1891 he wrote, "I am here looking for stories of the fairies and

the phantoms, and are not these spiritual beings of Plato but the

26

phantoms and fairies of philosophy?" in the Preface to the

1893 edition of William Blake's poems Yeats quoted Blake's asking
some woman, "Did you ever see a fairy's funeral?" Yeats then
noted, "Jacob Boehme is also said to have had a vision of the

27

fairijes.” And in an 1899 review‘of The Dominion of Dreams

Yeats praised Jacob Boehme for the beginning of a return to the
simplicity of fairy tales, saying, "Swedenborg and Jacob Boehme
have begun to cast off the manners of the schools, and to talk

the fairy tales of chﬂdren.“28
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Yeats gave no source for his statement that Boehme had seen
fairies, nor did he provide any illustration of what he con-
sidered Boehme's use of a fairy tale style. It is possible that
Yeats invented thé incident out of his desire to draw his varioﬁs
studies into unity and to lend augbenticity to his interests.
Perhaps Yeats was ‘interpreting fairies very loosely as spiritual
beings and extending what he had read by what he believed. Yeats
believed that there is a 1ife beyond what we perceive through our
five senses and that there are beings who inhabited the world be-
yond. There must, therefore, be morta]s-;Yeats would have it
that these were the magicians, the mystics, and the artists-—wﬁo
have made contact with these supernatural beings.e In_"Enchanted
Woods" {1902) Yeats affirmed that "they are surely there, the
divine people . . . and'the simple of all times and thé wise men
~of ancient times have seen them and even spoken to them.”29
Boehme gave similar credence to tﬁe folk wisdom of the ages in 2

passage in Three Principles: “The mysteries of nature were not

so deeply hidden to [ancient] peoples as they are to us, because
they were not so deeply hidden (immersed) in materiality and sin"
(3 Prin. 21-8).

When Yeats set about estaBIishing a "new re]igion,"30
therefore, one which would satisfy the requi}ements of univer-
sality, simplicity, and fidelity to the emotional side of the
human character, he tuf:ed first to fairy tales and fo'lk'lore,31
returning in a sense to the roots of his re]ig%ous feelings, to

the tales of the cottagers of Sligo. Indeed, the fairies and

leprechauns of folk stories were perhaps more closely tied to the
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spiritual nature of his country than the sectarian dogmas which
have tong divided the Irish nation. In the 1893 piece "Belief
and Unbelief"” Yeats cabtured the essence of religious feelings of
the peasants of his childhood. These folk may not have accepted

the theological concepts of their pastors, but, Yeats wrote,
w32 .

-

"No matter what one doubts, one never doubts ihe fairies..

Earlier, in an article on Browning published in the Boston Pilot ¥

on May 17, 1890, Yeats had praised scholars like Joubainville and

Rhys for their efforts in demonstrating that folk stories and
T

fairy tales were remnants of "once famous religions" which Yeats
described as "fallen into ruin and turned into old wives' tales,

but still Tuminous from the rosy dawn of human reverie.“33

reminiscent of Boehme's

"

Yeats's reference to the "rosy dawn,

first work, The Aurora or the Morning Redness, provides the key

to the way in which Yeats approached the foundations of his
beliefs. Yeats was Tooking for fundamental truths, for core
concepts which men had held throughout the‘ages. In his search
for incontrovertibles, however, Yeats was literally of two minds.
One part of him longed to satis?y the inborn "ungovernable crav-
ing" fostered by the experiences of his childhood. The other
side, imbued with his father's spirit of skepticism, demanded the
certé??&}fgﬁidémonstrab]e facts. In many ways Yeats, whom

LY
4
w3 was

\
Dwight Eddinsica11ed “The Nineteenth-Century Matrix,
reacting to his age, a period of cataclysmic changes as intense

as those which had rocked the world of Jacob Boehme three hundred

years earlier.



. "That Unfashionable Gyre"

>

An overv1ew of the d1ssem1nat1on of Boehme's works durwng

the three hundred years between his death and the birth of Yeats - -

reveals an intriguing phenomenon. For example, in the revised .

editinn of Jacob Boehme by Hans Mantensen, his editor Stephen

Hobhouse noted:

Almost all of Jacob Soehme's 31 works were well

translated and published in England between 1647

and 1663. Many of those translations were re-

printed in 1764-81 and some again in 1905-24. 35
The dates of publication differ in other countries, but the
pattern of waxing_Eﬁd waning popularity for Boehme's ideas
remains constant. The fiuctuations in public attention to the
outpdurings of the German mystic are a concrete example of the
cyclical view of_nistory Yeats expounded in his 1938 poem "The
Gyres," and the ;eriodic resurgence of Boehme's work gives his-
torical precedence for Yeats's hope that the future will bring
“that unfashionable gyre again® (igi., p.-565).

Boehme's writings have lain virtually untouched for decades
only to be discovered anew and accepted eagerly by some succeed-
ing generation. When the emphasis of a society is upon con-
formity and adherence to strict cgees of orthodoxy, Boehme's
works are largely ignored, if not dctively suppres§ed, while any
movement which seeks to break through old strictures\tends to
embrace Boehme's teechings enthusiastically. An interesiing
sidelight tg history is the fact that in 1941 Nazi authorities

banned Boehme's writings and locked a colliection of his originel

O
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“

manuscripts in the same bhilding in his native Gorlitz where they
had been held after they were confiscated in the seventeenth
centurym36 7 (r >

There are many affinities between the age of Yeats and the
age of Boehme which could have‘attracted the .poet.: During the
last quarter of the sixteenth century Germany was moving from the
thdught patterns and beliefs of the Middle Ages to these of the
Renéissance, and Yeats was also born into an "Age of Transition.,
The unity of the Middle Ages was giving way in Boehme's time to
the diversity of the Renaissance, which eventualiy resulted in
the dissociation of sensibility in the twentieth century. Where
before, the study of iife was the province of the priests and any
study led to God, scholarship was breaking into separate discir
plines in the sixteenth century. Théglogy became primarily
concerned with God as revealed in the Scriptures and the scrip-
tural explications of recognized au;éérities. Philosophy began
to focus upon "natural means" for exﬁloring the meaning of exis;
tence. Modern science, the focus of attack by w&iﬁers in Yeats's |
age, was forming at the point of divergence of theB]ogy and ’
philosophy 1in Boehme's era. Jacob Bbehme was affected as deeply
by the lack of terminology and means of approaching the new
science as William Yeats and his contemporaries were distressed
by the over-emphasis in their own age on technology and the
scientific ;;Qroach.

Boehme was not” immune to the pressures of these social up-
heavals. Despite the intensely inward quality of his mystical

writings, Boehme, iike Yeats, served his time as & “smiling

—_—)
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public man" ("Among School Children® (1927}, Var., p. 4&3).
Boehme worked at the shoemaker's trade through much of his 1ife,
and his efforts és-negotiator during conflicts between the
tanners' and the_;hoemakers' guﬂds?’7 could be compared to
Yeats's efforts in the Irish Senate.

The changes within society, intensified by the gathering
clouds of the Thirty Years' War which broke out in Germany in
1618, contributed to the apocalyptic tone of the mystic's writ-
ings much as, social* forces in Yeats's time, culminating in.the
cataclysm o# World War I, affected Yeats's poetry. Yeats anda
Boehme, each<€; his forties when war began, reacted similarly to

their intimations of approaching disaster. In Three Principles

Boehme used flower imagery in a warning of the impending time

when "Heaven thunders, (and passes away with a Noise)":

Truly the Time of the Rose brings it forth, and
it is high Time to awake, for the sleep is at
an end, there shall a great Rent be before the
Lily; therefore let every one take Heed to his
Ways. (3 Prin. 15-26)

In "The Secret Rose," written in 1896, the young Irish poet pro-

claimed in similar imagery an approaching change:

I, too, await
The hour of thy great wind of love and hate.
When shall the stars be blown about the sky,
Like the sparks biown out of a smithy, and die?
Surely thine hour has come, thy great wind blows,
Far-off, most secret, and inviolate Rose?
(var., p. 170)
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The 1ines from Yeats's 1923 poem "The Road at my Door”
could have been spoken by Boehme in 1620:
A brown Lieutenant and his men,

Half dressed in national uniform,
Stand at my door. . . . (Var., p. 424)

-

For in August of that year English and Scottish mercenaries
marched into Gorlitz, bringing with them -2 virulent fever with
~ which Boehme, who hed been pressed into service in the citizens'

army, was infected.38

Boehme's response to the horrors of war
in his village was evident in the prophecy added as a post-

script to a letter written February 20, 1623: "The Oriental

beast getteth an human heart . . . ; and ere this cometh to

pass, he helpth to tear down the Tower of Babel with his
n39

claws. Three hundred years later, Yeats's own tower feil
under the same kind of siege. And in "The Second Coming™ (1?20)
Yeats also evoked an image of a terrible, alien beast in his
announcement of a forthcoming apocalypse:

Surely some revelation is at hand;
Surely the Second Coming is at hand

The Second Coming: Hardly are those words out .

When a vast image out of Spiritus Mundi

Troubles my sight: somewhere in sands of the desert
A shape with lion body and the head of a man,

A gaze blank and pitiless as the sun,

Is moving its siow thighs, while all about it

Reel shadows of the indignant desert birds.

The darkness drops again; but now [ know

That twenty centuries of stony sieep

Were vexed to nightmare by a rocking cradie,

And what rough beast, its hour come round at last,
Stouches toward Bethlehem to be born? (Var., p. 402)

s
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"Mere anarchy is Toosed upon the worlid," Yeats wrote in the f{rst
stanza of that prophetic poem; "The bicod-dimmed tide is loosed"
‘(Var., p. 402). Boehme 1ikewise saw impending collapse in his
time. 1In 1624, when he was being attacked with "passionate in-

tensity" for his "conviction" (Var., p. 402), he wrote, "Babel
burnéth in the whole worid, and there is woe in every street.“40
Boehme, like Yeats, struggled to achieve a position of

unity in a world filled with dissensions and divisions. His
lifelong aspiration was expressed in the Tittle verse he used
to write in the commonpiace booké of his friends--

To whom Time and Eternity

Harmoniously as One agree;

His Soul is safe, his Life's amended,
His Battle's o¢'er, his strife is ended. 41

-
[

Because of the time and place of Boehme's birth, he stood
at the point where the fissures were widening and his genius
afforded him the unusual ability to hold diverging elements in

unity. In The Mystic Will Howard Brinton called Boehme the

"inheritor of that tremendous 1egac§” contributed to by the
Neo-Platonists, the writers of the Jewish Kabbalah, the mystics,
the alchemists, the spiritual reformers of the Reformation, and
the humanists of the Renaissance. In Brinton’s assessment,
"Boehme is the most vital single transmissive organ of this biend
or fusion of thought—currents.”42 This evaluation echoes the
opinion Yeats expressed in "High Crosses of Ireland" (1896) of
Jacob Boehme as the one "who gathered into himself the dying

mysticism of the Midd]e Ages.”43
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The unjqué characteristics of Prétestant mysticism can be
traced directly to Boehme's moment in history. Prior to the
Reformation, mystics were concerned primari]y'with the abstract;
in the Platonic sense, the more abstract a concept was, the more

4 . . . .
4 _ The mystical experience was one soul's experience

5

real it was.

of his own oneness with God,4 and the emphasis was upon loss of

personality, upon total identification with the One.46 Protes-

tantism brought the concept of the primary importance of man's

47! Boehme's mysticai experience made him see more

_individuality.
clearly the things of this world. Repeatediy he insisted that
the pull is from within, not from above. Yeats recognized this
aspect Qhen he }econmended Boehme'g_works to W.T. Horton in that
friend's crisis of faith. Yeats told Horton, "For you progress
lies not in dependence upon a Christ outside yourself but upon

a8 4

the Christ in your own breast." Yeats may have been awarg also

of the protestations Boehme made in the Second Apologie in wer
~

to Baithazar Tylcken, where he affirmed his reliance on the Christ

within himself:

If 1 had no other book except the book which I.
myself am, I should have book enough. The en-
tire Bible 1ies in me if I have Christ's Spirit
in me. What do I need of more books? Shall I
quarrel over what 1is outsids me before I have
learned what is within me?4

And in the Epistles Boehme had counseled a follower much as Yeats
instructed Horton: "The true dnderStanding must flow from the
jnward ground out of the Tiving word of God (which must before be

opened and revealed in man), and enter into the written-word.“s0

In the Introduction to his 1953 translation of The Way to Christ
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John J. Stoudt identified this shift from the concept of man's

ascent toward God to the concept of God's penetration of man's
soul as the "revolution in mysticism wrought by Boehme."S]
Stoudt expressed the importance of Boehme's particular mysticism

more fully in Sunrise to Eternity: "Conceived in its broadest

aspect, Boehme's experience was the sunrise to an eternity within
the world, something undreamed of in medieval thought.“52

W. Windelband, author of A History of Philosophy (1893),

o . - . .
related the resurgence of interest in mysticism in sixteenth-

century Germany to a reaction against the increasing rigidity in

'the Protestant State'Church.53 Windelband's claim that Boehme

attempted "to transcend the dogmatic, fixed form of Protestant-
ism, and to solve the probiems of fhe new science with the aid of
a Christian metaphysics“54 corresponds to the rationale William

James ascribed to modern interest in mystical states in his 1902

'study, The Varieties of Reiigious Experience. According to

James, mystical states "break down the authority of nonmystical

~

or rationalistic consciousness, based upon the understanding and

the senses a]one.”55

Boehme and Yeats probably valued evidences
of mystical insight for the same reason, because, as James wrote,
"They open out the possibility of other orders of truth, in
which, so far as anything iﬁ us vitally responds to them, we may
freely continue to have fa'ith.“56

A re]ateq;contribution df Boehme to his age was a renewal of
interest in séeéulative theology. The Reformation had begun
from disagreements over the means of individual salvation, and

for many years soteriology remained the focus of attention.
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Boehme turned his insights to speculative dogma, such as the
mysteries of the Incarnation and the inner life of the Trinity,
which Protestantism had accepted from Catholicism. One of |
Boehme's strongest influences upon theology derived from the .
attention he turned to the mysteries, chiefly the Trinity. "In
this respect," Martensen wrote, "Boehme pointed back to the |
Eastern Church which has.absorbed itself in the mysteries of the

nd7

Trinity and of the Incarnation. In his 1938 introduction to

. Aphorisms of Yoga Yeats also linked the German ﬁystic to Eastern

mysticism and claimed, "Boehme had great influence upon the
theology of the seventeenth century.“58
The difference in Boehme's approach stemmed from the fusion
of ancient problems and the new approach initiated by Luther.
Stoudt credited Lutheranism with the fact that Boehme's mystical
experience did not involve loss of self. "The mystical heart of
Lutheranism" was, Stoudt said, the-concebt that God's Tovg must
first be in man.59 Brinton also attribuéed the major differences
between Eckhart, an earlier, Catholic mystic, and Boehme to the
intervention of Luther. Emphasis upon the prime importance of
man made Protestant mysticism more subjective and changed the
thrust of the mystical experience from emphasis on the‘inte1lect
to émphasis on the wi1].60
Yeats had been predisposed, by temperament and background,
to rely upon self-discovery as the basis for belief. He too
stressed the importance of will. In a 1904 Jetter to his friend

George Russell, Yeats declared the individual will preeminent and

extolled its vaiue for directing men's 1ife as well as his art.
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In a postscript to that letter Yeats demanded, "Let us have no
emotions, however abstract, in which there is not an athletic
joy."o!

- This concept of "joy" as a crucial element became much more
pronbunced'in Yeaﬁs's later poetry, and it too was tied to the
teachings of Boehme. In a 1936 letter to Dorothy Ne1f§sTey,
Yeats wrote, "A Dutch mystic has said, 'I must rejoyce, I must
rejoyce without ceasing, though the whole world shudder at my
joy.""®2 This "Dutch mystic" was identified as Jacob Boehme by

B.L. Reid, author of William Butler Yeats: The Lyric of Tragedy.63

4

In his Last Poems Yeats found this terribie joy in the conso-
}ation of his cyclical theory of history. -For exampie, in “"Lapis
Lazuli" (1938) he wrote, "All things fail and are built again, /
And those that build them again are gay" (Var., p. 566}. And in
the 1938 poem that provided the titie_for this section Yeats pre-
sented his joyous approach to “The Gyres"-—“Hector is dead and
there's a light in Troy; / We that look on but Taugh in tragic
joy" (Var., p. 564).

Boehme 1ikewise believed in the vindication of history. Six
months before his death, in the midst of a furor over his latest
publication, Boehme wrote to a friend, "That which my native
country casteth away, other nations shall take up.”64 In Novalis
"Frederick Heibel explained how the gyres of history had turned in
Boehme's favor during the Romantic Age. The works of Boehme,

Heibel wrote,



" had been in constant circulation, though the
Age of Enlightenment and rationalism were utterly
hostile to them. The onset of early Romanticism
was linked as a matter of course with a renais-
sance of the world of Jacob Boehme.55

Novalis himself praised Goethe, whom Yeats admired, by calling
him the "Boehme of Neimar.”66
The English romantics drew likewise upon the teachings of

Boehme. In Currents and Eddies in the English Romantic Genera-

tion Frederick Pierce stated, "This Austrian shoemaker and
visionary, a belated survival of the medieval mystics, left his
tra3] across most of the German Romantiker," and claimed also

that William Biake's "chief tie" 'to the Romantics "is through his

67

discipleship to Jacob Boehme.” Frank Kermode named Swedenborg,

Boehme, and his successors, the eighteenth-century Germans, the

68 Pierce noted that

69

"yitimate sources” of the Romantic Image.
Coleridge had pianned to write a life of Boehme, ~ and David

Erdman, editor of Coleridge's Essays on His Times, claimed, "One

of the most heavily annotated of Coleridge's books is his copy of

The Works of Jacob Boehme, his notes continuing from 1808 to

1826."70 . In The Concept of Nature in Nineteenth-Century English

Poetry Joseph Beach revealed that Wordsworth had two of Boehme's
. N\
books in his library, but Beach found "no reason for thinking

that Wordsworth's thought was in any appreciable degree affected

by Boehme.”7] In Mysticism in English Literature Caroiine Spur-
geon credited Coleridge with bringing Boehme to the attention of
the English Romantics. “Through Coleridge," Spurgeon wrote,

vsome of his root-ideas returned again to England in the nineteenth
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" century, thus preparing the way for a better understanding of
mystical thought.“72 '

Yeats, Qho considered Himself one of “"the last romantics”
("Coole Park and Ballylee, 1931," Var., p. 491), was probably

drawn to many of the same “root-ideas.” In Undercurrents of

Influence in English Romantic Poetry Margaret Sherwood discussed

Boehme's contributions to the Romantic Movement. The central
ideas she listed were the concept of the indwelling life of the
divine in nature and man, the adherence to a transcendent deity
which differenfiated'Boehme's thought from the pantheistic doc-
trine of total imminence, the view of the origins of the world E
as the self-differentiation aiflgelf—externalization of the
absolute spirit," and the idea of human 1ife as a groping return
from this earthly division to the original One.73

The English Romantics went to Boehme through the German
ldealists, the same channel through which came the influence
which Yeats recognized on modern German phﬂbsophy.74 The
Tdealists had reacted against Immanuel Kant's "critical” phi-
Josophy, which held that the human mind cannot penetrate beyond
the realm of sense exper‘ience.?5 Yeats would have rejected such
teaching on the same badis as that one by which Berkeley, whom he
admired, refuted Locke's contention that all knowledge derives
%rom ekperiénce-—“ue Irishmen think otherwise.”76 Boehme had
appe§1ed to the German Idealists, as he probably later appealed
to Yéats, for the apparently infused quality of his insights into -
mysteries beyond the scope of unaided intellect. Berdyaev cred-

ited Boehme's insights with the Romantic revolt against pure
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- but not the Saint or the Song of Sixpence . .
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reason: "Without his brilliant intuitions, the rationalism of

modern philosophy, of Descartes and Spinoza, could not have been

overcome."77

A direct line of descent runs from the German Idealists--
Fichte, Schelling, and Hegel--through Schopenhauer, to

Nietzsche.78

Schopenhauer, of whom Yeats wrote in his later
1ife, "Schopenhauer can do no wrong in my eyes,"79 saw Boehme's
thought as the foundation of the Idealists. Schopenhauer claimed
that SéheT]ing's works "are almost nothing except a remodeling of
Jacob Boehme's ‘Mysterium Magnum,' in which aimost every sentence
of Hegel's book is represented."80 But 1ike his Irish admirer,
Schopenhauer found Boehme's ideas distasteful yheﬁ he encountered
them iﬁ Hegel. He asked, “Why are in Hegel's writings the same
figures and forms insupportabie and ridiculous to me, which in
Boehme's works i1l me with admiration and awe?"81 Yeats could
have explained Schopenhauer's quandary as he explained the problem -

to Lady Elizabeth Pelham in the last known letter of his Tife.

“The abstract is not life,” Yeats wrote. "You can refute Hegel
Ill 82

"Discoverers of Forgotten Truth"

In 1887, shaped by his own heritage and the spirit of the
age into which he was born, Yeats had traveled to Lohdon,-ﬁhere
he found others who were seeking jrrefutable experience. Later,
Yeats was to begin the reminiscences of the 1918 poem "In Memory

Lof Major Robert Gregory" with the mention of "Discoverers of -
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forgotten truth" who had been companions in his youth (Var., p.
324). These were the acqhaintances from the four years which
began in 1887, men and women groping‘;;ke the young poet through
experimentations of all types for proofs of spiritual verities
perhaps lost to their generation.

In approaching the studies which Yeats began in 1887,

studies which the poet credited with enabling him to break awa§

83

from his father's influence, one must take into account that

until the rise in popularity.of the arcang, whicﬁ‘has been dis-
tinctly a phenomenon of t s, Yeats's interest in secret
societies and mystics had been Targely ignored or-treated as an

84

unfortunate aberration. Daniel Albright's reference in The

Myth against Myth to Yeats's "intellectuaily scandalous _youth“85

is typical of the general response to Yeats's early studies. In

The Identity of'Yeats Richard Ellmann-aptly characterized the

prevailing critical attitude towards Yeats's heterodox pursuits
as one of discomfort or uneasiness;86 Ellmann himself referred
t0 Yeats's studies as the "dingy back entrances" of phﬂbsoph_y.s7

The assumption impiied in this reference, that a hierarchy of/,_;ﬁ\\

respectability can be established among the various disciplines
which deal with the unknown, is & pervasi@e attitude which )
serves only to muddy the wa£ers of an already cloudy fount of
knowledge. Akin to the practice of iabe]ing;one's own religious
beliefs "theology" and all other traditions "myth," such rankings
detract from Yeats's serious study of universal truths rooted in

man's deepest experience where, as his mentor Blake preached,

"A1Y Religions are One." No attempt has been made in this study
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to assign precise labels to any of Yeats's interests except in

instances where he himself made differentiations.

Oliver St. John Gogarty, a contemporary and_friénd of
Yeats, indicated that Yeats's interests not only embarraésed his
admirers, but also handicapped his public works.for thg art§. In
his memqu of Yeats, Gogarty wrote, "“Apart from the farcical
' situations which arose from time to time, Yeats's association
with the occult retarded the acceptance of the dramatic movement
in Ireland and caused active opposition afterwards, such as the
near ;iots at the Abbey Theatre.“88- Yeats himself had édmitted
as_much at the turn of the century, when he wrote to Lady Greg-
ory, "Between my politics and my mysticism I shall hardly have my .,
head turned with popu?arity.“sg
- In éeneral, those scholars who did not simpi?-ignore Yeats's
eccentric interests adopted a pragmatic stance designed fo
demonstrate the utility of his findings. Horace Reynolds' analy-
sis was typical df this approach. .He explained that Yeats's

interests, which Reynolds treated rather playfully, served only

to further the art. In the Introduction to lLetters to the New

Island, he wrote, "By these toyings and dabbiings around the
edges of magic and theosophy and mysticism, Yeats loosened his
imagination, thickening the cloud of dreams about him out of
* which he was to summon the images of his poetry.“g0 In The

Golden Nightingale Donald Stauffer defended Yeats's esoteric

activities as a "golden extreme to balance the extreme of sci- '

ence" and added, "To cure a poisoned world, he offers excessive

91

and amazing antitoxins.” Similarly, in Biake and Yeats: The
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Contrary Vision, Hazard Addms blamed the "lack of spiritual

community” in the society of Yeats's youth as the impetus for his
. a

turning to the occult. "The world was ‘pragmatical, preposter-

ous;' and Yeats, transvaiuating ail enlightenment values in a

Swinbufnean manner," Adams wrote, "tock the side of dream in a

+*
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false dream-reality dichotomy." T.R. Henn considered Yeats's

“tasgé for the recondite as source maTBrial may well have been
another device to achieve a certain remoteness, & defended posi-
tionti?B

Two factors have mitigated against a proper eva?uation of
Yeats's involvement with mysticism and related areas. One was
the veil of secrecy which shrouded many of the coteries and ex-
periments popular among intellectuals.of the late nineteenth ‘

- - ——
cePturx. Consequently, those things which came to be known wé:e\‘\;iL)
only fragments of ritual or pieces of doctrine. There has been
no way of discovering how Yeats understood the system as a whole.

The problems which arose from Yeats's reluctance to break the
code of si]ence‘;E?Efcompounded by the poet's deliberately am-
biguous attitude toward whatever an outsider migh&lhave found

open to ridicule.

-

Yeats himself often dqwnplayedhfhe imporfance of his con-
nections'with occultists and magicians. Elements of the arcane
which were obvious in his poetry appeared detached from the main
body qf‘2e1ief and-did 1ot provide an ade@uate measure of what
Yeatg had\éccepted from any set of teachings. Because such

references appear outside the context of their sources, critics

have inferred that Yeats useq_se]ected elements of heterodox
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tradition as tools which could be chosen or discarded as the

. occasion warrante&. But Yeats's active participationm in various
occult groups and his extensive reading on mysticism and magic
occurred during a highly formdtive period of his artistic life.
His studies and his experimentation must have influenced how he -
thought and wrote, not just the words he used or the symbols he
picked. A deep influence.should be assumed from Yeats's own‘

admission that he turned to occult studies to fi11 a fundamental

f-94

void within himsel ;

. Vd
Yeats mentioned specifically that his initial attraction to
the Theosophists was their opposition to Huxley and Tyndal],gs

" the men whom he blamed for the loss of "the simple-mihded re- __

1igion" of Eis chi1dhood.96 The ambiguity of Yeats's_gssociation
with the g;&hp was epitomized in his account of pis first meeting
| with their leader, Madame Blavatsky, in 1887. His f%}st impres-
sion of her was of a "sort of old Irish peasaﬁt 29man with an air
of humour and audécious power," but whiie he awaited his first
interview with her Yeats examined a clock which had inexplicabiy
cuckooed at him. Perhaps the whole history of Yeats'g Eglation-
ship with the Theosophical Soé?ety couid have been summed up by
his reaction to.the apparent miracle of the clock: "I woﬁdered
if there was some hiddeﬁ mechanism,” Yeats remembered, "and'I
should have been put out, I suppose, had I found any. . . ,397
Always the poet's fervent desire to believe was tempered by a
need for demonstrable proof.

Difficulties arose from Yeats's need to test the theories

propounded by the Society. One experiment, which failed to evoke

A\
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the spirit of a burnt flower, resuited in an official reprimand
from the orgam'zation.98 Yeats wrote éo Q'Leary late in 1890
that he had been forced to resign from the inner section of the
Society because he had written a c¢critical review of the official
/Q(g?n, the publication called Lucifer. With his.resignation
Yeats offered the opinion that "they [the Theosophists] were
turning a good philosophy into a bad religion.“gg This tenaency
toward a fixed dogma had to be counter to the very qualities
which had originally attracted Yeats to the Theosophists.
Bishop Martensen, who considered Boehme a Theosophist,
defined Theosophy as mysticism, but distinguished it as "objec-

tfve, theoretical mystic*ism.”m0

Theosophy traditionally dealt
with the mysteries of divinity, but it used the rigors of the
mind, not :gst the emotions of the heart. The intellectualism of
approach 1: Theosophy was undoubtedly an aspect which Yeats had
appreciated until he was reprimanded for bringing his early
training in skepticism to the enciaves of the Theosophists.

A related aspect, which must have also appealed to Yeats,
was the-universality of approach of the Theosophical Society. +1In

his study W.B. Yeats and 0ccu1tismlHarbans Bachchan explained,

“So long as a thought was ancient, jdealistic, mysterious, anti-

.
materialistic, and supraiogical it could be freely expressed”
by Theosophists.]O] Martensen provided a rationale for such

a liberal outlook. In his analysis, "Theosophy, as such,
is super-confessional, precisely becayse it moves in super-
historical principles, in the radical cohgeptions which Scripture

7postulates rather than expresses, or from which it only partially
S
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1ifts the veil in isolated passages.“]02

Even without the coin-
cidence of the metaphor of the veil the appeal of Theosophy for
Yeats would have been'obvious. The complete freedom from sectar-
‘ianism and the broad view afforded by a system which transcended
ithe barriers of a part{cular time and place was bound to be at-
tractive to a young man who §ought univérsa1s.
The antiquity and cathoﬁicity of Theosophy were points

stPesséﬁ with pride by Madame Blavatsky. Theosophy affirmed for

its adherents the existence of an unbroken, ali-inclusive mystic

tradition. For the first issue of The Theosophist (October,

1879) Madame Blavatsky had written an article entitled "Who are
the Theosophists?" in which she explained: "The line of phiio-
sophical heredity, from Kapiia through Epicurus to James Mill,

from Patanjali through Plotinus to Jacob Boehme, can be traqed

w103

1ike the course of a river through a landscape. Yeats was

to trace that river backward through his studies, since he

claimed to have been a student of Boehme's work by 1887,10_4 while

his work on Patanjali's Aphorisms of Yoga did not appear until
1939. | |
Yeats may also have shared Blavatsky's opinion of Boehme's
contribution to the line of hereditary wisdom. In 1889, whiile
Yeats was still a member of the London Theosophical Society,

Madame Blavatsky published her major work, The Key to Theosophy.

In the beginning of that book, Jacob Boehme was compared to the
founder of the original Theosophical System. Blavatsky wrote

that Ammonius Saccas, "like Jacob Boehme and other great seers
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and mystics, is said to have had divine wisdom revealed to him~jn
dreams and visions."m5
In the glossary of that work, Blavatsky credited Boehme
with threefold powers. Boehme was identified as "A mystic and
great philosopher, one of the most promineﬁt Theosophers of

the medieval ages." Blavatsky evaluated Boehme as one of the

"~ few men who managed ta fuse the intellect and emotions so

that there was no confifct, no division of "self" and "soul."

S

Quoting from The Aurora, she described the German as a man who

had 'a thorough view of the universe, as in chaos,' which

;/opened jtself in him, from time to time, 'as in a youhg plant.'"

Blavatsky called Boshme "z thorough born mystic . . . one of

-
those fine natures whose material envelope impedes in no way

-the direct . . . in;ercomnunication between the intellectual

and spiritual Ego.“]06 Even if Yeats had had no-previous
\

knowledge of Boehme, such a description would probably have

_whetted his curiosity, for the methods and messages of such

intercommunications were a major interest of the young poet.

Another reference to Boehme in the glossary to The Key

to Theosophy linked him to an ailied area of study which also’
fascinated Yeats at the time--the -powers of clairvoyance.
B]avaﬁsky defined <lairvoyance as "A faculty of seeing with the
inner eye or spiritual sight." She mentioned that it was a
faculty at which Jacob Boehme excelied. Yet she felt that he
and Swedenborg, "these two great’seers, since they could neve;
rise superior to the general spirit of_Ehe Jewish Bible and .

Sectarian teachings, have sad]& confused what they saw, and

-
\..

‘}h.
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fallen far short of true clairvoyance.” Four years later in

The Works of William Blake Yeats likewise labeled Boehme and

Swedenborg “sectaries” aqd implied that their usefulness was
1imited for poets because they employed "the language of the
Churches."108
Within the environment of the Theosophical Society, however,
teachings connected to Boehme could have provided a key to the

"forgotten truth" Yeats sought. Several authorities have explic-

itly labeled Boehme a Theosophist. In Historical Studies in

Philosophy, Emile Boutroux wrote, "It is not the custom, even in
Germany, to assign a place of importance in the history of phi-
losophy to Jacob Boehme, the shoemaker theosophist of the Ren-
a'issanc:e.”m9 G.W. A]ien thought Boehme "the man of theosophical

110 wi11iam Law, the most prominent Engiish ~

first principles.
mystic to follow Boehme, directiy linked the Germar mystic to
Theosophy. In his "Address to the Ernest Lovgrs of Wisdom" Law
claimed, "[Qoehme's] Ground discovers the Way to attain, not only
the deepest Mysteries of Nature, but Divine Wisdom, Theosbghz,
the Wisdom of Faith, which is the Subs;ance of Things hoped for,
and the Evidence of Things not seen with the outward Eyes.”]11
This claim accorded well with the.report-of James ' Cousins, also a
member of the Theosophical Sgciety, who reported fha; Yeats's
particular interestswithin the Society was occu]t{sm, the study
of hidden wisdom and the investigation of the powers latent in
man. E11m$nn, recognizing the correspondences between Boehme's
thought and the teachjngs of Blavatsky's Theosophy, provided the

most plausible explanatien of the way Yeats would have related
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them. Although Yeats "accepted tacitly most of what the Theoso-
phists believed," Elimann said, "he understandably preferred to
attribute the doctrines to Boehme, Swedenborg, and other repu-
table sources. . . .“1]2 |
Another "discoverer of forgotten truth" whom Yeats met in
1887 was Samuel Liddell Mathers, for several years a close
associate in tests of thé magical potential of mﬁa. Yeats had
been intrigued by Mathers even before he met him. The poet had
seen Mathers at work in the British Museum. Yeats related that
Mathers "had copied many manuscripts on magic ceremonial. and
doctrine in the British Museum, and was to copy many more 1in

w13

Continental iibraries. One of the manuscripts which Mathers

114

copied was Boehme's Mysterium Magnum. Thus, some of Boehme's

ideas may have been absorbed into the‘teachings of the Hermetic

Students of the Golden Dawn, a group-of which Mathers served,

according to Yeats, as the "governing mfhd."”5

It would not have been inconsistent with the practices of
the Golden Dawn for some of Boehme's thought to have been incor-

porated with the teachings of that group. In Yeats, the Tarot

and the Golden Dawn Kathleen Raine explained the open philosophy

of the Hermetic students: "The practice of the Golden Dawn, like
that of the Thedsophical Society, was an unbounded eclecticism;

if several alternatives exist, accept aiT.”]]G

Such freedom from
restrictions must have appealed to the young man searching for
any and all records of man's expefiences with powers beyond the

normni.
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As with the Theosophists, -Yeats's relations with the Her-

meticists were ambiguous. There were quarrels within the

gr‘tmup,”7 and Yeats's precise position was difficult to assess,

not only because of the oaths of secrecy protecting the Order,
but also because of Yeats's tendency to underp1ay or ridicule his
involvement. In April, 1900, legal battles arose between fac-

-

tions. Yeats wrdte to Lady Gregory on April 25:

The trouble is my Kabbalists are hopelessly un-
businesslike and thus minutes and the like are
in complete confusion. [ have had to take the
whole responsibility for everything, to decide
on every step.118

Later that week he wrote again,

I have had to go through this worry for the sake
of old friends, and perhaps above all for my

. uncle('s) sake. If I had not the whole system
of teaching would have gone to wrack and this
would have been a great grief to him and ?thers,
whose whole religious 1ife depends on it.119

The tone of these letters was quite detached and businesslike,

even paternalistic and patronizing in the reference to "my Kab-

balists.” But the fact remains that Yeats did work hard for the 2

Order. - ‘
Furthermore,-he devoted a great deal of time to Tearning

what was demanded of the Hermetic Students. Virginia Moore ﬁain-

tained that Yeats was particularly {mpressed by the formulas and

rituals of the Golden Dawn. She considered the ceremony of

initiation to ‘the grade of Adeptus Minor "a powerful influence

upon his life; a gallery of pictures imprinted ﬁpon his soul,

«120

with enormous consequences for his art and doctrine. As John
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Senior in The Way Down and Qut succinctly phrased the considera-

tion of possible influence of this order of which Yeats was long
a member, “There should be little doubt that there was influence.
Twenty-five years is not a meekend.“]21
Because of the ﬁo]icy of eclecticism of the Hermetic Stu-
dents, it would be difficult to attribute any one element in
Yeats's art to the sole influence of the Golden Dawn. It would
serve little purpose to identify an isolated symbol or piece of
ritual which Yeats may have gleaned from his association with -
that group. What mattered most was the contact with the "Kab-
balists" and with the Masons, Rosicrucians, magicians, and
mystics who clustered around the Order, all those seekers and
schoiars whom Yeats classed as "Discoverers of forgotten truth.”
Yeats's study of magic was closgly related to his connection
with the Hermeticists, since Mathers was deeply involved with
magic, as were other members of the Golden Dawn. The period of
the late nineteenth century during which Yeais was pﬁrsuing his
investigations was characterized by a resurgence of interest in
psychic phenomena among intellectuals. Henn noted the prevaience
‘of what he termed "a diffuse and esoteric mysticism that looked

to magic for its suppor't.“]22

In "W.B. Yeats: Magician” Richard
Ellmann traced the rise of spiritualist cults during the 1880°s

. and 1890's in western Europe. He claimed that the magic inherent
in the teachings and rituals of these secret societies held par-
ticular appeal for artists who identified themselves with the

magicians in their power with words.]z3
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Yeats's attitude toward magic was as ambivalent as his views
on Theosophy and Hermeticism. Jack Yeats provided a graphic énd
accurate assessment of his brother's commitment to magic. Ac-
cording to him, W.B. Yeats "was like a man on a moving staircase,
perpetualty putting one foot off the staircase on to the ground."124
Yeats related an incident in his autobiography which stressed the
prevalence of magic as a fad among intellectuals and which re-
vealed the mixed feelings with which Yeats treated magic in
discussions with his contemporaries. Someone (Yeats labeled him
Lthe dull man") announced at a gathering that Yeats believed in
théiqonsense of magic. Henley jumped to Yeats's defense, claim-
ing fhgt it might not be nonsense and that “black magic" was "all
the goJ\in Paris. Then Henley turm@d to Yeats "with a changed
‘sound in his voice" and asked the poet, "It is just a game, isn't
it?" One can imagine how a roomful of Yeats scholars would have
hushed in anticipation, waiting for a clear denial or a spirited
affirmation. But Yeats refused to commit himself pubiicly, or
else the matter was as simple as he stated it. “One has had a
vision, one wants to have another," Yeats shrugged, "that is

al1.125

Hazard Adams has proposed a theory of the use to which Yeats
was putting magic which perhaps explains more precisely the
relationship between the artist's writing and his experiments.

In Adams' view, Yeats combined his study of Blake's symbolism
with the study of magic, because magic was a means of testing

empirically the symbolism Blake used artisticaﬂy.]z6 In Boehme's
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time, magic was a serious study closely allied to alchemy and not
as yet.declared anathema by theology or science. Martensen,
using the e rationale as Adams, related magic to Boehme's

mysticism:

What Mysticism is with regard to the soul's re-
lation to God, Magic is with regard to the mind's
relation to Nature. Just as Mysticism seeks to
place itself in direct relation to God without
means, so Magic seeks to penetrat? ;he mysteries
of Nature without material means. 2 :

Following the doctrines of Paracelsus, a sixteenth-century
physician, Boehme believed that men could discover a universal
cure, a “phi}osopher's ctone" which could effect magical trans-
formations. Boehme called such men "magi” and maintained that
the way to discovery of the magic cure lay in Jiving an exemplary

Christian life. In Signatura Rerum Boehme questioned the reader,

"Now wilt thou become a Magus?” He counseled that the man who
would be a magus musi first love his neighbor: "Thou must become
the Samaritan, otherwisé, thou canst not heal the wounded and
deeayed“ (Sig. Rerum 7-36). Next Boehme queries, "Now wilt thou

be a Magus? Thou must understand how to change the Night against

the Day; for the Source of the Night . . . is the Anguish-Source
of Death; d the Source of the Day . . . is the Life" (Sig..

59125_7-38). Finally, Boehme decreed that the magus must be
baptized and do wonders in Christ ?Sig. Rerum 7-43). According
to Windelband's assessment;- "The introduction of this magical

" yiew of Nature into the subtle religious system of German Mysti-

cism €onstitutes the peculiar feature of Boehme's phi1050phy."128
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This doctrine of the "philosopher's stone”. 1inks Boehme's
ideas to alchemy, andther_interest of Yeats during the period
beginning in 1887. One of the probable sources of the poet's
knowledge of this arcane art was the works of Arthur E.. Waite, a

fellow member of the Golden Dawn129

and author of a number of
books on occult®and mystical'subjects, including E1fin Magic:

An Anthology of English Fairy Poetry (1888), The Hermetic and

Alchemical Writings of Aureolus Phillipus Theophrastus Bombast

(1894), Studies in Mysticism (1906), The Pictorial Key to the
130 '

Tarot (1911), and The Holy Kabbalah (1929). T.L. Dume sub-

stantiated Yeats's reading in Waite's works The Mysteries of

Magic (]886) and Lives of the Alchemystical Philosophers (1888).

The latter book, which inciudes a section on Boehme, indicates
by the title the direction from which both Yeats and Boehme ap-
proached alchemy. Waite explained that Boehme's knowjedge of
alchemy derived from the smattering of contemporary chemical

theory acquired during his apprenticeship at Gorlitz, which by

132

1580 had become a center of aichemy, but the shoemaker con-

veyed his vision by using "Hermetic terminology" in a trans-

133

formed, spiritual éense. Waite actually c¢redited Boehme with

opening the archives of alchemy to succeeding ages:

After the publication of the psycho-chemical
philosophy of the illuminated shoemaker of

" Gorlitz, the adepts are believed to have de-

" spaired of any longer retaining their secrets,
and in their_own writings they began to speak .
more freely.!34 .

131
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Following a similar line of reasoning Stoﬁdt concluded, "The

inner decay of alchemy beaan, not with the Enlightenment, but

with Jacob Boehme.“]ss
Because of the connnﬁ sources of alchemical information

" which Yeats and Boehme shared, it is impossible to do more than

speculate on what elements Yeats encountered first in Boehme. In

Swan and Shadow Thomas Whitaker, for instance, credited Yeats's

reading of Boehme with the growth of the poet's understanding
that "Oisin's journey was a symbol for the alchemical rota or

opus circulatorium, the cyclical transformation of the four

elements, the four seasons, and other quaternities.“]36 This
perception of the possibility of the perfectibility of human 1ife
is an example of a concept which both the mystic and the poet
could have reached independently, prior to any specific knowledge
of alchemical theories. In A Vision Yeats acknowledged Boehme as

his source for the term "tincture,"n7

138

an alchemical term which
was not original to Boehme. Like Yeats, Boehme adapted the
vocabulary of this forerunner of modern science to his own pur-

pases.
\WDO not take me .for an alchymist," Boehme admonished in
~ Aurora (22-104), but many passages of his writings Tean heavily

upon alchemical concepts. For example, in Clavis the mystic

explained the system of the "anciénts:"

They understand by Salt, the sharp Magnetical

Desire of Nature; and by Mercury, they mean the
Motion and Separation of Nature, by which every
thing is figured with its own signature; and by

Sulphur, they mean the perceiving (sensible)
wi]iing, and growing Life. (Clavis 83)
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éoehne's reliance on alchemical terminology 1ed one Lutheran
theologian to the accusation that Boehme's God was nothing but
sulphuric acid.l39 _
Boehme's difficu]t;é,which Yeats could well have appre;'.
ciated, lay in the absénce of a s§tab1e vocabulary to express

his individual vision. Examining Yeats's alchemical references

.in an article entit]ed "W.B. Yeats: Artist or Alchemist?"

Robert Schuler concluded that Yeats, 1ike Boehme, adopted thé
terminology and some of the underlj&ng assumptions of traditional
alchemy only insofar as they confirmed his own percepticms.140
Stoudt referred to Carl Jung's evaluation of alchemy for an
explanation of Boehme's connection with that ancient wisdom.
Jung maintained §hat>a]chemy provided an alternative to theo-
Togical oéthodox}. He asserted that alchgmy had existed for
seventeen hundred years as what Stoudt called "a dialectical
undercurrent Eo dominant rational theology." Stoudt analyzed the
attraction of alchemy for Boehme as related to this freedom it
afforded from the strictures of the increasing formalization
and codification of the Lutheran Church of the sixteenth cen-
tury.]41 Thus, it is possibie tb infer that the fragments of
arcane wisdom which Boehme, like Yeats, extracted from various
associations with traditions such as Theosophy, alchemy, and
cabalism pro%ided both the mystic and the poet with what E1imann
characterized as "a point of view which had the virtue of warring
with accepted beliefs, and of warring enthusiasticaliy and

authoritative1y.”]42

F=
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Waite insefted into his,edition of Lives of Alchemystical

“Philosophers a poem by-an. unidentified author which credits

Boehme with powers of synthesis of diverse traditions which Yeats
could not have fgiled to appreciate, since most of the arcane
discipliines into which Yeats delved during the "TFémbling of the

Veil" period are drawn together:

Wwhate'er _the Eastern Magi sought
Or Orpheus sung, or Hermes taught,
Wwhate'er Confucious could inspire, -
% Or Zoraster's mystic fire;
g The symbols that Pythagoras drew

The wigdom God-1ike Plato knew;
What Socrates debating proved,
.Or Epictetus Tived and Toved;

,  The sacred fire of saint and sage
Through every clime, in every age,
In Behmen's wondrous page we view
Discovered and revealed anew.

% tpurora’ dawned the coming day™
Succeeding books meridian light display.
.Ten thousand depths his works expiore,
Ten thousand truths unknown before. t
Through all his books profound we trace -
The abyss of nature, GOD, and grace;
The seals are broke, the mystery's past,
And all is now revealed at last.

"0 ' The trumpet sounds, the Spirit's given

And Behmen is the voice from Heaven.]"‘-}3

Franz Hartmann, a contemporary of Yeats whose similarity
of interests is shown by the studies he published, including

Report of Observations Made During a Nine Months' Stay. at the

Headquarters of the ThéOSOphica1 Society (1884), Magic. whitg\*

-

and Black (1886), Adventures among the Rosicrucians (1887},

Cosmology (1888), and The Life and Doctrines of Phillippus

Theophrastus (1891), discovered points of correspondence between

Boehme and diverse esoteric traditions. In his 1897 work The

Life and Doctrines of Jacob Boehme, claiming to have “carefully
.
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coppared the doctrines of Boehme with those of the Eastern sages,

as‘faid down in the"Secret Doctrine,'" Hartmann noted "the most

remarkable harmony between them.“]45 .
Boehme held an advantage over many of the "Discoverers of

forgotten ;ruth“ whom Yeats encountered during the last part of

the nineteenth century in that he remained an established figure

withinlthe mainstream of Western thought. In 1929 Yeats wrote of

the necessjty of maintaining associ;tions with respected sc@ooTs

of thought. “I feel that an imaginative writer whose work drays

him to phi1osoph& must attach himself to some grea£ historic (ﬂ

school," Yeats told T. Sturge Moore. "My dreams aqd much‘psychicﬁ _

phenomena force me into a certain 1itt1é-trodden way, he admipé \\\\\\H-h*-

ted, ”butII must not go teo far from the main European track,"146

and C. Maﬁrice Bowra remembered Yeats's 1n;15tence that "one can

oniy explain oneself if one draws one's illustrations from ac-

cepted schools of thougﬂf.“ In Memories Bowra quoted Yeats as

saying, “Unaccepted schools, however profound, are incomplete

because isolated from the rest of If.ncnﬂedge."]47

Jacob Boehme
was apparently one explicator of "forgotten truth" whom Yeats
considered both "acceptable" and profound.

“"A Great Book Beautifully Named" ~

‘Besides being one of the most inclusive and respectable
sources, Boehme had the additional virtue of having communicated

his ideas in a form Yeats could read{iy appreciate. In his éfudy\\\\‘\

»~
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of Yeats's readings during the 1880's and 1890's, Thomas Dume

speculated,

Perhaps because Boehme and Swedenborg were the
most reputable--or the most poetic--mystics,
from a literary standgpoint, whom Yedts was
reading during those years, we find their
names mentioned by him most frequently.l4

In 1894 Yeats named Boehme's seminal work in a letter to

0livia Shakespear. He evaluated "The Morning Redness by Jacob

Boehme" as “a great book beautifully named."149 This assessment
suggests that Yeats's reading of Boehme had satisfied two major
criteria--that it measured up to the poet's standard for both
content and form. $

"Beautiful® is hardly the first word that comes to mind to
describe Boehme's writing. A1l commentators on Boehme begin by
béwai]ing the irregu]arity’and obscurity of his style, but most
conctude, as Yeats did, that Boehme's insights are worth the

nathletic" effort required to reach them. In a Preface to

one edition of True Resignation Hermann Neander speculated

that Boehme's “obscure" style and’his "antique scientific nomen-
clature” accounted for the lack of general interest in his works.
But, Neander offered, "Those who take the trouble to wade through~
the depths will feel weTi repa"id.’1151 William Eairweatherz

author of Among the Mystics, enumerated the “recognized defects”

in Boehme--"his verbose and turgid style, his impetuous vehe-
mence, his singalar nomenciature, his speculative and theosophic
extravagances, his incoherent jumbling together of chemical and

astrological processes with religious truths." Yet Fairweather
: v
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Aful, as a madhouse is from the groves of Academe.
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concluded too, "He certainly rendered signal service by his
sincere endeavour .to quicken the spiritual life of the Church.of

the Reformation, and to furnish it with a philosophic basis.“152

It is interesting to note that many who attempt to describe
Boehme's writing do so by comparing it to solid physical objects

or places, an u’/sual way of conceptualizing a piece of writing.

w193

Boutroux ca]]ed Boehme's work "a dazzling chaos. Brinton

compared it to a Ggthic cathedral, “elaborate, irregular,-exquis-

ite, grotesqﬂe, but always towering over men's common habitations

II] 54

and pointing to the sky. In The Meaning of Mysticism

Woodbridge Riley comgared Boehme's works tb a Durer étching and
a "Wagnerian nightmare," saying the works were "about as far away
. from the Greek quest of the absolute good, true and beauti-
w153 Yeats, who
denounced “"abstract Greek- absurdity” ("Ribh Denounces Patrick,"
Var., p. 556}, may have found the difference refreshing. Marten-
sen wrote: "Amid [Boehme's] diffuse explanations and descriptions
thre reader gains only too frequentlylihe jmpression of a vast,
wind-swept, and roaring forest, wherein he can neither understand
nor hear a word.“156
The consensus is that reading Boehme is an experience uniike
tﬁat of.reading any other writer. This distinction arises from
the fact that the 51xteenth-century‘§hoemaker was attempting
something innovative, something which apparently appealed to
Yeats himself as a young poet trying to forge new paths. Unlike

Swedenborg and other mystics who were concerned primarily with

conveying information gained through their special insights,

-~
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understand empsychosis as a kind of "imageless imagination.”

Boehme conveyed not only the content but also the sense of his
experience. Stoudt wrote, "Even though his theology was gained
as gnosis in ﬁygtical experience, what.-Boehme sought to share was
not the knowledge Qut the experience which héd produced it."]57

In Biographia Literaria Coleridge defended Boehme and his fol-

lowers against those who attacked their style: "They could write
orthographically, make smooth periods, and had fashions of author-

ship almost literally at their fingers' ends, while [Boehime ard

the others], in simplicity of soul made their words immediate
echoes of their feeh’ngs.“]58
This attempt to convey feeling accounts for the impression
not2d by Boehme's readers of having been transported to strange'
regions. There are moments in Boehme's works in which the
reader sees as-in a lightning flash, where familiar territory
grows strange because i1luminated by the light of another‘wo;]d.
Brinton expiained that the difference arose from the unigue way

S
in which Boehme used language. Using the term "empsychosis,”

borrowed from Georgé Stratton's Psychology of Religious Life

- @
(1911), to describe Boehme's technique, he explained, "Boehme's

writings are ideographic rather than graphic.“159

" "Empsychosis,”
as Strattoh‘defined it, "is different from imagination in the
technical meaning of the word, since the materials used for its
products are drawn not from the senses, but from our %nvisib]e

.

1ife of sentiment and purpose.“160 Thus, it is possib]e.to'
161

Few writers have.mastered the technique of evoking a region which

a receptive reader recognizes, not because it is related to his

=
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_experiences in the physical world, but because of the aspects- it
shares with worlds he has visited in dreams. Dante achieved this

feat, Milton approached it in some passages of Paradise Lost.

Coleridge's Kubla Khan and Christabel transport the reader to

otﬁer realms, and certain Bf Blake's works produce tﬁis effect of
a.waking dream world. The best examples of such an effect in
Yeats are the Byzantium poems (1927 snd 1929), "The Second Com-
ing" (1920), and "Supernatural Songs” (19345. Iﬁ_"what Magic
Drum?," Part VII of "Supernatural Songs," for example, the poet
asks,
Through light-obliterating gardeﬁ foliage what
magic drum?
Down 1imb and breast or down that glimmering
belly move his mouth and sinewy tongue.
What from the forest came? What beast has
licked its young? (Var., p. 560)
Yeats certainly had the painter's ability to depict a forest
scene in vivid visual detail had that been his purpose. "What
‘Mag{c'Drum?" presents no picture to the eye of the reader's mind;
instead the dominant impression is of conflicting feelings, an
awareness of a mixture of terror, wonder and_awe.

Not coincidentally, all the poets listed above (with the
possible exception of CoTeridgej, who share with Boehme an
ability to ‘leap beyond the physical into the realm-of spiritual
awareness, were also the poets who shaped an entire mythology

from which to people and structure their newly created worlds.

In A History of Modern Philosophy (1955) Harold Hoffding ex-

plained that Boehmd ysed "Biblical and alchymectic ideas, often

in quaint, but frequently also in fine, poetical combinatjons" to
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produée *a whole world dr‘ama.“162 Hartmann used a footnote to

explain the special way in which Boehme's writing must be
approached, not as a literal account but as 2 mythoTogicai
rendering of his world view:

If we take of the history of redemption the

ordinary theological view, and regard it as

the work of an extracosmic God, . . - it be-

comes at once absurd and incredible; but if

we ook at it in its true light; namely, as

an allegory describing an intracosmic process

going on in the body of macrocosmic and micro-

cosmic man, it then becomes intelligible.
With the same reasoning by which Harimann concluded that Boehme's
works were not theology in its strictest sense, Berdyaev con-
cluded that they were not traditional philosophy: r "He was never
a philosopher in the school sense of the word; above all else he
was a visionary theosopher and a creator of myths.”]64

Fredrick Schlegel, one of the chain of German philosophers

influenced by Boehme,165 placed the mystic;s’haﬂdli;z.of myth-
ology above Plato's, saying, “Boehme throughout adopted the
poetic point of view; in this respect no other philosophy com-
pares with his; none has such a wealth of allegory and symbolic
meam’ng."].66 $imilarly, Paul Tillich, a leading theologian of
the twentieth century; praised Boehme for his innovative use of
langquage, which "mirrors speculative vision, mystical experience,
psychological insight, and alchemist traditions.” Tillich ad-

vised Protestant theologians that they would be better able "to

penetrate the ontological implications of the Christian symbols”



46

throﬁgﬁ a study of Boehme's writings than by the tfaditional
approach through Aristotle.ls7

In the 1903 essay "William Blake and the Iﬁagination" Yeats
called Blake "a man crying out for a mythology, and trying to
make one because he COU]F not find one to his hand."!08 Yeats
must have recognized this Struggle fof a mythology as a common
element in Boehme and Blake, for in 1893 he connected the seers
as two "of those great artificers'of God." Boehme and Swedén-
borg, Yeats wrote, "drew their symbols from theology and alchemy
and [Blake drew-his] from the fiowers of spring and the leaves of
summer; but the message is the same." The message Yeats read in
Boehme and Blake was "the truth God spake to the red clay at the
4 n169 p

The essence of Boehme's symbolism, the way by which he

beginning of the worl

developed his mythology, is his theory of the "language of

’ [
nature." Franz Hartmann attributed Boehme's command of the

n170

"language of nature" to "occult powers. Boehme himself

gave credence to such a supernatural source in a letter to Dr.

Christianus Steenberger:

Concerning the Janguage of nature, I certify to
you that it is so; but what I understand in it,

I cannot teach or give another; indeed I can give
a signification thereof, how it is to be under-
stood; but it requireth much room, and there must
be a personal conference and intercourse in it,
it is not to be ﬁsf down in writing.171

Yeats recognized this eiement in Blake and based his analysis of

that poet's Prophetic Books upon Boehme's "symbolic alphabet."”

In The Works of William Blake Yeats explained:



47

The symbolic meaning of the words is, however,

a question of greater importance [than their

derivation]. It is possible to discover in

them a symbolic alphabet such as could hardly

help suggesting itseif to a student_of Boehme

and his “language of nature. . . ."172

Kermode extended Boehme's influence to the French Symbolists

on the basis that “The whole poetic movement was to a striking
degree hermetic; the occult tradition, notably as mediated by
Boehme and Swedenborg, lies behind it as it Ties behind Blake."173
Kermode's connection of the French Symbolist movement with Blake

and Boehme substantiafes both Robert 0'Driscoll's contention in

Symbolism and Some Implications of the Symbolic Approach that

Yeats “found in symboliste theory and practice only the cor-

roboration for discoveries he had already made in his study of

174

Blake and the occult” and Yeats's 1915 statement that his

"interest in mystic symsalism“ dated from 1887, when he started

studying the medieval mystics, n&t from “Arthur Symohs‘or any

other contemporary writer.“175 _
Yeats's approach to Blake through this mystical language was

the basis of critical attacks on the Yeats-E1lis edition of

The Works of William Biake. §§t1mations of the Blake work
sufferéd from the same critical prejud{ces which affected evalua-
tjons of the mystical and occult elements of Yeats's creative
writing. An interpretation of a poet through reference to arcane
systems was outside the usual province of literary scholarship,
which has a language of its own for literary criticism; In
Yeats's account of the inception of the idea to co-edit the works

of Blake he recallied that E11is had shown him an interpretation

Y
b
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of one of Blake's poems. Yeats recognized Ellis' insight as “"the
foundation of all study of the philosophy of William Blake ‘that
requires an exact knowledge for its pursuii and that traces the
connecéion between his system and that of Swedenborg or Boehme.

The problem was, as Kathleen Raine wrote in Defending Ancient

Springs, that the "exact knowledge" to which Yeats referred was a
"learning of the imagination."]77

Yeats differed from most literary scholars, moreover, in
that he was primarily a creative artist. In 1935 Yeats refused
Maurice Wollman's request for an interpretation of “The Death of
the Hare" on the grounds that an author's interpretation would

Timit the "suggestibility" of the poem.]78

This view that a work
of art should be autonomous, ailowing freedom of individual
interpretatioﬁ, under]ayﬁYeats's approach to the work of a feliow
poet as early as 1893. Thus, Yeats's use of Boehme's "language
of nature" as the key to Blake's wark should not draw such criti—
cism as that of Northrop Frye, who in "Yeats and the Language of
Symbolism" called fhe Yeats-E11is Blake "an over-schematized
commentary . . . still further confused by centrifugal exﬁbsj-

w173 The references to Boehme are

tions of Boehme and Swedenborg.
integral parts of the overall work, which help to develop a
unified thesis by which to iiluminate Blake's work and which also
provide valuable insights into the system which Yeats developed
for himself. _

Boehme's mystic language works from a system of correspon-
dences. In his interpretation of Blake, Yeats provided the

clearest differentiation of Boehme's theory of correspondences:

w176

3
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A "correspondence,! for the very reason that it
is implicit rather than explicit, says far more
‘%@' an a sy]logism or a scientific observation.
83he chief difference between metaphors of poetry
and the symbols of mysticism is that the latter
are woven together into a complete system.180

Yeats's treatment of the language of nature in the Blake

study is based upon two way$s in which correspondence operates--

through the essence of the word itself and by association of a

natural object with the spiritual reality-it signifies. Boehme

49

complained of the misunderstandings which result from iiteral, or

purely rational, interpretations of the Bible:
AN

Our learned Ones term themselves Doctors and
Masters, and yet none .of them understands his
Mother Tonque . . . they use only the bare con-
trived Form of the gross compounded Words, and
understand not what the Word is in its Sense.

(Mys. Mag. 35-61)

Full comprehension of the meaning of a word requires at-
tention to the sound of the word as w§11 as‘know1edge of its
definition. Yeats explained, "Sound is the least material
of the symbols, because it exists in time only, not in Space;
that is why it is the most natural expression of emotional
nafure.“ He gave this quality of sound as the basis for the
“doctrine of incantation" and noted, "The names of Blake's
pérsonages are jncantations of thfé nature, as are also the
various Hebrew names of God and gf the angels according both
[sic] to Boehmen, Swedenborg, and the Kabalists." o)

In Clavis Boehme worked through the significance of the

name Jehova on the basis of this symbolism of sound:
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. 33. For I is the Effluence of the Eternal
" ijndivisible Unity, or the sweet grace and
fullness of. the ground of the Divine Power
of becoming something. )

34. E is a threefold I, where the Trinity shuts
jtself up in the Unity,; for the 1 goes into
E, and joineth IE; which is an outbreathing
of the Unity in itself.

35. H is the Word, or breathing of the Trinity
of God. .

36. O is the Circumference, or the Son of God,
through which the IE and the H, or breathing,
speaks forth from the compressed Delight of
the Power and Virtue.

37. V is the joyful Effluence from the breathing,
that is, the proceeding Spirit of God.

38. A is that which is proceeded from the power
and virtue, viz. the wisdom; a Subject of
the Trinity; wherein the Trinity works, and
wherein the Trinity is also manifest.
(Clavis 33-38) :

Similarly, Yeats suggested the implications of some of the letter

sounds in Blake:

M or N or on - maternal or at ieast dark sound
Th. L - water, with all symbolic uses

S. 7. - between water and fire;--1ight fire

0. u. - dark vowels 182

a, e, 1 - light vowels.

Yeats may have had such & sound system in mind when he considered

the title of "An Alphabet" for Per Amica Silentia Lunae.]83

The second aspect of Boehme's language of nature as Yeats

understood it is based on the theory expounded in The Signature

of All Things, which begins, "“Ail whatever is spoken, written, or

taught of God, without the Knowledge of the Signature is dumb and

void of Understanding; for it proceeds only from an historical
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Conjecture, from the Mouth of another” (Sig. Rerum 1-1). And the

Author's Preface to Mysterium Magnum begins, "When we congider

the visible World, with its Essence, and the Life of the Crea-
tures, then we find therein the Likeness of the invisible spiri-
tual world" (Mys. Mag., Preface, V. 1). .In "Swedenborg, Mediums,
and the Desolate Places" Yeats likewise used the term “signature"
for "the forms that we see and which are related to the realities
we cannot see.“184
| Yeats's most significant use of the term "signature" appeared

in his 1897 essay "William Blake and his I1lustrations to the

Divine Comedy.™ In this essay Yeats proclaimed, "True art is

expensive and symbolic, and makes every form, every sound, every
coiour, every gesture, a signature of some ynanalysable imagina-
tive ‘essence.”qi85 The similarities between Yeats's definition

of art and Boehme's defense of the language of nature are ines-

capable. In Mysterium Magnum Boehme had written:

A1]1 the Powers, Colours, and Virtues lie in one:
and it is a distinct, mutual, well-tuned Pregnant
Harmony; or, as I might say, a Speaking Word. In
which Word or Speaking all Speeches, Powers,
Colours, and Virtues are contained, and with the
Pronouncing or Speaking they unfold themselves,
and bring themselves into Sight and Observation.

(Mys. Mag. 1-7)

Both Boehme and Yeats considered recognition of the language

of nature the essential component of a work of the imagination.

In the first chapter of The Signature of A1l Things Boehme wrote:
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£ .
Therefore the greatest Understanding’lies in the
Signature, whérein Man . . . may not only learn

to know himself, but therein ‘also he may learn to
know the Essence of all Essences; for by the
external Form of all Creatures . . . thelhidden
Spirit is known; for Nature has given to zvery
;hing its Language according to its Essence and
orm.

Every Thiné has its Mouth to Manifestation;
and this is the Language of Nature, whence every
1??29]§§eaks out of its Property. (Sig. Rerum
Boehme's insistence on the 1iving word sounds remarkably like
"the expTaﬁgtion Yeats gave in the first volume of the Blake
study--"Poe;ry puts on nature that nature may be revealed as-
the great storeﬁousE of symbolism, without which language is
dumb."]ss
A1tﬁbhgh Yeats used Boehme's language of nature for his
interpretation of Blake, he understandably preferred the form
of his fellow poet over that of fhe sixteenth-century German.
In an 1893 review of Laurence Housman's Selections from the

L

Writings of William Blake Yeats defended Blake's style by compar-

ing the poet's writinés with Boehme's Mysterium Magnum. In this

review Yeats praised Blake's expression over that of the “German
Ymystic, saying that B]ake.“cast his mysticism into a form which,
however chaotic . . . , was in every way mmore beautiful than the

#187 In 1896, however, Yeats

form chosen by Swedenborg or ‘Boehme.
‘agajn bomparea Blake's work with Boehme's, in this instance ap-
paggnt1y valuing the content, if mot the technique, of Boehme's
wri£ing above that of Blake. In a review of Richard Garnett's

William Blake, Yeats declared that Blake's "Urizen" was '"page by

page a trénsformation, according to Blake's peculiar illumination,

»

-
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‘of the doctrines set forth in the opening'chapters of the 'Mys-

terium Magnum' of Jacob Boehme; yet none SO certain of the1r

op1n1on as they, none so sweeping in statement. «188.

~The most comprehensive. treatment of Boehme S d0ctr1nes in

= The Works of William Blake which Ellis and Yeats ed1teq is

contained‘in the section entitled "The Symbolic System." It

fu]d appear from claims made by Yeats that he was the one re-

.8 pons1b1e for the-’ mater1a1 in that section. , In January, 1891,

yeats wrote to John O'Leqry that he was working hard on the Blake
.,

study and t he had to keep up with it so that E11is wgu1d not

“attack [Yeat 's] provwnce with horse, foot, and arti1lery.“

Apparently, th 1inks with Boehme's mysticism were Yeats's

"prdvin e," 0'Leary, “E17is is magn1f1cent within his

.- 11m1  bu Threatens to overthrow them, and beyend them he s

useless hrough lack of ﬁystica] knowhédge."]89 And in June of
that.y;ér Yeats rﬁ?ormed Kathar1ne Tynan that he had written ' ‘a
very 1}mortant essay called 'The necessity of symbolism' for the
book dn Blake. w190 That claim corroborates Yéags's assert1on

, : . 3 \\Dﬁ
written into his persona1 copy the Blake ed1t1on in 1900 that
the "greater part of the Symb011c system'“ was authored by him.

Yeats's fullest expos1t1on of gherme's system is contained

in the second sect1on of "The Symbolic System,“!f1ve pages en-

“titled "The Three Persons and the Mirror.' Beg1nn1ng from the

“premise-that Blake % understanding of the foundation and func-

: “ 191
tioning of‘ the gﬁverse is "almost 1dent1ca'|“ to that of Boehme,

Yeats presented'en oqtiine of their shared system which is as
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Stars: "Where there-.is nothing--there is God."

: ~,
much an explanation of Boehme as. of Blake and which detafﬁs in

" embryonic form the organization which underlies Yeats's poetry.

As Yeats explained, Boehme held..that the universe “arose

from the divine unity, C.. by a process of division and sub-

division.” Boehme conceived of thé beginning of all life as a
dark chaos, anabyss, an unground. This root of all things,
Yeats wrote, "is that represented by the c¢ircle containing the
triangle of the ancient mystiés.“lgz Although Yeats- did not
mentfon it in tggéé?ﬁke work, he must have been a;are of the
particular significance of tpe way t@e concept is represented in
Boehme's work. Law's firs£ diagram.shows the triangle enclosed

w193

in a spiral, a "vortex, emphasizing th dynamic element of

Boehme's Evo1utionar¥_process. (See Appendix, Figure I.) In

this abyss there was original]xﬁsothing but a Wills which is

ainected nowhere, for there is nothing other than itself to aid

consciousness. The most concise statement of this insight could

‘be the revelation spoken by Martin Hearne in Unicorn from the

194

Yeats explained that the view of Blake and Boehme differed
from the traditional Christian view of the first cause in their
postulation of "besides the frinity a fourth principle.” This
principle, 'a-female figure, is identified by Boehme as a mirror

195 Yeats's outline of Boehme's

or “]ookiﬁg-giass“ of God.
theogonistic process by which the directioniess Will diversifies

into a Triune Unity rivals any other summary of Boehme's thought

_in conciseness, clarity, and accuracy. Yeats explained that
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God looking into this mirror [the fourth principle]
ceases to be mere will, beholds Himself as the Son,
His love for his own unity, His self-consciousness, ‘
and enters on that eternal meditation about Himself /
which is called the Ho¥¥1835rit.195

Fage >0 Sy,

S

Yeats's explanation of the inner life of the Trinity paraNels,
/
in rhythms and spacing as well as terminology, the way4F which

Boehme detailed -the process in Clavis:

.

The Will is the Father, that is, the stirring
desire, and the Delight is the Son, that is, the
virtue and the working of the will, with which
the will worketh, and the Holy Ghost is the pro-
ceeding will through the Delight of the virtue,
that is, a Life of the will, and of the virtue ~
and delight. ~(Clavis 22) '

: A

. At this point all is as yet poten{1§1ity. As Yeats ex-
pressed it, "At first the thought-forms subsist and move in
this universa1 ‘imagination which liveth for ever' without being
ﬁanifesf to themselves and each other as separate individualities, _,

w197 Just as

not being lives but thoughts of the universal 1ife.
the origina1 will required a mirror image to desire, SO this
?

universal life must fashion a contrarj, through the mirror, so

.that manifestation can be possible through the interaction be-

tween the two. Yeats wrote that Boehme called this contrary of

the ﬁniversal 1ife “"Desire" and that Boehme blamed this desire

~ for tﬁg\fal] into physical 1ife.]98 Actually, Boehme placed an

S

intermediate stage between the Trinity and physical nature. The
triad representing the universal'{ife form§°ﬁ contrary known as

- -
eternal nature. These twg/tr+aﬂ§{pius their conjunction form

Boehme's “"Seven Properties of God.™ These whirling triads plus

he 1ightning flash, the quality which binds them, form one

‘ )55
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r N
: eterpal unit. This unit in turn generates its own contrary, and
it is within that entity that Boehme admits the possibility of
evil. This is the sphere of the “reaction of man against God" to

which Yeats,referred.199

Yielding to what Boehme called the
"astringent Desire" on this level causes a drawing 1nwafd. The
results Yeats described are a withdrawal from the unjversal Tife
and immersion in physicality, a closing off from the "freedom" of

200 “The

the imagination, and multiplicity in place of unity.
Second Coming" (1920) could be an apt diagrammatic representation
of the process if the falcon is read as the errant desire of
physical nature which spirals into uncontrolied diversity:

Turning and turning in the widening gyre

The faicon cannot hear the falconer;

Things fall apart; the centre cannot hold;

Mere anarchy is loosed upon the world.

(Var., pp. 401-2)

As Yeats explained, Boehme viewed all existence as a con-

stant struggle between this urge toward multiplicity and the

counter urge toward unity.ZO]

Thg process Yeats outlined in "The
Three Persons and the Mirror" operates both eternally and in-
finjte]y. Every Tife process dupliicates the contrary pulls and
resultant motion of the original first triad. The initial step
in the process is thé projectiqn of the imagination upon the

mirror of wisdom.

>3
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CHAPTER 1I
"SEND IMAGINATION FORTH" -

"The Magical Powers”

In his 1896 review of Richard Garnett's William Blake,

Yeats posited that Jacob Boehme "had possibly a greater genius"
than William Blake "because he first ﬁ%ught in the modern world
the'princ{pies which Blake first expresﬁed in the language of
poetry." Among Boehme's principles, Yeats found "the most
important, and the one from which tﬁe others spring, is that the
imagination is the means whereby we communicate wi th God.“x
Following this evaluation of the German mystic's contri-

bution to a theory of the imagination, Yeats provided a passage

from Boehme's The Way to Christ which illustrated Yeats's own

position on the imagination. In The Identity of Yeats, Richard

E11mann called this passagé, which Yeats acknowledged as a quo-

“tation from a work by Boehme, Yeats's "first important statement
T
2 Yeats had written:

about the image."

"The word image," says “"The Way of Christ,” a com-
pilation from Boehme and Law's interpretation of
Boehme, published at Bath when Blake was eighteen,
"meaneth not only a creaturely resemblance, in

" which sense man is said to be the Image of God;
but it signifieth also a spiritual substance, a
birth or effect of a will, wrought in and by a
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spiritaii being or power. And imagination, which

we are -apt erroneously to consider an airy, idle,

and impotent faculty of the human mind, dealing

in fiction and roving in phanfasy or idea without
producing any [sic] powerful or permanent, is the
magia or power of raising and forming such images

or substances, and the greatest power in nature .3

The article in Bookman proves that as early Es 1896 Yeats
valued Boehme's theory of the imagination. The quota{ianf
demonstrates, moreover, that Yeats was cognizant of Boe%;;'s
views on the imagination from primary material, not merely as

filtered through Blake. And the passage which Yeats quoted

from Boehme's work contained important elements to be discerned

in Yeats's own early concept of the imagination. The imagination -

is connected with magic and proclaimed the supreme power in
nature; it is defined as a spiritual faculty with divine
powers; and it is established as a function of the will.

The connection between imagination and magic seems to have
come first chronologically in the development of the Yeatsian
aesthetic. In the essay “Swedenborg, Mediums, and the Desolate
Places," Yeats wrote of the investigations he had pufsued in
the 1880's and early 1890's into secret societies of the oc-
cult, magic rituals, and psychic phenomena. He explained that
his experiences had led him to an understanding of why "Vision-
aries 1like Boehme and Paracelsus confused imagination with
magic, and why Boehme will have it that it 'creates and sub-

stantiates as it goes.'“4

24



Yeats:s 5erception of the relationship between magic and
thg imagination in the writings of Boehme has been supported
by commentators on Boehme. Emi}e Boutroux'explained_that ac-
cording to Boehme's system, "Iﬁagination makes the will into
a magician.“5 Bishop Martensen characterizgd Boehme's view of
the universe as one iq which "The whole of nature is pervaded

by magic."6 He explained that Boehme considered the magic of

the imagination to be the creative force of the universe:

The generation of the eternal Nature depends upon
the magic of desire, and is the power of summoning-
non-existence into existence, without the use of
material means. A1l effective magic depends upon
desire and imagination; and whatever is born and
comes into being arises, in the last resort, from
desire and imagination.?/
“John Stoudt recognized the combination of medieval scholar and
magician in Boehme By comparing him to Faust,8 while Nicolas
Berdyaev stated simply, "The magic of the imagination plays a .
considerable part in Boehme's phﬂosophy.“9
Boehme's most Exp]icit delineation of the creative rela-

tionship between magic and the imagination appeared as the

fifth point in a sma1l work entitled Six Mystical Points. The

fifth section, labeled "On Magic,; began with an enumeration
of prihcip]es. In his opening statements Boehme identified
magic with the original will and explained that magic creates
through the force of the imagination:

1. HMagic is the mother of eternity, of the being

of ail beings; for it creates itself, and is
understood in desire.

72 -
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2. It is in itself nothing but 2 will, and this
will- is the great mystery of all wonders and
secrets, but brings itself by the imagination

. of the desireful hunger into being.

10

3. It is the original state of Nature.

-

Bath the title and the format of Boehme's treatment of magic
1nv{te comparison with Yeats's 1901 essay, "Magic," .in which the
poet began with a statement of belief in the efficacy of magic |
and enumerated the principles by which the imagination functions

A

as a magical force:

(1) That the borders of our mind are ever shifting,
and that many minds can fiow into one another,
as it were, and create or reveal a single mind,
a single energy.

(2) That the borders of our memories are as shift-
ing, and that our memories are a part of one
great memory, the memory of Nature herself.

(3) That this great mind and great memory can be
evoked by symbols.!]

To substantiate his theory of magic Yeats described ex-
periments in which his imagination had seemed to function from a
power beyond that of the poet himself. He speculated about the
origins of poetry: "Have not poetry and music arisen, as it
seems, out of the sounds the enchanters made to help their
imagination to enchant, to charm, to bind with a spell themselves
and the passers-by?"12 Linking poetry to the ritualistic formulas
chanted by magicians, he noted a common purpcse in their use of
symbols: "I cannot now think symbols less than the greatest of
all powers whether they are used consciously by the masters of
magic, or half unconsciously by their successors, the poet, the

musician and the artist.”lB
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In Yeats, the Tarot and the Golden Dawn, Kathleen Raine

identified Yeats's early concept of poétry as a magic force:
"For Yeats magic was not so much a kind of poetry, as poetry*a
kind of magic, and the object o% both alike was evocation of
»energies and knowledge beyond normal cor:sciousness."]4
Perhaps nothing attests to the high regard with which Yeats
held the magical aspects of the imagination as much as his in-
clusion of the 1&ea of magical powers in an early poem dedicating
his work to Ireland. In the first printing of "Apologia Addressed
to Ireiand in the Coming Days" {1892), Yeats attributed his craft
to magic--"For round about my table go / The magical powers to
and fro" (Var., p. 138). Yeats c]aimed-here a position among the
irish patriot poets, though his wdrk dealt less obviousiy with
political subjects. In later versions of that poem Yeats sub-
stituted the word "elemental” for "magic,” but he retained his
belief in the power of tﬁe imagination.' And near the close of.
his 1ife Yeats indicated tacitly that the cause to which he had
dedicated his poetry in early manhood was still a major concern.
In the introspective poem “The Man and the Echo," published in
1939, Yeats questions the effects of his use of the magic power
of the imagination for the cause of Ireland:
Did that play of mine send out
Certain men the English shot?
Did words of mine put too great strain
On that woman's reeling brain?

Could my spoken words have checked -
That whereby a house lay wrecked? (Var., p. 632)

[ASH
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The poet—magicién appears in the second section of "The
Tower" to summon the characters from that perﬁod of Yeats's
writings which was most steeped in magic rituals and occu]é -
praétices, the time pefore 1900. There is something of Prospero

in the figure of the poet pacing the battlements at twilight and

.preparing “to send imagination forth" to call up images and

- memories from his early writings. Here the poet is a conjurer,

LA

using the imagination as a power to evoke images, as did the
younger Yeats, who experimented with imagining symbols and coi-
municating his imagination to others.‘5 The figures Yeais first
calls forth to question ia "The Tower" are those who used their
1maginétions Tike magﬁc, the conjurer whom Hanrahan met, or
Rafferty, the blind poet. Rafferty, who saw the beauty of Mary
Hynes through the eyes of his imagination, cast a spell Tike that
of the anci@nt enchanters and drove his listeners mad:

And certain men, being maddened by those rhymes,

Or else by toasting her a score of times,

Rose from the table and declared it right

To test their fancy by their sight;

. But they mistook the brightness of the moon

For the prosaic light of day--

Music had driven their wits astray--

And one'was drowned in the great bog of Cloone.

(Var., pp. 410-1)
Further on in that section of “The Tower," the poet allies
himself with the poet-magician by acknowledging, "If I triumph
I must make men mad" (Var., p. 411).

While he was writing stories and poems steeped in magic

lore Yeats sent a letter to John 0'Leary in 1892 vehemently



defending his espousaT of magic. "It is surely absurd to hold
me 'weak' or otherwise,” he wrote, “because I chose to pers1st
in-a study which I decided deliberate1y four-or five years ago
to make, next to my poetry, the most'important pursuit of my
1ife.“]6 But even in the midst of his indignation, the poet
admitted, "I sometimes forget that the word 'magic’ which sounds
so familiar to my ears has a very outlandish sound to other
ears." In that same letter he defénded "the mystical 1life,"
acknowledging it as "the centre of all that I do and all that I
think and al] that I write."'’
Thé 1mplic%t freatment in this letter of magic and mysticism
as interchangeable is perhaps confusing because of the current
assoc1at1on of magic with show business and circus tricks. Magic
as practiced by associates of Yeats was part of a tradition which
reached baék into antiquity. The supposition that the worn for-
Si;ﬁla "hocus pocus" derived of{gina11y from the wérds for conse-
cration of the Mass, "Hoc es£ corpus,”8 suggests the sacéed
roots of the secret art. This etymological link also points
to the basic assumption of magic which may have been what ap-
pealed most strongly to Yeats the poet--that words and the
arrangement of words in patterns could actually exert & spiri-

tual force upon the physical universe. In his Lectures on

the Philosophy of Religion Hegel, considered by many to have

been a follower of Boehme, called magic "the absolutely. pri-
mary form of religion” and stressed the element of conscious-

ness of power over natur‘e.]9
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The kind of mégic which Yeats identified with the poetic
faculty seems to resemble most c}osely Druidic magic, in which -
the practice of magic was allied to the practice of religion, and‘
the magician and the priest were one. For example, in "Fergus
and the Drufd" (1892) Ferqus, whom Yeats identified as the poet
of the Red Branch cycle (Var., p. 795), received his poetic
faculty from the Druid in trade for his kingship (Varg, pp- N
102-4). And in "The Dedication to a Book of Stories se]ecte@
from the Irish Novelists" (1830} Yeats alludes to a goiden age of

Ireland when magic, religion, and literature functioned as one:

Thére was a green branch hung with many a bell
When her own people ruled this tragic Eire;

And from its murmuring greenness, calm of Faery,
A Druid kindness, on all hearers fell.

(var., p. 129)

A 1900 poem which serves as a prelude to The Shadowy Waters

Pé]aﬁes the‘ﬁistory of the making of "The Harp of Aenbus,“ who
was god of poetry (Var., pp. 219-20). That the harp was made of
Druid apple-wood perhaps accounted in part for its magica1
powers. The spells cast by that harp in the hands of Forgael

were such that Dectora proclaimed,
k4

You have a Druid craft of wicked sound

A magic that can call a demon up. (Var., pp. 237-8)
‘ $
Altogether, there are few passages in Yeats's poetry which

associate his "Druid craft” with hlack magic, with the power toO
call up"a demon”; Yeats more frequently identified poetry as a
kind of white magic, 1inking it with the religious practices of

ages past.
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“The Sacret Cruse"

The earliest letter in Wade's collection of Yeats's 1étters
contains a short poem whichli11ustrates the curious blend of
mysterious and mystical in Yeats's appreciation of the process of
poetry. The poem can be read, Jike so many of Yeats's early
poems, as a reference to human love or to the creative process of
arc:

A flower has blossomed, the world heart core

The petal and leves were a moon white flame

U gathered the flower, the colouriess lore

The aboundent measure of youth and fame

Many men gather and few may use 20

T(he) sacret oil and the sacret cruse.
Wade did not verify a 5qte for the letter, but he concluded that
it.cou1d not have been written later than 1894. Wade noted also
that this was the only instance in which he had adhered to
Yeats's spelling. It is fortunate that the editor did not alter
the last 1ine, for what letters would he have changed? The
amalgam, intentional or not, of "sacred" and "secret” demonstrated
a transition which was taking place in Yeats's perspéctive during
the Tast decadé of the nineteenth century and the first decade of
the twentieth century. .

Yeats's emphasis shifted graduaily from the secret-to the
sacred, from a fascination with various occult sects and magic
rituals to investigations of a more cosmic nature, and moved
closer to orthodox religion in the sense that the investigations

were concerned with the mysteries at the root of life itself,

rather than with the phenomena through which those mysteries
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are given express{on. The direction of Yeats's deveTépment'was
perhaps due in part to his study of William Blake. Through his
efforts to unravel the secrets of Blake's symbolism, Yeats may
have found pre]iminary'justification for the sanctification of
the imagiﬁation, as well as a guide from one who had.gleaned his
- OWn théory of thé imagination from occultists aﬁd mystics 1ike
Jacob Boehme. |

lYths's introduction to his 1893 edifion of Blake credits
Blake with a position near Boehme as “"one of those great arti-
ficers of God who uttéred mysterious truths to a little clan.”
The difference, Yeats wrote, was that mystics 1ike Boehme had
drawn upon magic and theclogy for their symbols, whereas Blake
used nature symbolism, which afforded greater appeal for art-

21 '

ists. The preference for nature as a source of symbolism

presaged the shift in Yeats's poetry away from arcane symbolism.
But Yeats was not to announce such a change in his own poetry

until 1914 in “A Coat":

I made my song a coat

Covered with embroideries

Out of old mythologies

From heel to throat;

But the fools caught it,

Wore it in the world's eyes

As though they'd wrought it.
Song, let them take it,

For there's more enterprise

In walking naked. (Var., p. 320)

The difference between Boehme and Blake, as well as between
them and Yeats himself, in their treatment of the imagination
was primarily, the poet seemed to recognize, a reflection of the

difference between the worlds they had inhabited. In “The Autumn
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of the Body" Yeats had early affirmed his belief -that the old

order was changing, that art was to assume,the functions formerly

~assigned to established relfgibns. "The Autumn of the Body"
" (1892) predated the essay “Magic“ by four years,‘but the latter

" .essay precedes the earlier in the “Idéas of Good and Evil" sec-

tion of Essays and Introductions. This placement seems truer to

the course of development in Yeats's perception of the origins of

’

art and its role in the modern world. In "Magic" Yeats had

written of the'magicians as the predecessors of a#%ists,zz where-

.

as in "The Autumn of the Body" it was priests whose role the
artist was to assume. The arts, Yeats announced, were "about to

take upon their ‘shoulders the burdens that have fallen from the

shoulders of priests." Furthermore, Yeats said, “We are about to

substitute: once more the distillation of alchemy for the analyses
of chemistry and for some other sciences; and certain of us are
looking everywhere for the perfeét alembic that no silver or

) 23
golden drop may escape,”

Boehme, himself Somewhat of a priestd:;d alchemist both,
wrote frequently of the "perfect alembic,” the philosopher's
stoné, and may well have precipitated the spiit between orthodox
religion_and occult interests through his propagation of a

profoundly Christian, alchemical mysticism. Chapter XI of

Signatura Rerum is an explanation, in transformed alchemical

terms, of man's salvation through the life and passion of Christ.

In Boehme's schema, Christ is the philosopher's stone, or, as

expressed in Signatura Rerum, the "tincture" which transforms
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corrupt man into redeemed humanity. “Tincture,” a term-bgrrowed
from alchemy, was, as Yeats acknowledged when he adapted it to
his own use in A Vision, "a common word in Boehme:”24 A typical
use of thg concept is a passage in Boehme's Incarnation which
expﬁained that.gold, silver, and preciods metals were from the
"Heavenly Mégia," but they wefe hidden from man after the Fall.
Those who seek the "Metalline Tincture" must lock for new birth
in Christ if they want to apprehend the "Philosopher's Stone"
(Incar. 4-30-5).

In the 1857 éssay "William Biake and the Imagination," Yeats
affirmed that B]aké‘“had Tearned from Jacob Boehme and from old.
alchemist writers that imagination was the first emanation of

divinity, 'the body of God,' 'the Divine members.'" Yeats ex-

| plained that Blake had come to the conclusion, which Boehme had

not reached, that "the imaginative arts were therefore the
25

greatest of Divine reveiations.® After his wﬁrk on Blake,
Yeats related the imagination less often to magic and wrote
increasingly of the imagination in terms of the divine. In "A
Literary Causerie,” a review of T.F. Thistelton Oyer's The Ghost
World written in 1893, the year the Blake study was published,
Yeats wrote, “Imagination is God in the world of art, and may
well desire to have ﬁs come to an issue with the atheists who
would make us naught but ‘realists,’' 'maturalists,' or the
Tike."%®

John Frayne, who included this review in Uncolleéted

Prose of W.B. Yeats, referred to Yeats's deification of the

imagination as an example of "majestic ambiguity." Frayne
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qualified Yeats's declaration, perhaps to make it more palatable
to orthodqx tastes: "It is more probable that he meant tﬁat the
imagination is divine power manifested in art rather than that
the imagination holds a place in art analogous to that of God in
creation." Frayne's discussion of Yeats's theory of the imagina-
tion ended with the critic's assertion that Yeats was following
Jacob Boehme in positing the divinity of the imagination. "YeatQ's
traditioﬁ of imagination was cgrtainly a.aivine one," he said,
"more mystical than Co]erﬁdge‘s even though both men wefe deeply
influenced by the writings of the German wmystic Jacob Boehme."27

Since Yeats had referred to Boehme's concept of the imagina-
tion as that mystic's "most important” contribution to modern
1iterature,28 it seems unlikeiy that, as a pract{cing poeﬁ, he
would re]egéte the imagination to a lesser position than Boehme
had given to it. It was consistent, furthermore, with his in-
creasing emphasis on the sacred role of art Tn the modern world
that Yeats attributed the powers of the Trinity--creation, sal-
vation, and sanctification--to the poetic imagination.

In présenting Boehme's theory in 1896 Yeats had cited his’
view of the imagination as "the magia or power of raising .
images or substances, and the greatest power 1in riature."29 And
five years later Yeats ended the essay "Magic" by exhorting in
almost evangeiistic tones: "We must cry out that imagination 1is

."30 He must have con-

always seeking to. remake the world.
nected this creative goal of the imagination with the teachings
of Boehme, for in a review of William Morris’ romance The Well at

the World's End, which appeared shortly after that writer's death
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in 1896, Yeats had eulogized Morris as a similar prophet: "It
was his vision of that perfect 1ife, which the world is always

trying, as Jacob -Boehme taught, to bring forth, that awakened

every actﬁvity of his laborious 11fe.“3]'

Yeats's first reference to the imagfnation as an autonomous

power was in connection with William Blake. In “Chevalier

"

Burke," which appeared'in the Boston Pilot on December 28, 1889,

Yeats quoted from a letter of Blake:

[ have been very near the gates of death and
have returred very weak, and an oid man feeble =
and tottering, but not in spirits and 1ife, not
. o in thé real man, the imagination which liveth
\\ fopéver. In that I am stronger and stronger
this foolish body decays.32

Years later, in "The Tower" (1927), Yeats echoed Blake's af-
firmation of the power of the imagination in his own refiections

on approaching old age:

What shall I do with this absurdity--
0 heart, 0 troubled heart--this caricature,
Decrepit age that has been tied to me
As to a dog's tail?
Never had [ more .o
Excited, passionate, fantastical -
Imagination . . . . (Var., p. 409)

In tﬁe third section of “The Tower," foilowing a reference
to "the sudden shower," an image of Boehme's which Yeats caiied

"a beautiful phrase,"33

the poet announces a religion of art,
complete with "Credo.” Repudiating Piato and Plotinus, whom,

he explained in a note, he had inaccurately associated with the
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+jdea of pure transcendence,” the poet expresses his belief in

the primacy of the creative powers of man's imagination:

And I declare my faith:

Death and 1ife were not

Ti11 man made up the whole,

Made lock, stock and barrel

Qut of his bitter soul

(Var., pp. 414-5)
Similarly, in the short 1929 poem "Death," Yeats speculates over
the fact that animals die without experiencing either hope or
dread about what is to come, while "A man awaits his end / Dread-
ing and hoping all." The difference must be that man has the
power of imagination to envision many possibilities. .That is
why, the poem ends, "Man has created death" (Var., p. 476).

In addition to the power to create, the imagination has the
divine power of sanctification, according to both Yeats and
Boehme. "For Blake, and after him Yeats," Kermode pointed out,
"jt s more usual to think of the Imagination as divine, and as

—

conferring symbolic concreteness, by means of what we call art,

on the fallen world.”35 And Helen Requerio, in her work on’

Wordsworth, Yeats, and Stevens entitled The Limits of Imagination
said, "Yeats affirms the capacity of poetry to sacralize profane
time and to turn the gratuitous aridity of history into a land-

w36 Looking back in “Coole Park

scape of imaginative redemption.
and Baliylee, 1931," Yeats remembered his own work and that of
some fellow artists and upheld the tradition that the works of

the imagination can sanctify:
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We were the last romantics--chose for theme
Traditional sanctity and loveliness; -
Whatever's written in what poets name

The bock of the people; whatever most can bless
The mind of man or elevate a rhyme . . .

(Var., pp. 491-2)

In his Foreword to Lady Gregory's Cuchulain of Muirtheme (1902)

Yeats had written of this ability of the imagination to dlevate

the mind: “When one thinks imagination can do no more, [a par-

w37

ticular story] suddeniy lifts romance into prophecy. And

later, in “Certain Noble Plays of Japan” (1916}, he associates
the arts with divinity:

It is still)true that the Deity gives us, ac-

cording td His promise, not His thoughts or His

convictions but His flesh and blood, and I be-

lTieve that the elaborate technique of the arts,

seeming to create out of itseif a superhuman life,

has taught more men to die than oratory or the

Prayer Book. We only believe in those thoughts

which have been conceived not in the brain but

in the whole body.38

Boehme's expianation of the concept of the Eucharist placed

similar emphasis upon the importance of the imagination in sanc-
tification: "The animal flesh which was sacrificed to the Lord
and afterwards eaten was sanctified for man, because the imagina-
tion of God entered therein, and therefore Moses calied it a holy

d.”39 Just as ordinary

flesh, and there was aiso a holy brea
bread is made holy by the imagination of God, so man is.sancti-
fied through the imagination. In a 1620 epiétle to Paul Keym

Boehme explained, “Through imagination; and an earnest serious

desire, we become again impregnated of the Deity, and receive the

w40

new body, in the old . . . The imagination is all powerful;
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as it can sanctify, it can also damn. In Incarnation, Book III,
Boehme delineated the process by which the imagination turns from
God. "“Lust is an Imagininé," Boehme wrote, "where the Imagina-
tion winds or insinuates itself into all Forms of Nature, so that
they all.become Impregnated with the Thing, ouf of which the Lust
exists" (Lﬂggg. 6-2). |

C1osely allied to the concept of the imagination as the
‘agent of sanctification was the idea, also shared by Boehme and
Yeats, of the imagination as the agent of salvation. Yeats was
quite exp]ici§ about the re1étionship between the imagination and
salvation in the work of Blake. In the Introduction to the
Yeats-E11is edition of Biake, Yeats wrote, "Imagination 1; thus
the philosophic name of the Saviour, whose symbolic name is
Christ, just as Nature is the philosophic name of Satan and

4]

Adam." Yeats may have carried that concept of the imagination

as saviour through all his poetry, since in “A General Introduc-
tion for my Work" prepared in 1937, Yeats identified his Christ

with "Blake's 'Imagination'" and expressed the belief that the

imagination took on the sufferings of man.42

In "What is™Popular Poetry'?" (1901) Yeats quoted a couplet
from Blake to draw an impiicit comparison between the imagination
and the Saviour. The condition of the world would not improve,

Yeats wrote, i '

. . . till that ten thousand have gone hither
and thither to preach their faith that 'the
imagination is the man himseif,' and that the
world as imagination sees it is the durable
world, and have won men as did the disciples of
Him who--

His seventy disciples sent

Against religion and government.43
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Thisﬁmission of the imagination seems to have been an ideal which
Yeats‘pursued throughout his creative life, for in the final
poem, "Under Ben Bulben" (1939), Yeats left what could only be
considered a deathbed admonishment to his successors to continue

using their creative faculties for the sanctification of mankind:

Poet and sculptor, do the work,
Nor let the modish painter shirk
What his great forefathers did,
Bring the soul of man to God,
Make him fill the. cradles right.
(Var., p. 638)

The juxtaposition of references to birth and death in the
above poem relates to another way in which Yeats viewed the

imagination as a saving force. Writing of Blake's Book of Thel

for the Yeats-E11is edition of Blake, Yeats claimed that in
Blake's system "It is‘on]y when man accept§ imagination that he
ceases to circle about the wheel of birth.” This doctrine,
according to Yedts,ldemonstrated a higher view of the imagination
than that held by Boehme and linked Blake to Eastern thought.
Yeats theorized, "Blake's doctrine of reincarnation contained in
tﬁis luminous symbol, divides his teaching from that of Sweden-
borg and Boehmen, and unites it with that of the Eastern mystics

&4 In "A Dialogue of Self and Soul"

and the medieval kabalists.”
(1929) Yeats expressed this idea of man's salvation through
1mégination in poetry. The soul questions the proper province of
the imagination. Here, as in "The Tower," the disparity between

the unfaltering imagination and the aging body is emphasized.

The soul asks:



Why should the imagination of a man
Long past his prime remember things that are
S Embiematical of love and war?
- Think of ancestral night that can,
If but imagination scorn the earth
And intellect its wandering
To this and that and t'other thing,
Deliver from the crime of death and birth.
(Var., pp. 477-8)

Since "A Dialogue of Self and Soul" contains explicit
references to the Japanese Sato, it was Togical for Yeats to
connect the doctrine with Eastern mysticism. Boehme expressed
the same theory, however, in terms strikingly similar to those
of Blake which Yeats quoted and to the lines of poetry written

by Yeats himself. Explaining that the soul casts its lot for

eternity during man's time on earth in The Threefold Life of

Man, Boehme wrote:

Only in the time of the Body it {the soul) can
break off that thing which it has wrapped up in
its will, and that stands afterwards as a broken
wheel, which is broken and useless, and no soul
enters into it any more, neither does it seek

. any more therein. (Threefold Life 12-27)

There is more than a hint of the same doctrine in Yeats's asser-
tion in "The Tower":

That, being dead, we rise,

Dream and so create

Translunar Paradise. (Var., p. 415) -

The concept of the imagination as man's means of salvation

could account for the fatalistic tone of Section III of “The
Tower" as the poet formulates his legacy and pyepares to give

up his image-forming faculty. There is a tone of resignation
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and renunciation in the aging poet's statement, "I have prepared
my peace" (Var.\ p. 415). What the poet seems to be renouncing
are the products of Western man's artistic imagination, "learned
Italian things / And the proud stones of Greece." To these
representatives of artistic achievenent the poet adds less tangi-
ble products of the imagination,

Poet's imaginings

and memories of love,

Memories of the words of women.
The poet appears to be relinquishing his- creative power, or

his imagination itself. He is giving up
. .
A1l those things whereof
Man makes a2 superhuman

M1rror-resembl1ng dream.
(Var., p. 415)

“Nothing but a Will"

-—

As Yeats's quotation from The Way to Christ showed, Boehme

considered the image, the projection of the divine imagination,

"a birth or effect of a wiil."*® The Mystic Will, Howard Brin-

ton‘s study of Boehme, focused upon this idea of the imagination
as.a creative force of the will, calling it the major innovation

of Boehme's philosophy:

As 1ife is Boehme's organizing concept so is will
his ultimate. A1l things are either wills or the
imagination that is the objectification of wills.
Matter is will contracted on itseif. Imagination
is will geoing forth to create. Life is the high-
er unity arising out of the opposition of will to
itself.
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Brinton labeled Boehme's doctrine of the‘supremacy of the will
"yoluntarism" and noted that the voluntarist school of thought
was a major influence upon the Romantics. "If the classic

spirit is the influence of thought on will," he wrote, "the

\
romantic is the influence of will on thought."46

. —-—

Windelband's History of Philosophy, published the same

year as Yeats's work on Blake, credited Boehme as the pivotal
figure in the shift of emphasis from intellect to will. 1In
Boehme's writings, the historian explained,

the intellectualistic features of the

older Mysticism retreat. While with Eckhart,

the world-process bath in its arising and in its

passing was regarded as a knowing process, with

Boehme it is rather a 3§rugg]ing of the will

between good and evil.
$imilarly, Brinton maintained that it was this adherence to

- .

the primecy of the will which marked Boehme as the first great
Protestant mystic. In Brinton's analysis, the fundamental
difference between Catholic mysticism and Protestant mysticism
is that the former is abstractive, following Plato and Thomas
Aquinas in adherence to an intellectual approach. Protestant
mysticism, in 1ine with the emphasis on the individual fostered
by Luther and the spirit of the Reformation, is more irrational
and subjective.48

5
\

Boehme's high regard for\hhg\w111 was demonstrated at

-
ey

the beginning of The Mysterium Magnum where he referred to God

as "the Will of the Abyss" (Mys. Mag. 1-2). His strongest
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statement on the importance of the individual will was in the

third part of The Treatise of the Incarnation:

Thus we give you to Consider, what the will

and aim or confidence is, viz., that it {s the

Master and Leader, which introduces the Image

of Man both into God's Love, and also into

God's anger. (Incar. III, 4.22)
Boehme's approach, which centers man's struggle for salvation
upon actions directed by his wili, not his intellect, is highly
compatible with the contention Yeats expressed in "J.M. Synge
and the Ireland of his Time" (1910} that "arguments and statis-
tics" destroyed literature “for Titerature is a child of exper-

jence always, of knowledge never.”49

Yeats's strongest statement
regarding the predominance of the will was in a letter to his
friend, the mystic George Russell. "We possess nothing but the
will," Yeats wrote, "and we must never let the children of vague
desires breathe upon it nor the waters of sentiment rust the
terribie mirror of its b]ade.“50 |
The jdea of the indjvidual will as the strongef% force in
nature with the imagination as the active agent of tha ce
appears to correlate with the restricted definition of the

term "promantic” postulated by Frank Kermode in Romantic Image.

Kermode's definition, by which he justifies including Yeats

-

among the Romantics, refers "to the high evaluation . . .
placed . . . upon the image-making powers of the mind at the

expense of its rational powers.“ST

In the 1900 essay "The
Philosophy of Shelley's Poetry," Yeats, who labeled himself one

of "the last romantics" in the poem "Coole Park and Ballylee,
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1931" (var., p. 491), affirmed the supremacy of the.imaginat{dh
over the ratidnal faculty in terms most commonly associated

. with religious teachings. "[I] am now certain," Yeats wrote,
“that the‘imagination has some way of 1ight1ng‘on the truth- that
the reason has not, and that its Sﬁmmandmenﬁs, delivered when
the body is still and the reason silent, are the most binding

we can ever w;"52

Similarly, in the 1903 essay “"William

Biake and the Imagdy on" Yeats connected Blake to Boehme

through the English poes.s insistence that "The reason . . .

binds us to mortality becq'u it%inds us to the senses . . . ;

_but imagination divides us from rtality by the immortaiity of

beauty, and binds us to each other by opening the secret door

of all hearts.“53 ' '

. In "The Tower" Yeats, 1ike Boehme,. seems to Consider the

imagination an element of the will, not the intellect, and to
repudjate the Piatonic abstractive approach as inimical fo the
workings of the imagination. He dindicates that turning the
imagination to abstraction would, jn effect, mean the loss of,
" the faculty for poetry. The poet, pondering the paradox of

his vital imagination and senescent body, says:

-

It seems that I must bid the Muse go pack,
Choose Plato and Plotinus for a friend
Until imagination, ear and eye,

Can be content with argument and deai

In abstract things; or be derided by

A sort of battered kettle at the heel.
(Var., p. 409)
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The imagination deals with the concrete, shaﬁfng it into symbols
of the supernatural. To turn the power of the imagirnation upon

abstraction would be an ontological impossibility.
"A Girl Argse"

When a mysticsgeeks to present his vision in writing he,
Tike the poet, face; the diffigulty of making the abstract, the
spiritual, concrete. Like Yeats, Boehme eschewed abstraction in
gﬂe expression of his ideas. This aversion to abstraction was
not“mére]y a stylistic magger for Boehme; it was an_integral part
of his iife view. Martensen held that the two major.differences
between Boehme and other rgljgious writers were his view of the
imagination as an essential component of the divine nature and
his refusal to consider the Deitx as a purely abstract Being:

It is one of Boehme's most characteristic features
that he interprets Spirit--even the absolute

Spirit of God--as desire and imagination, will

and fancy. He is here in diametrica oppoesition
to those who entirely exclude fancy from God.

A God, destitute of fancy, who is only pure
reason, pure thought, bare and blank intelligence,

is, for Boehme, an abstract being and not an
actual Tiving Spirit.

One recalls the words with which Ribh denodnced Patrick in

Yeats's 1934 poem by that name:

An abstract Greek absurdity has crazed the man--
Recall that masculine Trinity. Man, woman, child
(2 daughter or a son), .
That's how all natural or supernatural stories run.
(Var., p. 556) ’
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In his ear]y.(1892) poem “The Sorrow of Love" Yeats's
despair over the loss of "man's image and his cry" could be read
as the struggle of the artist to realize the vision of his
imagination. But in the midst of thé poet's sorrow "A girl

arose” and creation became possible:

Arose, and on the instant clamorous eaves,
A climbing moon upon an empty sky,

And all that lamentation of the leaves,
Could but compose man's image and his cry.
(Var., p. 120)

The natural pause resulting from the word order which emphasizes
the verb suggests that "arcse" may also convey a hint of Yeats's
flower symbolism. Read aloud, the word could sound Tike an
appositive--"A girl, a rose"--introducing the female figure and
allied rose imagery which were important to both Yeats's and
Boehme's expressions of the fdﬁctioning of theﬁimagination.

Like Yeats, Boehme had also displayed a preference for an
understanding of the divine life which did not exclude the female
element. Stoudt considered Boehme's development of the female
figure a counterbalance, albeit an unconscious one, to Ratie-
nglism, which_wa; the predominant philosophical school of Boehmeé's

era. According to Stoudt's analysis,
1 4

Rational dogma made the Father-Son important;
~in the unconscious this is symboiized by the
mother-daughter myth; in Boehme's later works
this 'male’ Trinity stands 'opposite' the
Virgin Sophia, and tW¥t Sophia plays so~impor-
tant a2 role in Boehme's mature system shows
that the unconscious . . . is consciousness'
helper and aid.55
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Sophia, Boehme's mystic female, shares many of the charac-
teristics Yeats ascribed to the 1deaf female, and her role
within the creative process is similar to that of the female
figu%es {; Yeats's poetry. For both Boehme and Yeats the jdeal
female is eternal, almost divine, passive, and always sought
after but never fully possessed by her mortal suitor. Both Yeats
and Boehme frequently associate their female with the symbols of
the rose and the mirror, which are important symbols for each.
Finally, the female figure functions in the same way within the
systems of eaqh--she is fhe receptacle of Divine communication,
the vessel in which the Imagination becomes the Word Incarnate.

Boehme was unique among those mystiés writing largely
within an orfhodox Christian theology in that he afforded a
female figure a position within the inner workings of the Divine
Life. As Boehme éxp]ained the theogonistic process, the original
force, or God the Father, was a directionless will, an undif-
ferentiated desire. In order to manifest Himself, He formed an
image of Himself in the mirror of His Imagination. Boehme per-
sonified this mirror as the female principle, the Maiden, or
Sophia. The original will then desires ﬁhat the image which the
jmagination has formed with the cooperation of the female become
actualized. The consurmation of the union between desire and
mirror-image results in the birth of the Son. The force of
actuaTizatioh between Father and Son is the Spirit. This is the
power of the imagination within the interior life of God. Yeats

c{-referred to this ﬁse of the Virgin Wisdom, or mirror of God, in

Boehme's works, saying in'"The High Crosses of Ireland" (1899)
+
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that Boehme had made the mirror "almost a fourth person of the
Trin'ity.”56
Martensen's study of Jacob Boehme, containing a summary of
the process by_which God generates Himself and through which all
creation caﬁe into being, drew a comparison which would almost
certainly have appealed to Yeats if he had read that work, which

was translated into English in 1885. Martensen compared the

process described by Boehme to the way in which an artist creates:

When God, in the tranquil delight of contemplation,
beholds Himself and His wonders, as the Maiden
displays them to Him in the mirror, the Will grows
eager, and desires that what it sees in the mirror
shall become something more than an image,

shall become actual, as when an artist longs to
realize the vision, the image that reveals itself
+o him in his inward soul. And not only does the
Will become eager but Wisdom, Sophia, thrills with
rapture and yearns for the manifestation of the
marvels of Wisdom, although she herself is all
these marvels.57

Brinton cited passages 1ike this one, which used the ter-
minology of human sexuality to explain the theogonistic process,
as one of the impediments to full acceptance of Boehme by theo-
Jogical authorities of his time. According torBrinton, "The
theory which holds that mysticism is in many instances an auto-
erotic phenomenon, as it often uses the vocabuiary of sexual
passion, would seem to find occasional support in Boehme's
rhapsodies to Sophia, the Virgin Wisdom of God.">%

Similarly, Yeats once wrote to Olivia Shakespear that his
poetry, no matter what the subject (he mentioned that he was

working on a play about Christ and Dionysus at the time), always

v

v



- .97

became love poetry. “One feels at moments as if one could with
a touch convey a vision," Yeats wrote, "that the mystic way and
sexual love use the saheqmeans§7opposed yet parallel existences.“59
A concise example of the combination and commingling of mystic
vision and sexual experience is the small poem "Ribh in Ecstasy.”
The eight lines describe one moment of ecstasy:

What matter that you understood no word:

Doubtless I spoke or sang what I had heard

In broken sentences. My soul had found

A1l happiness in its own cause or ground.

Godhead on Godhead in sexual spasm begot

Godhead. Some shadow fell. My soul forgot

Those amorous cries that out of quiet come

And must the common round of day resume.

(Var., p. 557) '

Actually, Boehme's somewhat erotic use of the female figure
was within the Judeo-Christian tradition of mystical symbolism.
The authority for Boehme's Sophia probably came originaily from a
few references in Scripture which the mystic expanded greatly in
presenting his own insights. And Yeats mythologized femaie
figures like Helen of Troy in his poetry by a similar method of
expansion and elaboration. . )

-

The fullest Biblical reference to Sophia is in the apocry-

phal book The Wisdom of Solomon, long a favorite study of occult-
ists. In this book, the writer, in the persona of King Solomon,
presents the attributes of Wisdom, to whom he relates as a male
to a female. Among the most significant for the present dis-
cussion are the verses which describe Wisdom and name her the

mirror and emanation of God, and those which demgnstrate her
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operdtions among men. Solomon affirmed that he had become
initiated into the secrets of nature through the agency of Wis-

dom, "for Wisdom, the artificer of all, taught me 60

In this
section, the author described Wisdom as "an aura of the might of
God and a pure effusion of the glory of God," as "the refulgence
of eternal Tight," and as "the spotiess mirror of the power of

God. 6! Chapter 9 beseeches God to send Wisdom to Solomon:

10. Send her forth from your holy heavens and
from your glorious throne dispatch her that she
may be with me and work with me, that I may know
what is pleasing to you.
11. For she knows and understands all things and
will guide me discreetlg in my affairs and safe-
guard me by her glory.6
Chapter 10 is devoted to the past services of Wisdom and the way
she has worked with men in the past to bring them to salvation.
There is a Tink through the imagery and the attribution of
authorship between the figure of Wisdom in this Wisdom of

Solomon and the Maiden in the Song of Solomon. In The Wisdom

of Solomon, the King shys, "Her I loved and sought after from my

youth: I sought to take her for my bride and was enamored of

w63

her beauty. King Solomon has been accepted traditionally as

the bridegroom in The Song of Soiomon. The Bride is identified

in one passage as “the rose of Sharon, and the 1ily of the

vaﬂe_y.“64

In The Way to Christ, from which Yeats cited a passage as

the Tirst annunciation of the Romantic theory of the imagination,



Boehme specifically linked the traditions, identifying his
Sophia, the Wisdom of God,.with the H%sdom and Rose of Solomon.
Sophia, Boehme wrote, "is the flower of Sharon, the Rose in the
Valley, o€ which Solomgn sings and calls [it] his dear Love and
chaste Virgin" (True Repen. 1-29).

Yeats quite possibly drew upon this tradition himself. The
association of the rose imagery with a mystic female was an
important element 'in Yeats's eariy poetry, and in at least two
1ater'p0ems, “Solomon to Sheba" (1918) and "Solomon and the
Witch" (1921), Yeats treated the insights gained by'Soiomon
through union with a fem¥le. In the second poem, "Solomon and
the Witch," the female suddenly cries out in a strange tongue,
like one possessed. It is she who speaks the communication from
the divine. The situaticn presented in "Solomon and the Witch"
paralleled the automatic writings of Yeats's bride on his honey-
moon:

And thus declared the Arab lady:

‘Last night, where under the wild moon
On grassy mattress I had laid me,

Within my arms great Solomon,

I suddenly c¢ried out in a strange tongue
Not his, not mine.' (Var., p. 387)

In "The Gift of Harun Al-Rashid" (1924) Yeats once again
used Arabian characters, this time to present allegorically the
story of his marriage to the spiritualist. VYeats credited his
wife's automatic writing as being his source for A Vision and
so, by extension, for the mystical-based poetry which was con-

nected with A Vision. In the Iatroduction to A Vision, Yeats
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related the story that four days after their marriage his new

bride began automatic writing. The unseen communicators had

65

come, they said, to give Yeats "metaphors for poetry." In

"The Gift of Harun Al-Rashid" this experience was alleéorized as

‘-follows:

>

Upon a moonless night

I saw where I couid watch her sleeping form,
And wrote by candle-tight; but her form moved,
And fearing that my light disturbed her sleep
I rose that I might screen it with a cloth.
I heard her voice, 'Turn that I may expound
What's bowed your shoulder and made pale your

cheek';
And saw her sitting upright on the bed;
Or was it she that spoke or some great Djinn?
I say that a Djinn spoke. A livelong hour
She seemed the learned man and I the child;
Truths without father came, truths that no bagk
0f all the uncounted books that I have read,
Nor thought cut of her mind or mine begot,
Self-born, high-born, and solitary truths,
Those terrible implacable straight lines
Drawn through the wandering vegetative dream.
Even those truths that when my bones are dust
Must drive the Arabian host. (Var., p. 467)

If the experience of automatic writing as depicted here was
valid, it was a case of 1ife imitating art, for the woman
presented in "The Gif;” functions substantia11y in the same way
as most of the female figures do in Yeats's poetry--as the
passive receptacle oflexpression.

Most critics who discuss women in the poetry of Yeats
focus on the frustration of the poet's pursuit of Maud Gonne
and infer from that a kind of sublimation in his ideaiization:
of woman. A. Norman Jeffares is one of the few who approaches

Yeats's view of women from an opposite stance. In W.B. Yeats:
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Man and Poet, he maintained, "[Yeats's] love was of a manufac-

tured ideall fabricated in the workshops of his brain which had

' -wﬁefore them the blue-print of what a poet's love should be;"66

Certainly Niamh, ‘companion of QOisin and the first female to

appear in the Collected Poems, is more an archetype than a

‘woman. As she is described in The Wanderings of Qisin (1889),

Niamh has seﬁinal characteristics of all the later developments
of Yeats's female figures. From the first vague reference to her
as "A peari-pale, high-born lady" (Var., p. 3), it is clear that
she is more than a mortal woman. There is a hint of Yeats's
Tater interest in Helen in the metaphor "And 1ike a sunset were
her lips; / A®yrmy sunset on doomed ships" (Var., p. 3). She
is dressed as the eternal female in "To Ireland in the Coming
Times” (1892} in a flowing gown rich with red embroidery, which
may be roses. Linked to the Roman goddess of Tove by the idea
that she “came / Through bitter tide on foam-wet feet" (Var.,

p. 5}, she claims Aengus, the Irish god of poetry, as her father
(!EE:’ p. 5). Like Wisdom of the apocrapha and Boehme's Sophia,
Niamh is a virgin, for she tells Finn, "I have! not yet, war-weary
king, / Been spoken of with any man" (Var., p. 6}. What changes
in the later poetry is that in this poem Oisin takes the passive

role and emphasis is on escape. The Wanderings of Oisin might be

considered a kind of young man's rite of passage. From this
point forward the female assumes a more passive role in the
poetry of Yeats.

Yeats's Rose poems (1892-1896) have perhaps the greatest

nﬁ%ber of references to an explicitly mystical female. Yeats's



102

personified Rose haé all the qualities of Sophia, whom Boehme
also associated with the symbol of the rose. In a passage
already cited, Boehme identified his Sophia with the Rose of
So1omon.67 In another work, Boehme spoke of Sophia as bestowing
a rose upon him, thus enabling him to express his vision:

For the Virgin (the Wisdom of God) has.grac10u51y

bestowed a Rose upon us, of which we will

write in such Words as we behold in that Wonder;

and we cannot write otherwise, but our Pen is

broke, and the Rose taken from us, and then we

are as we were before the Time (of our knowledge).

(3 Prin. 18-58) : ’
In the above passage Sophia is credited with the guardianship
of the Rose, which is not the knowiedge itself, but the means
of bringing Boehme's infused knowiedge into outward expression.

If Boehme had been primarily a poet he might have called

Sophia his muse, but her reiation to‘the mystic is deeper than
that. One is reminded of hTo the Rose upon the Rood bf Time"
(1892), the poem which, 1ike an invocation to the muse, intro-
duces the Rose poetry. In this poem Yeats personifies the
Rose, beseeching her for.the balance needed for the delicate
craft of poetry. Like Boehmé, Yeats seemed to feel that he
could not write if the rose were taken from him. Th;mpoet
pleads, "Red Rose, proud Rose, sad Rose of all my days! / Come
near me, wh{\e I sing the ancient ways" {Var., p. 100). It
is through the Rose that the poet hopes to find "Eternal
beauty wandering on her way." The poet pleads {ﬁ a triple

invocation which hints of mounting ardor, “"Come near, come

near, come near." Like the eroticism Brinton discovered in
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Boehme's addresses to Sophia, this poem could demonstrate the -

parallelism between sexual 10v€ and mystical vision. But in
Yeats's supplication to the rose the poet breaks off, as if
afraid of total involvement, or as Hf the poet were\awaré, as
Boehme was, that full possession of the rose is nott allowed to
the human condition. "Ah, leave me still," the poet begs, "A
Tittle space for the ﬁose-Breath to fill" (Var., p. 101). A
mystic may be permittéd to long for "the strange things saiq /
By God to the brightlgeartg of those long dead" or to "learn to
chaunt a tongue men'do not know" (!gfj}'ﬁ. 101), but such a
faculty would be destructive for the poet. |

Boeﬁme had recognized, before Yeats, that, however much he
might desire the mystical female, she could never completely

belong to a mortal man. In this life man can only hope for a

/ -
brief glimpse of the Virgin Wisdom. In The Mysterium Magnum

Boehme explained:

Not the mortal soul, but the inner (spiritual)
soul from the eternal Word of God is to be married
to Sophia. The external soul is wedded to the
constellation (mental functions) and elements.
This external soul only rarely obtains a glance at
Sophia, for she has death and mortality within
herself. After this time she has to be again
transformed into the first image which God created

in Adam. (Mys. Mag. 52-13)

In "The Shadowy Waters” (1906) Forgael expresses the same kind
of disparity between,the ideal and the actual in this life.

Referring to the love of earthly women, Forgael says,
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But he that gets their love after the fashion
Loves in brief longing and deceiving hope

And bodily tenderness, and finds that even
The bed of love, that in the imagination

Had seemed to be the giver of all peace,

Is no more than a wine-cup in the tasting
And as soon finished. (Var., pp. 228-9)

Yeats's pursﬁ?t of the unattajnable ideal female might be
considered one of the most cormsistent themes in his poetry. In
the retrospection of "The Tower" the poet asks, "Does the
imagination dwell the most / Upon a woman won or woman lost?"
(Var., p. 413). The weight of evidence in Yeats's poetry is
unquestionably with the latter. In "The Song of Wandering
Aengus," the poet-seeker had caught one glimpse of "a glimmering
girl" who had appeared magically and whe disappeared in a
glistening instant. Despite the fact that this strange female
wore @n apple biossom in her hair, a detail which was associated
in Yeats's mind with Maud Gonne, the girl in this poem is much
more mystical than real. The speaker vows to spend his life
in pursuit of this female:

Though I am old with wandering

Through hollow lands and hilly iands,
1 will find out where she has gone,
And kiss her lips and take her hands;
And walk among long dappled grass,

And pluck till time and times are done
The silver appies of the moon,

The golden appies of the sun.
(Var., p. 1505)

»

\Perhaps the functioning of the imagination depends upon
the female's remaining always unattainable. In Boehme's sys-
tem, the Virgin displays before the Creator the Image of 'His

desire. But the will which desires and the object of desire
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which the will has fashioned through the imagination must never
comp]ete]y merge. All depends upon their remaihing in proper
equilibrium. Yea;s;may have been'acknowledgihg much the:same
i?ea in the 1910 poem "Words." Here the writer recalls that all
%§g§ya;t has been crafted with thé intent of wipning the woman he
dé?ires. He has even mastered the magic of the imagination, for
he claims, "I have come into my strength, / And words obey.my
cail" (Var., p. 256). Yet he has still not attained the object
of his desire. "Words" ends on a note of resignation. Had he
won the woman he had wooed witH his art, the poet might have
abandoned the products of his imagiqation; He concludes, "I
might have thrown poor words away / And been content to live"
*var., . 256). |
Although both Yeats and Boehme insisted that the ideal
female éé; never be fully possessed by mortal man, neither
portrayed her as so out of touch with humanity that she was
totally inaccessible. She must remain within the grasp of man's
.imagination. In 1937 Yeats wrote, "My Christ . . . is . . .
Biake's 'Imagination,' . . . imminent, differing from man to man
and age to age, taking upon itself pain and ugliness. . ."68_
The terms with which he had described the symbol of the Rose in a
note on The Rose were strikingly similar. "The quality symbolised
as The Rose," Yeats maintained, "differs from the Intellectual
Beauty of Shelley and of Spenser in that I have imagined it as .
sufferiné with man and not as something pursued and seen from

afar."69

\/“'\\.



0

106

“To the Rose upon the Rood of Time," the title of the poem
placed first in Tﬁ; Rose, reinforces these associations. By
placing the rose symbol upon the "rood," Yeats Brought in the
element of suffering as well as the Christian associatiaons with
the é;oss'of salvation. By making the cross "of Time," Yeats
stressed the imminence of the Rose. Boehme had referred to the
cross as "the first mark and sign of the noble Sophia" and
specifically connected the Virgin of God, who suffered with the
faithful man, with the symbol of the rose. In a letter to
Christianus Steenberger, Boehme had written; "[Soﬁhia] useth to
manifest herself through the thorns of God's anger as a fair rose
on the thorny bush; so far forth as the soul keepeth-its vow and

fidelity." 0

William Law's illustration of Boehme's mystic
female, or "Looking-Glass of Wisdom,” depicts a cross, with
a heart in its center, at the point of union between God and
creation. This diagram could serve as well as an illustration of
“To the Rose upon the Rood of Time." (See Appendix, Figure 11.)
"The Rose of the World" (1892), the next in Yeats's series

of celebrations of the mystic rose, emphasizes her eternal -
quality. Tﬁﬁ%ugh all the tribulations of mankind, the Rose has
endured. In fact, like Wisdom, who in Proverbs was "set up from
everlasting, from the beginning, ér ever the earth was,"7]
Yeats's mystic female predates all creation:

Bow down, archangels, in your dim abode:

Before you were, or any hearts to beat,

Weary and kind one lingered by His seat;

Ke made the world to be a grassy road
Before her wandering feet. (Var., p. 112)
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Boehme had expressed the eternality of Sophia in much the same
way, stressing that she preceded even the angels. In Clavis
Boehme had written, "Wisdom is a divire imagination, wherein.
the ideas of éhe angels and souls have'béén seen from eternity;
not as substantial, actual creatures, but non-essential, like
the images in a mirror" (Clavis 10-5);_,£1sewhere Boehme had
said, "The Eternal Wisdom or Understanding is [God's] Delight”
(Mys. Mag. 1-2). Yeats again associated.the eternal female,
as receiver of the imagination, with the rose in "To Ireland
in the Coming Times." Here the poet proclaimed that he owed
allegiance to something more universal than the nation of Ire-
land. Yeats spoke of following

. . . the red-rose-bordered hem

0f her, whose history began

Before Go¢d made the angelic clan . . . .
(Er_- s PP-. 137“8)

2

In A Reader's Guide to William Butler Yeats John Unterecker

noted the change in the rose imagery in Yeats's next volume of
By '

poetry, The Wind Among the Reeds. He expressed the change as

an increase in physicality and attributed the difference pri- |

72 What-

marily to Yeats's involvement with Olivia Shakespear.
ever the cause, the merging of the mystical eternai female
with flesh-and-blood women can be noted in the 1899 volume
of poetry. Characteristically, Yeats enriched his female

figure to encompass both realities; he did not sacrifice one

in the development of the other.
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The first appearance of the transformed rose symbol was
in "The Lover tells of the Rose in his Hearﬁ,“ a poem which.
first appeared #n print in November, 1892, more than a year
before Yeats met Mrs. Shakespear. In this poem the lover
speaks to his beloved of her "imﬁge“ which, he vows, "blossoms
a rosé in the deeps of ﬁy heart" (Var., p. 143). The use
of fhe woré "image" indicates that, whi]g the pbet may have
been addressing a real woman, he was also approaching her on
‘the level of an ideal which he had formed through his imagina-

tion. The strongest reference to the Rose in The Wind Among

the Reeds was the 1896 mystical poeh “The Secret Rose." In

this poem the Rb;e is portrayed as central to ail the goals of
man and to ail the 1ntere;ts of Yeats's poetry to that point.
The Rose is linked to religion by the mention of the Holy
sepuicher, to earthly delights by the wine vats, to the occult’
by reference to the Magi, and to Irish folk history by the S

names of the 1egéﬁdary heroes. The finail g¢onnection was the

most telling, for it links the secret rose with ideal human

s

©
iove. From the mention of that perfect love, the poet turns
to his own desire and invokes the great power and redemptive

facuity of the Rose. He tells the Rose,

I, too, await
The hour of thy great wind of love and hate.
When shall the stars be blown about the sky,
Like the sparks biown out of a smithy, and die?
Surely thine hour has come, thy great wihd-blows,
Far-off, most secret, and inviolate Rose?

(Vﬁ‘-, p. 170)
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From this point forward in Yeats's poetry, tbg merging of these
two, the eternal female who might be identified with Boehme's
Sophia and the actual women whom Yeats raised to symbols in

his poetry, permitted Yeats to work(ihrough theories of the

functions of the imagination within his poetry itself.

k)

-

R

- .

"Al1 Beautiful Women"

There is one other aspect of the ideal female which can
be discerned in both Boehme and Yeats--she must be passive.
As Robartes counsels in "Michael Robartes and the Dancer":

It follows from this Latin text

That blest souls are not composite,

And that all beautiful women may

Live in uncomposite biessedness,

And lead us to the 1ike--if they

Will banish every thought, unless

The lirneaments that please their view

When the long Tooking-glass is full,

Even from the foot-sole think it too.

(Var., pp. 386-7)

Both Boehme and Yeats held that the glory of the female ¥
was that she received and reflected the creative power. Fur-
thermore, both the mystic and the poet frequently used mirror

imagery to denote this passive role. In "High Crosses of Ire-

land,"” an essay written in the 1890's, Yeats recognized.the
importance of the mirror imagery in Jacob Boehme's system.

Discussing £he traditional uses of the symboil of the mirror,

Yeats stated that Boehme had introduced the symbol into the

Tife of God Himself:

'““‘\;:::) -
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Medieval mystics represented . . . ultimate paradise
as a round mirror, and Jacob Boehmen, who gathered
into himself the dying mysticism af the Middle
Ages,.made it aimost a fourth person of the
Trinity./3

The "fourth person" to whom Yeats referred was Sophia, the
feminine element which he appreciated in Boehme's concept of

the Trinity. One of the clearest instances of Boehme's identi-

fication of the female as a mirror is in Book I of the Incarna-

tion: 4

Every Looking-Glass standeth stiil, or quiet »
and steady, and generates no Image, but

receives the Image: and thus the Virgin of

wisdom is a Looking-Glass of the Deity, wherein

the Spirit of God sees itself, as also all the
wonders of the Magia. (Incar. 1-65)

In another work, Sophia was expressly designated as an element

of the Divine Imagination and she is compared to a mirror in

. . . I
regard to her function in the creative process:

1ie, viz. & Divine Imagination, in which the Ideas
of angels and Souls have been seen from Eternity,
in a Divine Type and Resemblance; yet not then as
Creatures, but in resemblance, as when a man be-
hoids his face in a Glass: Therefore the Angelical
and human Idea flowed forth from the wisdom,

and was formed into an Image, as Moses says

God created Man in his Image. (Clavis 43)

She is th{éﬁ;ue Divine Chaos, wherein ail things

It must have been this usage of the term to which Yeats re-
ferred when he said that the word "Image" for Boehme implied
a real, spiritual product of the imagination, not just an

analogous being.74
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Yeats used the symbol of the mirror in connection with women
primarily to emphasize the desirability of their remaining rela-
tively passive and unintel]ectga]. In Tine with his view of the
opposition between the faculties of reason and the imagination,
Yeats believed that eduéation of the female intellect would prove
harmful to the imagination. In 1889Jyeats wrote to Katharine
Tynan that if women go through what he called "the great/m111
called examinations” which, in his opinion, men have set up "to
destroy the imagination,".the women would be molded into someone
with "no repose, no peacefulness."75

That advice to Katharine Tynan was an eariy instance of
Yeats's association of the female with the imagination and the
connection between a strong force of the imagination and female
passivity. The same theme was elaborated upon in Discoveries
(1896), when Yeats juxtaposed a young female guitar player yith
a young girl "fresh from school, where they taught her history
and geography.” The guitar player was perfectly in tune with her
instrument, while everything about the young graduate jarred the
senses. The second girl's problems cieariy arose,‘Yeats impiied,
from the flaws in her education. Instead of training the 1nte1—-
lect with subjects 1ike geography, sHe shou]d have striven for a
harmony of her body. She should have learned "before all else,"
Yeats wrote, “'the heroic discipline of the Iooking-g1ass.“76
."Michae1 Robartes and the Dancer" (1920) puts forth this argument

through the poetry. The dialogue begins with Robartes exp]aining

an altar carving to the dancer. In his interpretation, the
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dragon which the knight is slaying represents the maiden's
thought. If the knight is successful in annihilating the young
girl's thought, his beloved will be able to concentrate upen the
perfection of her mirror image:

The -half-dead dragon was her thought,

That every morning rose again

And dug its claws and shrieked and fought.

Could the impossible come to pass

She would have time to turn her eyes,

Her lover thought, upon the glass

And on that instant would grow wise.

(Var., p. 385)
The dancer asks, "Mazy I not put myself to coilege?" (Var.,
p. 385) in one place, and in another she questions, "Must no
beautiful woman be / Learned 1ike a man?" (Var., p. 386).
Robartes' answer, complete with references to great art work of
the ages, is an emphatic insistence upon the harm that could be

done to the character of a woman by intellectual pursuits. He

counters her questions with a gquestion of his own:

-Did God in portioning wine and bread

Give man His thought or‘His mere body?

(Var., p. 386)
The conclusions drawn by Robartes coincide with Yeats's conten-
tion that women who have learned “the heroic discipline" of the
jooking-glass can be the means of man's salvation.

One of Boehme's correspondents evidentiy asked the same

guestion as Robartes did comcerning the nature of the Eucharist. .

Boehme's answer was that the offering was the flesh and blood

of Christ, sanctified, as he had expiained in his work on

N
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Communion, through the wisdom or imagination of God. The perti-
nent verses are from Boehme's first epistle:
38. And this essentiality [of the'new will of the
redeemer) is called Sophia, being the essential

wisdom or the body of Christ; and in this the
faith in the Holy Ghost doth consist.

- - - . - - - . - .

40. Christ feedeth the soul with the essence of
Sophia--viz., with His own flesh and blood./7
The poem in which all the elements under discussion coalesce

most obviously is the_1916 poem entitled simpiy "On Woman." The
poem bégjns, "May God be praised for woman / That gives up atll
her mind" (Var., p. 345). The use of Solomon and Sheba as the
example of a perfectly matched pair was a fortunate choice be-
cause it carries with it associations of the Wisdom figure from
Boehme and the Apocrypha. As in the other Yeats poems about
Solomon and Sheba, the genesis of Solomon's wisdom seems to be
intimately connected in this poem with the act of sexual inter-
" course. In the first stanza the poet had explained that the
virtue of the passive woman is that she gives a body to the

thoughts that man brings to her--
™

A man may find in no man
A friendship of her kind
That covers all he has brought
As with her flesh and bone . .
(Var., p. 345)
The use of the act of human intercourse to express all types of

creation is a natural outcome of the efforts-to impart a mystic

vision in concrete terms.
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Boehme, as Yeats was later to do, emphasized the passivity
- of the female who corporealizes the potential image projected by

the imagination. In The Second Apologie in Answef to Balthazar

Tylcken Boehme explained:

Wisdom gives birth, but she would not do so if
the Spirit were not acting within her. She
brings forth without the power of the fire-life;
she has no ardent desire, but her joy finds its
perfection in the manifestation of the God-head,
and therefore she is called a virgin in chastity
‘and purity before God.78

-

The prinéipal example, from Boehme's works, of the way the
Virgin gives birth to the Image is the Incarnation of Jesus
Christ. Yeats demonstrated that this story of the Word of God
being made f]esh‘throuéh the body of a woman was important in the
work of William Blake as well. In the intreduction to the
Yeats-E11is Blake, Yeats wrote:

in mysticism the 'female principlie' is of the -
body, and is to the male a mother under Divine
fruition, not otherwise than in the symbolic
story of the Virgin Mary. The Incarnation itself
was none the less a symbol to Blake because he
held it as an event--as the event,--of the
world's<history.’9

A case could be made for the idea that Yeats alsc used
the story of the Iacarnation of Christ as a symbol of what for
Yeats was most important--the creation of a work of art. The
Tower, pubiished .in 1928, contains two companion. poems which,

considered together, form an important statement about the

process of artistic creation. In the first of these two poems,
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the small 1927 poem "Wisdom," Yeats stressed the importance of
art in the formulation of man's religious beliefs:

The true faith discovered was

When painted panel, statuary,

Glass-mosaic, window.glass, v

Amended what was told awry

By some peasant gospeller . . . .

(Var., p. 440)
According to this poem, Christ (here identified with Wisdom) was
at least as much a product of the artist's imagination as an
historical personage. Thus, the explanation of Christ's origins
given in this poem can be understood on both the natural and the
supernatural levels. "King Abundance" can be God the Father and
"Innocence” the Virgin Mary. Or "King Abundance" could refer to
the wealth of rich materials available to the Byzantine artist,
or to the richness of the artist’'s imagination which produced

this magnificent Christ from an ctherwise unlikely carpenter.

- The placement of "Wisdom" in Collected Poems provides an

intriguing preparation for the next poem, "Leda and the Swan,"
which was first published in 1924. 1In this celebrated poem, ail
of the basic elements correspond to those in "Wisdom"--the Divine
propagator, the virgin mother, the connection between religious
myth and the artistic interpretation of the story. The juxta-
position of this pcem with the preceding one demonstrates that
for the artist’'s purposes Christ is a symboi which can be re-
placed with a mythological correlate. The story of "Leda and the

Swan" is essentially the Incarnation story, transferred to the
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framework of a different theological system, perhaps to emphasize
its symbolic nature. On the symbolic level, "Leda and the Swan"
can be read as an explanation of the activipy of the itdgination
in producing a real image. With the possible exception of the
violence of the encounter, what occurs corresponds in every
detail with the workings of the imagination in the system_ofA
Jacob Boehme.

The octave of this sonnet presents the rape itself. Despite
the violence of the scene depicted, the young girl remains pri-
marily passive throughout the encounter with the god disguised as
a swan. The contact is described by references to individual
parts of Leda‘'s body, several of which are modified by adjectives -
which connote submission--her “heipless breast," her "vague
fingers,"” her “looseniné thighs.” The second part of the sonnet,
following the climax, hoids a resonance, intentional or not, to

Wisdom in the Song of Solomon. The poet claims, "A shudder in

the ioins engenders there / The broken wall, the burning roof and
tower” (Var., p. 441). These images of destruction have, of
course, been read as references to the sack of Troy. But what
explains the choice of those particular images? Yeats may have

been alluding to the song of the virgin in the Song of Solomon.

=The maiden sings, "I am a wall, and my breasts 1ike towers: then
was I in his eyes as one that found favor.“80 Consciousness of
the Biblical reference adds further depth to the poem as an

explication of the creative process.
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Helen Vendler, in Yeats's Vision and the Later Plays,

viewed "Leda and the Swan" .as indicative of the relationship

81 tertainly the poem can be inter-

between artist and muse.
preted, on one level, as a étdtgment about the nature of the
creative process. But ther; fs nothing to indicate that Yeats
viewed the artist;muse relationship as one akin to forcible rape.
The voice of the artist in this poem is that of a third-person

observer, questioning what is happening beneath the surface

actions he is observing:

How can those terrified vague fingers push

The feathered glory from her loosening thighs?

And how can body, laid in that white rush,

N - But feel the strange heart beating where it lies?

(Var., p. 441)
The poem ends with a question, "Did she put on his knowledge with
his power / Before the iggifferent beak could Tet  her drop?"
(!gﬁ;, p- 441). It is significant that the poem stops short of
resolution. The act is consummated, but what are the results?
The seed of the imagination has been sown within the passive
female, but to what will she give birth? The poem deliberately
leaves the reader anticipating the next step in the process. In
Boehme's system, after the imagination has been sent forth from
the creator to the female whose function it is to receive and
enflesh the image, the next stage is the establishment of con-

traries. The jnteraction between opposing contraries is aliso a

vital element in the poetry of Yeats.
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CHAPTER III
"BETWEEN EXTREMITIES / MAN RUNS HIS COURSE"

“Fair Needs Foul"

The sonnet "Leda and the Swan" (1924) ended with the ques-
tion of what results from the projection of the creative imag-
ination. Yeats's philosophical treatise, A Vision (192§), which
accordiﬁg to Yeats contained "40 pagés of commentary" on this .
“classic enunciation,“1 presents the ansher in the first para-
graph: "Lovi/and War came from the eggs of Leda. w2 The resu1t
~of the send1ng forth Bf the imagination is the estab11shmen¢ of
dua]ity, opposing contraries which both Yeats and Boehme con-
sidered essential for creation. |

The amount of critical attention devoted to the concept of
duality within the work of Yeats attests to the importance which
Yeats scholars have placed upon this'hspect of his art. Spe-
cific manifestations of the dualities. pervading Yeats's work
have been used as the basis of at least three books on Yeats--

John Moore's Masks of Love and Death, Thomas Whitaker's Swan
3

and Shadow, and Charles Berryman's Design of Opposites.” In
\

W.B. Yeats: A Critical Introduction Balachandra Raj@n,bro-
4

nounced Yeats "perhaps the most dialectical of poets.” ' In
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an article entitled "Yeété, Thé Book and the Ihage,“ Morton
Zabel declared, "It is right to ascribe to Yeats an obsession by
Qia]ectic. His oppositions play.restlessly and imperatively
against one another. The ant1the§js is never resolved. "5

G‘ﬁ?g1o Melchiori in The Whole Mystery of Art 1dent1f1ed “the

inescapable attract1on of the contrar1es“ as a "basic tenet of

6 Richard Ellmann noted that Yeats held a "view of the

Yeats."
world as almost incessant strife between opposites, and . . . a

similar view of the poem."7 Frank Kermode, in Romantic Image,

viewed the “"reconcilation of opposites" as the very purpose of

"the Yeatsian symbo].“8 And in The Way Down and Out, John

Senior maintained, "There are two alternatives everywhere in

/" Yeats's universe; all things*divide themselves into warring
0pp0§1tes."9
Most scholars and commentators on Jacob Boehme have focused
also on the moveﬁent between contraries as a central doctrine to
be studied, often using, as have the §cho]ars on Yeats, the
analogies of warfare to express the relationship. émi]e Soutroux ’

wrote, “Everywhere in nature Boehme finds that effective warfare

d II]O

being waged. Nicolas Berdyaev explained, "[Boehme] sees

AT

everywhere a pitched battle between contrary principies. He

elaborated, "The 11 0f the world is a battle, a becoming, 2

j|]2

vast process, ad fire and dynamism. In Boehme's system,

Hans Martensen’said, "Life and Manifestation can only be con-

) 13
ceived of as a movement between contrasts.”
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Boehme lived during a particularly divisive period of world
history. In his country the Refqrmation had splintered the
dominant Christian ri}igion; the settled world of the Middle
Ages was breaking forth into the turbulence of the Renaissance;
the political entities of Europe were about to be shattered by
the Thirty Years' War. Boehme scholars characteristically have
maintained that Boehme was strongly influenced by the theological
upheaval spearheaded by Martin Luther. Recognizing the idea of
the pervasiveness of good and evil in the writings of Paracelsus,
who predated Boehme by aimost a century, John Stoudt said, "The

difference between Paracelsus and Boehme was simply Luther."]4

- Through Luther's doctrine of original sin, Stoudt thought,

Boehme was led to the perception of duality as having the goail
of resolution in man and natur‘e.15 Boehme was the first post-
Reformation myséic to address himself to the ontoiogfca1 impii-
Eations of the problem. The impetus behinﬁ Boehme's position

might have come both from Luther's teaching on the matter of

evil and the Renaissance emphasis on individual man. Windeiband

explained that the Renaissance Boehme viewed man as a microcosm
and, since good and evil were held to be essential elements of
human nature, Boehme inferred that good and evil must also be

necessary components on a cosmic level:

Self-knowledge, nevertheless, is religious
knowiedge, which finds the opposition of good
and evil as a fundamental trait of human nature.
The same opposition fills the whole world; it
rules in heaven as on earth, and since God is
.the sole cause of all, this opposition must be
sought in him also.16
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Yeats too was born in an age which evinced special cdncern =
over the problem of duality. According to T.R. Henn, “The
doctrine of evolution by the fusion of opposites was very much
part of -the intellectual current of the eérly nineties."]7
Its prevalence as a thematic concern was typified in such works

as The Strange Case of Dr. Jekyll and Mr. Hyde and The Picture

of Dorian Gray. In a chapter entitied "Robartes and Aherne:

Two Sides of a Penny," Richard Ellmann used the Stevenson and
Wilde works to argue that the "sense of the bifurcated self" was

18

widespread among Yeats's contemporaries. "Yeats," said Elimann,

came to maturity in this atmosphere of doubling and sp]ittiﬁg
of the self. .. "1 |

There is no way of determining exactly to what degree
Boehme had influenced the atmOSphe;e in which the young Yeats
developed. Brinton noted the.appea] of Boehme's contraries to
the German romantics and, through them, to the English, but
maintained that the Romantics were drawn to only one half of
the duality. “Boéhme saw God and escaped the RSmantic sub-
jectivity," according to Brinton's analysis: "Romanticism only
discovered the out-going nature-will in Boehme.“é0 In Blake
Mark Schorer claimed, however, that the earlier poet was aware
of both sides of the contraries in Boehme, being influenced by

nel

"Boehme's extraordinary pre-Hegelian dialectic. And in

Coleridge the Visionary J.B. Beer wrote, "Coleridge's conception

of the daemonic probably derives ultimately from his eariy

reading of Boehme, which would have set his mind working on the

idea of the devil as a twisted angelic nature, still possessing

-
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all the materials of the true angelic but’iﬁ‘distorted form."22
The motto Yeats chose in 1890 for his initiation into the Order
of the Golden Dawn--"Demon est Deus Inversus,” which so aptly
captured the age's concern with duality--may have been ultimately
attributable to Boehme. ST
Given the evidence that ﬁﬁeip?;b1em of duéIity, in some
~ K
manner a part of the philosophy of every age, was a dominant
feature of the zeitgeist of boih Boehme's and Yeats's eras, it
would be presumptuous to attribite Yeats's concern with the sub-
Ject to his reading of Boehme alone. But early references which
reveal Yeats's familiarity with Boehme's trgatment of contraries,
similarities between Yeats's and Boehme's mé%hods of_expressing
these contraries, and affinities between those aspects of
duality s;ressed suggest that Yeats found in his reading of
Boehme & treatment of the concept of contrariety which rein-
forced and enriched his own developing ideas on the subject.
Most critics who have remarked upon a possible connection

between Yeats and Boehme have focused upon this shared view of
contraries. Virginia Moore expressly attributed the direction
of Yeats's interest in contraries to ideas he discovered in
Boehme. Referring to Yeats's studies at the end of the nine-
teenth century, she wrote:

Meanwhf]e, spurred on by that symbol-master Blake, he

was reading Boehme with an eye cocked for polarity.

Yes, Boehme saw the principle of twoness from

oneness, and was concerned about its ethical

implications. Only when we confront ourselves

with our experience as opposite and counterpart

(Gegenwurf), he wrote, does our real consciousness
spring into fire. God's counterpart, the thing
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that makes Him aware of Himself, is the world;
ours, experience-born conceptions. Yeats was
fascinated. So consciousness itself came from

the experience of opposition! Man's oscillation
between extremes had value for self-development?23

Like Moore, many of the scholars who have linked Yeats to
Boehme on the theory of contraries have traced aiBrogression
throdgh Yeats's interest in Blake. According to Henn, “The
results of the impact of Blake's philosophy and poetic practice
are permanent and complex" because Yeats had undertaken his |
study of Blake earlg in his career. The contribution which Henn
singled out for specific mention was the doctrine of contraries:
“From [Blake] comes, through Boehme, the idea of progression
through contraries that justifies the doctrine of the Anti-

Se]f."z4

Joseph Hone said, "Yeats had been familiarised by
Jacob Boehme and by Blake with the jdea of the coincidence of
opposites,” but, he cautioned, Yeats was never satisfied with a
single source--"whenever a philosophical idea interested him he
wanted to trace it to images out of old t‘ime."25 Crediting
Soehme with Blake's "picture of earth experience as the war of
contraries,“26 Virginia Moore cited the idea of "two contrary
wills as the cause of all change and motion" as one of the two
main doctrines which Blake could have derived from Boehme and
which could be traﬁed into Yeats's writing.27 Whitaker, remark-
ing upon the similarity between the journey in Yeats's "The
Handerings of 0isin" (1889} and the journey undertaken by
Blake's Urizen, found common ground in the pattern of cyclical

28

transformation established by Boehme. In his colliection of

essays called The Circus Animals, A. Norman Jeffares, while
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acknowledging that Yeats definitely found the idea of contraries
in Blake, speculated that Yeats may have been familiar also with

an earlier source and suggested Jacob Boehme &§ a possibility.

Jeffares referred to a page in Yeats's copy of Denis Saurat's

Blake and Modern Thought. The passage is Saurat's treatment
of the doctrine of contraries in Blake, the most pé{tinent part
\

being: \\

~

Without contraries there is no progression.
Attraction and Repulsion, Reason and Energy,
Love and Hate, are necessary to Human existence.
From these contraries spring what the religious "
call Good and Evil. Good is the passive that
obeys Reason. Evil is the active springing A
from Energy. Good is Heaven. Evil is Hell.

Beside this passage in the margin of his book Yeats had
penciled, "I think there was no such thought known in England in
Blake's day. It is fundamental in Blake." Jeffares felt that
the qualification suggested that Yeats knew of an earlier
exponent of such an idea. He theorized that "[Boehme] seems
very likely; Yeats had studied his work with some care.”29

Evidence of Yeats's own study of Boehme, particularly on
this matter of contraries, is most abundant in the 1893 edition
of Blake's work which Yeats co-edited. VYeats's most sustained
treatment of Boehme in the Yeats-E11is Blake appeared in the
section which detailed Blake's "Symbolic System." In his per-
sonal copy Yeats claimed almost exclusive authorship for this

crucial section in a note {1900), "The greater part of the

‘symbolic system’ 1is my writing."30 While there is no reason to

doubt that all of the material on Boehme in that section was
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provided originaily by Yeats, there was assurance in the same
note that the editors eventually shared all of the information
in the Yeats-Ellis edition. "We discussed everything together,"
Yeats noﬁed in regard to his method of collaboration with E11i5.3]
Part II of "The Symbolic System,” an explanation of Blake's

view of the universe entitled "The Three Persons and the Mirror,”
is almost as fully an.exploration of Boehme's system as it is of
Blake's. Indeed, as Yeats explained the parallels in the views,
the few points of divergence between Boehme and Blake were more
a difference of word choice or the placement of emphasis than
substantivé issues. Yeats began with the premise that the act
of creation; both on the cosmic and the human scale, was the
result of division and desire fqr unity, explaining,

The universe, according tc both seers, arose from

the divine unity, and by a process of division and

subdivision almost identical in both systems, so far

as its earlier stages %re concerned and having many
analogies through0ut.3

~

Briefly, the beginning of the process, as Yeats outlined it, was
that the Original force exists first as mere wili. This will
fashions for itself a mirror through emanation, or sending forth
of the 1magin;tion. Yeats's summary of the process is pgrhaps
the clearest, most concise statement ever formulated to expiain
Bﬁehme‘s most important contribution to Christian theology, his
fundamental principle of the necessity for contraries within the
Godhead. By this formulation the Son, or Divine Love, is the

necessary counterpart of the Father, or Divine Will. In "The

Three Persons and the Mirror" Yeats explained,



131

God looking into this mirror, ceases to be
mere will, beholds Himself as the Scn,

His love for His own unity, His self-
consciousness, and enters on that eternal
meditation about Himself which is calied
the Holy Spirit.33

Yeats may have been familiar with Boehme's Three Priaciples,-

for Yeats's single sentence explanation of the theogonistic pro-
~ cess sounds remarkably like a passage from that work. Boehme

had written:‘

If you will meditate on God, take before you

the eternal Darkness, which is without God; for
God dwells in himself, and the Darkness cannot
in its own Power comprehend him, which Darkness
has a great (Desire of) lgnging after the Light
caused by the *Light's beholding itself in the
Darkness, and shining in it. And in this Longing
or Desiring, you find the Source, and the Source
takes hold of the Power or Virtue of the Light,
and the Longing makes the Virtue material, and
the material Virtue is the Inclosure to God, or
Heaven, for in the Virtue stands the Paradise,
wherein the Spirit which proceeds from the
Father and the Son works. ({3 Prin. 7-20)

As convoluted as the above quotation is, it has the virtue of
being expressed in plain language. The greatest difficulty in
examining Boéhme's views on the contraries, as on other matters,
is posed by his lack of an established vocabulary to express his
innovative ideas. Boehme, foreshadowing Yeats, eschewed abstrac-
tion as destrﬁctive of the vitality which he wished to express;

however, he sought to express the deepest mysteries of the uni-

verse.

*There is a footnote indicated at this point in the Law
edition which introduces the mirror mentioned by Yeats. The
footnote adds, "Speculating as in a glass.”
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In "The Three Persons and the Mirror" Yeats accurately
ascribed Boehme's lack of "palpable images and moving affections”
to his tendency to return to "the dark fountain of things," the
abyss from which all creation began.34 Frequently, Boehme used
pseudo-scientific terms,. for example, to express the elements in
the first triad. Thus, the first quality can be expressed as
harshness, as sharp desire, as contraction, or,'in alchemical
terms, as salt. In his introduction to a 1909 edition of The

Three-Fold Life of Man, G.W. Allen interpreted the first quality

as "that hard and strong resistance to change, which is the
great primal conservative force, tending . . . to resist new

w35

combinations, and maintain the status quo. The quality 1is

contraction because it tends to draw in upon itself as the only
available object of desiring.

In order to actualize an object of desire, the first prin-
ciple fashions a mirror upon which it can project, through the
imagination, an image to be desired. This image, the second
component, which emanates from the astringent desire yet stands
opposite to it, is an out-reaching, an attraction which holds
the potential for all variety. This second quaiity, the outward-
looking desire, has the characteristics of miidness and sweetness.
Boehme labeied it with the scientific term of expansion and gave
it the alchemical name of mercury. Allen understood the second
principle as "that restless flux, ever seeking new combinations,
which is the principle of all variety, and the causes of dif-

II36

ferences and evolution. And H.W. Hausermann, in the article
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"W.B. Yeats's Criticism of Ezra Pound," recognized the same
attributes of the contraries in Yeats, saying that Yeats “con-
sidered perfection to lie in a state of balance betweén the
‘flux' and conscious limitation, between expansion and contrac-
tion."37
Yeats demonstrated a familiarity and an ease with Boehme's

scientific and alchemical terminology. In the Yeats-E11is Blake
Yeats identified the structure of Urizen as following Boehme's
system of creation in all essentials, his only departure from
the categories used most often by Boehme being the use of the
scientific term "motion" instead of "expansion" for the second
quality:

Though different in expression and distribution

of emphasis the main structures is [sic] in

agreement with Jacob Boehmen's scheme of

creation. The first triad is identical with the

alchemical categories, salt, mercury and sulphur; .

as-contraction, motion, and whirling. It must be

remembered, too, that the first and second of

any triad produce the third, as alchemical salt

and mercury produce sulphur.38 .

The final point of the quotation above needs to be con-
sidered here briefly. It was a basic tenet of occultism that
all things come in threes, and Boehme placed heavy emphasis uhon
the trinjtarian nature of réality. But, as Yeats exp]ainedylthe
third element is considered a product of the first fwo. Since
man’s finite nature cannbt comprehend the process of the estab-
lishment and reconciliation of opposites a;.at once eternal and
simultaneous, the process must be broken down into steps for

analysis. The establishment and operation of contraries can be
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considered as one topic for discussion of the affinities between
Yeats's work and Boehme's. The product of their opposition, the
third element of the triad, is best treated separatély.

Boehme's theogonic development passed over immediately into
the cosmogénic. The first triad established by the interaction
of the original will and its mirror-image is not yet the Triune

Godhead. By the doctrine of contraries, this first triad re-

.. quires a counter principle for manifestation. Boehme called

the first ternary, or first principle, variously the "Wheel of
Life," the "Wheel of Anguish," or the "Dark Fire-root." The

second principle, established through the desire of the first

for its own opposite, is the "Light World, the Kingdom of Joy"

(Aurora 2-20). This.second principle, or wheel, likewise con-
sists of. three qualities, but, whereas the first principle is
the negative ternary, and is characterized by harshness and
anguish, the second principle, or positive ternary, is charac-
terized by sweetness and joy. The point which deserves frequent
reiteration is that here as elsewhere in Boghme “contraries are
not negations," to use the axiom Yeats adopted from B]ake.39
Boehme's designation of one principle as a “negative ternary"
and one as a-"positive ternary" carried with ithno more of a
value judgment of one over the other than does the physicist's

labeling of one electrical terminal as negative and the other

positive. Boehme began The Three Principles with the assurance

that both contraries were equally important and desirable:



135

For the Original of Life, and of all Mobility,
consists in the Wrathfulness; yet if the
(tartness) be kindled with the Light of God,

it is then no more Tartnegs, but the severe
Wrathfulness is changed i great Joy. -
(3 Prin. 1-2)

This insistence upon the necessity for the coexistence of
the antinomies within the Godhead freed Boehme's teachings
from the Manichean pesition of separate forces of good and
evil. Boehme's two whirling traids, plus a seventh principle,
the element of conjunction between them, form a harmonious
unit which Yeats called "the universal life." As Yeats ex-
p]aihed, however, a contrary arose to oppese this universal
1ife. This contrary was visible nature:

At first the thought-forms subsist and move 1in

this universal "imagination which liveth for

ever” without being manifest to themselves and

each other as separate jndividualities, not being

lives but fhoughts of the: universal life. Then

comes the contrary of the universal life, "the

reaction of man against God," the longing of

the shapes and thought-forms for a vivid sen-

sation of their qwn existence. Desire is its

name, and to it Boehmen traces the fall

into phys1ca1 1ife.40
The entire process, as delineated so far from Yeats's treatment
of "The Three Persons and the Mirror," takes place on the cosmic
level. Through Boehme's theory of correspondences, the same
process is repeated in infinite variety, with progression by.
contraries always forming the basis for manifestation.

The influence of Yeats's early critical attention to Boehme's
antinomies, as evidenced by this careful study afforded to

Boehme's system witfiin his 1893 study of Blake, can be discerned
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in the frequency with which Yeats'slvocabu1ary And mode of
e;press%on echoed Boehme's, particularly when he discussed the
contraries. Thirty-tﬁb years Jater, in A Vision, Yeats spe-
cifically attributed a term he used to eipreés the contraries to
Boehme. Yeats exblaihed that he had offered the word “"tincture,"
41

and he acknowledged that the term was "a common word in Boehme.”

Morton Seiden, in Wiliiam Butler Yeats: The Poet as a Mythmaker,

proposed that the word "primary,” which was not accounted for in

A Vision, may have been taken from Boehme also. Seiden noted

that Boehme "divided human consciousness into inner and outer

faculties, and he said that the latter are the prima materia of

nature, thé stuff out of which mortal man, when born intc the
temporal world, is fashioned or made." Thus, Seiden reasoned,

"It ma;‘have been that term--prima materia--which first suggested

to Yeats his term the primary tincture, an abstract image.of the

empirical as oppoged to the imaginative 1ife.”42 After crediting

. to_Boehme the word "tincture,” Yeafé claimed that the idea of

~
‘.'» -

the progression between contraries dated back to his reading of
Blake, whose position on the contraries has been linked so
frequently with Boehme's. It is reasonable, therefore, to

connect Yeats's idea of the contraries to Jacob Boehme.

Yeats's explaniE;:iszf/E}dke'§ contraries was indeed
strongly reminiscent ehme's formutation of the inner and

outer faculties of man. Yeats explained in the first part of

“Tﬁe Symbolic System" that Biake viewed the two contrary forces
Y

. - - I
at work in the mind of man as the pull inward.toward the self,
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or the subjective urge, and the pull outward toward the world,
or the objective urge. In a passage of "The Symbolic System"
which Harold Bloom in his study Yeats called "the embryo of h%s_

visioglof the-g_yres,“43

Yeats wrote: "The mind or imagination
or consciousness of man may be said to have two poles, the
personal and‘impersonal, or, as Blake preferred to call them,
the limit of contraction and the_unlimited expansion." Yeats
continued.with an explanation of the implications of this
theory: '

When we act from the -personal we tend to bind

our coensciousness down as to a fiery centre.

When, on the other hand, we allow our imagination

to expand away from this egoistic mood, we become

vehicles for the universal thought and merge

in the universal mood.44

Yeats did not specifically relate Blake's thought to

Boehme's in this section, but Yeats's explanation, even in its
imagery, echoes Boehme. Brinton exbressed Boehme's central
vision as movement between two extreme expressions of the
individual will. ' There is the "Vernuft," the "outwardly directed
will [which] expands in order to include all things," and its
counterpart, the "Verstand," the inwardly directed will which
"seems to contract upon pure subjectivity, to include nothing

except that which it is'in its own deepest se1f.n>

The simi-
larity between these opposing states and those developed by

Yeats is strong. The "Verstand" corresponds to the “"antitheti-
cal tincturé,“ by which "we express more and more, as it broadens,

our inner world of desire and imagination”; and the "Vernuft" is
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1ike the "primary tincgyre,“ “that obsectivity of the mind" which
strésses "outward things and events . . . the actual facts, not
coloured by the opinions or %ee]ings.“46 That the antithetical
tincture is "emotional and aesthetic," moreover, and the primary
is "reasonable and moral," parallels Brinton's descriﬁ%isn of
Boehme's inward turning will as the source of mystical experience
and the outgoing will as the source of conceptual th0ught.47
It is‘interesting as well that in establishing the theory
.of the opposition of the_;inctures Yeats denied influence from
HegeTi Hegel erred; according to Yeats, because the pﬁi]osopher
tried to "put the conflict in logical form," and "reality is not
10gica1.“48 As Yeats wrote four days.before his éwﬁ deatﬁ:

The abstract is not 1ife and everywhere drags

out its contradictions. You can refute Hegel

but not the Saint or the Song of Sixpence. . . .49

The difference between the philosopher and the mystic or the

artist, which may account for the appeal of what Mark Schorer

n 50 ma

called "Boehme's extraordinary pre-Hege]iah dialectic, y

lie in the differing modes of expression. Far from being ab-
stract, Boehme's theory of the contraries often reads like
an epic, with vast forces personified in 2 kind of private

mythology. In The Mysterium Magnum, for insiance, Boehme pre-

cented this vision of the operation of the contraries:

The Anguish-Source is thus to be understood.
The Astringent Desire conceives itself, and
draws itself into itself, and makes jtself
full, hard, and rough; now the Hardness is
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retentive; the Attraction is fugitive; the
one will have it into 1tself, and the other
will out of itself. But seeing they cannot
separate, and part asunder one from the other,
they remain in each other as & rolling Wheel;
the one will ascend, the other descend.

(Mys. Mag. 3-15)}

“The Two Titans" (1886), an early Biakean contribution of:

Yeats to The Dublin University Review, sets up a similar dra-

matic situation. On a desolate rock 1it by lightning flashes,
“Two figures crouching on the black rock, bound / To one another
with a coiling-chain“ are presented (Var., p. 687). Because
Yeats subtitled the work "A Political Poem," the two titans have
been interpreted as Ireland and England, but the "grey-haired
youth" and the fierce sibyl could represent a number of other
contraries. Like Boehmé's Anguish and Desire, they alternately
‘repe1 each other and try to devour one another, all the while
remaining bound together so that the final view of the pair is
their intermingiing in the "darkness of the whirlwind shattered
deep" (Var., p. 688). )

Yeats used aichemical terminology similar to Boehme's in

-

his preface to an edition of the Poems and Translations of John

M. Synge, a writer whom Yeats frequently associated with the
coﬁcept of creation through contraries. In the 1909 preface,
which served as a posthumous tribute to his friend, Yeats wrote
of "the astringent joy and hardness that was in all he did,“51
and of "the strength that made him delight in setting the hard
virtues by the soft, the bitter by the sweet, salt by mercury,

the stone by &he elixir, gave him a hunger for harsh facts, for
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ugly surprising things, for a]ltthat defies our hope."52 Two
years earlier, in an essay entitled "Poetry and Tradition,"
Yeats had expressed the same ideal for art in general terms:
. . . the nobleness of the arts is in the mingling
of the contraries, the extremity of sorrow,
the extremity of joy, perfection of personality,
the perfection of its surrender, overflowing
turbulent energy, and marmorean stillness; and
its red rose opens at the meeting of the two ° -
beams of the cross, and at the trysting-place
of mortal and immortal, time and eternity.53
Boehme had described the central importance of contraries
as the formative elements of the soul in strikingly similar
terms: "The soul itself is a Globe with a Cross, and two Eyes,
]
an Holy Divine one and a wrathful, hellish one in the Fire"
(40 Ques. 5-8). As Yeats was aware,s4 the wrathful eye corres-
ponded to iemporal existence and the divine eye to the proper-
ties of eternity. In a Tater verse Boehme had eiaborated,
"The soul in the first principle, according to the Original,
has the form of an Eye, and yet twofold like a Heart, wherein
there is a Cross" (40 Ques. 5-19). John Stoudt, in Sunrise to
Eternity,.expressed the duality of Boehme's vision in phrases
almost identical to those in Yeats's statement above about the
nobleness of the arts. "Boehme's mysticism was bipolar,”
Stoudt wrote: "Boehme's mysticism embraced both joy and misery,
both the mystical elevation and the mystical death. In him
these two poles cannot be separated and his full mystical ex-

perience embraces both.“55
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"All Creation is from Conflict®

Yeats and Boehme also shared the view that the impetus to
express an individual vision of reality arose from the awareness
of the pull of contraries within the self. "All creation is from

conflict," Yeats wrote in his autobiography_.56 in one of his

letters on poetry to Dorothy Wellesley, Yeats was even more

specific in attributing the ability to_create te the struggle

within himself:

~,
N\

We have all something within ourselves to
batter down and get our power from this
fighting. I have never "produced" a play

in verse without showing the actors that

the passion of the verse comes. from the

fact that the speakers are holding down
violence or madness--"down Hysterica passio.”
A1l depends on the compieteness of the
holding down, on the stirring of the beast
underneath.57

Boehme, too, had used a letter form to describe the origins of
his work as a struggle with the beast within. Denying that he

had any natural talent for literature, Boehme explained in

The First Apologie in Answer to Balthazar Tylcken:

Finding within myself a powerful contrarium,
namely, the desires that belong to the flesh
and blood, I began to fight 2 hard battie
against my corrupted nature, and with the aid
of God, I made up my mind tg overcome the
inherited evil will. . . . 98

This division or conflict at the origins of the works mani-

fested itself not only,in the choice of subject'matter of each
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author but also in the way the works were written. Stoudt
discovered a "schizoid character" to Boehme's writings and found

-

within all Boehme's works a “tension between reason and pas-

sion."59

Richard Ellmann demonstrated the duality of Yeats's,
vision by examining certain of Yeats's symbols aﬁd showing that
they assumed opposing meanihgs in different poems. "Each

symbol is a kind of revolving disc, 1ike Yeats's wheel or moon
with their dark and light phases," Ellmann wrote. "Not only do
the symbols turn 1ike wheels,” He continued, "but the intellec-
tual thématic content of each poem balances two meanings contiqi

w59 For Yeats as for Boehme, it would seem

gent upon each” other.
that the opération of the contraries pervaded every level.

A late poem, “The Circus Animals’ Desertion® (1929), may be
Yeats's most explicit expression of progression by contraries as
an artistic technique throughout his work. Contraries crowd
around the poet's account of his struggle for a theme. %he
first stanza counterposes the old poet's dry penigg’yifg the
prodigious output of his youth. The mention of winter and
summer and the juxtaposition of the poet's old age and the
“stilted boys" of his circus carry associations of the con-
traries within the physical life of man. © The next two stanzas
allude to the way in which one of Yeats's works may provide the
contrary for another. The second stanza presents the pagan
warrior Oisin; the next stanza relates the "counter-truth,” the
story of the se]f—sacrificiﬁg Christian Cathleen. The fourth
stanza presents the pull of a pair of opposites which troubled

Yeats throughout his creative life--the tension between the
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‘necessity for involvement with the real world and the desire for ~
the perfection of the world of the imagination:
It was the dream itself enchanted me:
Character isolated by a deed
To engross the present and dominate memory.
Players and painted stage took all my love,
And not those things that they were emblems of.
(Var., p. 630) .

The final stanza of "The Circus Animals' Desertion" con-
tains one of the most masterful examples of the holding together
of opposites in Yeats's poetry. Through the streng use of puns
Yeats crams the language with the tension of contraries within 2
single word. The stanza begins, "Those masterful images because
complete / Grew in pure mind." There is a double nnaning}gf the
word “pure," for it can be interpreted here as either "mere" or
"chaste.® Whichever interpretation of "pure mind" is considered,
the next lines present immediate contrast between the place
where the images grew and the squalor of their origins. The
images “Grew in pure mind, but,” the poem asks, "out of what

-

began?" The answer is

A mound of refuse or the sweepings of the street,
01d kettles, old bottles, and a broken can,
0l1d iron, old bones, old rags, that raving slut
Who keeps the till. (Var., p. 630)
Once the pattern of opposition has been established, the
possibilities‘of antimonies crowd forward. There is no way of
determining, for instance, where Yeats intended the accent on

the word "refuse.” Is that a "mound of refuse,” or a."mound of

refuse?” Was Yeats using "can" in the slang sense to refer to
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that part of the anatomy which is said to break under hard work?
Even {f that is pushing too far, there can be no doubt that
"raving slut” was intended as the "counter-truth" to "pure
mind.““lMention of truth raises a question about the next line
of the poem. In what sense did the poet intend to "lie down
where all the ladders start?" The most satisfactory answer is
that, wherevér_two possibilities of interpretation exist, Yeats,
whq was himself aware always of the duaiities of T1ife, would
have becn pleased to have both considered. Yeats was too care-
ful a craftsman not to have been conscious of all the ramifications
of his choice of words. The last 1ine of the poem demonstrateé
‘this craftsmanship admirably. The “foul rag-and-bone.shop of
the heart" provides the necessary contrary for both interpreta-
tions of the word "puire" from the beginning of the stanza, as
well as setting up the conflict between mind and heart, or
intellect and will, which was another large concern in the
doctrine of contraries. "The Circus Animals' Desertion" does
not provide an exhaustive list of the aspects of contrariety
which concerned Yeats, but it does demonstrate tht process
El1mann described by which the contraries 6perate between
Yeats's poems, within the poem itself, and even within singie
words in a poem.

The retrospective of YeafS's artistic career provided by
"The Circus Animals' Desertion” opens the way for a discussion
of the various-pairs of contraries treated in all of Yeats's
poetrX. Although one aspect may have receivedﬂm@re emphésis

-

than another during a particular phg;e»fn’?éats's career, his

’,,,,/”’//

/

/
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treatment of any contrary arose from a basic tenet which he
shared with Boehme--without contraries there is no progression.
Reduced to its simplest form, “Vacillation" (1932), a. poem which
Yeats said “puts clearly an argument that has gone on in my head

for years,"so'

proposed precisely that view of the necessity of
contraries. The poem begins, "Between extremities / Man runs
his courséf (Var., p. 499)}. Boehme had likewise insisted, in
remarkably similar 1aﬁguage, upon the necessity for duality if
there is to be life:

For from the two-fold Source, every Thing has

its great Mobility, running, springing, driving,

and growing. For Meekness in Nature is a still

Rest, but the Fierceness in every Power makes

all Things moveable, running, and generative.

(Aurora 2-4)

This view of the 1ife process culminated in Yeats's art in
his doctrine of the mask, through which Yeats expounded the -
theory that the artist deliberately established a persona or a
situation opposite his own in order that creation might proceed
from conflict. In Yeats's poetry the clearest expressiom of
the doctrine of the mask appeared in "Ego Dominus Tuus" (1917)
in the dialogue between the personified contraries "Hi¢" and
“I11e." Ille explains,

By the help of an image
1 call to my own opposite, summon all
That I have handled least, least looked upon.
(Var., p. 367) -

It is significant that in Yeats's prose explication of the

theory of the mask in Per Amica Silentia Lunaé (1917) Yeats




145

%ntroduced the subject by announcing, "It is of Boehme, maybe,
that I think.Jﬁ] Specifically, Yeats referred t;-"that country

" where we 'eternally solace ourselves in the excellient beautiful
flourishing of all manner of flowers and forms, both trees and

1162 That country is the para-

plants, and all kinds of fruits.
dise which Boehme promised -in the Aurora to those who lived a
righteous 1ife. Men found that paradise by searching within
;hemse]ves. In the "Address to the Reader,” which prefaces his
Aurora, Boehme exhorted, "Let every soul grope after God in its
heart" (Aurora, p. xxxv): Likewise I1le prociaims, "Those men
that in their writings are most wfse / Own nothing but their
biind, stupefied hearts" (Var., p. 370).

One of the earliest expressions of the contraries in Yeats's
poetry is the longing for a remote, Edenic land. The conflict,
which can be understood as the conflict between the longing for
involvement and the lornging for escape, was frequently expregsed
as the pull of an enchanted land against the demands of the real
world. The young poet's position on the necess{ty of duality
was more implied than stated. As great as the desire for total
peace was in some of the poems, theré was aliways an undercurrent
of restlessness inimical to that peace. In "The Wanderings of
Oisin" (1889), for instance, the protagonist longs for freedom
from the conflict of daily existence, yet the stasis of un-
earthly 1ife somehow fai]s to satisfy the hero.

One youthful expressidn of this conflict was "The Stoien

Chitd" (1886): in which the supernatural realm for which Yeats

longed was expressed as the land of fairies from Irish folklore.
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“Come away, O human child," the fairies h1eéd, enticing the -
young mortai.with the promise of unending pleasure. At fir;t
glance the appeal is perfect. As the fairies reiterate, they
can offer a world of perfect happiness as opposed to the incon-
sistencies and flaws of earthly existence--“For the wgrld's more
full of weepiné than you can underﬁtand" (Var., p. 87). But the
last stanza makes the reader pause and reconsider the dream-1ike
existence offered-by the immortals. Instead of enumerating the
SOrrows anq heartaches of the world, thereby strengthening the
argument vor the child to leave, the poet depicts some of the
warm, homey associations of daily life which the child is for-
fefting. He;;ﬂ;s the reverse of the coin; if the changing world
brings sorrow, it a]§o holds comforts impossible to a changeless
existence. The tiEﬁe, too, introduces a note of ambivalence.
If the fairies had succeeded in persuading the child, would he
be considered "stolen?" The choice of words implies something
illicit, perhaps coercion rather th;n convérsion.

"The Lake Isle of Innisfree® (1890) is probably Yeats's
best known treatment of the theme of longing for escape to a
magic island refuge. Yeats contributed a poem titled "The
Danaan Quicken Tree" to the May; 1893, issue of The Bookman with
a note that Innisfree was legendary as the site of a special
fairy-tree, the fruit of which was poison to mortals but nour-
1shment'for the Tuatha de Danzan (gggi, p. 742). He may also
have drawn upon a vision he once had in which a-supernaturat
presence exhorted him to "Seek the place to which the hawthorn

tree is indigenous and you wiil find the root of Celtic magic."63
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The power of the appeal of the peace and solitude of "The lLake -
T
Isle of Innisfree" depends upon the recognition of its opposite,
the busy thoroughfare and the gray city pavements. Yeats's
account of the origins of the poem was that he felt a sudden
homesickness while gazing into a store window in London.64 The
popularity of the poem, even today, attests to the premise that
the poem touches a far more universal chord--the longing of
every harried modern for escape from the complexities of Tife.
It must be remembered, however, that the Tonging for the island
refuge arose from its contrary, the young man's disgust'with the
frantic pace of city life. Viewed from afar, the poet's vision
of total peace is compelling: K
Nine bean-rows will I have there, 2 hive for
the honey-bee,
And 1ive alone in the bee-loud glade.
And 1 shall have some peace there, for peace comes
dropping slow,
Dropping from the veils of the morning to where the
_ cricket sings;
There midnight's all a glimmer, and noon & purple
glow,
And evening full of the linnet's wings. (var., p. 117)
Yet in an earlier poem, “The Indian to His Love" (1886),
Yegts's depiction of a similar island of escape seems somehow
oppressive, the slow peace shattered by a raging bird:
The island dreams under the dawn
And great boughs drop tranquillity;
The peahens dance on a smooth Tawn,

A parrot sways upon a tree,

Raging at his own image in the enamelled sea.
(var., p. 77}
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The situation of "The Indian to His.love,” where tﬂk young man‘
Tongs for escape for himself and his beloved, is far more
common in Yeats's early poetry than the theme of the solitary
quest for peace. "In this poem the Indian and his 10Qe are set
apart as superior to the poor mortals from "the unquiet lands":

How we alone of mortals are

- Hid under quiet boughs apart,
While our love grows an Indian star,
A metecr of the burning heart,

One with the tide that gleams, the wings
that gleam and dart.. . . . (Var., p. 78)

-

But the final stanza introduces a melancholy note, again through
a bird image, and indicates that this idyllic existence leads
inevitably to death:

The heavy boughs, the burnished dove

That moans and sighs a hundred days:

How when we die our shades will rove,

When eve has hushed the feathered ways,

With vapoury footsole by the water's

drowsy blaze (Var., p. 78)

In Yeats's early poetry, the attainment of perfect love al-
ways'seemed to invoive the renunciation of the human condition.
Oisin can abide with Niamh omly in the enchanted isles; the
lovers in "The White Birds" (1892) would be happy only if they
are magically transformed into white birds, sdmething inhuman.

g
"The Pity of Love," as the young poet wrote in an 1892 poem AN

so titled, is that the routine business of living is inimical

to the mystic ecstasy of love:
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The folk who are buying and se1Ting, : -~
The clouds on their journey atove, . G-
The cold wet winds ever blowing,

And the shadowy hazel grove

Whare mouse-grey waters are f]owwng; .
Threaten the head that I love. (Var., p. 1]9)

™ The natural images of the air, earth, winds, and seas of the

Tike Rosseﬁti,ss He rememberea his struggle as a young man to

" above poem all emphasize the changing and flux of 1ife, from

which the poet’'sought escape in order to maintain h%s perfect
1ovg. .
It might be argued that fhis view of Tife as hostile to .
love afose from _Yeats's pe;;onal position because he had developed
an. impossibly idealized picture of‘thé’1ove he sought. .Yeats
admi tted in thé first draft of hié autobiography that as a

young man he held a romantic view-ff woman inspired by artists

. 4
reconcile his natural desires with the jdeal he pursued:

$ \ ;
1 had much trouble with my senses, for I am not
naturally chaste and I was young. Other men that
I knew 1ivéd the 1ife Edwin E11is told of, but
I had gatheredfrom the Romantic_poets aft ideal
of perfect lové. Perhaps I should never marry
in church, but I wou]d Tove one-woman all my
Tife.66

From this struggle within himself Yeats created some of his

most memorable poetry. Certainly some of Yeats's ea51y poems .
e ,

. about the longings and losses gf love have a universal appeal

which indicates that they speak to a recognizable aspect of o

the human condmt1oq,~» ¢

Y

The under]_ymg 1dea of Yeats' s),:oems about the desire to

escape wlth his love to an eternal refuge is that man cannot
7’ ' : "
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find perfect love in this imperfect world; and the source of
- "his dissatisfaction is the intuition that there is another level
of existence where he may attain what he seeks. A dialogue be-
tween Forgael and Aibric in the second version of "The Shadowy
S Waters" (1906) makes plain the impossibility of eternal love in
a changing world. Forgael tells of the restless urges that be-
set a man who loves in the way of the world:
'But he that gets their love after the fashion
Loves in brief longing and deceiving hope
_And bodily” tenderness, and finds that even -
The bed of love, that in the imagination
Had seemed-to be the giver of all peace,
Is no more than a wine-cup in the tasting,
And as soon finished. ({Var., pp. 228-29?
To Aibric's statement that this brief satisfaction is all that
can be expected, Forgael counters_é?at there must be mere, be-
cause mortals feel the need for more:
Yet never have two lovers kissed but they
Believed there was some other near at hand,
And almost wept-because they could not find it.
What the world's million 1ips are thirsting for
- Must be substantial somewhere. (Var., p. 229)
_'Forgae]'s insistence that mortal love contains intimations
of immortal Tove was part of a theme which assumed increasing
. Importance in Yeats's poetry,.that the creation of the imagina-
tion was more desirable than its shadowy reflection in this
world. Yeats once told John Sparrow that sexual intercourse

was an expression of man's desire for the resolution of con-

traries which is possible only in eternity:
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'‘The tragedy of sexual intercourse is the per-
petual virginity of the soul.' Sexual intercourse’
is an attempt to solve the eternal antinomy, doomed
to failure because it takes place only on one

side of the gulf. The gulf is that which

separates the_one and the many, or if you like,

God and man.67

As a mystic and a religious man, Boehme was also well aware

of this longing for ‘something beyond the physical realm. Boehme
was singular as a mystic, however, in the explicitly sexual
terms with which he expressed the longing. A typical passage

is a verse from Of the Election of Grace:

The upper desires the Tower and\the lower the
higher. The hunger of that which is above is
directed powerfully to the earth, and the

hunger of the earth strives for that which is

above. Thus, compared with each other, they are A

Tike body and soul, or like man and woman,
generating children with each other. (Grace 19)

One is reminded of the theological perspective from which the

pagan Ribh argued in Yeats's "Ribh Denounces Patrick" (1934):

Natural and supernatural with the self-same ring
are wed.
As man, as beast, as an ephemeral fly begets,
Godhead begets Godhead,
For things below are copies, the Greati Smaragdine
Tablet said.
\
Yet a*l must copy copies, all increase their kind;
‘When the conflagration of their passion sinks, damped
‘by the body or the mind,
That juggling nature mounts, her coil in their
embraces twined.
‘ <
The mirror-scaled serpent is multiplicity,
But-aTi that run in couples, on earth, ¥ flood
dr air, share God that is but three,
And could beget or bear themselves could they

’”25_\} but love as he. (Var., p. 556)

P
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According to Boehme, just as the Deity creates through
projecting His.imagination into the Divine Maiden, Sophia, the

v{rgin wisdom of God, so man, as the image of God, originally

was intended to reproduce himself. 1In The Mysterium Magnuh

L}

Boehme had explained this process of mystical generation:

Not in the tincture of man, which repregénts the

fiery essence, did the word of promise desire to

become incorporated, but in the tincture of the

Tight, in the virginal centre, which was to generate

magically in Adam, in the celestial substance

of the holy generatrix. (Mys. Mag.-23-43)
This is a variation of the doctrine of the'andrdgynOus Adam in
which prelapsarian man combined the qualities of male and female.
In Boehme's concept, the female essence was the essence .of the
Divine maiden and the maie essence was the image of God. To-
gether they formed what Boehme termed a “mensch” or mixed person
(3_Prin. 17-15). Boehme used the term to signify the human con-
dition after the fall as one torn between the eternal and the -
natural.

In Boehme's cosmology, the temptation of Adam took place

in two stages. The first stage was at the time when he pressed
the Virgin too hard--when man tried to possess fully the imag-
ination of God. That attempt upset the harmony of the universe,
and Sophia withdrew from man. The importance of the imagination

can be seen in the way in which Boehme attributed the fall of

man to the imagination of Adam:
-7

And Adam also did not eat théreof in the Mouth,
only with the Imagination or Desire he did eat
thereof, whereby the heavenly Tincture disappeared,

L

ey
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which stood in a fiery Love; and the ‘earthly one
did awake in the outward Soul's Property, whereby )
the heavenly Image was obscured. (Mys. Mag. 18-31)

Eve was a dim reflection of the Eternal Female, provided for
Adam that he might fall into the external world, the world of
nature, but not be damned forever to the wr@%h of God, or Hell.
The second, or outward, temptation was Adam's choice of the

fruits of this world which made him a natural creature. Given
his origins as the image of God, however, man always has this
longing for his spiritual side, for his share of the nature of
Sophia, who is the vessel of the imagination of God. The
closest man can get to attaining this re-integrétﬁon of self on
this earth is sexual intercourse, a paTe reflection of the unity
of being man once knew:

The desire for conjunction in men and women

results from the separation of the fire and

light tincture in Adam. These principles in

their own essence are still much more noble

and pure than the flesh. It is true that

they are now separated, and do not contain the true

life; but they are full of desire for that true

1ife, and when they again meet with each other in

the unity of ail being, they then awaken the

true life to which their desire is directed.

They want to be again that which they were 1in

the image of God when Adam was man and woman. 8

Yeats frequently noted this connection between sexual de-

sires and longing for spiritual fulfillment. In 1922 he wrote
to Olivia Shakespear, "One feels at moments as if one could
with a touch convey a vision--that the mystic way and sexual
Tove use the same means, oppoéed yet parallel exiétence.“69

Again, in 1927, he wrote to her of his mood “"between spiritual

[N

N
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excitement, [sic] and the sexual torture and the knowledge that

they are somehow insepérab1e1"7Q~

w—

F

"The Gift of Harun Al-Rashid" (1924) presents both sides"*
of the eros-agape antimony through the dialogue. Harun Al-
Rashid admits his choice of physical satisfaction over spiritual
fulfiliment, saying,

' 'That love
Must needs be in this life and in what follows
Unchanging and at peace, and it is right
- Every philosopher should praise that love.
But I being none can praise its opposite.
It makes my passion stronger but to think
Like passion stirs the peacock and his mate,
The wild stag and the doe; that mouth to mouth
Is a2 man's mockery of the changeless soul.'
(var., p. 465)
But the experience of Al-Rashid's friend Kusta Ben Luka foilows
Yeats's own experience more closely. Having taken a young wife, -
thereby presumably resolving the “sexual torture,” he gains

“spiritual excitement" through the «evelations she imparts:

I say that a Djinn spcke. A livelong hour

She seemed the learned man and I the child;

Truths without father came . . . . (Var., p. 467)
Like Boehme's Sophia, Ben Luka's young bride jis the passive in-
strument for the wisdom of the gods.

This concept of the inseparability of two seemingly dis-
parate emotions is an indication of Yeats's recognition of the
contraries. Much as the poet may have longed for perfect eter-
nal Tove, he always acknowledged the puli of its opposite.

Just as the lands which promised unending peace somehow left

the poet unsatisfied, so eternal spiritual love, even in Yeats's
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early works, leaves a similar void. The connection is most
easily seen in "Dhoya" (1891), in which the fairy maiden ex-
plains to Dhoya that total lave is impossible outside the human
condition:

I have left my world far off. My people--cn

the floor of the lake they are dancing and singing,

and on the islands of the lake; always happy,

always young, always without change. 1 have left

them for thee, Dhoya, for they cannot love. Only

the changi?g, and moody, and angry, and weary

can love.’
The clearest expression in the poetry is in the 1913 poem "The
Two Kings":

What can they know of love that do not know

She builds her nest upon a narrow ledge

Above a windy precipice? (Var., p. 285)

So the sexual torture is as important as-its contrary, the
spiritual excitement.\ The ethereal maiden identified in Yeats's
eariier poetry with the mystic rose was gradually replaced in
later works by bawdy sluts Tike Crazy Jane. Yet the portrayal
of one type of woman does not negate its opposite. Full ac-
ceptance of the earthy sexuality of Jane depends upon, in fact
implies, appreciation of the spiritual chastity of the idealized
female. Both aspects are necessary for full human existence.

As Crazy Jéne said,

'Love is all
Unsatisfied
~ That cannot take the whole
Body and scul' . . . . (Var., p. 510)

G
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"The Three-B%Ehes" treats a lovers®' triangle in which the

contraries were divided. The story, as it evolved in this 1937

baliad and in the group of poems following it in The Collected

Poems, is that a lady considered physical love a debasement.

"The Lady's First Song" (1938) ends with her confession:

I am in Tove

And that is my shame.

What hurts the soul

My soul adores,

No better than a beast

Upon all fours. (Var., p. 572)

"The Lady's Second Song" (1938) presents a plan whereby her maid
will take her place in her lover's bed, thus satisfying love's
physical desires while allowing the lady's love to remain on a

spiritual level:

He shail love my soul as though

Body were not at all,

He shall Tove your body L
Untroubled by the soul, .

Love cram love's two divisions

Yet keep his substance whole.

(Var., pp. 572-3)

Yet “The Lady's Third Song" (1938) reveals her awareness that
the relationship she has established is incomplete and draws
both herself and her maid dangerously close to the fires of

hell and the wrath of heaven as they

. . . in honour split his love

Till either neither have enough,

That 1 may hear if we should kiss
- A contrapuntal serpent hiss,

You, should hand explore a thigh,

A11 the labouring heavens sigh.

(Var., p. 573)
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The resolution of the eros-agape dichotomy comes in "The Three
Bushes" when all three people are dead and the rose bushes above

their graves so intermingle that they seem one.

5
b

And now none living can,

When they have plucked a rose there,
Know where its roots cegan.

(Var., p. 571)

»

This conventional ballad ending gains increased significance in
Yeats's poetry through its association withhis mystic rose.

Yeats's fullest expressiqnfof'ihe necessity of the con-

—

traries of physical and sp%rituai love can be found in the group
of poems titled "wdrds for Music Perhaps" (1930). In this
series Yeats established an opposition between Jane, the epitome
of worn sensuality, and the bishop, associated in these poems
with the repressive sterility of what Boehme had called "stone
Ehu;ches." As always in a Yeais poem in which there is dia-
logue, particularly when there is disagreement between oppo-
sites, the reader is aware of a third person, the author, who
remains as the siient mediaéor between the two sides. In "Crazy

Jane Talks with the Bishop," which Yeats added in The Winding

Stair and Other Poems (1938) to the poems grouped under the

collective title "Words for Music Perhaps,” the reader senses
Yeats's assent to Jane's_insistence upon the necessity for
opposition. "Fair and foul arehnext of kin, / And fair needs
foul," Jane proclaims (Var., p.J513), 'Thgse are the extremities
between which man runs his course. Jane's doctrine echoes the

artistic credo of "The Circus Animals' Desertion”; art demands

A
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both "pure mind" and the "foul rag-and-bone shop of the heart"
(var., p. 630). Like the last stanza of that poem, the last
stanza of "Crazy Jane Talks with the Bishop" reverberates with
double entendres which enrich the insistence on the necessity
for duality:

‘A woman can be proud and stiff

When on Tove intent;

But Love has pitched his mansion in

The place of excrement;

For nothing can be sole or whole

That has not been rent.' (Var., p. 513}

T.R. Henn viewed the process described at the end of

“"Crazy Jane Talks with the Bishop" as the "dominant method of
Yeats's work in the last permod w72 As it parallels the concept
of the process of creation through d1v1s1on, which Yeats attribu- .
ted to Jacob Boehme in 1893, it may be traced throughout Yeats's
poetry. In "Eqo Dominus Tuus® (1917), one of Yeats's most
important annunciations of the overriding importance of the
contraries, I1le arguds that Dante, "the chief.imagination of

Christendom," created the heavenly Beatrice, the supreme example

of "agape” in art, as a compensation for his sexual indulgences:
gap p

Being mocked by Guido for his lecherous life,

. . he found
The most exalted lady loved by a nan (Var., p. 369)

In a sense, an analogous sublimation can be discerned in

; Yeats's poetry. Gradually the young poet's dream of eternal

love on an enchanted isle was replaced by the hope of preserving
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the ideal through art. "The Lover tells of the Rose in his
Heart" (1892) was a pivotal poem in this transition, as Yeats's
use of the symbolism of the rose.marks'a blending here of the
qualities of a real woman with those of Yeats's mystical, |
eternal female. The lament is one frequently voiced in Yeats's
early poetry--that commonplace reality poses a threat to love:
All things uncomely and broken, all things worn
out and old,
The cry of a child by the roadway, the creak of
a lumbering cart,
The heavy steps of the ploughman, splashing the
wintry mould,
Are wronging your image that blossoms a rose in
the deeps of my heart. (Var., pp. 142-3)

In "The Lover tells of the Rose in his Heart," however, there

are significant deviations from the theme. It is the "image,”

_the product of the poet's imagination, which is threatened, and

in this poeﬁ Yeats proposes a solution. He would remake the
world, transform it through art, so that the image, the art

object, can be secure:

The wrong of unshapely things is a wrong too
great to be told;

I hunger to build them anew and sit on a green
knoll apart,

With the earth and the sky and the water, remade,
1ike a casket of go]d .

For my dreams of your image that blossoms a rose
in the deeps of my heart. (Var., p. 143)

In his work Three Mystic Poets, Abinash Bose used part of

that last Tine, “my dreams of your image," to illustrate Yeats's

creative technigue. The technique described bears a marked

resemblance to Boehme's perception of the process of divine
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creation. Accofding to Bose, Yeats's method involved “the indi-
vidual and the archetype -standing vis-a-vis, and between them,
on one side the artist's dream, and on the other images 1in

s
w73 Boehme held that God projected a reaim of arche-

nature.
types, called Eternal Nature, in order to provide a contrary to
Himself, Eternal Spirit, that He might become manifest. In
Yeats's system the creation frequently arises, as in "The Lover
tells of the Rose in his Heart," from the opposition of the
artist's ideal and natural disorder.

The clearest examples of the use of the conflict of art and
nature as a subject for poetry are the two Byzantihm poems. The
opening stanza of "Sailing to Byzantium".(]9275 is a provocative
combination of wistfulness and distaste for the fecundity of
nature:

The salmon-falls, the mackerel-crowded seas,

Fish, flesh, or fowl, commend all summer long
Whatever is begotten, born, and dies. " (Var., p. 407)
Nature is portrayed in "Sailing to Byzantium" as threatening
art by its very indifference to art-;“Caught in that sensual
music all heg]ect / Monuments of unageing intellect" (Var.,

p- 407). In addition, nature has proven hostile to the poet by
. aging him, thus setting another barrier between the artist and
the world. As he once sought endhanted islands to escape from
the complexities of life, the now sails to the land where
art and artifice reign supreme: ‘

L4
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Once out of nature I shall never take

‘My bodily ferm from any natural thing,

But such a form as Grecian goldsmiths make
of hammered gold and gold enamelling

To keep a drowsy Emperor awake;

Or set upon a golden bough to sing . . . .
(var., p. 408)

?Byzaﬁtium“ (1930) presents the contrary to the idea of.
art as eternal refuge. In this poem, the golden bird, the

work of art, appears‘superior to nature: =
. v/

Miracle, bird or golden handiwork,

More miracle than bird or. handiwork,

Planted on the star-1it golden bough,

Can like the cocks of Hades crow,

Or, by the moon embittered, scorn aloud

In glory of changeless metal

‘Common bird or petal

And all complexities of mire or blood.

(var., p. 498) '

At midnight the contrary gyres reach their extremities and a

violent reversal occurs. Nature breaks forth with a vengeance,

destroying the artifacts and beginning a new cycle:

-Marbles of the dancing fioor

Break bitter furies of complexity,

Those images that yet

Fresh images beget,

That dolphin-tarn, that gong-tormented sea.
(Var., p. 497-8)

The imagery is reminiscent of Boehme, wno likewise compared

natural existence to a sea:

The other Gate or Chain is the Flesh and Biood, . . .
there the Soul is fast bound, and swims therein, .

as in a great Sea, which daily so stirs up the

Soul . . . . (3 Prin. 25-7)
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And in Clavis, Boehme had displayed the same mixture of disgust.

and awe that Yeats held for the natural processes: .-

~ The whole visible world is a mere spermatical working
ground, every thing has an inclination and longing
towards another, the uppermost towards the undermost,
T the undermost towards the uppermost, for they are
separated one from the other; and in this hunger
they embrace one another in the Desire.
(Clavis 174)

Thomas Whitaker compared the use which Yeats made of

sl

nature in his art to the way nature operated in Boehme's cosmic

cycle:

According to Boehme's cosmic cycle, the unmanifest
Desire becomes incarnate in the egocentrif
of Nature so that it may then transform/i
into a "crystalline, clear Nature" purged of self-
will. In that process, "every soul is its own
Judgment.” That Harmony of self-realization and
self-sacrifice, of variety and unity, is the goal
of Yeats's own alchemical and poetic work.’3

" And Margaret Rudd noted that Yeats used fire and water, the

dominant images for nature in the Byzantium poems, to expresé
"the transformation of complex instincts and fury and mire into

the orderly golden artifice of eternit_y."74

Boehme had fre-
quently used fire and water, favorite symbols of opposition for
:2lchemists and occultists, to represent the contraries of man's

existence. In answer to the first question in The Answers to

Forty Quagtions concerning the Soul Boehme confirmed, - "every

Tife consists of fire and water” (40 Ques. 1-274Y. Next, he

elaborated:

7
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And every Essence consists of two Essences,
viz., of an inward and an outward, one seeks
+ and finds the other; the outward is Nature;
the inward is-Spirit above nature; and yet
there is no separation but in that which is
included in a Time.. (40 Ques. 1-276)

There are strong resemblances to Yeats's theory 1in those
two verses,.partitularly in conjunction with the diagrams which
accompanied the explanation of the fire and water symbolism.
The symbol shown for fire is a triangle (a) and the symboi for

-

water is an inverted triangle (v). Figure 10 of Law's "An I1-
lustration of the Deep Principles of Jacob Behmen in Thirteen
Figures" shows these two triangles in the instant of intersec-
tion at their apeies. (See Appendix, Figﬁre II1.} The ac-
companying commentary, linking the "fiery Triangie" to Adam's .
soul and the hwatery Triangle" to the "Holy Name Jesus," explains:

[T]hese two Triangles, which in Adam's Fall

were divorced from each other; do now touch each

other again3:though (in this Beginning) but in

one point; that the Soul's Desire may draw down

into itself more and more the v and that Holy

Name may draw up into itself more and more the &

£i11 these two make up a compleat X the most
significant Character in all the Universe.’>

In 1938 Yeats wrote to Ethel Mannin of his "private philoso-

phy," a beiief that "all things are made of the conflict of.two
states of consciousness, beings or persons which die each ofher's
life, live each other's death.” The diagram with which Yeats
illustrated his ﬁheony was the one of inter]ockjng gyres (@:B).76

This 1938 statement 6f philosophy reads remarkably Tike the

theory Yeats proposed in 1893 when he was studying Boehme. In
. e

the Yeats-E11is Blake Yeats had written:
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The mind or imagination or consciousness of man

. may be said to have two poles, the personal and
impersonal, or, as Blake preferred to call them,
the limit of contraction and the unlimited ex-
pansion. When we act from the personal we tend to
bind our consciousness down as to a fiery centre.
When, on the other hand, we allow our imagination
to expand away from this egoistic mood, we become
vehicles for the universal thought and merge in

the universal mood.77
¥

Later, in the 1921 publication of Michael Robartes and the

Dancer Yeats provided a note to "The Second Coming" which identi-
fied the "widening gyre" with the outward expansion and which
also presented the two interlocking cones, this time in a
vertical position which more closely resembled Boehme's two
triangles. In this note Yeats explained that the diagram illus-
trated the opposing extremities of nature and the spirit:

In other words, the human soul is always moving

outward into the objective world or inward into

itself; & [sic] this movement is double because

the human soul would not be conscious were it not

suspended between contraries, the greater the

contrast the more intense the consciousness.
(Var., p. 824)

In one passage of Six Theosophical Points, Boehme had like-

wise described man's life ?ﬁ\terms of a wheeling motion. Antici-
pating Crazy Jane, who insisted, "Nothing can be sole or whoie /
That has not been rent" (Var., p. 513), Boehme had emphasized

that defilement proceeds purification:
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Man's 1ife during his present existence is Tike
& turning wheel, which suddenly turns uppermost
what was below. It kindleth itself in every
substance and defileth itself thereby; but it
is purified in the water of meekness, wherein
moves the heart of God, and out of that its .
fire-Tife may evolve celestial substance.

(6 Theo. Pts. 2.13) '

In answer to the question of how the soul sustains its existence

between nature and the spirit, Boehme had delineated the process

ﬁ:;?T vacillation between extremit:es:

Now if we consider ourselves in the union, the
outward Spirit is very profitable to us; for
many souls would perish, if the Bestial Spirit
were not which holds the Fire captive, and sets
before the Fire-Spirit earthly bestial Labour and
Joy, wherein it may busy itself, till it be able
by the Wonders in the Imagination to discover
somewhat of ts Noble Image, that it may seek
itself again. (40 Ques. 16-11)

Throughout Boehme's writings there is, as in the above quota-

tioﬁ, 2 recognition of the necessity of nature as the contrary
A ]

for the imagination of the spirit. The next of Boehme's Forty

Questions addressed this problem of the "Contrariety between

the Spirit and the Flesh":

—
Thus you may well understand the Contrariety of
Flesh and Spirit, and apprehend very well that
two Spirits are in one another, one striving

"2gainst the'other; for one desires God, the other
desires Bread, and both are profitable and good.

(40 Ques. 17-23)
Yeats's rzcognition of the importance of both art and nature
is implicit in the ambivalence with which he contemplates an

existence of pure art. In “Byzantium," for instance, the images
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of death_associated with the superhuman 1ife are as much a mix-
ture of respect and disdain as was the depictitn of nature in

the companion poem:

—

Before me floats an.image, man or shade,
Shade more than man, more image than a shade;
For Hades' bobbin bound in mummy-cloth

May unwind the winding path;

A mouth that has no moisture and no breath
Breathless mouths may summon;

I hail the superhuman;

I call it death-in-1ife and life-in-death.
(Var., p. 497) .

~!
But evidence of the ambiguity of Yeats's position had appeared
as early as the 1889 volume Crossways, the very title of which

announced the dual vision which the arrangement of poems, pat-

terned Tike Blake's Songs of Innocence and Songs of Experience,

reinforced. "The Song of the Happy Shepherd" treats the famil-
jar romantic longing for a world long past. Words Tike "restless,”
"changing," “dreary dancing," and "wandering earth" convey the
dissatisfaction with the flux of modern life. As counterbalance
to this constant shifting, the poem offers the stability of the
poet's creation, "Words alone are certain good" (Var., p. 65).
"The Song of the Happy Shepherd" was first published in The

Dublin University Review in October, 1885. Exactly one year

jater, in October, 1886, "The Sad Shepherd” appeared in the same
journal. In this second poem the shepherd also goes to a sca-

shore and also whispers a message to a seashell, but, instead of
consolation, all he gains is an "inarticulate moan."” VYeats used
this same technique of juxtaposition of one poeﬁ against another

repeatedly in his Collected Poems. By positioning one poem next
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to its counter-truth Yeats creatcd a third entity from the con-
flicting messages. If, as in this case, the poet professes that
creation n? a work of art is the onjy way to achieve stability
in a world of flux, and yet on the other hand he demonstrates
the chahging world as destructive of art, the truth must be that
art and nature are opposites which countzr each other; but which
are necessary to each other.

-

In The Wild Swans at Coole (1917), Yeats dealt repeatedly

with nature and art as necessary contrariégf\\ﬁ11 the ambiguity
of his position at the time was caugh% in a 1916 poem titled
“The Fisherman." This work treats Yeats's desire to write a
poem which would capture in art the simple life of a man Jinked
with the sea, a Yeatsian symbol for fecundity. VYeats uses a few
simple details--the "grey Connemara cloth" of his clothing, the
freckles on his face, the "down-%urn of his wrist” as he casts
his line--to sketch a realistic picture of this fisherman who .
lives, nonetheless, only as an image of the poet's imagination.
Yeats called him “A man who does not exist, / A man who is but a
dream.” And the work of art the poet yearns to create is de-
scribed as a “Poem maybe as coid / And passionate as the dawn"
(Var., p. 348), which can be taken to mean here, as it does in
Boehme's seminal work, The Aurora, the time when night and day,
the contraries of nature, meet in a moment which marks the end
of darkness and the beginning of new Tight. In "The Living
Beauty" (1918) Yeats wrote of his choice of the stability of art
over the uncertainties of 1ife, but the terms of renunciation

make the tone so ambiguous that the choice is uncenvincing:



168

I bade, because the wick and oil are spent
And frozen are the channels of the blood,
- My discontented heart to draw content
From beauty that is cast out of a mould
In bronze, or that in dazzling marble appears,

The 1iving beaﬁty is for younger men:

We cannot pay its tribute of wild tears. -

(Var., pp. 333-34)

Through "The Scholars" (1915) Yeats had made clear his be-

Tief that the beauty of the works of art came from the “ﬁ%]d
tears” of the young. In the 1918 poem "The Living Beauty" Yeats
seems to be trying on a mask to see if he could be content
to be one of the "01d, learned, respectable bald heads" de-
scribed in "The Scholars” as men who

Edit and annotate the lines

That young men, tossing on their beds,

Rhymed out in love's despair. (Var., p. 337)
Twenty years later he was still trying to resolve the contrary
demands of 1ife and art, apparently defending himself against
accusations of 1iterary scholars in "The Spur" (1938):

You think it horrible that lust and rage

Should dance attention upor¥my old age;

.They were not such a plague when I was young;
What else have I to spur me into song? (Var., p. 591)

As Yeats had acknowiedged mucﬁ garlier in his career, it
was h%s constantly thwarted pursuit of Tove which provided the
conflict from which his art arose. In "Words" (1910) the poet
had explained that he wrote from a desire to make his beloved
understand, but if he had realized that goai he might have lost

the impetus to create:

&y



il

170

[_had this thought a while -ago,

'"My darling cannot understand
“What [ have done, or what would do
‘In this blind bitter land.'

" That had she done so who can say
What would have shaken from the’sieve?
[ might have thrown poor words away
. And been content to live. (Var., pp. 255-56)
Just as Yeats had found that mortal desires cannot be satisfied

in a dream world of changeless perfection because, as he wrote
78

in "Dhoya,” "only the chanﬁing . . . can love,""” so great art
cannot bé created unless the artist participates fully in a
human existence because, as he stated in "My Table" (1923),
“only an aching heart / Conceives a changeless work of art®
(Var., p. 421).

A1l the contraries discussed in this chapter might be con-
sidered as manifestations of what Yeats in a 1932 letter to
Olivia Shakespear called "the sole theme." Referring to his
entire canon up to that point, Yeats wrote:

The swordsman throughout repudiates the saint,

but not without vaciliation. Is that perhaps

the sole theme--Usheen and Patrick--'so get

you gone Von Hugel though with blessings on

your head'?79
Yeats undoubtedly had in mind the last stanza of "Vacilliation"
(1932) in which he presented the ultimate extremities which

he feit life offered, sanctification and salvation or artistic

inquiry and doubt:
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. . I--though .
‘heart might find relief

Did I become a Christian man and choose for my
belief

A What seems most welcome in the tomb--p]ay a

predest1ned part.

Homer is my example and his unchristehed heartf

The 1ion and the honeycomb, what has Scripture

. said?
™~ So get you gone, Von Hugel, though with blessings
on your head. (Var., p. 503)
Generally, critics, recognizing the tone of unrest in poems

Tike "Pardon, 01d Fathers" (1914) and "Meditations in Time of

"Civil War" (1923), have established a kind of pen versus sword

dichotomy with Yeats as the man of letters envying the man of
action. The obvious parailel between the swordsman in Yeats's
letter to Olivia Shakespear and Homer in "Vaciilation" suggests
a different interpretation. When contrasted to the saint,.the
artist is the active man, choosing the multipiicity of life
over the feeling of unity achieved by merging the self with the
will of God. The poem in which Yeats treats these contraries
most succinctly is "The Choice" (1932):

The intellect of man is forced to choose

Perfection of the Tife, or of the work,

And if it take the second must refuse

A heavenly mansion, raging in the dark.
(Ver., p. 495)

In Per Amica Silentia Lunae (1917) Yeats had expressed this

position most fully, adding the idea that deiiberate choice to
withstand the conflict (involvement rather than escape) could
lead to his redemption. 1In terms reminiscent of Boehme's
Aurora, Yeats wrote of his hope that he would “find the dark

80

grow luminous, the void fruitful." Yeats continued, "The
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poet, because he may not stand within the sacred house but lives
amid the whirlwinds that beset its fhreshold, may find his parg
' don.”81 This insistence upon the artist and the_saint as the
ultimate contraries lends credence to Rudd's suggestion that the

mystic may have served as the mask or anti-self for Yeats the

poet.82 As a mystic, Boehme also insisted that salvation could

be achieved only through the experience of conflict:

And we may well say this also, that indeed none
becomes crowned with the Virgin-Tike Crown, which
the Woman, in the Revelation of John, wears with
Twelve Stars, viz. with the six Spirits of Nature
heavenly, and with the six Spirits Earthly, unless
he stands in the streams of the Dragon, and flies
along into AEgypt, viz. under the Cross in the
Plagues of AEgypt. (Incar. I 13-98)

"Mirror on Mirror Mirrored"

Not only did Boehme and Yeats agree upon the necessity of
contraries for every facet of man's existence from conception to
eternal salvation, they also used the same symbol--the mirror,
to represent the way in which the imagination projects its oppo-
site or anti-self to form the contrary. As Yeats wrote in "The
Statues," one of his last poems, "Mirror on mirror mirrored is
all the show" (Var., p. 610).

"Ego Dominus Tuus" (1917) has already been mentioned as a
poetic development of Yeats's theory of the establishment of

83 There are strong echoes of Boehme 1in

contraries for creation.
I1le's last speech. "I seek an image, not a book," Ille pro-

claims, "Those men that in their writings are most wise / Cwn



notﬁieg but_their blind, stupefied hear;§"'(!§£., p. 370). In
the "Address to the Reader” which erefaces-bfe-ﬂgrggg_ Boehme ~
" had exhorted‘ "Lee every soul grope after-God Ain its heart."
Yeats may even have had the Aurera in mind in "Ego.Dom1nus
Tuus," for the poem end§'w1th the’ 1nt1mat1on of the com1ng of
the dawn, and there are assocwat1ons, through the title and e
through’ the reference to "b]asphemous men, " w1th Boehme's “kind
of religious utterdnce. Tl '
N . Lo T .
I11e prociaims that he functions by calling upon his aqti-;
self, the person least like ﬁiT; Qhe-by the doctrine of .con-

traries must therefore be the hn§} essential to his manifestation:

1
.y

]
I call to the mysterious one who ye;
Shall walk the wet sand{ by the edge of the sﬁream,
And Took most 1ike me, being indeed my double,
And prove of aill 1meg1nab1e things T
The most unlike, being my anti-self . .
(Var., p. 371)

’

[t is possible that Yeats meenp to imply that I]Ee found his
anti-self ﬁirrored in the wet sands, for still waters frequently
replace ]ooking'glasses in Yeats's poetry as reflectors of the
image. The process would be the same as that by which Boehme
described God as creating by projecting the image of-his oppo-
site into the mirror.

Mirrors hold rich possibilities for symbolism inherent
in their very nature. The only way man has of knowing his own
fece is to study his image projected onto a mirror surface.-

Yet the image a mirror produces is at once an exact duplicate

and at the same time the complete reverse of the original.
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. Yeats recognized special significances in mirror 1ﬁagety,
however, and was familiar with its use throughout the ages. Ip

"High Crosses of Ireland," an 1899 review which appeared in the

Dublin Daily Express, Yeats noted the significance of mirror
symbolism in mystical writings and singled Boehme out as the
writer who placed the most stress upon that symbol:

Medieval mystics represented this ultimate

paradise as a round mirror, and Jacob Boehmen,

who gathered into"himself the dying mysticism

of the Middle Ages, made it aimost a fourth

person of the Trinity.84
In that same article, Yeats explained the function of the mirror
in Boehme's writings, “Jacob Boehmen describeé God the Father as
seeing Himself in it [the mirror] as God the Son, and meditating
about what He saw, and so making God the Holy Spirit."S?

‘What remains perhaps the most fully developed treatment

in English of Boehme's use of mirror symbolism was provided by
Yeats himself in thé section of the Yeats-Ellis Blake entitied
"The Three Persons and the Mirror." VYeais first described the
theogonic process much as in the later essay quoted above, but
his Tiberal use of appositives here adds resonances missing
from the shorter vers4on:
God Tooking into this mirror, ceases to be mere
will, behoids Himseif as the Son, His love for
His own unity, His self-consciousness, and enters
on that eternal meditation about Himself which is
called the Holy Spirit. *“Council" it is some-
times calied in Boehmen, a term which is lengthened
into "The Council of God" in the "Mystical Writings."

This Hody Spirit, or “Council,” is the energy
which wakes into being the numberless thought-forms - -
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of the great mirror, the immortal or typical shapes
of all things, the “ideas" of Plato. It and ghe
mirror make up together divine manifestation.86

The process delineated in the above passage, hoﬁever, was in-
comp1ete{ God was not yet manifest in the universe. In ordgr
» for the Dei%y io become ménifest in the physica1'un1verse: |
opposition must be estab1jshed with his contrary.” The contra%y

of Eternal Spirit is nature:

At first the thought-forms -subsist and move in
this universal "imagination which liveth for ever®
without being manifest to. themselves and each
other as separate ipdividualities, not being lives
but thoughts of thef universal life. Then comes
the contrary of theg universal 1ie, "the reactione
of man against God,|{' the. 1dnging of the shapes

and thought-forms fpr a vivid sensation of their
‘own existence. Desire is its name, and to it

" Boehme: traces the f&1l into physical 1ife.87

Thus the mirror can be ysed in eﬁther of two ways in
Boehme's writings. ;;;is“?aentified with the Eternal female
. . / .
Sophia,-the/ggssﬁve reflector of the Imagination of God, or
it is assotiated with the natural realm. In the latter sense
the mirror can serve as the means, of manifestation for the
glgry of God on earth or as a snare which traps man jn the
multiplicity of the naturat world. VYeats explained how the
mirror could function as an evil force of corrupted nature:
[The Holy Spirit and the mirror] between them
making up the seeking and aliuring, masculine
and feminine, repulsive and attractive, of
corporeal iife; for when the lives become ,
spectres or selfhoods, the mirror, -in its turn,
grows spectrous, and is changed into a "vortex,"

seeking to draw down and al?ure. It ceases to -
be a passive maternal power and becomes déstroying.38



176

Helen Requerio noted a similar transformation of the ﬁirrqr
symbol in Yeats's poetry: "The hirror, wh{ch initially fasciw‘
nates Yeats as'an instrument of totality and self-revelation,
ends as a metaphysical trap that locks us in tﬁe consequences of
xgﬁe fa11."89 Actually, this ambiguity in tﬁe'mirror symbolism
can be disce;hed throughout Yeats's poetry; there is no clear
Tine of demarcation between "good" mirrors and harmful ones.

The earliest appearance of the mirror in Yeats's poetry was

in the dramatigipoem "The Seeker," published in the September. .

1885 issue of The Dubiin University Review. This poem, whether

by intention or because of the lack of skill and the youth of

the author, is quite vague, but the mirror éppears in connection
with two concepts which were deveioped in Yeats's later poetry. . //
The seeker is an old knight who has spent his 1ife in pursuit of ™
an elusive female known only through a disedgodied voice which
called him onto his search. In the kﬁ%ght's imagination she is
the kind of jdeal feméTe associated in the early poetry with the
mystic rose. When he finally reaches her, however, she is "a
bearded witch,” the antinomy of the divine Sophia. - Yet it is

this feﬁéie who, 1like Sophia, holds the hirror. . The confronta-
tion bééweéﬁ’the knight and his mirror image proves t00'quch

for the seeker and he dies (Var., pp. 681-85). -

In another early poem, "The Indian to His Love! (1886), the
effect of the mirror is also mysterious and destructive. Amidst Lo
the somewhat oppressivelpeace of an island refuge, a note of
di?cora is introduced through the conjunéfion-of a bird and a

mirror image: "A parrot sways upon a tree, / Raéing at his own
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_image n the enamelled sea" (Var., p. 77). Much later, in
L “Nineteen Hundred and Nineteen" Yeats once again connected a

_bird and a mirﬁorj and” again the resuit was rage. In this poem,

g - i ) 2l

first published in 1921, Yeats Tinked the swam with antithetical
Lo . -\

™

Some moraiist or mythological poet
Compares ‘the solitary soul to a ‘swan;
I am satisfied with that, >
Satisfied if a troubled mirror show it

Before' that brief gleam of its life be gone,

An image of its state . . . . (Var., p. 430)

-

The "state" the mirror wouid reveal would seem tQ be ‘the' reverse
of the "solitary soul." The "image" presented is more like the

warrior, 1ike the -artist enjagé who braves the threshold of

storms: ' g ' )

The wings half spread for fiight, k\
The breast ‘thrust out in pride

Whether to play, or to ride

Those winds that clamour of approaching night.

(var., pp. 430-31)

The poét announced that this establishment of the solitary soul
and its mirror image would be enough, would "satisfy,” but
instead a violence arose from the opposition:

Thefswan has leaped into the desolate heaven:

- That image can-bring wildness, bring 2 rage .
To end all things . . . . (Var., p. 431)°

,Ligg,ths contraries it represents, Yeats's mirror symbolism is

.the essence of ambiguity, at once attracting and repeiling.~
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Two scholars have commented upon this ambiguity. Whitaker
related the attraction / repulsion duality of the mirror sym-
bolism spécifica]ly to Boehme's system. Quoting from Boehme's

oix Theoéaphic Points, he explained Yeats's adaptation of

Boehme's-progﬁession by contraries:

tbe crav1ng of every essence," said Boehme,
. “makes in its turn a mirror, to see and to -
™7 know itself in the mirror. And then the
- ¢raving seizes this, (namely the mirror),
brings it into its imagination, and finds
that it is not of its life. Hence opposition
arises and loathing, so that the craving would
discard the mirror, and yet cannot. . . .-the
craving seeks the limit of the beg11n1ng,
and passes out of the mirror. Thus the mir- - 90
ror is broken, and the breaking is a turba.

/

As in Boehme, the mirror is generally a positive symbol in
‘Yeats when it is Essociated with his ideal passive female. In
"Michael Robartes and the Dancer” (1920) the mirror is used as
the conTrary to reason. Robartes interprets an altar carving
which depicts a knight about to save his lady by siaying “the
half-dead dragon" which was her thought. He argues that once
the maiden is freed from the constriction of reason she wi]] be
able to devote herself to the "heroic discipiine of the fooking-
giass™ which Yeats espoused in "Discoveries"” (1906).9] Yeats
did not wani woman to be mere body, althcugh he was not immune
to physical attractions. Rather, his poetry displays an alimost
sacramental reverence for the power of woman - to inspire and
aurture his creatioﬁ. To function properly as the vessel of
poetic imagination, however, the ideail femaie had to be passive,

like a iocking-glass which refiects without altering the image
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projected. When she is so, she is Boehme's "passive maternal"
referred to in "The Three Persons and the Mirrd}.”
In "To a Young Beauty" (1918) Yeats had counseled a girl to

hold a "mirror for a sehool” (Var., p. 335), implying by the

- name of the prophet Ezekiel that the "young beauty" might thus

serve as the agent for revelation:

You may, that mirror for a school,
Be passionate, not-~bountiful

As common beauties may,

Who were not born to keep in trim
With old Ezekiel's cherubim .
(Var., pp. 335-36)

1

Boehme, too, had connected the moment of revelation, his "Aurora,"
with a vision in a mirror:

*For when the Light of God dawns, or breaks forth

in the Center of the Spirit of the Soul, then

the Spirit of the Soul sees very well the

Creation of this World, as in a clear Glass,

and nothing is far off. (3 Prin. 8-1)

Yeats referred to the dawn of the world and to a clear
glass in "J.M. Synge and the Ireland of his Time" (1910) in
defining the role of the creative artist:

The imaginative writer shows us the world as a
painter does his picture, reversed in a looking-
gtass, that we may see it, not as it seems to

eyes habit has made dull, but as we were Adam
and this the first morning. . . .92

Lr

And in "A Woman Homer Sung" (1910) Yeats used this anaiogy
of the way in which an artist creates to express his goal of

capturing the essence of the ideai female:
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I dream that I have brought

To such a pitch my thought

That coming time can say, .

'He shadowed in a glass B

What thing her body was.' (Var., p. 255) ‘

The problem inherent in this ideal of the artist's creat-
ing, like God, through mirroring his opposite is thét there
is necessarily a contrary. As Yeats explained, the mirror
can cease to be "a passive maternal.power“ and become "a

93

‘vortex,' seeking to draw down and allure.” Boehme had

expressed this kind of downward spiral in Forty Questions:

One of the eyes of your soul looks into eternity,
the other one into nature. The latter goes on
continually seeking and desiring and creating one
mirror after another. Let that be so. It must
be so, for God wills it. (40 Ques. 12-28)

¢

Both Yeats and Bcehme associated this mirror of nature with
Satan. "Beggar to Beggar Cried" (in Yeats's 1914 poém of that
name), "There's a devil in a Tooking-glass” (Var., p. 300), anéf
Ribh tells Patrick, "The mirror-scaled serpent is multiplicity"
("Ribh Denounces Patrick,? jgi,, p. 556). Boehme held that man
had the choice of two extremities. He could be saved by turning
his imagination to the mirror of God's wisdom, which was within

himseif, but he could be damned through projecting his imagina-

tion upon the serpent. In A Discourse between & Soul hungry

and thirsty after the Fountain of Life, the sweet Love of Jesus

Christ; and a Soul eniightened the enlightened soul explains

that the other soulhes™atlowed her imagination to become en-

snared by the~Serpent:
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You bear the Devil's serpent-1ike image. By it

you are circumscribed, and through it, as your

property, the Devil has access to you to hinder your

will so that you cannot enter into God.

(Discourse 43). .
In one of Law's illustrations, "where one Tifts a flap of paper
" to discover both the“human entrails and the starry heavens," as
Yeats explained in A Vision,g4 one finds this multi-scajed
serpent entwined about the heart of man. (See Appendix, Figure
IV.) According to Law's accompanying commentary, this is

a Spire of a Serpent round about the. ™

heart; and there is written about this

Serpent, Self-Love: Which®is to shew

that this Place, which ought to be the

true and proper Place of Liaht, is here

only darkened by Self-Love.92

Boehme ekpandgﬁ"ﬂﬁon this theme of the pull of contraries

as a condition of life in his preface to Aurqra. Boehme began,

“Courteous Reader, I compare the whole Philosophy, Astrology,

and Theology, together with their mother, to & goodly tree
wh%ch groweth in a fair garden of pleasure" (Aurora, Preface,
v. 1). Boehme then built an eiaborate analogy based on two
trees. One was the tree of Paradise. Upon this tree were
“raised great tempests, with hail, thunder, lightning and rain
SO many a twig was torn and beaten off from the trée" (v. 28).
When these did not prevail against the tree, the “p?ince of
darkness, who is the source of wrath or fierceness, malice

and perdition . . . planted a wild tree towards the north”

(v. 34). This tree was planted in wild nature, what Yeats

cailed Boehme's "vegetable glass of nature."96 Using similar
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imagery in an 1892 poem, "The Two Trees," Yeats referred to
"the bitter glass" and warned of its power to deceive:
For there a fatal image grows
That the stormy night receives,
Roots half hidden under snows,
Broken boughs’ and blackened leaves.
(Var., p. 135) ‘
The advice Qeats offered in "The Two Trees" could be a

paraphrase of Boehme's counsel to the Christian battling

earthiy desires. In Book III of The Treatise of the Incarna-

tion Boehme advised:

The more the noble Pearl-Tree is sought, the
more swiftly and strongly it grows, and suffers
not itseif to be suppressed, though it costs the
outward.Life.

Thus, my dear Mind, search right after the Tree
of Christian Faith, it stands not in this world.

Indeed it must be in thee . .
? (Incar. III 6-26-28)

Yeats entreated:

Beloved, gaze in thine own heart,

The holy tree is growing there;

From joy the holy branches start . . . .

(Var., p. 134)
If the accounts of the biographical origin of "The Two Trees"
are to be credited, Yeats and Boehme were writing for identical
purposes, allowing for the different points of interest from
which each began. Boehme was pleading with the Christian to

give up earthly pursuits to direct his love toward God. Yeats

was supposedly entreating Maud Gonne to give up the diversion
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of politics to devote her love to him. Both viewed the at-
traction of'thé'”QTass of outer weariness" as "fatal" (var.,
p. 135). ' .
Iéevitab]y, by the doctrine of contraries, the mirror can
be both helpful and harmful. Boehme taught that the soul must
fashion a mirror to explore its own opposite so that it may

resolve itself into perfect unity. According to Boehme, the

soul is

. . & thing which is without ground, but seeks
and makes a ground in itself and has its origin
and dwelling in the original conception in which
it first conceives itself in itself; that is its
innermost 1imit, and it goes out of itself and
seeks before itself where it makes a mirror like
the others, until it finds the first groundless

Timit again. (40 Ques. 11-1)

Whitaker recogniged this process in Yeats and linked it, quite,
aptiy, to Yeats's practicglof counterbalancing poems within his -
coilected works. Whitaker wrote, "[Yeats] discovers and mea-
sures, 1 a mirror of a seif-reflective art, what Boehme called
the 'limit of malignity,' and so transcends it.”97
The goal of the warring contraries, for both the mystic and

the poet, was a new entity; Both recognized that "Between
extremities / Man runs his course," but both v}ewed the es-
téblishment of contraries as only a necessary second step
toward the moment of resclution when

A brand, or flaming breath,

Comes to destroy

All those antinomies

Of day and night . . . .
("Vacillation," Var., p. 500)
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CHAPTER IV #

"WHEN VISION CEMES™

"One Throb of th Arteryt)/

&
~ \__‘/‘-“\_‘/ . .
Yeats's treatment of contraries always emphasized that con-

tinual conf]ic; between the opposites was necessary for creation
1 )
and that the role of poet demanded that he position himself in

the midst of the conflict. In Per Amica Silentia Lunae (1917)

Yeats had defined*the vacillation between extremities as the .

prerequisite for the one moment of poetic vision:

I think that we who are poets and artists,
not being permitted to shoot beyond the
tangible, must go from desire to weariness, -
and so to desire again, and live but for the
moment when vision comes to our weariness
like terrible lightning, in the humility

of the brutes.] :

Boehme, for whom the doctrine of contraries was also a central
concept, likewise expressed the moment of iiluminaties which

resoived the contraries as a flash of Tight:

When the Flash is caught in the Fountain
of the Heart, then the Holy Ghost rises

up in the seven quaiifying or fountain
Spirits, into the Brain, like the Daybreak,
or Dawning of the Day, or Morning Redness.
And therein sticks the Mark, Aim,.or Scope
and Knowiedge.  (Aurora 11-132)



191

Ne@r'the end of his career Yeats was still explaining the
p}ocess of resolution as a series of_"Initiatienéry Moments"
which dissolved at ;The Critical Moment' to provide the ekperi-
ence of pure unity. Meé of oppesing natures reach this total
‘ unityffrom opposite poles. "All men wifh subjective natures
move towards a possib]e ecstasy, all with objective natures
towards 2 possible wisdom," he wrote t6 Ethel Mannin iﬁ 1938.2

This process, which Yeats had by then schematized, bore a
stroné resemblance to é.concepp which he had probabiy found in
his early study of Blake and had outlined in 1918. At the con-
clusion of "A People's Theatre" (1919) Yeats had delineated
Blake's process through which every entity completes itself by
an encounter with its anti-self. Suggesting that his eré was
about to reach the farthest extrgmity of quectivé consciousness
and that the gyre of history was about to return to .2 period of
emphasis upon subjectivity, quts maintained: "That counteri
. longing . ... can only become a conscious energy suédenly, in
those mopents of revelation which are.as a flash of Tightning.“3
Perhaps because Yeats héﬁﬂencountered Boehme's works ﬁuring his
initial interest in mysticism, the poet found Boehme's initia-
tionary moment of revelation useful as a modei for mystic

ecstasy. And since the instanfnuhen the ”1nvisib1e’;;te5”
opencd for Boehme was signaled by a flash of Tight, Yeats linked
" a sudden Tight with the moment of 1nsight.

Another connection to Boehme‘arisesifrom the mystic's way
of expressing the-reveiation granted him. As discussed pre-

Jious1y, Boehme posited to God a dual nature: two contrarijes
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and their resultant third e]emehé, which formed a "dark" center;
and two contraries'plus their resultiﬁii;;ird element, which
formed a "light" center. Between these two whirling triads was-
- a seventh element, the quality which bound the two: contrary
triads tbgethet as a harmoniously functioning whole. Boeeme
labeled this quelity the "lightning flash." (See Appendix,.
Figure V.) _ o ‘ |

Thus the affinity between Yeats and Boehhe in regard to

A}
the third and final step of the creative process can be examined

from two d15t1nct aspects--from the correspondences between
their understanding of the moment itself and from the parallels
in the means they used ﬁo exp}ess the moment of resolution of
the contraries.

'A Meditation in Time of Wari" which first appeared in The
Dial, November, TQZO, describes a moment of mystical insight.
The brevity of this poem duplicates to some extent the fleeting
quality of the experience:

"For one throb of the artery,

While on that old grey stone I sat

Under the old wind-broken tree,

[ knew that One is animate,

Mankind inanimate phantasy. (Var., p. 406)
Yeats later related such sudden insight afforded to the mystic
with.the instant of artistic creation. In a 1924 essay on
Wiiliam Blake's illustrations to Dante, Yeats quoted Blake's

teaching on the instant of creative insight, in which the same

image of thc artery was used:
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‘Every time less than a pﬁlsation of the
artery is equal' in its tenor and value.
'to six thousand years, for in this period
the poet's work is done, and all the great
events of time start forth, and are con-
ceived in such a period, within a moment,
a pulsation of the artery.'%

A]tHough modern researchers have uncovered details which -
dispel the traditional picture of Jacob Boehme as an unlettered
peasant who was suddenly struck by the wisdom of God, those
Tegends which surrounded the nystic apparently appealed to
Yeats, for he used details from Boehme's biography to fill in
fictionalized accounts of visionary experiences in his own
writings. Boehme's first encounter with the supernatural, for
exampie, reportedly occurred before he reached his teens, while
he was stiil a young boy tending his parent's cattle. An ac-
count of this experience can be found in the sketch of Boehme's
1ife within the Law edition of his works and in the section on

Boehme in A.E. Waite's Lives of the Alchemystical Philosophers.

Near the town of Gorlitz stands Lands-Krone, a mountain of
Basalt which dominates the landscape of that‘area much aS'"Beﬁ
Bulben sets the scene” ("Under Ben Bulben," Var., p. 637) above
the Drumciiff churchyard where Yeats is buried.’ According to

the romanticized account, young Jacob climbed this mountain

alone one day and discovered four red stones guarding the en-

trance to a secret cave. Inside he glimpsed a vessel filled
with money. Terrified, Jacob fled from the cave, certain that
the money was connected with something evil. Afterward he
returned to that spot many times, always in the company of

others, but he never found that cave again.
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It is possible that Yeats remembered an account of this
event when he wrote "The Hour before the Dawn" (1914). Some of
the details coincide--the craggy, wind-swept, lonely setting,
_the heap of stones{ the cavern they concealed. True, the vision
differed, as did the central characters, but the sense of fhe
experience remaiﬁed the same. Both Boehme and Yedts's beggar
were certain that there was something evil and forbidden, some-
thing associated with the-devil, about their secret cave. Both
beheld sométhing specificalily calculated to tempt them, and both
fied from the temptation. Consciousness of the re;emb1ance of
the stories suggests additional significance for the £it1e of
Yeats's poems, for Boehme‘srexperiencé took place in his chiid-
hood, in the time before he presented his first book, The Aurora,

or the Morning Redness.

According to the legend, the iﬁcident of the cave was the .
chief impetus behind the decision of Boehme's parents to take
him away from the solitary life in.the fields and to set him up
in a trade.5 His visionary tendenciés reasserted themselves,
however, during his years as a shoemaker's apprentice. There
was one incident of particular significance. BRoehme was alone
in his master's shop one afternobn when a stranger entered and
asked to buy a pair of shoes. The young apprentice quoted a
ridiculously high price, hoping to discourage a saie he did not
feei he had the autﬁority to make, but the stranger purchased
the shoes anyway. Then the stranger went outside and called

Jacob by name. When Boehme went out to him, the stranger fixed

the boy with a piercing look and said, "Jacob, thou art as yet
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little, but the time w11] come when thou shall be great, and be-
\\hpome anotﬁér man, and the wor]d shall marve] at thee." The
stranger ?Mrther enjoined Boehme to be pious, to read Holy
Scriptures, and to be courageous even though he would suffer
misery and pergecution. Then the being, whom Jacob took to be
a messenger of the Lord, 1eft.6 This'experience was of the
nature of a convérsion, or at least a rededication, for Soehme,
who from that day became more devout, more rapt in meditation,
and more ready to point out the shortcomings of his fellow
workers. The latter trajt led to his dismissal. Boehme's
denunciations of the sinful ways of the other apprentices gave
rise to dissension within the shop, and the master craftsmani{

compelled him to leave, apparently unwilling to sponsor a

journeyman cobbler who would not "stick to his 1ast.“7

These remarkable pccurrences were preliminaries, perhaps
intuitions of the marvels to come. Martensen citgd them as
marks of Boehme's "visionary tendency,”8 but these incidents did
not afford young Boehme any special insights. Boehme's actual
“injtiationary moment," the incident to which Yeats alluded
several times, did not take place until after Boehme was married
and estab]fshed at Gorlitz as a master guildsman. According to
the pOpu]ar-account, Boehme was in his shop one_day when he
happened to glance at a brightly polished pewter plate, which
reflected the sunlight in such a way that he was transported
into a state of ecstasy. When Boehme went out into .the suf—

rounding fields in an effort to clear his head, he realized that
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he was able to comprehend the mysteries of life and had for a

short time a clear perception of the harmony of the universe.

Martin Hearne, the central chatacter of The Unicorn frpm
the Stars (1908), seems to have been drawn in part from Yeats's
knowlédge of Boehme. Like the German mystic, Martin Hearne was
a skilled craftsman. His uncle recalled early signs of Martin's ’
visionary tendency. "He used to be queer as a child," Thomas
Hearne explains, "going asleep in the fields, and coming back
with talk of white horses he saw, and bright people 1ike angels

or whatever they were.“9

Yeats may have woven in the details
which served his purpose in this play as an elaboration of the
1égend that Boehme was a dreamy, visionary child who was un-
suited for work in the fields. Reﬁembering his own chiidhood
in the dreamy landscape near Sligo, Yeats could have felt a
sense of kinship with Boehme which he passed on to his charac-
ter, Martin Hearne. Further on in the opening dialogue, Thomas
Hearne tells Father John that MartinAhad seen some goid in a
dream, and that this vision was the cause of his obsession with

building a golden coach.]D

Here again, Yeats may have used the
detail of young Boehme's vision of the vessels filled with goid
to add background credence.

But The Unicorn from the Stars contains one irrefutable

‘reference to Boehme's visjonary experience. Referring to the
inception of The Aurora in a letter to Abraham of Sommerfield,
Boehme had written that his first mystical experience was "like
a sudden shower that passefh by, whatsoever it lighteth upon it

hitteth, even so Tikewise the spirit of wonders. For the author

J
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_was an illiterate man, and of very small understanding.”]] And

in Unicorn from the Stars, speculating that the brightly polished

metal of the coach may have sent Martin into a trance, Father
John named Boehme as an example of one who had had a similar ex-
perience, using, as Boehme did, the image of truth as a sudden

shower striking a humble workman:

The flashing light upon [the gold of the o
coach] wouid be enough to throw one that
had a disposition to it into a trance.

ere was a very saintly man, though he was
not of our Church, he wrote a great book
called Mysterium Magnum, was seven days
in a trance. Truth, or whatever truth he
found, fell upon him like a bursting

hower, and he a poor tradesman at his

ork. It was a ray of sunlight on a pewter
vessel thatrwgg the beginning of it all.12

\

Yeats was fond of Boehme's image of the sudden shower. In

his introduction to The Poems of Wiliiam Blake he had referred

tc Boehme's "beautiful phrase," about truth coming "'like a

l‘ll‘l3

bursting shower. Yeats had aliso incorporated the image in

a passage of the Yeats-Ellis Blake which revealed Yeats's own

position on the nature of mystical insight:

7
[t must not be forgotten that [Blake] always
insisted on the valuabie paradox that while
vision is the fountain of truth, it comes

to us not in a single stream, but in a shower

of drops scattered on 2 hundred winds, and
carried in as many directions, so that each Y
vision appears differently to each seer.l14

Echoes of Boehme's phraseology, as adapted by Yeats in the above
quotation may also be traced to “The Tower" (1927), in which the

poet characterizes his chosen heirs as

*
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upstanding men
That climb the streams until
The fountain leap, and at dawn
Drop their cast at the side

of dripping stone . . . . (Var., p. 414) ?

Pau1‘Ruttiedge, the character ip Where There is Nothing
(1902} who was the prototype of Martin Hearne, also resembles
Boehme, although the paraliels were riot made as explicit as
they were in the later play. As was often the casé with Yeats's
early plays, there were mere suggestions of connections which
) cculd be recognized by initiates and fellow students of the

arcane, but which were not necessary for comprehension of the

play. Where There is Nothing opens, for example, with Paul

Ruttiedge clipping hedges in the shapes of animals, which he
insis€s represent that state of mind of his neighbors. Yeats
had treated this idea in the Yeats-Ellis §1359Q55&‘suggested
Boehme as its source. "All the states and spaces are able to
put on at times the shapes of animals . . . ," Yeats wrote:

15 The title

"This doctrine came to Blake perhaps from Boehmen.
of the play itseif, derived from the line "Where there is
nothing, there is God," recalls Boehme's teaching that the ori-
gins of all things are in the original Chaos, the Abyss, the
“unground.”

Boehme reported that after he had been struck for an in-
stant by the'f&ash of light he wandered in the fie]és, mystically
aware of the secret language of nature. Robert Browning, for-

whom Yeats must have felt 2 sense of kinship when he suggested

that the older poet had adopted a mask to protect his deep
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interest in mysticism from public der‘is1‘t.1n,16 had treated
Boehme's experience in the opening segment of Men and Women

(1855):

As German Boehme never ,cared for plants

Until it happed, a-walking in the fields,

He noticed all at once that plants could speak, 17
> Nay, turned with loosened tongue to talk to him.

A.E. Waite provided the following account of the experience:

[Boehme] imagined himself to be surrounded
with the divine light for several consecu-
tive days; he beheld the virtue and nature
of the vegetable world, gazing into the very
heart of creation, and learning the secrets

+ of the physical cosmos by means of the self-
interpreting “signatures® which seemed to be
impressed on all around him.

Yeats made extensive revisions of Scene 2, Act 1V, of

Where There is Nothing between the first version, published in

1902, and the third versfoh, pubiished in 1903. In the earlier
version, Paul Ruttledge explained his insight as arising from a
flash of 1ight. Like Boehme, he discovered the "secrets of the

physical cosmos” after a period of prayer:

. . . I prayed and fasted till at last one
night in my cell a sudden light enfolded me,
and I had thoughts that were not thoughts, I
seemed to rise above law and number. 1 be-
came king and priest in my own house, and
iearned, I know not how, the meditations
that liberate 'the soul and unite it to the
Tawless unity.19
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In the final version of this play, Paul was not in his monk's
cell; like boehme, he fell into his trance in a garden setting..

t
Father Jerome recalled:

It was in the garden you got the trance

last time. We found you like this, and we

Tifted you to the bench under the yew tree,

and then you began to speak. - You spoke20 i

about getting away from law and number, ©

“A Voice," a short pProse piece written in 1902, contains an
account qf an 1&cident in Yeats's younger years when the poet
may have'achieved a momentary mystical insight. Yeats recailed
that he had been walking by Inchy Wood when he-expe?}encéd "all
of a sudden, and only for a second, an emotion.which . . . was
the root of Christian mysticism." The emotion he described was
a feeling of utter dependence upon the Deity. During the night
following that inciqent the poet was awakened by a voice saying,
“Nc human soul is Jike any other human soul, and therefore the
Tove of God for any human soul is infinite, for no Other soul
can satisfy the same need in God. "2
Twelve years later Yeats incorporated that message in "Pay-

deen." The visionary moment in that 1914 poem duplicates Boehme's
experience in that the poet was in a shop when the vision bagan
and he, like Boehme, stumbled outside to collect his wits in the
tields. The morning Tight and the "luminous wind" in “Paudeen"
are reminiscent of the imagery in Boehme's Aurora. The bird
¢ry, used here in conjunction with the visionary experience,

was frequently substituted for the lightning flash in Yeats's

poetry as herald of the initiationary moment:
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Indignant at the fumbling wits, the obscure
spite
Of our old Paudeen in his shop, I stumbled
blind ‘
Among the stones and thorn-trees, under
morning light;
Until a curlew cried and in the luminous wind
A curlew answered; and suddenly thereupon I
thought :
That on the lonely height where all are in
God's eye,
There cannot be, confusion of our sound forgot,
A single soul that lacks a sweet crystalline
cry. (Var., p. 291)
Yeats's most reveaiing reference to Boehme's first mystic
experience was in a story Yeats devised for an unpub1i;hed early
A
draft of A Vision, written in 1922 to explain the origins of
that work. The infermation was contained in an account sup-
posedly authored by Owen Aherne, who related a discussion be-
‘tween two other characters, Robartes and Mr. Yeats. In this
version, Robartes asked Mr. Yeats to edit the "Arabian discov-
eries" of Robartes and Aherne. After studying the material
for some time, Mr. Yeats “opened a large giided Moorish wedding
chest" and produced notebooks full of information which corres-
ponded in every significant detail to the discoveries of Robartes
and Qherne. Robartes maintained that such a coincidence was only
possible "through the inspiration of God. "2 In the Yeats-Ellis
Blake Yeats had accounted for the parallels among the systems of
Boehme, Blake, and Swedenborg by attributing each to individuail
inspiration. *“Blake, Swedenborg and Boehmen," Yeats had written,
"are but men who have overheard and recorded a few words spoken

by the spiritual forms among themselves for their own de]ight.”23
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In the 1922 draft for A Vision, however, the character Mr.
Yeats rejects the suggestion of divine inspiration, offering -
instead the explanation that he was transported to a state of

ecstasy through the flashing of sunlight on his canary:

-

AY
“Is not [inspiration] a rather obsolete
term?” said Mr. Yeats. "It came in the first
instance quite suddenly. I was looking
at my canary, which was darting about the
cage in rather brillant light, when I found
myself in a strangely still and silent state
and in that state [ saw with Ehe mind's eye
symbols streaming before me."¢4

&

* *

Aherne recounted that he hadfgeen skeptical aboﬁt the story of
‘the canary, but Robartes hadnreassured him with the information
that "Boehme had passed into what he called his walking trance
Whife contemplating a g]egm of sunlight upon a brazen pot and so
found phi1osophy;"25
The details of this hypothetical situation may border on
the farcical, but the reference to Boehme's experience-of mystical
insight 1inks the account intended for A Vision to the serious
search in which Yeats had been engrossed since before the turn
of the century, when he had hoped "that invisible gates would
open . . . as they opened for Boehme" that Yeats might "find a

phi1050phy.“26

"The Walking Trance"

As evidenced by the time span‘of Yeats's references to

Boehme's "walking trance," Yeats held a sustained interest in

~
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the state of mind which set the imqgination,freefto receive
intuitions of life's deepest mysteries. Again, the technique

of producing a trance-like state must be viewed from two per-
_spectives--from the efforts of the artist to work himself into
the trance from which Yeats believed inspiration arose and from °
the effects which Yeﬁts wove into his creation so that the poeh
itself could prepare the reader for the lightning flash of reso-
lution.

Virginia Moore examined one of Yeats's early attempts to put
himself into a trance. Revealing that Yeats had kept & half-full
glass of water on his table at No. 18 Woburn Buildings, Moore
speculated that Yeats's practice of gazing into that giass for
long periods of time was a conscious attempt to duplicate Boehme's

moment of revelation.27

Clarence Hamilton, author of A Psychological Interpretation

of Mysticism, considered the trance which resulted from Boehme's

glance at the pewter plate a typical example of a way of emptying
consciousness as part of what Hamiiton termed "an elaborate

species of auto—h_ypnosié.“28

He added that Boehme prcbably did
not deliberately attempt to self-induce a2 trance, that it ‘arose
naturally from the disciplines he practiced: "It happens that
the mystic following out ﬁis ideas of escaping the world of

sense desire and imagination un;ittingiy stumbled upon the cor-

rect conditions for the hypnotic state. "2

In another chapter
of his work Hamilton used Boehme's experience as an example of
limiting field consciousness, citing advice Boehme gave in the

Second Dialogue of the Supersensual Life. “Steadfastly fixing
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thine eye upon one point\:lﬂgmfﬁton quoted as the means to

- achieve trance, "For this end gather in all thy thoughts and
faith Eress in to the center.“30

The techni&ue outlined by Hamilton bears a strong resem-
blance to the one Yeats devised for getting free from the stric-

tures of ratidna]ity. In Per Amica Silentia Lunae {1917) Yeats

wrote: "The soul cannot havsimuch knowiedge till it has shaken
off the habit of time and place, but till that hour it must fix
attention upon what is near, thinking of objects one after
another as we run the eye or finger over them." In this way,
Yeats-said, the "intellectual power" of the soul is increased.
The goal was to build upon this power until the mystical esctasy
could be achieved. At that momenf the soul's ”perceﬁfions grow
simultaneous." Such discip]inés could only be attained gradually,
yet the practice cou]df even at the outset, provide momentary
insights. The practitioner was granted glimpses of what was

to come. "Even now," Yeats wrote, "we seem at moments to escape

31

distant things in a dream and

' 3 . ' Y L.
from time in what we .call prevision and from place when we see
\\ﬁn concurrent dreams.”

\
In The Philosophy of Plotinks Nilliasngge linked Boehme's

technique to methods of Oriental meditation. <$Boehme and Blake
certainly were v%sionaries,“ Inge wrote;.“Boehme used to hypno-
tise himﬁe]f by gazing intently on a bright object, a method
which, with variations, has been adopted by many Oriental mys-

tics.”32

Because of Yeats's interest in Plotinus, Boehme,
Blake, and Eastern mysticism, .it is possible that he read The

Philosophy of Plotinus, published in 1918. If Yeats had known
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Inge's work, howéver, he enriched the ideas with the results of
his 1ife-long $tudy when im 1938 he, too, connected Boehme's
“trance to Oriental meditation. In his introduction to Patanjali's

trang]ation‘ef the Aphorisms of Yoga Yeats defined one -of the

stages of Yoga meditat?on, Samadhi, as a "self-induced hypnotic
sleep.” Again borrowing his favorite of Boehme's phrases,
Yeats announced, "In the seve;teenth century consciocus Samadhi
. re-appeared in the 'walking trance' of Boehme, when truth fel]

- \upon him 'Tike a bursting shower. ' "33 Further on in that intro-
duction, Yeats defined Samadhi more explicitly as "that condition
of iliumination where unicn as union dﬁ'sappears.“:ﬂ4 And in an

egrlier introduction, one written for Shri Purhoit Swami's 1934

translation of The Holy Mountain, Yeats had explained Samidhi.as

a dreamiess sleep that differs from that of
every sleeper in some part of the night, évery
insect in the chrysa®is, every hibernating
animal, every soul between death and birth,
because attained through the sacrifice of the
physical senses, and through meditation upon

a divine personality, a personality at once
historical and yet his own spiritual Self.35

One unique aspect of Samadhi, as Yeats identified the state,
s ;

was that it did not require a negation of self for the experience

of unity. Boehme, due to his particular positi;ﬁxin Post-
Reformatign Germany, was innovative in his insistence that
revelation came from the rising up of the grace of God within
him rather than fram its being superimposed. In The Alrora

Boehme had emphasized,. "I am not c]imbed up into the Deity,

neither is it possible for such a mean man as I am to do it;
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but the Deity is climbed up into Qe, and from its lovebare

these things revealed to me" {Aurora 18-9);

-

. This movement into the soul accorded with Yeats's concept
of the sogyrce of revelation. In February, 1906, he wrote to
Florence Farr that he had begun "eastern mediations" as a means

of discovering the force withig/ﬁimse1f:
-~
// -
I have mys€Tf by the by bequn eastern medi-
tations--of your sort but with the object of
trying to lay hands upon some dynamic and sub-"
stantialising force as distinguished from the
eastern quiescent and supersensualizing state
of the soul--a movement downwards upon 1ife,
not upwards out of 1ife.36

The "movement downwards," which Yeats identified with both
Samadhi and Boehme's system, was the kind of meditation which
could appeal to a subjective man and a poet who insisted he «
must remain irmersed in 1ife.

Later in February, 1906, Yeats asked Florence Farr for help
with his practice of meditation. At that juncture he was having
trouble sustainfng the state between waking and sleeping. His

" rejection of the "sleepy calm® as inimical to the requisite
"fiery understanding" shows that Yeats was moving toﬁard an
insistence upon a tension between contraries as a necessity

for the moment of vision:

'\

My difficulty is that I get partly hypnotized
at once and that a sleepy calm makes it very
difficult to get the mood of fiery under-
standing which must represent the spirit which
is, according to the old definition, 'that
which moves itself.,' I have neveﬁ got this
mood except in absolute trance at night.37

A
.
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Yeats detailed the method he finally reached for inducing
. ¢
trance and provoking mystical ecstasy in the 1917 essay "Anima

Hominus." In this essay he-explicitly equated the scenes which
came to him “between sleeping and waking" with the visions de-

‘scribed bf Boehme:

That which comes as complete, as minutely
organized, as are those elaborate, brightly
Tighted buildings and sceneries appearing in
a moment, as I lie between sieeping and
waking, must come from above me and beyond me.
. should those conditions come, not, as it
were, in a gesture--as the image of a man--
but in some fine landscape, it is of Boehme,
maybe, that I think, and of that country where
we 'eternally solace ourselves in the excellent
beautiful flourishing of ali manner of flowers
and forms, both trees and plants, and all
kinds of fruit.' ' »

Yeats provided his fullest development of the doctrines of
the masks in "Anima Hominus." He said, “We make . . . of the
quarrel with ourselves, poetry.” Only by seeking and embracing
the anti-self can the poet attain "the vision . . . the revela-

n33 Yeats explained that he

tion of reality, . . . ecstasy.
sometimes fenced for half an hour before going to bed. This
physical exbression of the conflict between contraries fre-
quently released his mind to a state conducive to vision:

. . . when I ciose my eyes ﬁpon the pillow

I see a foil playing before me, the button

to my face. HWe meet always in the deep of

the mind, whatever our work, wherever our

reverie carries us, that other Wi11.40
The quotation which provided the title for this chapter is also

« included in the tréatment of the contraries in "Anima Hominus."
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Yeats insisted that the poet must remain in the midst of con-

flict in order to bring himself to the moment "when vision

4

comes. " Unlike the saint, who can "renounce experience it-

sel the poet must remain "amid the whirlwinds,“43 for there

he finds "the sudden thtm‘ng.”44

Yeats's interest in self-induced trance was directly re-
lated to his view of the poet as successor to the priests and
prophets of God. In his Foreword to Lady Gregory's Cuchulain

of Muirthemne (1902) Yeats iikened the process of poetic creation

to the mystic's ecstatic tranée,};ﬁhcidating %or the first time
the inducement of trance as an element of the traditionai craft
of the poet. "The Irish poets had aiso,” Yeats wrote, "what
seemed a supernatural sanction, for a chief peoet had to-under-
stand not oniy innumerable kinds of poetry, but how to keep

himself for nine days in a trance."45

Again, in "The Philosophy
of Shelley's Poetry" (1910) Yeats equated the inspiration of the
poet with the mystic's ecstatic experience:

Anyone who has any experience of any mys-

tical state of the soul knows how there float

up in the mind profound symbols, whose mean- \\

ing, if they do not delude one inte the dream

that they are meaningless, gne does not per-

haps understand for years.4

This perception of the poet as successor to the priests

underlies the legacy of “The Tower," Yeats's 1927 retrospective
evaiuation of his creative life. Section IIl of that poem, be-
ginning "It is time that I wrote my will," is replete with

images of direct iRgpiragion which echo the words Boehme used

to describe his mystixal experience. Yeats willed to the
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generation of poets to follow him his “pride," possibly the
artist's pride in the power of his imagination. He began wifh
an-image of that pride as the "Morning Redness"--"Pride, like
that of the morn / When the headlong 1ight is loose." The next.
probable connection to Boehme is it reference to “"the sudden
shower." The writing of the will concludes with the descrip-
tion of a swaﬁ; Yeats's image for the soul, which follows
Boehme's method for inducing a trance by fixing the gaze upon

a gleam of light:

When the swan must fix his eye
Upon a fading glean,

Float out upon a long

Last reach of glittering stream
And there sing his last song.
(Var., p. 414)

4
The central connective was Yeats's belief that the poet,

iike the mystic, could set his imagination free to receive in-
spiration by establishing a condition of mind which was a trance
state between waking and sleeping, 2 "walking trance." In

John Sherman (1891) Yeats had referred to that moment as the

time of inspiration. (He wrote that his hero "was at that
marchland between waking and dreaming where our thoughts begin
to have a 1ife of their own--the region where art is nurtured

47 Yeats apparently continued in his bé-

and inspiration born.™
1ief in the validity of the insights gained through the trance
state, for in 1929 he affirmed much the same opinion in his cor-

respondence with T. Sturge Moore on the perception of reality:
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If one assumes . . . that mind and matter

are one in a 'prior’ state, mind has still

its secret entrance there. That still seems
to be often bounded on the one side by waking
and on the other by falling asleep. All that
I know of any value has come from sleep--or,
to pu& it otherwise, bounded by dying or being
born.48 %

In The Treatise of the Incarnation Boehme had revealed

that the creation of the original woman, Adam's asexual repro-
duction.whﬁch%was to have been the norm for human creation had
man not falien into physicality, took Hlace in his trance-like
sleep, when his reason and wili were stilled; "When Man became
weary and tired, he fell into a sleep, viz. into the Magia;

it was with him as if he were not in this world; for all his
Senses or Thouéhts ceased, the wheel of the Essences passed
into a Rest"” (Incar. I 4-1).

Yeats, 1ike Boehme, recognized that the effortless crea-
tion of prelapsarian man was not affdrded to the modern poet.
Early in hyis career, guided by his study of Blake, Yeats posited
the necessity of conscious effort to reach the "secret entrance"
of. the mind. 1In 1896 Yeats wrote to W.T. Horton:

I hold as Biake would have held also, that the
intellect must do its utmost 'before inspira-
tion is possible.' It clears the rubbish

from the mouth of the sybil's cave but it is
not the sybil.4°

"Things Discovered in the Deep"

The second aspect of Yeats's interest in Boehme‘s trance

was his study, as a craftsman, of the means of producing the
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effecté of a trance in his art, sc that his readers, also,
could be brought-to the state in which “vision cﬁmes." Yeats
claimed that effect for Qis poetry early in his career in the
dedicatory poem “To Ireland in the Coming Times" (1892). In
this poem Yeats stated the purpose of his work as the impart-
ing of knowledge like that which arises during a tfance:

- - . to him who ponders well,

My rhymes more than their rhyming tell

Of things discovered in the deep,

Where only body's laid asleep.

(Var., p. 138)

Although he has announced this goal as early as 1892, Yeats
spent a lifetime of struggle to realize his intenttons in his
poetry. Yeats's developments toward that end are of evén
greater interest than his attempts at self-hypnosis. The latter
could be considered a means of clearing the “rubbish” at "the
mouth of the sybil's cave"; the former is tied directly to the
utterance jtSelf. -

Both Yeats aud Boehme recognized the distinction between
the self discipline by which the mystic or poet attains ghe
momentary iilumination and tﬁe etfort by which he struggles
to communicate his vision. In a letter to Casper Lindern,
Boehme had reéa]ied the anguish involved in articulating his
mystical experience. The insight itself was instantaneous,
according to Boehme, but'the “unraveling” of it took twelve
years of labor. Aﬁ’nowledging that he was "obiiged to work
out this great mystery like a child going to school." Boehme

wrote:
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I could clearly see it as in a great depth
for I looked through as into a chaos where
all Ties undeveloped, but the unraveling of
it was impossible. It opened itself within
me from time to time Tike a growWing thing. I
was pregnant with it for twelve years and ex-
perienced a violent impulse to bring it out
into expression. Finally it overwhelmed me
like a cloudburst, what it strikes it strikes.
Whatever I could grasp sufficently 58 bring
into outwardness that [ wrote down.

Yeats's friend Gogarty provided a personal glimpse of the similar
struggle by which Yeats wrote poetry:

{Yeats] composed with what appeared to be

great mental agony. With his hands behind

his back, his head down, or suddenly looking

up, he would pace the floor humming and mur-

muring to himself until the poem arose from

the rich darkness.5l
The poet's head movements, his pacing, and his humming to himself
resemble the actions of a man attempt to self-induce hypnosis,
but the dominant picture which emerges frbm Gogarty's descrip-
tion is one of violent. conflict before the 1ight flashes in
the darkness.

The manner of composition described by Gogarty accords

with the advice given in Yeats's 1902 poem “Adam's Curse." The
Bibiical allusion in the titie is a reminder that creation is
no longer easy for man. The impori of the poem is that the poet
must attempt to convey the impression of sudden insight, but he
can only do so through personal struggle:

A Tine wiil take us hours maybe;

Yet if it does not seem a moment's thought,

Qur stitching and unstitching has been naught
(Var., p. 204)
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“His Dream" {1908), Yeats's attemﬁt to render into poetry
a visionary experience, demonstrates how difficult the process
can be. Althbugh Yeats included a note relating the dream
origin of the poem, insisting, like B{ake, that “The Authors
are in Eternity" (Var., p. 253), the poem remains unconvincing.
John Senior, in his study of occult poetry, denied that.Yeats
ever achieved the effect of recreating vision. "Yeats's poems
are not visionary," Senior wrote; "Yeats talks about blinding
Tight as he talks about passion, but he never strikes us blind,
nor was he stricken, nor did he suffer that terrible, terrifying

descent."52

The difficulty is that the mystical experience is
ineffable. The momentary recognition of total unity defies

any attempt at description thrﬁugh the 11near medium of language.
At best, the poet can hope to communicate some sense of the ex-

perience.

Yeats recognized this need in Plays and Controversies (1923)

when he defined "Art, in its highest moments," as "not a delib-
erate creation, but the creation of intense {eeling, of pure

53

life." The true mystic does not seek to analyze his experi-

ence because, as Bose noted, "The metaphysical implication of
mysticism is that ultimately aii reality is one.hsq Instead,

he accepts it, and, if the experience is as strong as the light-
ning which struck Paul on the road to Damascus, he lives his
life in surrender to it.

At the end of his life Yeats recognized that he was not a

mystic. "No," he told Ethel Mannin, "I am a practical man, I

. have seen the raiéing of Lazarus and the loaves and fishes and

s
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have made the usual measurements, plummet line, spirit-ievel and

55 He had made

have taken the temperature by pure mathematic."
the decision to be an artist, as he acknowledged in "The Choice"-
(1932), thereby committing himself to constdnt struggle in his
effort to achieve certain moments of illumination in his poetry.
~ Yeats's first references to the power of the artist to
produce trance through words came in the 1890's when he was

experimenting with using trance on himself. An 1890 article in

the Boston Pilot expressed Yeats's admiration for the quasi-

religious, trance-like effect of Todhunter's.play Helena in Troas.

Yeats may havg been originally drawn to the play by the attraction
its héroine,'He]en of Troy, had always held for Him, but he was
impressed by the hypnotic effects of the performance. As Yeats
explained Todhunter's achievement, "[The play's] sonorous

verse, united to the rhythmical motions of the white-robed

chorus, and the solemnity of burning incense, produced a sem%-

56

religious effect new to the modern stage." One year later

Yeats again referred to Helena in Troas, demonstrating that he

was interested in Todhunter's technique because he hoped it

could serve alpractical purpose in enhancing the power of the
poet's imagination. "Many people have said to me thét the '
surroundings of Helena made them feel religious," Yeats wrote.
Then he added a pragmatic remark which gaée the key to his
interest. "Once get your audience in that mood," Yeats commented,
“and you can do anything with it.“57 .

In "Magic" (1901} Yeats treated the connection between the

trance state of the artist and the-state he sought to induce in

{

y;
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/~ others, saying, "the poet enchants and charms and binds with a
spell his own mind when he would enchanf the mind of others." .
Yeats reasoned that the hypnotic power of poetry c;me from the
fact that the word;_used by poets had'or%ginated in "the sounds
the enchanfers made to help their imagination" captivate an

audience.58

Yeats maintained‘tbis belief in the efficacy of language.

In 1927 he wrote to OliviajShakespear of a vision he had dreamed.

Here, as in 1901, Yeats credited words with some magical force. -

As Yeats described the experience, he had been depressed when,

in a moment of vision between waking and sieeping, he had seen

a key and a road. At that instant he had become cheerfui again.

Yeats reflected that the miraculous change had resulted somehow

from the‘symbo1s of his dream: "I constantly notice that

change comes from some formula of words used quite lightly."

He fﬁrther postulated that the proper words somehow open a

storehouse of previously assimilated experience. Using a re-

vealingly vio?ent metaphor, Yeats wrote, "I suppose the words
are but‘the finger on the trigger and Epat the gun has been long

]o:«zu:led.“‘:"9 | -

This version of Yeats's speculation on the nature of vi-
sionary insight added the dimension of persbnal accumu]a;ion
of contributory experiences. It is particularly en1ighténing

in conjunction with the views Yeats had articulated in 1901.

In "Magic," as in the later letter, words were the magical key

which opened the invisible gates. The difference was that by



1927 Yeats was considering the poet primarily responsible for

whatever insights arose from the words he used.

In the early poetry, Yeats's interest in the arrangement of _

words appeared to be focused primarily on the poet’'s power to
provoke an hypnotic trance as did his predecessors, tﬁe magi-
cians. In "The Symbolism of Poetry" (1900) Yeats explained:
“The pufpose of rhythm . . . is to prolong the moﬁent of con-
templdtion, the moment when we are both asleep and awake, which

is "the one moment of creation. . . .“60

Yeats held that an
anaiogous state could be achieved by rhythm in poetry, which

induces "that state of perhaps real trance, in which the mind

liberated from the pressure 6f the will is unfolded in symbo]s.”SI'

Further on in "The Symbolism of Poetry" Yeats referred to "those
wavering, meditative, organic rhythms" as "the embodiment of the
'imaginat'ion.”62

Yeats achieved a hypnotic rhythm in his early poetry

“through his use of long, aimost languid lines, frequent allitera-

tibn, and repetitions. “Into the Twilight," first published in
1893, is typical of both the method and the mood of Yeats's
eariy work:

Qut-worn heart, in a time out-worn,

Come ciear of the nets of wrong and right;

Laugh, heart, again in the grey twilight,

Sigh, heart, again in the dew of morn.

(Var., p. 147)
This poem.is heavily weighted with contraries--"wrong and right,”

"Laugh" and "Sigh," "twilight" and ‘morn“--but the overall medi-

tative tone precludes any suggestion of violent conflict between

-

-~
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the contraries. Here the contraries blend in a "grey twilight"
rather than clashing with the force of a 1ightning.f1ash. .‘

- In the major portion of the poetry written before 1902
quts the magician weaves a hypnotic fabric which shrouds the
worid of his creation. Thinly veiled allusions to dimly remem-
bered folk myths cast a §pe11 of enchantment over works like

The Wanderings of Qisin (1889). Only occasional flashes, like

the rage of the parrot in thq 1886 pdem "The Indian to his Love,"
break the dreamlike trance of Yeats's twilight settings. The
early poems induce a mood, but the mood is one of gentle melan-
choly. Even poems which treat of stark tragedies, like the
accidental infanticide in the 1889 "The Baliad of Moll Magee,”

do not provoke the intense emotion of later works.

The works in "From 'The Green Helmet and Other Poems'"
(1910) indicate the change in Yeats's poetry in their shortened,
predominantly monosyilabic Tines. The change must have been due
in part to Yea{s's heightened interest in dréﬁa, to which he
alluded in "The Fascination of What's Difficuit” (1910). VYeats's
work for the theater either 1eé to or coincided naturally with
an increasingly drametic format in his poetry. In "The Fascina-
tion of What's Difficult" the poet vows, "I swear before the
dawn comes round again / 1'11 find the stable and pull out the
bolt" (Var., p. 260). It is obvious ¥rom the context that Yeats
meant the "bolt" of Pegasus‘ stable, but the word may assume a
double meaning, for from this point on Yeats's poetry became
increasingly forceful. Instead of slow alliteration and somnam-

buiant rhythms, Yeats began to use violently ‘clashing contraries
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and strong repétitions to produce, as do the whirTing contraries

in Boehme's system, lightning bolts of resolution.

In 1913 Yeats wrote to his father, "Of.recent years in-

- -

stead of 'vision,' meaning by vision the intense realization of
a state of ecstatic emotion symbolized in a definite imagined

03 The twilit

region,/ﬁ have tried for more self portrajture.
dream worlds of the early poetry were giving way to a poetry of
new power which would keep the reader aware of the human ele-
ment in the artistic crea&ion. He still intended to capture
the essence of the trance experiance,. but his emphasis'shifted
to the means of '‘evoking that effect on the audience‘wh11e leav-
ing them a touchstone of reality through which meaning could
penetrate the trance-state and thus enlarge their vision.

L 2 '
"Pardon, 01d Fathers," the poem which prefaced Responsibili-

ties in 1914, illustrates the change in direction of Yeats's
poetry. This poem takes contraries for its subject matter, cbn-
trasting the outwardly directed careers of Yeats's ances tors
with his own vocation. Yeats's list of illustrious relatives,
with a capsule summary of the achievements of each, has the-same
vigor and hypnotic effect as a Bibiical genealogy. The a111t—‘
eration of bilabial plosives in the Tine "Pardon that for bar-
ren passion's sake" (Var., p. 270); with the apparent contra-
diction of the yoking of passion and barrenness, is an example
of the new strength in Yeats's poetry. As before, Yeats's
controi of the poem leads the reader inevitably to the point-

the poet wishes to make at the end, but the resolve of the final

Tine of this poem leaves the reader in a mood quite different

~



from the wistful longing of earlier poems. Yeats no Tonger
wishes to Tull the reader into a state of calm trance.
In the same vein; the dreams Yeats referred to in the next .

poem of Responsibilities, “The Grey‘RocH?“ are dreams to leave

the dreamer "dazed and terror-struck" (Var., #. 272). These
visions which the poet evokéd in 1914 stand in startling con-
trast to the fairy worlds he had conjured up in the 1895'poem
"To Some I have Talked with by the Fire" (Var., p. 136).
‘ "An Irish Aijrman Foresees his Death," first published in
1919, provides a concise example of the way Yeats used the con-
traries in conjunction with repetitions with variations to
produce an hypnotic effect punctuated by the resolution of the
ending of the poem. Yeats presented the airman's moment of
contemplation in which all-is indeed "balanced." The séries of
oppositions {;Eﬁgfirrevocably and 1nevitab1y to the finality of
£he last lines:

I balanced ali, brought all to mind,

The years to come seemed waste of breath,

A waste of breath the years behind

In balance with this Tife, this death.

(Var., p. 328)

”B}zantium” (1929) showed the alterations in the dream worid
Yeafgﬁéreated in his later poetry. The poet begins, 1ike the
hypnotist, by weaving a spell in which "“unpurged images of day— ‘
recede” (Var., p. 497). An unearthly vision is evoked in the
second stanza by a method similar to Boehmé's practice of amass-

ing descriptions. In The Dissolving Image Bernard Levine

called the technique an "evolutionary repetitiveness of image"

A
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and not;;t\l;;e syntax . . . conspiring with the rhyme, rhythm,
and alliteration of the. verse line, suggests the intended mys-
||64

tery by a virtua]]y hypnotic ¢ircularity of language.
Boehme's early works, the effect in “"Byzantium" is to create the
impression qf the writer fumb]ing to represent accurateTy a
vision which was not fully éomprehensibTe. The contraries of
“natural life and changeless art dominate alternate stanzas of
this poeml' In contrast to the ungovernable complexities of "The
fury and the mire of human veins," the second and fourth stanzas
present the dynami¢ stasis of art in which the u{timate con- ,

traries are resolved: ¢

* A mouth that has no moisture and no breath
Breathless mouths may summon; .
[ hail the superhuman;
I call it death-in-life and 1ife-in-death.
(Var., p. 497)

Like the apparent contradiction of the ice that burned in
“The Cold Heaven" (1912), the contrary qualities of the "flames
that cannot singe-a sleeve" in stanza four of "Byzantium" be-
4

speak the supernatural origins of the vision, recalling,
perhaps, the "dark fire" and the "light fire" of the opposing
triads of Boehme's Deity: ' .

At midnight on the Emperor's pavement flit

Flames that no faggot feeds, nor steel has iit,

Nor storm disturbs, flames begotten of flame,

Where blood-begotten spirits come

And all complexities of fury 1eave e

_ {var., p. 498)

The mood estabiished in "Byzantium" is no s1éep1ike calm; the

trance involved in this vision is "An agony". (Var., p. 498), so
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it is a relief when the fifth stanza brings the "turba," Boehme's
term for the breaking of harmony, the sinking into natural life
and the return to the ceaseless struggle of creating “Those

images that yet / Fresh images beget" (Var., p. 498). -

"Terrible Lightning"

i3

As "Byzantidm" illustrates, Yeats held that the greatest art
could achieve only momentéry stasis betwéen warring contraries.
The sudden flash of light frequently served in Yeaté's poetry
as the symbol of that "moment when vision comes to 6ur weariness

u63 Boehme, too, had used the lightning

1ike terrible lightning.
flash to exﬁresé the fleeting illuminating ‘glimpse of divine
harmony occaéiona11y afforded to human understanding:

As the lightning-flash arises within the

centre, and disappears again in a moment,

so it is with the soul. When during her

battle she penetrates through the ciouds,

she sees the Godhead 1ike a flash of light,

but the c¢louds of sin soon gather again a-

round her and cover her sight.. (Aurora 11-43)

Yeats was always interested in the occasional glimpses of
superhuman existence. In the early poems he depicted the other
world as a land of fairies and mythological creatures. As E11-
mann noted, "In his early work  Yeats conceives of the boundary
1ine between the worlds of completeness and incompieteness as
wilit, in his Tater work it is 1it by Tightning."®®

Significantly, the few references to the Tightning flash in

“the early poems connect the 1ightning to the creative word. The
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first reference was in "The Song of the Happy Shepherd" (1885).
In this poem, in the midst of typically fin-de-siecle melan-
choly for the past "antique joy," an image of the force of
the creative "Fiat" appears like a streak of'brilliant light:

The wandering earth herse]flmay be

Only a sudden flaming word,

In clanging space a moment heard,

Troubling the endless reverie.

(Var., p. 65)
The other ;xcept3on to the grey twilight of the early paetry is
in "Maid Quiet" (1892). Lamenting the loss of the still center
of reflection in this poem, Yeats asks, "Where has Maid Quiet
gone to?" There is a suggestion of internal turmoil in the
Tines "The winds that awakened the stars / Are biowing through
my blood." Here the lightning flash is the product of the words
created by the poet's anguish--"Now words that call up the
Tightning / Are hurtling through my heart" (Var., p. 171). 1In
an 18399 note to "Maid Quiet" Yeats made a significant statement
on his concept of the poetic image, demon;trating thét it is
Tike Boehme's flash of lightning in its momentary illumination.
"The image is an eternal act,” Yeats explained, “but our under-
standings are temporal and understand but a Tittle at a time"
(Var., p. 807).

Boehme had emphasized that the flash of light occurred only

at moments when contraries met and that it was actualized only

by deliberate seeking of opposition. In The Treatise of the

Incarnation the mystic explainea:
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There can be no life unTess'that form which
life is to issue is broken up in its form,

Everything has to enter i state of

anguish to attain the Tightning-flash, and
“ without this there will be no ignition.

(Incar. I 2-5)67 '

If one admits biographical elements in Yeats's artistic de-
velopment, his awareness of 1ightning_as the proper image for
the resolution of conflict might be traced to hié’Bwn awareness
of human sorrow and struggle which began with his hopeless court-
ship of Maud Gonne. In 1910, in the poem "Reconciliation,"
Yeats wrote:

Some have blamed you that you took away

The verses that could move ‘them on the day

When, the ears being deafened, the sight of
the eyes biind :

With lightning, you went from me.
(Var., p. 257)

*

Here the ]igﬁtnfng heralded the poet's loss, but it resembies

the flash of Tight in Tater poems in that it siﬁnaIed the moment
of change, when one stage (perhaps the romanticism of a young
lover) ended and Yeats became wiser and more mature in his
approach to 1ife. "Reconciliation" is foliowed almost immediate-

1y in the Collected Poems by "The Fascination of What's Diffi-

cult” (1910}, in which Yeats devoted himself resolutely to the
struggle to "pull out the bolt" (Var., p. 260).

"Paudeen (1914) was the first instance of brilliant light
used in Yeats's poetry in association with divine illumination.
In "Paudeen" the lightning is connected with a bird cry, which

Yeats had Tinked previously (in "The Everlasting Voices," 1896,
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"He reproves the Curlew," 1396, and "He thinks of his past
Greatness when a Part of the Constellations of Heaven," 1898)
to intimations of the world beyond. The initiatory momént de-
scribed in "Paudeen" is representative of Yeats's later poetry
-in that it was imitiated by the clash between the greatness of
Yeats's vision of the possibilities for Ireland and the sma]}-
mindedness of the Irish middle class represented by Paudeen the
shopkeeper. From "Paudeev“ onward the bird cry and the flashing
Tight were used 11terchawgeab]y in Yeats's poetry to signal the
moment of mystical ecstasy, the "sudden blow" which marks the
interpenetration of the human and the supernatural.

In "An Image from a Paa} Life" (1920), the flash of light ]
and the scream of a bird are joined again. Thi; poem begins with
the male speaker setting the scene for the sudden arising of
the image:

The elaborate starlmght throws a refiection

On the dark stream, 7

T111 all the eddies gleam;

And thereupon there comes that scream

From terrified, invisible beast or bird.

.(Var » p- 389)
Both are associated in the poem with the sudden “Imége of poig-
nant refiection" (Var., p. 389).

Like the revelations granted to Boehme and like the "eter-
nal act" which is Yeats's image, this “Image from a Past Life"
is not immediately comprehensible. The female speaker exper-
iences the‘intense feeling the poetic image is meant to evoke,

but she cannot explain the origins of her emotion--"I db not
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know, that know I am afraid / Of the hovering thing night brought
me" (Var., p. 390). |

“"Cooie Park and Ballylee, 1931" was another instance of the
connection between Yeats's bird symbol and the flash of light.
Here,'as in the earlier “Aq Image from a Past Life," Yeats
specificaliy declared the bird and the Tight embiematic without
unduiy prolonging the moment by analyzing the significance of

the image:
&

At sudden thunder of the mounting swan

I turned about and iooked where branches
break .

The glittering reaches of the fiooded lake. .

Another emblem there! (Var., p. 490)

Boehme had used a similar image of sunlight flashing on

water to express Adam's prelapsarian reproduction. In The

L8

Mysterium Magnum the mystic explained that if Adam had resisted

femptation,.birth would have been "not by a sundry peculiar

Issue from Adam's Body, as now, but as the Sun shines entirely

through the water, and rends {or tears) it not" (Mys. Mag 18-10).
In "Supernatural Songs" (1934) Yeats used a flash of light

or a bird cry for that moment of sexual union which was for him

a correspondent of the "spiritual excitement" of the resolution

- of contraries. He announced the significance of the light in

the first poem, "Ribh at the Tomb of Baile and Aillinn," proba-

bly following Swedenborg's description of the coupling of

angels as a flame to make the sudden Tight the product of

perfect union:
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" There is no-touching here, nor. touching there,
Nor straining joy, but whole is joined to whole;
For the intercourse of angels is a light
Where for its moment both seem lost, consumed.
(M-s p- 555) -

"Ribh Denounces Patrick," the second of "The Supernatural
Songs," advances the concept that the intercourse of man and
woman is a "copy" of the way "Godhead begets Godhead." Their\
uhign is @ blaze of fire, a “conflagration" which imitates the
unity of the Deity (Var., p. 556}. The ecstasy of Ribh, a sub- .
ject of the third song, is like Boehme's;mystﬁca1 experience
and 1ike Yeats's accountiof the origin§ of A Vision in its in-
effability. Like Boehme, Sibh ¢laims sudden insight into the
inner harmony of God. When "Godhead on Godhead in sexual spasm
begot / Godhead" the moment was annohnced again by supernatura]‘_
cries (Var., p. 557). The fourth poem of this series, "There,"

is a concise expression of the final resolution of the contraries:- (’

There all the barrel-hoops are knit,
There all the serpent-tails are bit, =
There all the gyres converge in cne,
There all the planets drop in the Sun.
(Var., p. 557)
The second Tine of the above poem is reminiscent of the "Spire of
a Serpent" which Law used in one-of his illustrations of Boehme's
principles. {See Appendix, Figure IV.)
A symbol related to the lightning flash in Yeats's poetry
is a star, as used, for example, in the opening lines of “The

Mother of God" (1932), where the "fallen flare / Through the

hollow of an ear” (Var., p. 499) signals the joining of God
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and mortal, the instant when the antinomies of eternal nature
. and physical nature merg;;:; usher in a new age. In a 1934
note to "The Mother of God" Yeats explained the opening image .
as a reference to the Incarnation drawn from his memory of a

Byzantium mosaic which represented the Annunciation by a "line
| drawn from‘a star to the ear of the Virgin." Yeats placed a
poei's emphasis on John's account of the Incarnation, saying,
“She (the Virgin) conceived the Word, and therefore through the
ear a star fell and was born" (Var., p. 332);

This shooting star was a complex symbol for Yeats, carrying

associations with several diverse traditions. In The Identity

of Yeats Ellmann provided a concise analysis of "Two Songs from
a Play" (1926, except the last stanza of the second song, which
was written in 1931). In the first of these two'poems, taken

from,the play The Resurrection (1927), Yeats's reference to

"that fierce virgin and her Star" (Var., p. 437) suggests what
E1}mann called "a 6ara11elism and even identity between the
three pairs, Astraea and Spica, Athena and ﬁionysus, and Mary

and Christ.“68

In this poem Yeats uses the virgin and the star,
common elements in all three stories, to reinforce his cyclical
view of history by showing the correspondences among the events
which announced each new revolution of the gyres.

The second poem of "Two Songs from a Play," as Unterecker
pointed out, "draws paraliels between the cycles each man exper-

iences in his life dh& those large historical ones. "% The

H

final stanza of this poem (1932) proposes Yeats's theory that

every entity completes itself by an encounter with its anti-self
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and the result of these warring contraries within "Man's own
resinous heart" is a sudden flash of light in the darkness:

Everything that man esteems

Endures a moment or a day.

Love's pleasure drives his love away,

The painter's brush consumes his dreams;

- The herald's cry, the soldier's tread

Exhaust his glory and his might:

Whatever flames upon the night

Man's own resinous heart has fed.

(Var., p. 438) '
- An allied use is Yeats's reference in the 1935 poem "Parnell's
Funeral" to the shooting star confirmed by mourﬁé}s at the
burial of the Irish leader. -Like the star depicted in Byzantine
mosaics, the star that pierced the clouds above Parnell's grave
signaled the “"reversal of an age" for Yeats (Var., p. 541).
Also, Yeats may have been aware of the legend that a new star
"mysticaily appeared“ as a herald of Boehme's birth, because
this informaizfﬁ 1s in-the Law edition.70

*Vacillation," the 1932 poem discusSEd in Chapter III as

being replete with examples of the oscillation between con-
traries, also has several images of the flash of light with
which the varjous contraries are momentarily resolved. Just as
Yeats ranged through history to provide examples in this poem of
violent conflict between opposites, so he may have drawn upon
- various mystic traditions for his images of fire and light as

the illumination of revelation. The first reference in "Vacil-

lation" is a direct statement:
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A brand, or flaming breath,
Comes to destroy

A1l those antinomies

Of day and night : . . .
(Var., p. 500?

The contrast of this fiery resolution with the end of the 1897
. : A
poem “The Blessed," where the end of the world was presented as

an "ebbing away / In twilights of dew and of the fire” (Var.,

1
L

p. 168), shows the development of Yeats's light imagery.

The next reference to flashing light in “Vacillation" is
to the "glittering flame" that'forms one-half of the doubie
tree familiar to occuiﬁggts and folklorists. The poet hangs
an image at the meeting.place o% these two extremities. A
final Tight image appears in the seventh section of the poem
_ which uses’in a dialogue bétween Soul énd Heart the Biblical
image of the burning coal as the brand which purified Isaiah
and marked him as a chosen.man’ of God. The ineffable fire of
the prophet’s vision is the me&ns of redemption. Soul proclaims,
“Look on that fire, salvation walks within" (Var., p. 502). But
the poet %aces "The Choice" between giving himself over to mys-
tical ecstasy--"Struck dumb in the simplicity of fire!" (var., .,
p. 502)--or remaining "unchristened" and following Homer in
the poet's searc@ for a theme./ The boem ends with the regretful
rénunciation of the way of the saint. P}esumably the poet will
resume instead the vacillation between extremities which pro-
vides his “theme" (Var., p. 503). |

“Vacillation" also contains an account of a personal

visionary experience reminiscent of Boehme's moment when the
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sunlight gleamed on the pewter piate in his cobbler's shop.
In this instance, the image of lightning is evoked by the
description of the poet's body, which "of a sudden blazed":

While on the shop and street I gazed

My body of a sudden blazed;

And twenty minutes more or less

[t seemed, so great my happiness,

That I was blessed and could biess.

(var., p. 501)

"Stream and Sun at Glendalough" recounts a similar vi-
sionary experience. Here the poet, like Boehme, seems to have
accepted the ecstasy wrought in the flash of 1ight'as a sign
of election. The fiash of 1ight was produced by the "intricate
_ motions” of the natural contraries of "Stream and gliding sun"
(Var., p. 506). Perhaps this poem offers the poet's alterna-
tive to the "born again" confidence of the saint, for Yeats
asks:

What motion of the sun or stream

Or eyelid shot the gleam

That pierced my body through?

What made me live 1ike these that seem

Self-born, born anew? (Var., p. 507)
in the "lLast Sbems" there is a final deveiopment in Yeats's
use of the image of sudden light. In these poems, publisted
Setweeri 1936 and 1939, the flash of 1ight indicates something
deeper than sudden inspiration or momentary reconciliation of
opposites. At the end of his career Yeats used the sudden blaze

as an image of the hard-won "tragic joy" born of an old man's

knowledge of the constant oscillation between extremes. Such is
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the implication of the reference in “"Lapis Lazuli" (1938). This

treatment of the nature of great art is one of the most perfect- -

1y realized demonstrations of the method under discussion.
Yeats's use of the voice of an artist regarﬂing a stone carving
of wisemén contemplating the art of a musician aptly illustrates
that "mirror on mirﬁot mirrored is all the show" (Var., p. 610).
"Lapis Lazuli" celebrates the triumph of art over the pendulum
swings of history. Here Yeats used the image of "Heaven blazing
into the head" for the "tragic joy" achieved through art (Var.,
p. 566). Yeats's piece of lapis lazuli is no Grecian urn: thfs
poem does not ce]ebréte the permanence of art; rather it pro-
claims the glory of ért in its ability to hold the contraries in
momentary stasis--"All things fall aﬁd are built again, / And
those that build them again are-gay" (Var., p. 566).

The ultimate exaltation in his 1ife as an artist'may‘we11
be Yeats}s dgpiction of himself as the carnival character
Malachi Stilt-Jack in "High Talk," a poem written in December,
1938. The name Malachi, adopted by the anonymous author of ?he
last book of the 01d Testament from the Hebrew expression for
“My.Messenéer,“ recalls that transitional figure from the Bible
who concludes the reveiations of the old order and anticipates
the coming of the new order of Christ. By using the name in
“High Talk" Yeats may have been alluding to an ending and new
beginning in his own existence. The comic persona of this poem
carries more of the baiety of final reso}ution than the horseman
from Yeats's epitaph, who is admonished to "cast & cold eye" on

fhe contraries of 1ife and death (Var., p..640). Here, in glory,
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the pBe% prociaims his own "Aurora“--‘“night splits and the dawn
breaks loose" (Var., p. 623). One month before his death Yeats
was finally at the center of the lightning flash as he strode on
the *high stalks" of his art. Although the doctrine of con-
traries demanded that the imagination establish ancthor and

yet another reversal, "High Talk" is a fitting final view of

the poet advancing exultant "through the terrible novelty of

Tight" (Var., p. 623).
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Figure I

The Eternal Unity, or Oneness

- Figure I of Law's Illustrations of the Deep Principles of Jacob
Behmen in Thirteen Figures in Vol. II of The Works of Jacob_Behmen.

. ~

K4



Figure II

The Looking-Glass of Wisdom
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Figure III _

The Conjunction of the Contraries

Figure X of Law's Illustrations of the Deep Princip1es of Jaqob
ﬁmen in Thirteen F1gures 1P Works. .




- . . Figure IV

The Multi-Scaled Serpent at the Heart of Man

The Second Table of Law's Illustrations of the Deep Principles of
Jacob Behmen in Vol. III of The Works of Jacob fehmen. -




Figure IV .

The Multi-Scaled Serpent at the Heart of Man

The Second Table of Law's Iliustrations of the Deep Principles of

Jacob Behmen in Vol. III of The Works of Jacob Lehmen.
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Figure 1V

The Multi-Scaled Serpent at the Hea#t of Man
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Figure IV

. _ Thg Multi-Staled Serpent at the Heart of Man

The Second Table of Law's Iilustrations of the Deep Principles of

" Jacob Behmen in Vol. II1I of The Works of Jacob Lehmen.



Figure V

The Lightning Flash
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