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CHAPTER I 

INTRODUCTION: IN SEARCH OF MEANING 

Before his death in 1939, William Butler Yeats had 

become recognized as "the greatest poet in the English 

language that Ireland has ever produced."•*• Such praise— 

Indeed, such a position—was never the end toward which 
2 

Yeats worked, for he was "not ambitious." His deserving 

of such laud is only a by-product of his search for the 

realltltes which exist beyond the world of objects, the 

"burled reality," as he calls it, from which "divine life" 

is called into "outer life" only by philosophy.-^ His prime 

concern was always with the harmonizing patterns which 

force life into a unified whole, and this abounding Interest 

in the truths which transcend a life of appearance was begun 

early in his career as a man of letters. 

Yeats published his first poems in 1885, and after that 

time he lived his life in search of truth and unity through 

poetry. His search, however, was burdened by his own con

flicting interests, which seemed to him to be a maze of 

directionless entitles. As the aging Yeats, pen in hand, 

looked back upon his early life he was more consciously 

aware of the significance of a youthful experience which 

was to dominate his suceedlng years: 

One day when I was twenty-three or twenty-four this 

1 



sentence seemed to form in my head, without my willing 
it, much as sentences form when we are half-asleep: 
'Hammer your thoughts into unity.' For days I could 
think of nothing else, and for years I tested all I 
did by that sentence. I had three interests: CsicJ 
Interest in a form of literature, in a form of phi
losophy, and a belief in nationality. None of these 
seemed to have anything to do with the other.^ 

Thus began Yeats' conscious search for an element to har

monize the three factors which composed his essential being. 

What Yeats sought, mainly, was an image, or symbol. 

He believed so strongly in the efficacy of an image to 

reveal the significance behind life's mysteries that during 

his middle years he could write: "Nations, races, and 

individual men are unified by an image, or bundle of re

lated images, symbolical or evocative of the state of mind, 

which is of all states of mind not impossible, the most 

difficult to that man, race, or nation."^ Some years before 

he made this statement, he expressed his feeling that the 

truth he sought would come to him "like the subject of a 

poem, from some moment of passionate experience," and that 

it would come to him in the form of an image, because the 

passionate experience cannot be separated from the image 

which "gives it expression."^ Furthermore, he believed 

that the Images carried with them profound states of the 

soul (p. 35^)- The unifying element, the image, which 

Yeats sought should, he felt, have spiritual significance; 

hence, poetry became, for Yeats, a religion, the means to 



the truth contained in "buried reality." 

By the end of his life, Yeats had apparently found 

the truth he sought, had managed to unify his three major 

interests and to achieve the spirituality at which he 

aimed. Fourteen days before he died, he wrote Lady Eliza

beth Pelham, anticipating his death, and said, "I am happy. 

It seems to me I have found what I wanted."^ What Yeats 

had found was a philosophical system with religious over

tones which he formalized in his book, A Vision. Yeats 

himself explained the general nature of the book in a 

letter to his father: "Much of your thought resembles 

mine. . • but mine is part of a religious system more or 

less logically worked out. A system which will, I hope. 

Interest you as a form of poetry. I find the [̂ sic] setting 

it all in order has helped my verse, has given me a new 
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framework and new patterns."^ When he sent the introduction 

to A Vision to Ezra Pound for examination, Yeats stated 

that the book would "proclaim a new divinity." As Yeats 

would have claimed, the book is an attempt "to express a 

something that lies beyond the range of expression."^ 

A Vision^ then, became the bible to Yeats' poetry, 

and it provided him with many images of the sun and the 

moon as expressions of spiritual situations. The book was 

published in 1925; however, Yeats had been using the Images 

of the sun and the moon in his poetry as early as 1885. 



This curious fact gives rise to the question, does the use 

of the sun and the moon images in Yeats' early poetry have 

any part In the development of Yeats' philosophical system 

as it is embodied In A Vision? 

Critics have often recognized that many of the poems 

which Yeats wrote after the appearance of A Vision draw 

their philosophical basis from this book. However, only few 

critics have studied the relationship between the earlier 

poems and the images and philosophical content of A Vision. 

In talking about A Vision^ Graham Hough claims that the 

interesting aspect of the book is that its "symbolism 

expresses few ideas of which we have not already had hints 

in Yeats' earlier work, sometimes very long ago."-̂ ^ Thomas 

Parkinson points out that "no particularly careful scrutiny 

has been devoted to the key symbols of the system as they 

appear in his early poems. The sun and the moon repre

senting basic antinomies in his experience, appear inter

mittently in the verse from I890 on, and, until his marriage 

in 1917 and the consequent work on A Vision^ the symbols 

conveyed meanings rather more fixed than one would expect." -̂  

Neither of these critics, however, studies the sun and the 

moon images in Yeats' early poetry for their meanings in 

terms of A Vision. Hough makes his statement in passing, 

and Parkinson emphasizes the biographical and stylistic 

significance of the early poems rather than the philosoph-



leal significance. 

It is, therefore, the purpose of this paper to present 

a study of the sun and the moon images in Yeats' early 

poetry in order to determine whether they rel.̂ te to his 

formalized philosophy. For the purpose of this paper, 

Yeats' early poetry is considered to be all the poetry 

which he wrote before 1917. The reason for this particular 

division is that in February of 1917 Yeats published Per 

Arnica Silentla Lunae^ which contains the theory of anti

thetical man and marks the point at which he began to 

establish the philosophy which resulted in A Vision. With 

1̂ -the exception of some long dramatic narratives, all the 

poems containing Images of the sun and the moon which appear 

before 1917, then, will be studied; and the images will be 

examined for their essential meaning in the poem. Because 

Yeats extensively revised his work, all of the revised sun 

and moon images will be examined for any changes in meaning. 

Finally, the meaning of both the original version and the 

revised version of the images will be compared to the mean

ing of the sun and the moon images of A Vision. Such an 

examination will show the essential development of Yeats' 

philosophy, a development which Yeats himself was not 

entirely conscious of despite the fact that he was attempting 

to hammer his thoughts into unity. 

Before any judgment can be made of a relation between 



Yeats' early poetry and his philosophy, one must know the 

basic ideas which are contained in A Vision. The philo

sophical content of A Vision,, then, is the subject-matter 

of the following chapter. 



CHAPTER II 

YEATS' VISION 

Yeats' A Vision is. Indeed, his attempt to find a 

system of thought which would express the Inexpressible 

and which would unify the divergent aspects of human life. 

As such, A Vision is closely related to his aesthetic 

theory, part of which explains the purpose of the book. 

Yeats felt that "no art can conquer the people alone—the 

people are conquered by an ideal of life upheld by author

ity." Furthermore, he believed that "as this ideal is 

rediscovered, the arts, music and poetry, painting and 

literature, will draw closer together" (p. 298). For Yeats, 

the authority was the spirituality which pervades human 

life and Imposes upon man a desire to reconcile the real 

and the ideal. The reconciliation of these opposltes is 

precisely the thought which underlies A Vision. 

There are two general parts to Yeats' philosophical 

system: a classification of humanity and a method of deal

ing with history. Of the two parts, this paper is concerned 

only with the first. Yeats divides all human activity into 

the twenty-eight cycles of the moon (See the diagram on the 

following page). Phase 1, vrtiich is represented by the sun, 

is complete objectivity. On the lunar wheel. Phase 1 is a 

black circle, indicating the absence of the moon. The moon, 

which is at Phase 15, represents subjectivity. Humanity 

7 
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THE LUNAR WHEEL 

Breaking of Strength 

East 

North 

Complete 
Objectivity 

) \ S 
South 

/' 7 

Complete 
Subjectivity 

West 

Discovery of Strength 

With the exception of Phases 1, 8, 15, and 22, all 
phases are represented by a crescent moon. On this diagram, 
only the phase numbers appear. 



moves generally in a counterclockwise direction from Phase 

1 to Phase 15, then on to Phase 1 to complete the cycle. 

Presence in each phase, except Phases 8 and 22, is indicated 

by a crescent, which shows the Interplay of objectivity and 

subjectivity. There is no crescent at Phases 8 and 22; 

Instead, the circle is half black and half white, indica

ting an equal amount of objectivity and subjectivity. From 

Phase 22, moving to the left to Phase 8, the crescent is 

falling; and this section of the diagram indicates presence 

in the Primary Phases, states in which the movement is 

either toward or away from the supernatural. Phase 1. From 

Phase 8 to Phase 22 the crescent is rising, indicating pres

ence in the Antithetical Phases, states in which the move

ment is either toward or away from the ideal situation in 

the temporal world. Phase 15. 

It is obvious that Yeats has built his system of phi

losophy on the antithesis inherent in the lunar cycle, but 

the meaning of the philosophy is less obvious. The general 

theme of A Vision is the struggle between the spiritual and 

the temporal aspects of man. Yeats is primarily concerned 

with the soul, and he explains his philosophy through the 

incarnations of one soul. When the soul begins its incar

nations, it has only potentialities; and it must strive to 

know Itself through objective reality. As the soul goes 

through its many incarnations, it must rid itself of all 

things which do not contribute to its essence so that its 
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physical manifestation (the body) can become the absolute 

image of its spiritual essence. During its struggle to 

know Itself, the soul aims at self-expression, and it at

tempts to find the truth which is relative to itself. To 

this point in the cycle, the soul's motivating force is 

subjectivity, for "it sought itself;" but from this time 

on its motivating force is objectivity, for it seeks "the 
2 

world." The soul's task now is to rid Itself of its sub

jective image in order that it might see the world as it 

actually is, and its ultimate aim is to find the truth which 

is absolute and applicable to all men. Through its many 

incarnations, the soul grows more detached and self-denying 

until it is completely submissive to the will of God, at 

which time the soul, tempered by its experience in somewhat 

the same sense as the Platonic doctrine of Innate reminis

cence, begins a new cycle. Through one complete cycle, 

then, the soul receives an insight into both the temporal 

world and the spiritual world; and it becomes the inherent 

desire of the soul during other incarnations to fulfill its 

spiritual essence in objective reality, a desire which is 

Impeded by the conflicts of antipodal forces. 

As the soul goes through its many Incarnations, its 

special aims and circumstances are shaped mainly through 

the force of its four faculties in its past lives. These 

faculties Yeats calls Will, Mask, Creative Mind, and Body 

of Fate. As Yeats explains them: 
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The Four Faculties are not the abstract categories of 
philosophy, being the result of the four memories of the 
Daimon or ultimate self of that man. His Body of Fate, 
the series of events forced upon him from v/ithout, is 
shaped out of the Daimon's memory of the events of his 
past incarnations; his Mask or object of desire or idea 
of the good, out of its memory of the moments of exalta
tion in his past lives; his Will or normal ego out of 
its memory of all the events of his present life, whether 
consciously remembered or not; his Creative Mind from its 
memory of ideas—or universals—displayed by actual men 
in past lives, or their spirits between lives.3 

On Yeats' lunar cycle, the two groups of antipodal 

forces, (1) Will and Mask and (2) Creative Mind and Body of 

Fate, never coincide with their opposite; i.e.. Will, 

although it "contemplates" Mask, is always opposite Mask, 

and so with Creative Mind and Body of Fate. However, there 

are two points at which a pair of the forces meet and create 

a balance. The soul achieves self-realization when Will and 

Creative Mind meet at Phase 15, which is called "Unity of 

Being," where mind is completely absorbed by being: "Thought 

and will are Indistinguishable, effort and attainment are 

indistinguishable." Phase 15, then, indicates the ideal 

situation in a real environment, or a supernatural achieve

ment in the natural, in "a world where every beloved image 

has bodily form" (p. I36); and it is iraaglzed or symbolized 

by the full moon. The second point at which a balance 

occurs is at Phase 1, where Creative Mind and Will again 

meet and where "body is completely absorbed in its super

natural environment" (p. 183). Phase 1, then, is a state 

of complete objectivity and passivity; and mind and body 



12 

are submissive to supernatural manifestation, which is the 

"final link between the living and more powerful beings" 

(p. 183). The image at Phase 1 is the sun.^ 

Thus, in A Vision, Yeats has created a philosophical 

system which contains ideas that enabled him to express 

spirituality, the eternal and the temporal, and the ideal 

and the real in terms of Images of the sun and the moon. 

However, these ideas are not new and original with Yeats 

In A Vision; in fact, their seeds, at least, can be found 

in his own poetry beginning with some of his earliest work. 



CHAPTER III 

AN ANALYSIS OF TIiE EARLY POEMS 

Yeats' A Visiop is the product of ideas born in his 

youth and fully realized only in his maturity. Yeats' own 

account of the origin of A Vision^ however, might deny such 

a statement, for he claimed that through his wife as a me

dium of automatic writing he communicated with certain 

spirits who came to give him metaphors for poetry. He ex

plains that "the unknown writer," as he sometimes called 

the spirit, "took his theme at first from my just published 

Per Arnica Silentla Lunaej" giving his "elaborate classifi

cation of men" and supporting his classification by a "series 

of geometrical symbols." Perhaps the whole matter of auto

matic writing is a case to be understood only through 

abnormal psychology or through theories of the unconscious, 

and one would hardly deny a person his own explanation of 

the origin of that person's ideas. However, the fact is 

that the central ideas and Images of A Vision^ those ideas 

and images without which the book could not have come into 

existence, appear first, not in Per Amica Silentla Lunae^ 

but in Yeats' earliest poetry; furthermore, they permeate 

the poetry which appeared before the publication of Per Amica. 

Much of Yeats' early poetry is steeped in Irish mythol

ogy. Because Yeats felt that myths in general contain a 

hidden wisdom, it became his task to find that wisdom in 

13 
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various Irish myths and to express it in his poetry with 

applicability to his own time as well as to the past, f His 

own definition of fairies is that they are "the lesser 

spiritual moods of that universal mind, wherein every mood 

is a soul and every thought a body.""̂  Thus, fairies and 

other manifestations of a supernatural nature permeate his 

poetry and help to convey the meaning of the poems. 

[One of Yeats' earliest poems, "Song of the Faeries" 
If 

(pp. 6^3-6^^), which appeared in 1885, reflects both his 

use of myth and his use of the sun as a reference to the 

supernatural; and the poem fits well into the philosophy of 

A Vision. Although the poem has no suggestion of reincar

nation, it strongly Implies the state at Phase 15 and the 

significance of the image of the sun as the supernatural 

state at Phase 1. As the fairy sings a song implying a 

comparison between man, who "has the fields of heaven," 

and "soulless" fairies, the ideal situation at Phase 15, 

the fusing of the natural and the supernatural, is created. 

It is the singing fairy's desire to stir wisdom into activ

ity, or into being, for he exhorts his brother fairies to 

dance "And shout at the wisest owls. . . and startle the 

naps of the dreaming water-fowls" (11. 10-12), both the owls 

and the water-fowls being symbols of wisdom. 

Furthermore, the fairies will dance "where the yellow 

lance/ Of the barley shoots in the sun" (11. 7-8). Through 

the use of the sun here, the regenerative principle comes 
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into play, and the whole poem becomes, actually, a song 

suggesting that man fulfills his spiritual destiny through 

wisdom on earth. Wisdom could be of no use to the fairies, 

for they are soulless "As a leaf that is old, and withered, 

and cold" (1. 3); but man "has the fields of heaven" with 

which to concern himself. The sun, then, becomes symbolic 

of spiritual regeneration, as well as physical regeneration, 

both of which are accomplished at Phase 1 on Yeats' lunar 

wheel. 

In 1886, the year following the appearance of "Song 

of the Fairies," Yeats published four poems significant 

to this study. In this group of poems, Yeats is concerned 

with the moon as a poetic device. For the subject of one 

of these poems, "On Mr. Nettleship's Picture at the Royal 

Hiberraan Academy" (pp. 688-689), he was inspired by the 

painting of a friend of his father. Although the poem is 

one of a descriptive nature, Yeats writes in much the same 

style as the French symbolist, finding some meaning of the 

world beyond reality through a description of a simple 

objective entity. In fact, Yeats sees in the picture much 

of the same sense of determinism with which A Vision is 

replete. 

In "1^. Nettleship's Picture," Yeats propounds the 

theme of death but without the theme of spiritual re£:ener-

ation. He describes a dying Lioness, licking her cub, while 

her mate, who is affected by the "touch of the unlmown" (1. 7) 
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bemoans her state. As the Lion stands there, crying low, 

a fire is "Re-shinning in his eyes" (1. 12). The scene 

occurs while "the sickle of the moon sails on," and Yeats 

goes on to moralize, fusing the natural and the super

natural: 

So ever 
The flaming circle of the outer Law 
Nor heeds the old, dim protest and the cry 
The orb of the most inner living heart 
Gives forth. He, the Eternal, works His V/ill. 

(11. 12-16) 

The poem is an explanation of death in rather orthodox 

terms; but the situation in the poem is very much akin to 

any position somewhere between Phases 8 and 15 on the lunar 

cycle, phases which are symbolized by a crescent moon and 

which Indicate a growing subjectivity. Although the figures 

in the poem are animals, Yeats uses a strong sense of per

sonification; and the whole temper of the Lion is that of 

a human being who is too subjectively Involved to see the 

greater design behind the universe, to see the supernatural 

at work in the natural. 

Perhaps the objection could be raised that Yeats is 

not primarily responsible for the image of the crescent moon 

in this poem. However, despite the fact that the crescent 

moon is part of the painting, the philosophical content of 

the poem was awakened within Yeats by the whole picture. In 

this sense, one can no more claim that the image is an acci

dent than he can claim that the unconscious is an accident. 

The second poem published in 1886, "Remembrance" (rp. 
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70^-705), which contains an image of the moon is an Italian 

sonnet; and in this poem, as in "Mr. Nettleship's Picture," 

the general theme is death. More specifically, however, the 

theme is the union of souls after death. In the octave, the 

the theme of yearning for a past acquaintance is set as the 

poet prepares for death. He attempts to "remember thee" 

during this "crescent night" (1. 2) while Grave-eyed hours" 

(1. 5) approach and "while fades in flight/ The honey-

hearted leisure of the light" (11. 6-7). In the sestet, the 

poet's yearning is eased when his soul rises up and touches 

the "spirit of a star/ Enfolden in the shadows of the East" 

(11. 10-11). The poet's soul contacts the spirit of the 

star (1. 13), which heavily implies communion with Christ; 

and the result is reunion in death: "far/ In space, made 

equal with a sigh, we met" (11. 13-1^). 

The ambiguity of the "thee" and "we" of the poem is 

unimportant here; what is important is the image of the 

moon, which fits into the lunar cycle in the proper place 

to express a passing from the natural realm into the super

natural realm. The crescent moon is fading in flight, and 

on Yeats' lunar wheel it would be located somewhere past 

Phase 22, very close to Phase 1, where souls meet in the 

supernatural. 

In the third poem of 1886, "The Indian Upon God" (pp. 

76-77), Yeats expresses a principle which is to be found at 
l 

Phase 15 on the lunar cycle, the fusion of the supernatural 
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in the natural (or the meeting of Creative :Und and Will) 

in which one learns a subjective truth. As the Indian walks 

along the water's edge in the "evening light" (1. 2), he 

passes a moorfowl, a lotus, a roebuck, and a peacock. Each 

entity expresses his view of God, revealing his belief that 

God is created in his own likeness: to the first, God is 

an undying moorfowl" (1. 7); to the second, "I am in Kis 

image made" (1. 11); to the third, "He is a gentle roebuck" 

(1. 15); to the fourth, "He is a monstrous peacock" (1. 19). 

From his experience, the Indian learns that the anthropo

morphic concept of God is inaccurate; and the whole scene 

occurs under the evening light in the fullness of the moon, 

for, as the moorfowl explains, "the moonbeams [comej from 

His eye" (1. 8). 

In the fourth poem of 1886, "The Stolen Child" (pp. 86-

89), Yeats expounds the theme of escape from life, fusing 

again the natural and the supernatural, A child accepts the 

temptings of fairies who lure him to an Island where reality 

becomes distorted: "Where the wave of moonlight glasses/ 

The dim grey sands with light" (11. 13-1^). The fairies 

promise that the child will forget the world "full of weep

ing" (1. 11) by participating in "olden dances" (1. 17) "Till 

the moon has taken flight" (1. 19). The child is lured away, 

and, "solemn-eyed" (1. ^-3), he goes with the undying and 

immortal fairies, leaving even the human peace and tranquil

ity of the real world: 
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He'll hear no more the lowing 
Of the calves on the warm hillside 
Or the kettle on the hob 

Sing peace into his breast. (11. hh~h7) 

What the child is escaping to is the supernatural, 

and the poem ends in the movement toward immortality as 

seen through a vision in the real world. The scene of the 

dance as described by the fairies would take place, no 

doubt, under the full moon, where the supernatural and the 

natural combine on the lunar cycle at Phase 15. Although 

the fairy's statement that they will dance till the moon 

takes flight is a fairly literal one, indicating that the 

dance will continue till daybreak, it is also symbolic of 

the "fading moon" (a crescent), somewhere beyond Phase 15 

on the lunar cycle where the soul's purpose is to rid 

Itself of all aspects of temporality in order to grow in 

spirituality. The whole movement of the poem, then, is 

toward Phase 1, where the sun represents the soul being 

acted upon by pure spiritual essence. 

It would appear that by the year after the appearance 

of his first poems in 1885, Yeats had a substantial body 

of ideas sufficient to establish the philosophy which he 

finally did begin to formalize in 1917. Obviously, he did 

not yet recognize the potentialities of his own thought, 

which grew on much the same line during following years. 

In 1887, Yeats published three poems that contain 

Images of both the sun and the moon, and they become 



20 

significant to the development of his philosophy. In "A 

Dawn-Song" (pp. 705-706), Yeats returns to the theme of the 

sun as a regenerative element as he had expressed it ear

lier in "Song of the Fairies;" but this time he works the 

theme into the thought that the ideal union of lovers is 

achievable only in the outer realm. "A Dawn-Song" pictures 

a group of people walking "two and two" (1. 7) in the early 

morning. The earth Is "All heaven's floor" (1. 11) upon 

which wake the heron (1. 17), and "Half asleep the old cow 

crops/ In the fairy-haunted rath" (11. 20-21) while the sun 

heats the earth and other natural elements die: 

From the waves the sun hath reeled. 
Proudly in his saffron walking; 
Sleep in some far other field 
Goes his popples now a-hawklng. (11. 1-̂ -) 

The theme of death and rebirth permeates the poem, 

and in the last stanza it is applied to the primary couple 

of the group, the "Gayest wanderers" (1. 31)? with the 

thought that a real achievement of union is accomplished 

in death: 

For your feet the morning prayeth: 
We will find her favorite lair, 

. . . 

V/hile the morning star decayeth 
In the bosom of the air— (11. 25-26; 29-30) 

The image of the sun in line one, then, and the impli

cation of the rising sun in the lines above, fit well into 

the meaning of the sun image at Phase 1 on the lunar cycle: 

together they symbolize the supernatural realm, the only 
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place where the ideal is achievable and where souls amy 

meet in perfect union. 

In "The Fairy Pendant" (pp. 706-708), there is an 

elemental difference by comparison to the earlier poems, 

"Song of the Fairies" or "The Stolen Child." The fairies 

in the latter two poems are creatures of the supernatural, 

unaffected by human qualities. In "The Fairy Pendant," how

ever, two of the fairies have left the band and have assumed 

human feelings and motivations. As the band attempts to 

convince the two wayward fairies that they should return to 

their proper realm, the first fairy shows her contempt for 

the group by condemning their "pitiless place" (1. 30), 

where "pitiless magic" (1. 31) has bound the fairy group. 

On the other hand, the second fairy, held by Intellectual 

curiosity, refuses to go because she would learn the secret 

to the mysteries behind the real world: she would "ponder/ 

The history here in the stone now" (11. 13-1^); she would 

"measure the mind of the flowers" (1. 17) and remain where 

there are "longings for aery/ Wild wisdoms of spirit and 

tongue" (11. 26-27). Finally, the second fairy Is won over 

by the exhortations of the band to come dance "while the 

moon's in the woodland" (1. 9) and their chorlc warnings 

that they are "wasting away;" however, the first fairy re

mains and rebukes the whole lot. As the group leaves to 

partake of its festivities, they point out to the second 

fairy that the bitter fairy "is wasting away, little fairy" 
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(1. kC). 

By contrasting elements within the sarre group, then, 

Yeats works on the theme of the search for knowledge; and he 

implies, mainly through the chorlc warnings of the fairy 

band (especially the last line), that knowledge is to be 

achieved by the second fairy; her curiosity is to be satis

fied through association with the supernatural entities 

under the moon which lights the woodland. There exists in 

"The.Fairy Pendant," then, the principles related to Phase 

15 on Yeats' lunar cycle. 

"The Maddness of King Gall" (pp. 81-86), on the other 

hand, is like both "The Stolen Child" and "The Fairy Pendant" 

insofar as the general theme is escape from the real world 

into a mystical or metaphysical world. On the other hand, 

unlike the two preceding poems, it does not deal with the 

fairy myth. Gall is a king whose kingdom thrives because 

of his own virtues and abilities. He drives "tumult and 

war away" (1. ^ ) , his fields grow fatter" (1. 7); and even 

the wild life increases (1. 8). However, he is tormented 

by the chorlc call to nature: "They will not hush, the 

leaves a-flutter round me, the beech leaves old" (11. 12; 

2^; 36; ̂ 8; 60; 70). Finally, he discards his crown after 

a victorious battle and commits himself to isolation, 

wandering the woods because in his "secret spirit there 

grew a whirling and wandering fire" (11. 27-28). As he 

passes through a peaceful and tranquil little town asleep 
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in the "harvest moon" (1. 50), he becomes less troubled; 

and his heretofore "fitful tune" (1. 52) is changed to songs 

of order and meaning, for he sings of Orchil shaking out her 

long hair, which "hides away the dying sun/ And sheds faint 

odours through the air" (11. 63-6^). Furthermore, it is 

only after he passes through the inspirational town that 

the whirling and wandering fire is "Quenched" (1. 66), and 

it becomes his purpose to "wander wood and hill*' (1. 70) to 

sing his song of Orchil. 

The Important thing here is that Gall, the king who 

is wealthy in material entitles but who casts away his plenty,' 

undergoes a spiritual change at a point in which Yeats uses 

the image of the full moon, the image and idea of the poem 

coinciding with the philosophy at Phase 15 i>n the lunar 

wheel where|the soul begins to cast off the things of the 

temporal world in order to grow in spirituality. 

Moreover, the image of the dying sun, which is found 

on the lunar wheel somewere between Phases 1 and 8, Is appro

priate to the philosophy behind the lunar cycle. The scene 

of Orchil attending to her hair is an emphasis on the sensu

ous which begins its predominance as the soul leaves Phase 

1 to become aware of Itself and the real world; and, in this 

sense, the sun, or spirituality, is dying. The whole poem, 

then, contains the later idea of primary and antithetical 

man. 

The point of the poem, as well as that of Gall's song. 
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then. Is that spirituality is lost through the material 

and the sensuous, or, from the opposite point of view, 

spirituality can grow only in the absence of these two 

things. Yeats would say, perhaps, that one must act in 

accordance with the spiritual fire within himself. 

The three poems of I887 might well have helped to 

solidify in Yeats' youth the philosophy of A Vision if he 

had stopped to consider the possibilities of his own poetry. 

He was, however, too occupied with hammering his thoughts 

into unity, but he seems to have emphasized one aspect of 

his interest at a time. Although he maintained his interests 

in mysticism and mythology, for a time after I887 they became 

subordinate to his interest in local color. In fact, his 

poetic credo around this time became centered around the 

folk. "All poetry," he claimed, "should have a local habi

tation when at all possible. We should make poems on the 

familiar landscapes we love, not the strange and glittering 

ones we wonder at." Consequently, poems in which he uses 

the sun and the moon images appear only intermittently— 

sometimes one in a year; sometimes not at all—for the next 

five years until 1892. 

In the poems between I889 and 1910, the meanings 

associated with the sun and moon Images of the early poems 

are slightly less consistent in some instances, despite the 

fact that they appear to become rather fixed by I888. With 

the year I889 came the publication of "In Church" (pp. 735-
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736), which does not fit strictly into the pattern of mean

ing and image already established or the later pattern of 

A Vision. In the poem, a young girl in church prays for 

her father, who is presumably dead, and for all men, even 

down to the "common men that sleep" (1. 8). As she kneels 

in prayer, the "sunlight [is] flickering on the pews" (1. 

9); and in the "sunlight in the air" (1. 10), the dancing 

flies "seem to join her prayer" (1. 12). 

The general theme of the poem is the communion of 

souls, and it would seem that the sun image in the poem Is 

appropriate to the theme. The communion of souls occurs 

at Phase 1 and is Imaglzed by the sun. To this extent the 

poem fits the philosophy. However, the poem poses a prob

lem insofar as the scene is taking place in the natural 

world, and the fusion of the supernatural and the natural 

occurs at Phase 15, where the image is the moon. Yeats' 

emphasis on the natural, not only the physical church but 

the dancing flies as well, allows the poem to fit only 

loosely into the pattern of thought in which he has been 

working up to this point. 

If the sun Imagery of "In Church" is only partially 

appropriate to the later philosophy, the moon Imagery of 

"The Ballad of Moll Magee" (pp. 9^96) is even less so. In 

fact, the one image of the moon in "Moll Magee" is only a 

detail of the poem, a device used to Indicate the passage 

of time. 
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Moll Magee sings her woeful song to a group of children, 

explaining to them how she accidently killed her own child 

in her sleep. Her song is one of self-justification; and 

she sings of her difficult life, telling how a weary woman 

such as she sleeps so hard that she could not know when 

she "lay upon my child" (1. 17). In explaining her fatigue 

after a long day's work, she says that "I scarce could drag 

my feet/ Under the blessed moonlight" (11. 10-11), and she 

goes on, asking for understanding and pity because of an 

uncontrollable occurrence in her difficult life. 

Although there is the vaguest implication of signi

ficance attached to the moon through the word "blessed," 

there is no way in which the image as it is used here fits 

into the pattern of Yeats' later philosophy. Most probably, 

the moonlight is blessed because it marks the end of Moll 

Magee's long, weary work in the "saltin' shed." 

The two poems of 1889, then, reflect at least an inter

ruption in the strain of sun and moon Images as they had 

previously been used. The Images do not carry the meanings 

which Yeats had assigned them in his first eight poems. In 

subsequent years, however, the Images become more closely 

associated with their original meanings, expressing, at least, 

general states of spirituality. 

In 1890, Yeats published "Street Dancers" (pp. 731-733), 

and the image of the moon in this poem is more closely 

related to the meaning of A Vision than are the imaf:es of 
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either "In Church" or "The Ballad of Moll Magee." In 

"Street Dancers," Yeats contrasts the meaning of the dance 

of "two ragged" (1. h) children of London with the dance of 

children in more withdrawn areas, rural and island sections. 

The general theme of the poem is the romantic concept 

of the mystical joy of natural life as compared to the 

depravity of life in the city. As the two ragged children 

dance in the "feeble light" (1. 3) of a window on a street 

in London, they are unaware that "Far away the starry mirth/ 

Hangs o'er all the wooded earth" (11. 7-8). They can not 

know the "Peace of youth and peace of age" (1. ̂ 6) known by 

the children in "some far love" (1. 1^) who dance "on the 

moon's broad stain" (1. 15); or by the island children who 

dance "Where a shell (an image of the crescent moon] the 

seas anoint,/ Dropping liquid rainbow light" (11. 32-33). 

In essence, the city-children's dance lacks the significance 

of spirituality, lacks the joy in regeneration which the 

dance of children in more remote areas contain, for their 

ritualistic dance celebrates the joy of the "healing earth 

May-treasure" (1. 63). 

Appropriate to the general philosophy, Yeats associates 

the images of the moon with the ritualistic dances whereas 

the city-children dance only by the dim light of a window. 

As to the Images pointing out particular phases in the lunar 

cycle, the poem lacks the specific details which characterized 

the poems before I889. However, perhaps the point can be 
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made that the more remote the area, the more engrossed in 

spirituality is the group, as might be supported by the fact 

that the children of the far lane dance under the fullness 

of the moon, whereas the children of the islands dance under 

the "shell," or crescent moon. Such a statement could not 

be conclusive because Yeats has not made clear whether the 

crescent moon is climbing toward Phase 15 or Phase 22 or 

falling toward Phase 1 or Phase 8. Because of the emphasis 

on the spiritual and the natural, one can only sugpest that 

the shell of the moon indicates some position between Phases 

15 and 22. Despite the Inconclusiveness of the images, the 

fact nevertheless remains that they appropriately indicate 

states of spirituality, reflecting the probability that the 

Images were far too ingrained in Yeats' thoughts for him to 

depart from them completely as he seems to have done in 1889. 

In fact, his subsequent poems reflect a more conscious 

effort to adhere to the original meanings of the images. 

"The Man Who Dreamed of Faeryland" (pp. 126-128) appeared 

in 1891, and Yeats' revisions of the poem indicate his desire 

to return to the original and more specific meanings of the 

sun and moon Images. The poem shows three stages of man's 

life J and as the distraught man of the poem moves through his 

life, the poem develops the theme of the loss of spirituality 

when the temporal is emphasized. In his love-making youth, 

his money-making middle age, and his bitter old-age, the man 

of the poem does not heed his visions of the ideal. 
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The poem originally contained only one image of the 

moon, but in 1929, five years after the publication of A 

Vision^ Yeats revised the poem and Included six images of 

the sun and the moon. The revisions were made at signi

ficant points where the poem deals with the ideal situation, 

and, for the most part, they only make more clear Yeats' 

original meaning. The first stanza of the original version 

shows a man happily in his new love until he sees the inade

quacy of temporal love through a vision of ideal love. He 

hears the song of "how day a Druid twilight sheds" (1. 7) 

upon a lover's unchanging "world-forgotten isle" (1. 8) 

where "Time can never mar a lover's vows" (1. 10). After 

the vision, he is shaken "out of his new ease" (1. 12). 

In the imagery of line 7, a day shedding "a Druid 

twilight," there is the magical fusion or union of day and 

night; and the revision offers no essential change of mean

ing. Line 7 of the revised poem tells that the man hears 

the song of "what gold morning or evening sheds" upon the 

same world of ideal lovers. In terms of the lunar wheel, 

the man has had his vision of an ideal state in the real 

world, for the "gold morning" represents Moon in Sun (Phase 

1) and the "gold evening" represents Sun in Moon (Phase 15). 

Thus, both the essential meaning and the essential image of 

the two versions is basically the same. 

The revisions of the second stanza are no less consis

tent than that of the first stanza. In the original version 
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of the second stanza, the man, whose mind ran now "all on 

money cares and fears" (1.1^) hears a lug-worm sing of a 

place "somewhere to north or west or south" (1. 19) where 

there lived an "exulting, gentle race" (1. 20) and how 

"beneath those three times blessed skies/ A Danaan fruit

age makes a shower of moons,/ And as it falls awakens leafy 

tunes" (11. 21-23). Despite his vision, the man is left 

"no more wise" (1. 2^-). 

The important thing here is the image of the "Danaan 

fruitage" making "a shower of moons," for through this 

image Yeats expresses the uniting of the supernatural and 

the natural by reference to the Greek legend of Danae, who 

was visited by Zeus in a shower of gold. In terms of the 

lunar cycle, this achievement is made at Phase 15, where 

the moon is the image; and again the essential image and 

meaning are left unchanged by the revision, in which the 

song of the lug-worm tells of the "exulting, gentle race" 

residing "Under the golden or the silver skies;/ That If a 

dancer stayed his hungry foot/ It seemed the sun and moon 

were in fruit" (11. 21-23 revised). The last line of the 

revised image Indicates the same union of supernatural and 

natural as does the union of Zeus and Danae of the original. 

The revision of the third stanza of the poem is perhaps 

less consistent than the revisions of the first two stanzas. 

In the third stanza of the original version, the embittered 

old man is musing "upon his mockers" (1. 26) when he hears 
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a knot-grass sing that 

Silence bids a lonely folk rejoice. 
And chaplet their calm brows with leafy dim, 
And how, when fades the sea-strewn rose of day, 
A gentle feeling wraps them like a fleece. 
And all their troubles die into its peace. (11. 31-35) 

The song drives the old man's "angry mood away" (1. 36) when 

he learns from the song that for the world-weary, lonely 

folk death is only the escape to peace and calm; there Is 

no implication of the supernatural here as there was in the 

early version of the other two visions. 

In the revision of these lines, however, Yeats Includes 

an image of the sun and the moon and, by doing so, forces an 

Implication of the supernatural in these lines: 

Old silence bids its chosen race rejoice. 
Whatever ravelled waters rise and fall 
Or stormy silver fret the gold of day. 
And midnight there enfold them like a fleece 

And lover there by lover be at peace. (11. 31-35) 

Here, Yeats has returned to the ideal situation which the 

man saw in his first vision, and the image, "the gold of 

day," supports the thought; however, the revision changes 

the meaning of the early version, thus presenting an in

congruity and a problem as to the ultimate meaning of the 

poem. 

In stanza four, which remains unchanged in the matters 

important to this explanation, the man has died and worms 

are spiring about his bones. Yeats' conclusion is that 

"The man has found no comfort in his grave" (1. W8). Con

sidering the original version of the poem and, too, its 
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revision, the last line becomes rather ambiguous. If one 

takes into account only the original version of the poem, 

Yeats means that life without recognition of spirituality 

(the man was left "no more wise" [l. 2^) ends in death 

without meaning. On the other hand, the revisions, espe

cially of stanza three, indicate that Yeats is pointing 

out that the body is insignificant and that life does not 

end with death, which is a more positive statement of the 

same point made by the original version. Thus there can be 

no rest, "no comfort," in the grave. 

It would appear, then, that Yeats himself, after 

developing his philosophy, returned to "The Man Who Dreamed 

of Faeryland," saw in it the early possibility of that 

philosophy, and revised the poem so that it would be more 

consistent with the later thought. In any event, the fact 

remains that the revisions of the first two stanzas are 

consistent in meaning with the early version; and the poem, 

in either version, makes the same statement. 

In 1892, Yeats' Interest in the sun and the moon 

Images was apparently renewed, for he published four poems 

in which the images are significant. The first of these 

poems, "The Sorrow of Love" (pp. 119-120), Yeats revised 

even more extensively t̂ ân he did "The Man Who Dreamed of 

Faeryland." The general theme of "The Sorrow of Love," as 

the title suggests, is the disappointment of love, a fact 

which is more clear in the original version than in the 
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revised version. However, in structure the two poems are 

the same. Each version pictures in the first stanza the 

harmony of nature that "Had blotted out man's image and 

his cry" (1. h), Describing various aspects of nature in 

the original version of stanza one, Yeats places them 

under "The full round moon" (1. 2), whereas in the revised 

version they are under "The brilliant moon" (1. 2). The 

image of the moon in each version symbolizes the ideal 

state in the natural world, a meaning which is appropriate 

to Phase 15 on the lunar wheel where the image is the full 

moon. 

In the original version of the second stanza, a girl 

comes, bringing with her "the whole of the world's tears" 

(1. 6), whereas in the revised version a "Doomed" (1. 7) 

and "proud" (1. 8) girl "arose. . . / And seemed the great

ness of the world in tears" (1. 6). 

The third stanza of each version pictures the dis

harmony that exists in nature after the love affair. In 

the original version, the harmony of nature described in 

stanza one is now "shaken with earth's old and weary cry" 

(1. 12) and is symbolized by a "crumbling moon" (1. 10). 

In 1895) before the final revision of the poem, Yeats re

vised this image; and the moon became "curd-pale," which 

is essentially the same as the original image. The moon 

In the final version, however, is a "climbing moon," which 

Is located on the lunar wheel somewhere between Phases 8 
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and 22, and since the poet has already had a vision of 

harmony in stanza one, the climbing moon is more specifi

cally located somewhere between Phases 15 and 22. Further

more, the early images are at the same general location, 

which is the only section on the lunar wheel where a "crum

bling" or a "curd" moon can appear, since the moon in these 

phases is deteriorating. The full implication of the poem, 

then, is that life's affairs follow a cyclical pattern, and 

the image of stanza three suggests that thir.gs in general 

are headed in a direction of renewed harmony as they had 

once become in stanza one where the various aspects of 

nature previously "Had blotted out man's image and his cry" 

(1. h), Perhaps the cyclical nature of life is what Yeats 

referred to when he said about the revisions of "The Sorrow 

of Love" that "What changes I have made are but an attempt 

to express better what I thought and felt when I was a 

very young man."' It is possibly not coincidental that 

he made this statement in the year in which A Vision was 

published. 

Some of the occult poems of this period, the "Rose 

poems in particular, touch vaguely on the cyclical theme 

that Is more readily seen in "The Sorrow of Love." In fact, 

the "Rose" poems suggest, as does "The Man Who Dreamed of 

Faeryland," the idea of continuity of life more than the 

cyclical pattern. Even more Important, the "Rose" poems 

celebrate the joy of Intellectual Beauty. One of them 
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"The Rose of Battle" (pp. 113-llU^), contains images of 

the sun and the moon. Through the theme of Intellectual 

Beauty, it suggests one aspect of Phase 1 in Yeats' lunar 

cycle, that of the sharing of knowledge by all souls in 

the supernatural. However, the sun and moon images are 

not appropriate to the philosophy. 

In "The Rose of Battle," those "sad," "lonely," and 

"insatiable" lovers of truth who "wage God's battles" (1. 

20) and "who have sought more than is in rain or dew/ Or 

in the sun and moon, or on the earth" (11. 16-17) are 

called together to learn the mystery of death, "Old Night" 

(1. 22). Having been given the truth in death, their sad 

hearts, which "may not live nor die" (1. 2^) will no longer 

cry. 

The revelation which those seekers of the truth have 

experienced is the secret behind the universe, the continu

ity of life; but the sun and moon have little to do with 

exposing the secret. Here, Yeats regards these Images as 

purely natural entitles which must be transcended if truth 

Is to be found. 

Practically all of the major symbols and Images which 

Yeats used In his proceeding poems were used during 1892, 

and the image of the moon, the fairies, and the rose were 

all entwined to express his national spirit, as is seen In 

"To Ireland In the Coming Times" (pp. 137-1^3). 

The poem is Yeats' expression of his patriotism and 
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his faith in Ireland, He sings of the Irish scenery and 

of the permeating eternal truths expressed in her land

scape when "Man ever journey's on with them/ After the 

red-rose-bordered hem" (11. 29-30); for in Ireland, "A 

Druid land" (1. 32), the fairies dance "under the moon" 

(1, 31). Furthermore, Ireland is the land where "God goes 

by with white footfall" (1. hh). Clearly, then, Yeats 

regards Ireland as the land where the natural and the super

natural are fused; and the image of the moon is appropriate 

to the thought, both of which are to be found at Phase 15 

on the lunar cycle. 

In "To Ireland" Yeats refers to the "elemental creatures 

Lthat] go/ About my table" (11. 23-2^) in order to generalize 

the theme of the fusion of the natural and the supernatural 

and to exemplify his insight into the spiritual nature that 

pervades his country. In another poem of this same year, he 

refers not to the elemental creatures but to the elemental 

powers. Moreover, he uses the same Images and symbols of 

"To Ireland," with the exception of the fairies and the add

ition of the sun. 

In the second poem, "The Poet Pleads With The Elemental 

Powers" (pp. 17^-175)> however, he is less certain of the 

nature of the elemental powers as he expounds the theme of 

the conflict between time and eternity which he sees in the 

death of a beloved. The Powers, whose "name and shape no 

living creature knows" (1. 1), have taken the poet's ideal 
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beauty, have "pulled the Immortal Rose." The poet then 

Invokes the "Great Powers" of wave, wind and fire to 

"sing [his love] into peace" (1. 9) so that his "old care 

may cease" (1. 10), Next, he Invokes the "Dim Powers of 

drowsy thought" for a revitallzation of thought: " let 

her no longer be/ Like the pale cup of the sea,/ When winds 

have gathered and sun and moon burn dim," (11, 13-15). 

Since the Immortal Rose means, for Yeats, Intellec

tual Beauty, the poem is a prayer for an insight into eter

nal time, or the supernatural; and the sun and moon image 

are appropriate only in a negative sense. They have both 

"burned dim," which is the state of the poet's mind in his 

search for Intellectual Beauty and, therefore, are symbolic 

of the poet's spiritual condition: he is searching for the 

truth which apparently he once felt he possessed and which 

the Elemental Powers have denied him. 

The images, of the "dim moon" and the "dim sun," how

ever, cannot be located on the lunar cycle. It could not 

even be possible that they indicate presence in Phase 8, 

where the sun and moon are in equal proportions (or Phase 

22 where the same situation exists), for although there is 

an indication of diminishing awareness of spirituality, 

there Is no concommltant Increase of awareness to the real 

world. 

The four poems of 1892, then, reflect Yeats' changing 

moods and poetic beliefs. They indicate an expansion of his 
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feelings and thoughts; but he continues to use the early 

myths and fairjes and the sun and moon images while using 

new ideas of local color, occultism, and nationalism. 

Perhaps in no year, until 1910, did Yeats come closer to 

establishing the later philosophy than he did in the year 

1892, As the revision of the sun and moon images in the 

poems of 1892 indicate, the later philosophical ideas 

were already in the germinal state, for the revisions left 

the poems essentially unchanged. The early images, for the 

most part, carried the same meanings as the revised ones. 

The two poems of the following year, 1893? are ex

tremely important to the development of Yeats' philosophy 

through the use of the sun and moon images, for each aprears 

to make an overt statement of his conscious use of the moon 

images. This is particularly so in the first poem. In 

the first stanza of "Wisdom and Dreams" (p. 7^3), a brief 

biographical poem, Yeats expresses his hope that he is 

always weaving "An Intellectual tune" (1. 2) out of "threads 

from the distaff moon" (11. 3-^). Yeats is saying here 

something that his earlier poems have already manifested; 

furthermore, in A Vision^ Phase 15, at which is the image of 

the full moon, is the focal point of the whole philosophy. 

It is not unreasonable to believe, then, that by 1893 Yeats 

is growing more conscious of the potentialities of his 

moon image, at least. 

The second stanza of the poem makes this thourht all 
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the more reasonable. In it, Yeats equates wisdom and 

dreams and claims that "dreams are the flowers ablow,/ And 

Wisdom the fruit of the garden" (11. 6-7) which "God 

planted" (1. 8) long ago. Thus, Yeats makes dreams the 

source of wisdom; and by implication, then, his musings 

on the moon are meant to search the profunditl'̂ 'S of life. 

He seeks to know the workings of the supernatural. 

The second poem of 1893, "Into the Twilipht" (pp. 1^7-

1^8) is not biographical, but it does r.ake a clear state

ment of Yeats' use of the sun and the moon. The general 

theme of the poem is the liberating aspects of the super

natural in the natural. The twilight, with its implica

tion of a fused sun and moon, creates a mystery of harmony 

and union in nature, for where "hill is heaped upon hill" 

(1. 9) there is formed "the mystical brotherhood/ Of sun 

and moon and hollow and wood/ And river and str* am work 

out their will" (11. 10-12). There, too, "God stand[s] 

winding His lonely horn" (1. 13) to free man from the re

strictions of the natural world, from "the nets of wrong 

and right" (1. 2). 

Until the formalization of the philosophy itself there 

is no more clear statement of the meaning and image at 

Phase 15 on the lunar wheel than there is in "Into the 

Twilipht." The poem does, indeed, present a lucid descrip

tion of the nature and meaning of that state called Sun ir, 

Moon. Yeats makes quite plain the fusion of the snpernaturr.l 
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a call to spirituality, for as he concludes, "time and the 

world are ever in flight" (1. 1^). 

Considering the significant biographical statement 

of "Wisdom and Dreams" and the clear statement of meaning 

in "Into the Twilight," one would expect to find that in 

years immediately following the appearance of these poems 

Yeats had written an increasing number of poems with the 

sun and moon images; for it seems that Yeats, at this time, 

has definitely set his direction. The fact is, however, 

that despite his many publications during the years 

Immediately following 1893? no poems containing the sun 

and moon Images appear until 1897. The cause of this 

lapse is Yeats' growing political Interests and his commit

ment to the Irish literary movement through the National 
o 

Literary Society. 

When in "The Song of Wandering Aengus" (pp. 1^9-150) 

Yeats does finally use the sun and moon Images, it would 

appear that he recognizes the lapse of time and that he 

reasserts his intention to find meaning through the anti

thetical sun and moon. The theme of the poem is the search 

for something once found and then suddenly lost. Motivated 

by a "fire In his head" (1. 1), Aengus goes fishing at 

dawn, when the "moth-like stars were flickering out" (1. 6), 

which, appropriately enough, is the twilight of the morning; 

and he catches "a little silver trout." After he takes it 
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home and lays it on the floor, turning his back "to blow 

the fire aflame" (1, ic), the fish is transformed into a 

"glimmering girl" (1. i;̂ ) who "called me by my name" 

(1. 15) then "faded through the brightening air" (l. 16). 

Aengus, now growing old, is wondering through nature, 

through "hollow lands and hilly lands" (1. l8), in search 

of the girl in order that he might woo her (1. 20). He 

is deter:rlned to 

walk among long dappled grass. 
And pluck till time and times are done 
The silver apples of the moon. 
The golden apples of the sun. (11. 21-2h) 

The idea of the poem's being a reaffirmation of Yeats' 

intention to "weave intellectual tunes out of the distaff 

of the moon" (Wisdom and Dreams) is strengthened by at 

least two facts. The first is that some of the imagery of 

the poem, other than the sun and the moon, is the same as 

that used in previous poems. Aengus has the driving "fire" 

in his head which the poet of "The Poet Pleads With The 

Elemental Powers" asks the Great Powers to use in order to 

"encircle" Intellectual beauty "and sing her into peace" 

(p. 17^, 11. 7-9) and which drives King Gall to cast away 

all things temporal. Moreover, the "little silver trout" 

which Aengus caught and which was transformed into the 

glimmering girl is not unlike the "little silver fish" of 

"The Man who Dreamed of Faeryland" that sang of "what gold 

morning or evening sheds/ Upon a woven world-forgotten isle" 
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(p. 126, 11, 7-8), for Aengus will search for the girl 

until the "silver apples of the moon" and the "golden 

apples of the sun" are "done." Furthermore, Aengus will 

search the "hollow lands" and "hilly lands" which are 

perhaps the same as the hills of "Into the Twilight" where 

that "Mystical brotherhood/ Of sun and moon and hollow and 

wood" (p. lJ+8, 11. 9-10) convene to work out God's will. 

It Is perhaps not accidental that the "twilight" of the 

morning in which Aengus goes fishing is only antipodal to 

the twilight of "Into the Twilight." There are, then, some 

rather strong similarities between the poems Immediately 

preceding the lapse of time and the poem which marks Yeats' 

return to the image. 

A second fact which strengthens the idea of Yeats' 

reaffirmation of the significance of the sun and moon 

Images is the very fact that when in 1899 Yeats compiled 

his poems for publication in The Wind Aniong The Reeds, he 

placed the 1897 poem, "The Song of Wandering Aengus," 

immediately after "Into the Twilight." It is not unrea

sonable to believe, then, that in the poem of 1897 Yeats 

is reasserting an intention to work with the sun and the 

moon as images or symbols of truth, a fact which he openly 

stated In "Wisdom and Dreams" and which he demonstrated 

In "Into the Twilight," the two poems which appear before 

the interim. 

A second poem of 1897, "He Mourns for the Change that 
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Has Come upon Him and His Beloved, and Longs for the End 

of the World" (p. 153), offers what seems to be another 

biographical statement, and in it Yeats appears to explain 

his previous change of interest and to lament the loss of 

Intellectual Beauty. The poem is wrapped in much Irish and 

Celtic Mythology and is replete with vague symbols; and 

although the change is made between the poet and his beloved, 

it is not impossible to see in it the reaffirmation of Yeats' 

search for truth through the sun and moon Images. 

In the poem, the poet announces the fact that while he 

"was looking another way (1, 7) he was changed to a "hound" 

of Hades because he followed an adventuresome "white deer" 

out of "hatred," "hope," "desire," and "fear" (1, ^-); and 

now his "calling is but the calling of a hound" (1, 8), 

With a strong sense of the riddle, the poet expresses his 

desire for a restoration of what he has lost: 

I would that the Boar without bristles had 
come from the West 

And had rooted the sun and moon and stars 
out of the sky 

And lay in the darkness, grunting, and 

turning to his rest. (11. 10-12) 

It is as though Yeats were asking for renewed thoughts of 

the sun and the moon, for, as he explains the boar symbol. 

It Is "the ancient Celtic image of the darkness which will 

at last destroy the world, as it destroys the sun at night

fall in the west;" and therein lies the element of hope: 

darkness' destruction of the sun at nightfall is only 



temporary and is followed by the rise of the sun on the 

next day. The poem, then, connotes both the restoration 

of the sun and the passage from the natural world into the 

supernatural world, thus presenting the cyclical theory of 

life. 

Indeed, Yeats does renew his use of the sun and moon 

Images, for In every year until 190^ there arpears a poem 

in which Yeats uses the images. Now, however, Yeats 

deviates from the meanings which, before the interim be

tween "Into the Twilight" and "The Song of Wandering Aengus," 

appeared to be fixed. "He Mourns for the Change," as has 

already been shown, reflects Yeats' lamentation over the 

loss of meaning in the sun and moon Images. 

This same theme is renewed in "The Fish" (p. 1^6), 

which appeared in I898. The poem shows an Irresolute and 

frustrated poet who has had a vision of truth, which is 

symbolized by the same fish, perhaps, of "The Man Who 

Dreamed of Faeryland" and of "The Song of Wandering Aengus," 

and lost it. The poet speaks of the fish that hides "in 

the ebb and flow/ Of the pale tide when the moon has set" 

(11. 1-2) and how it has "leaped times out of my mind" (1. 

5). Anticipating criticism, perhaps, Yeats writes that 

"The people of coming days will know" how the "fish" has 

escaped his "nets" (11. 3-5) 

For the poet, there is only darkness, for "the moon 

has set" (1. 2). Yeats' use of the moon image in this poem 
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does not fit into the meanings already assigned it; neither 

does it fit into the lunar cycle. The biographical element 

of this and other poems around this time certainly Indicate 

Yeats' awareness to the possibilities of the recurring sun 

and moon Images, but they also show his groping for meaning. 

At times he seems to grasp the meanings he wants; at other 

times they seem to slip through his "nets." 

Perhaps Yeats felt that he was emphasizing too much 

the natural or sensual aspects of man, for in the second 

poem of 1898, "He Wishes His Beloved Were Dead" (pp. 175-

176), there is a definite attempt to get away from the 

sensual and concentrate on the supernatural. In this poem, 

the poet speaks of the ideal situation between him and his 

lover, whose hair is "bound and wound/ About the stars and 

moon and sun" (11. 9-10). In a general way, Yeats has re

turned to the supernatural in his use of the sun and moon 

Images, but there is nothing specific in the images in 

terms of previous meanings or of the lunar cycle. 

The situation in the poem of the following year is 

different, however, and the image in the poem of 1899 is a 

little more specific in its meaning, "He Wishes for the 

Cloths of Heaven" (p. 176), shows the poet reaching out for 

the ideal in a love situation through his desire for the 

supernatural. He desires the cloths of heaven with their 

"golden and silver light" (1. 2), cloths of "night and 

light and the half-light" (1. »+), which, if he possessed. 
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he would spread "under your feet" (1. 5). As it is, he has 

only his dreams to place under her feet (1. 7). Since his 

dreams are the seeds of wisdom planted by God ("Wisdom and 

Dreams"), it is not unlikely that the "half-light" to which 

the poet refers places him at Phase 8, where spiritual de

sires begin their predominance over temporal desires; and 

this is precisely the poet's situation. 

This same sense of eternal values qualifying temporal 

values exists in the poem, "The Withering of the Boughs" 

(pp. 203-20^), which appeared in 1900. There is in this 

poem the sense of existence at Phase 15, where one sees the 

supernatural in the natural and the predominance of spiritu

ality over temporality. Even nature reflects the mood, the 

change, for as the poet, asleep under the "honey-pale moon" 

(11. 5-6), tells the boughs of his vision of the super

natural where "the Danaan kind/ Wind and unwind their dances" 

under a "dim moon" (11, 12-13), they begin to wither. They 

do so not because of the "wintry wind" but because "I have 

told them ray dreams" (11. 7-8), The essence of re;)ecting 

the temporal world is reflected, also, in the second part 

of the poet's dream in which a king and queen hear singing 

swans who are "coupled with golden chains" (1, l8); and they 

leave their klndgom because the song of the swans has made 

them "so deaf and so blind/ With wisdom" (11. 20-21). The 

symbol of the swan is probably an early use of the same 

symbol in "Leda and the Swan," a later poem in which Yeats 
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operates on the theme of the visitation of humans by the 

supernatural, in this poem, as well as in "The V/itherin̂ ; 

of the Boughs," the visitation leaves the human with a 

desire to fulfill a greater essence of being. Thus, the 

boughs respond to the dream as do the king and queen to 

their newly found wisdom, and the moon image appropriately 

expresses the Interplay of supernatural and natural. 

In the poem of 1901, "Under the Moon" (pp. 209-210), 

Yeats again uses the general theme of love, as he did in 

"The Withering of the Boughs;" however, this time it is 

frustrated love, instead of ideal love. The poet bemoans 

the fact that he has "no happiness in dreaming" (1. 1) of 

achievement of ideal love, for "To dream of women whose 

beauty was folded in dismay/ . . . is a burden not to be 

borne" (11. 19-20). So the poet finds no joy in contem

plating the land "where out of the moon's light and the 

sun's/ Seven old sisters wind the threads of the long-

lived ones" (11. 6-7), where Aengus, the God of Love has 

"thrown the gates apart" (1. 8). Thus, the prediction 

made "under the famished horn/ Of the hunter's moon, that 

hung between the night and day" (11, 17-18) will apparently 

not come true and remains a burden to the poet: he is left 

forlorn because of unrequitted love. 

The general emphasis of the poem is on the subjectivity 

of the poet, a situation which is appropriately symbolized 

by the crescent moon (the "famished horn of the hunter's 
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moon"). However, whether the crescent moon is to be located 

before or after Phase 15, the poem does not make clear. It 

could, at least, be suspected that the image is to be found 

somewhere past Phase 15 since the poet is aware of the sig

nificance of the full moon in the land of the Seven old 

sisters; but if that were the case, the poet would make 

some allusions to the predominance of spirituality, which 

he does not do. Thus, the image of the crescent moon in 

this poem is appropriate to the philosophy in only a general 

sense; it Is not precise enough to be specifically located 

on the lunar wheel. 

Perhaps it is because Yeats is still groping for the 

total system of a philosophy or that he is more deeply 

involved in writing for the theater; nevertheless, an 

element of change occurs in one of two poems published in 

1902. Whereas most of the earlier poems reflect a qualifi

cation of temporal values by supernatural values, "Adam's 

Curse" is less mystical and more worldly; and it promotes 

the Idea that values come out of human experience in a real 

world. 

The general theme of the poem is that beauty is born 

out of struggle. As three people, a poet and two women, 

talk of poetry, the poet claims that "a line will take us 

hours" (1. ^ ) ; yet to "bankers, schoolmasters, and clergy

men" (1. 13) it will seem but "a moment's thought" (1 5), 

a moment's Idling (1. 12), when in actuality it is more 
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difficult to "articulate sweet sounds" (1. 10) than to work 

at strenuous, physical labor (11. 7-9). The first woman 

picks up the theme and claims that women intuitively know 

that "we must labor to be beautiful" (1. 20). The sub;]ect 

turns to love, and the poet claims that "Since Adam's fall 

[all fine things! need much laboring" (1. 21), going on to 

negate the value of ceremonious love: "it seems an idle 

trade enough" (1. 27). They then sit quietly in the grow

ing night, under "A moon, worn as if it had been a shell/ 

V/ashed by time's waters" (11. 31-32). It is beneath this 

moon that the poet receives an insight into the nature of 

life's force. He sees that time is an intity which out

lives even the beauty of poetry and the beauty of love. 

Apparently later, in seclusion, he tells one of the women, 

his beloved, that 

I had a thought for no one's but your ears: 
That you were beautiful, and that I strove 
To love you in the high way of love. 
That it had all seemed happy, and yet we'd grown 
As weary-hearted as that hollow moon. (11. 3^-38) 

The general emphasis of Yeats' early thought, then, 

has shifted from the supernatural to the real world, and 

the shift affects the image of the moon which he uses in 

the poem. The use of the moon image here, however, is not 

entirely new. It indicates the passage of time in much the 

same way as It did in "The Ballad of Moll Magee;" but in 

"Adam's Curse," it incurs a new significance, indicating 

the extreme and perpetual force of tine. Yeats, then, 

LUBBOCK. TEXAS 
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views time and the eternal from a perspective different 

from that of his earlier years. His point of view in 

this poem is that of a man looking at life in a real 

world. 

In a second poem of 19C2, however, Yeats returns to 

the basic idea of the Imposition of supernatural values 

upon the natural. A "Spinning Song" (pp. 770-771) 

utilizes the same mythological reference of the seven old 

sisters seen In an earlier poem, "Under the Moon," where 

Yeats expresses the frustration of unrequitted love. In 

the later poem, however, Yeats invokes two of the seven 

old sisters, the one who "lives in the housf of the sun" 

(1. 6) and the one who lives "in the house of the moon" 

(1. 7); and he asks them to "Put all your power on the 

thread/ I have spun in the house this night" (11. 12-17). 

Since the seven sisters are the weavers of life and love, 

it is clear that Yeats is again searching, as he has shown 

in previous poems, for ideal love; and his prayer reflects 

his desire to fuse the natural and supernatural. The use 

of the sun and moon images in this poem, then, make only 

a general statement of such a fusion. 

In the poem of 19C3, "The Happy Townland" (pp. 213-

216), Yeats makes more significant use of the supernatural 

than he did in "Splnrlng Song," where the supernatural is 

a means to measure values in the real world. Rejecting 

the idea of the corrupting Influence of the city (meta-
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phorlcally, it now reflects the supernatural in the 

natural) which he expressed in "Street Dancers" and 

extending the theme of the force of time which he ex

pounded in "Adam's Curse," Yeats turns, in "The Happy 

Townland," to the procreation of life after death in 

much the same sense as the Nirvana of oriental belief; 

and he makes death attractive. The poet is riding to the 

townland, which is death, as the little red fox expresses: 

"He Is riding to the townland/ That is the world's bane" 

(11. 19-20; 39-^; 59-60); but all the while he rides, 

the sun "was laughing sweetly,/ The moon plucked at my 

vein" (11, 15-16; 35-36; 55-56). The fox does not know, 

as it is not generally known among men (1. 28), that 

death is an entering Into a life which contains much the 

same festive activities as life in the material world 

(11. 7-12). Furthermore, it, too. Is a life in which one 

dies only to "Awaken to life again" (1. 26). As a second 

life in the material world proceeds, man dies again—or is 

born again Into the supernatural life—when Michael lifts 

up an 

old horn 
Of hammered silver, and drink 
Till he has fallen asleep 
Upon the starry brink, Ul. ^9-52) 

and the process of death and reincarnation continues. 

The sun and moon images in the poem are particularly 

appropriate to the later philosophy. As many of the 

preceding poems have shown, Yeats uses the sun and moon 
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images to fuse the supernatural and the natural in the 

material world, but in "The Happy Townland" the perspec

tive is changed, for the fusion of the two entities is 

accomplished in the suprrnatural. Heretofore, the central 

image of the poems, or the focal point of meaning has been 

the moon, which in the later philosophy is found ct Fhace 

15. In this poem, however, the focal point is the sun, 

for Michael's horn is the image of a dying crescent moon 

to be found on the lunar cycle immediately before entering 

Phase 1, where the sun is the image. 

Furthermore, the general idea of reincarnation in 

this poem becomes even more significant in terms of Yeats' 

later philosophy. Those who are reborn in the material 

world are people killed in a battle which is caused by 

their passionate hearts, "When their hearts are so high" 

(1. 21). Their passion is created by a re-emphasis on 

things natural that are found also in the supernatural 

world: the flowing of the red and brown beer, the sound 

of the bagpipes, and the dancing of the crowd (11. 7-12). 

Thus, those who are killed in the battle are reborn into 

a state, which is characterized, much as at Phase 2, by a 

growing passion, by an increasing subjectivity and decreas

ing objectivity. In "The Happy Townland," then, Yeats has 

picked up the idea of the force of time in "Adam's Curse" 

and has extended it into a cyclical view of life. 

With the two changes in perspective in "Adam's Curse" 



53 

and "The Happy Townland," it would seem that by 1903 Yeats' 

groping for meaning has come to an end and that the seeds 

of philosophy planted in the early poems are now well past 

the germinal state. The fact is, however, another lapse, 

as there was between lP93 and 1897, in his use of the sun 

and the moon images occurs; and only one poem, "The Ragged 

Wood" of 1905, containing the imares appears between 19C3 

and 1909. 

Perhaps the reason for the second lapse is the marriage 

of Maude Gonne, whom Yeats idealized and who inspired many 

of his early poems which are based on the theme of love and 

which utilize the sun and moon images. Maude Gonne married 

John MacBrlde at about the time that "The Happy Townland" 

appeared. The effect of the marriage on Yeats was tremen

dous; when he heard the news he "stood aghast, angry as 

well as very miserable." Yeats, in "The Happy Townland," 

was on the verge of broadening his thoughts and hammering 

them into the unity he sought; but when the woman he himself 

had hoped to marry (and who offered much provocation of the 

moon images) gave herself to someone else, he threw himself 

more deeply into his theater work and into his nationalistic 
12 

activities with the aim of becoming a man of action. Thus, 

when Yeats lost the inspirational entity which provoked 

lmar<=s upon which a growing philosophy was founded, there Is 

a lapse of time between the uses of those images in his 

poetry. 
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Colncldentally enou/'h, the roem of 19C5, "The Ragged 

Wood" (rp. 21C-211), reflects both a mood of mourning and 

a desire for reunion with a loved one. The poet pleads 

with his beloved for her to hurry to the wood, where he 

will "drive all those lovers out" (1. 10), for "No one 

has ever loved but you and I" (1. 12). However, as he 

calls for her to hurry to the wood, he has second thoughts 

of her love for him: 

Or have you heard that sliding silver-sl.oed 
Pale silver-proud queen-woman of the sky. 
When the sun looked out of his golden hood? 

(11. 5-7) 

The coincidence of fact and mood is not so surprising—nor, 

perhaps, is it so coincidental—when one realizes that at 

about the same time of the appearance of the poem, Maude 

Gonne was divorced from her husband. Moreover, early in 

19C5 she informed Yeats of her desire to be separated from 

her husband, and Yeats helped with the legal settlement. ~' 

Although Yeats and Maude Gonne were never married, the 

hope in 1905 of a renewed love affair with her no doubt 

provoked his use of the image of the moon in "The Ragged 

Wood." The "sliding silver-shoed," crescent moon, which is 

created by the sun's looking "out of his golden hood," is 

an image of the growing moon just past Phase 1; and it is 

used at the point where the poet questions the possibility 

of his beloved's having found her ideal love elsewhere. He 

Is wondering whether she will make the change which is 

symbolized by the recent birth of a new moon. The uncer-
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talnty is reflected in the last line of the stanza in 

which the image appears; when the poet says, "0 that none 

ever loved hut you and I" (1. 8). 

Thus, at a point where Yeats is hopeful of renewing 

his relationship with Maude Gonne, he once again uses the 

sun and moon Image. His hope, however, is never realized, 

and it is not until 19C9 that he again uses the image. 

When Yeats does finally renew his use of the sun and 

the moon imagery in "At Galway Races" (p. 266), it almost 

seems that he intentionally reaches back to continue from 

that point at which he left in 1903; for the poem renews 

the earlier theme of reincarnation in "The Happy Townland." 

In "At Galway Races," Yeats moves from the change 

brought upon the world by a growing materialism to the 

change that is brought by a death which is not an actual 

end of things. There at the race-track, all people are 

unified through a common feeling of "delight" (11. 1-^), 

and it reminds the poet that "We, too, had good attendance 

^ x 1 ^ 

once" (1. 5); but that was before merchant and clerk 

"Breathed on the world with timid breath" (11. 8-9). As 

the poet sings on, his song tells that "somewhere at some 

new moon,/ We'll learn that sleeping is not death" (11. 10-

11), and on wakening will be heard "the whole earth change 

Its tune" (1. 12). Thus, just as the sense of materialism 

has transformed the society, the sleeping that is not death 

will transform the earth. Furthermore, since the world's 
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flesh is "wild" (1. 13), It will again cry aloud "as the 

racecourse is" (11. 13-1^), 

Yeats, then, sees a transformation that took place in 

the real world; and, in the true temperment of the romantic, 

he sees that transformation in broader terms, applying it 

to the supernatural realm. The image of the moon relates 

well to both the poem and the philosophy, for the "new 

moon" marks the point at which the transformation takes 

place; and the new moon on the lunar cycle begins at Phase 

1. Furthermore, in the various phases from 1 to 8 tempo

rality predominates, and that is precisely the situation 

described after the transformation in the poem. Thus, 

Yeats expresses in the poem the continuity of life, and he 

sees the continuing rise and fall of spirituality and its 

antithesis, materialism. 

Emerging from the interim in which he did not use 

Images of the sun and the moon with a renewed theme of the 

perpetuation of life, Yeats began to add a more specific 

sense of antithetical nature of the universe. Indeed, he 

must have felt that he had previously had some Insight into 

the nature of the universe, for in 1910 his interest in the 

sun and moon image is fully renewed, as is indicated by his 

publishing three poems which contain the images. More im

portant, however, is the fact that one of these poems offers 

a biographical statement which affirms his use of the sun 

in much the same way as "Wisdom and Dreams" had earlier 
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affirmed his use of the moon. 

"The Coming of Wisdom with Time" (p. 26) is a clear 

statement of Yeats' recognition that the truth to which 

one arrives in old age is founded on the deceptive but 

recurring entities of youth. The poem is short enough 

to be quoted In toto: 

Though leaves are many, the root is one; 
Through all the lying days of my youth 
I swayed my leaves and flowers in the sun; 
Now I may wither Into the truth. 

The poem is, however, more than a literal, biograph

ical statement of Yeats' recognition that the sun image 

Is important to his work; it is, roreover, an affirmation 

of the fact that Yeats considers the sun as the source of 

all truth, for since he swayed his leaves and flowers in 

the sun, he may now "wither into the truth" (11. 3-^+). 

Thus the poem offers some indication of what is to come 

later in A Vision^ the sun as an image of the truth, a 

meaning which was engendered in his early poetry and 

which has been operative in most of the poetry before 1910. 

The second poem of 1910, "These are the Clouds" 

(p. 265), not only foreshadows the final location of the 

sun on the later lunar wheel; it also picks up the theme 

of antithesis which he used the year before in "At Galway 

Races." In "These are the Clouds" the sun is the "majesty 

that shuts his burning eye" (1. 2), which is the process 

of the crescent from Phase 15 to Phase 1, where the 

"burning eye" is finally shut. This "fallen sun" (1. 1) 
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is the point at which "all things at one common level lie" 

(1. 6) and share, as souls do at Phase 1, the wisdom achieved 

by others: "The weak lay hand on what the strong has done" 

(1. 3). This sharing is continued until the sun is "tum

bled" (1. h) J at which time "discord follow [s] upon unison" 

(1. 7), which is coincidental in both imagery and meaning 

to the crescent's leaving Phase 1 on the lunar cycle. 

In previous poems, Yeats had concentrated on the moon 

as a central or focal point around which various aspects 

of man in the natural world worked. It would seem that in 

"These are the Clouds," Yeats is making a conscious effort 

to develop the opposite side of the lunar cycle. This 

thought is all the more believable when one considers the 

overt statement of intention in "The Coming of Wisdom with 

Time." 

In the third poem of 1910, however, Yeats returns to 

the use of the moon image as he expounds the antithetical 

nature of love, somewhat subtly satirizing ideal love, which 

he had propounded in many of his earlier poems. As "Brown 

Penny" (p. 267) shows, a knowledge of love is always 

attractive yet evasive. It is a "crooked thing" (1. 9) 

which none is wise enough to fully understand (11. lC-11), 

and he who ponders it will do so "Till the stars had run 

away/ And the shadows eaten the moon" (11. 13-1^). It 

would appear that the moon image in this poem is used, as 

It had been used in some previous poems, as a device to 
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indicate the passage of time; however, closer scrutiny of 

the Image shows Yeats working with the antithetical aspect 

of the later philosophy. The implication of the image is 

that love cannot be known until death, until the moon is 

devoured by the shadows of the sun. The significant 

aspect of "Brown Penny," then, is its emphasis on desire 

and achievement. The poem indicates that Inevitable 

situation which exists in the antipodal forces of Creative 

Mind and Mask in A Vision, and the moon image helps to en

hance the force of this point. 

The three poems of 1910, then, make this year a signi

ficant one in the development of Yeats' philosophy. Yeats, 

however, seems to have followed a pattern of discovery and 

lag, for, as had happened after the first interruption in 

his use of the sun and moon Images, there is no intense 

concentration of the Images in his poetry as one might 

expect there to be. In fact, no poems containing the sun 

and moon images appear in 1911> and it is not until 1912 

that Yeats again uses the Images. 

When in 1912 Yeats did renew his use of the sun and 

moon images in "A Memory of Youth" (pp. 313-31^)} the poem 

offered his obvious Intention to return to the moon image 

and make it a catalytic force which resolves conflicts, in 

this case the conflict of human love. The poem pictures 

two lovers who emphasize the sensuality of love (11. 8-12), 

thinking that they have the "wisdom love brings forth" 



60 

(1. 2). They realize, however, the faDsity of their point 

of view when suddenly "Love's moon" is hidden away by a 

cloud (1. 7); and as a result they are lê 't in an incommu

nicable state of silence, realizing that "the rest of love 

must die" (1. 17). When they realize that sensuality is 

not "the best of love" (11. 13-1^), a "ridiculous" little 

bird's cry tears "Love's marvellous moon" from the clouds 

(11. 19-21). 

After satirizing ideal love in "Brown Fenny," Yeats 

returns in "A Memory of Youth" to ideal love and to an 

imp( sition of supernatural values upon temporal matters; 

and he uses the moon image as it would be used at Phase 15, 

to indicate the vision of the supernatural in the natural. 

The whole implication of the poem is that spirituality, and 

not sensuality, is the force which gives love its eternal 

quality; and the image of the moon marks the point at which 

the lovers realize that they must rid themselves of the 

emphasis on sensuality, of the temporal aspects of love. 

When Yeats did return again to the use of the sun and 

moon images he did so with a consistency that led directly 

to the formalization of his philosophy. Beginning with the 

appearance of "A Memory of Youth," he produced at least one 

poem a year which contained the Images, until 191^, at 

which time he gives more concentration to the images in his 

poetry. 

As he increasingly used the images Yeats did not always 
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restrict them to dealings only with such abstractions as 

love; in one instance he used the sun image in a poem 

which deals with a current event of the tjme. The poem, 

written late in December 1912 but appearing In 191% "To 
1"' 

A Wealthy Man" (rp. 287-288), ' reflects Yeats' recurring 

belief in the tempering of natural values by sriritual 

values, an early theme which he had left but returned to 

in "A Memory of Youth." Based on the promise of a certain 

person to support the Dublin Art Gallery if the people 

wanted paintings, the poem is a statement of Yeats' 

argument that the man should not make his contribution 

contingent upon the desires of the people; instead, he 

should contribute to the procreation of Art, "whose end is 

peace" through association with "logic" and "natural law" 

(11. 26-27). Thus, Yeats urges the man to 

Look up in the sun's eye and give 
What the exultant heart calls good 
That some new day may breed the best 
Because you gave, not what they would, 
But the right twigs for an eagle's nest! 

(11. 32-36) 

Clearly, then, the poem reflects Yeats' use of the 

sun as an image of the source of spirituality. Furthermore, 

the image of the "sun's eye" strongly suggests the condi

tion of moon in sun at Phase 1 on the lunar cycle. The 

man, after looking into the sun's eye, will be moved into 

giving what the exultant heart calls good, reflecting 

toth what he will see and what he will feel. This, then, 

sugg<̂ ?ts the idea of the oversoul that permeates the 
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meaning of the sun image at Phase 1, 

Very much the same sense of insight through the in

fluence of the sun is seen In the poem of 191^, "Paudeen" 

(p. 291); moreover, there is the same element of the 

catalytic image as seen in "A Memory of Youth," but in 

this case the sun is the catalyst. 

In "Paudeen," the poet who is "Indignant at the fum

bling wits" of "old Paudeen" (11. 1-2), stumbles in dark

ness until he is brought to a spiritual illumination 

"under morning light" (1, 3). What the poet sees is that 

"all are in God's eye" (1. 6), and thus all people, even 

old Paudeen, add to the harmony of a unified world: 

"There cannot be, confusion of our sound forgot,/ A single 

soul that lacks a sweet crystalline cry" (11, 7-8). The 

image of the sun, then, provides the insight and restores 

order to a chaotic world. 

A second poem of 191^j "On Woman" (pp. 3^5-3^) j is 

probably more Important in Yeats' development than "Paudeen," 

for it picks up the earlier theme of reincarnation. Using 

the imagery of sex, Yeats praises God for woman and exempli

fies his meaning and Interest in the biblical story of 

Solomon and Sheba. He emphasizes the sexuality of their 

relationship, the "desire/ That made them stretch and yawn,/ 

Pleasure that comes with sleep,/ Shudder that made them one" 

(11. 20-23); and he prays that In the next life he can "live 

like Solomon/ That Sheba led the dance" (11. ̂ 2-^-3), 
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The important aspect of the poem is not just the 

theme of reincarnation but the image that accompanies it. 

When Yeats prays for a life like Solomon's he asks to 

have it 

when, if the tale's true. 
The Pestle of the moon 
That pounds up all anew 
Brings me to birth again— 
To find what once I had 
And what once I have known. 

(11. 29-3^) 

The image of the moon here is the basic reincarnation 

symbol found in A Vision; moreover, as the above lines 

show, after reincarnation there is to be some memory of the 

previous life's activities. The whole situation of the poem, 

then, is appropriate to the later formalized philosophy. 

In the third poem of 191^, "The Dawn" (p. 3^^), Yeats 

returns to the sun image, but in this poem the sun does not 

have the catalytic quality that it has in "Paudeen." 

Instead, it represents an entity that seeks to take unto 

Itself the body of knowledge established in the real world. 

It looks down on bodies of knowledge based on astrology: 

Celtic Ireland whose ancient queen measured a town "With 

the pin of a brooch" (1. h) and the Babylonians, who made 

their mathematical calculations when "The stars fade out 

where the mocn comes" (1. 8); yet the sun is "Ignorant 

and wanton" (1, ih), There is in this poem, then, a sense 

of the Mask theory insofar as the "Ignorant and wanton" 

sun constantly searches for its opposite, knowledge, just 
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as it constantly devours the moon. 

While the sun image in the poem is consistent with 

the later philosophy, the image of the moon serves as an 

entity upon which the ancient Babylonians base their 

knowledge, which is not "worth a straw" (1. 1 3 ) . Perhaps 

such inconsistencies in the use of the moon images lead 

Yeats to write the bitter lines "Written in Dejection" 

some months later; however, before this poem he wrote 

"His Phoenix" (pp. 353-35^), which only vaguely touches 

upon the theme of Incarnation and, perhaps because of 

this, adds its Impetus to the bitterness in the later 

poem. 

In "His Phoenix," Yeats recalls a love of his youth 

(probably Maude Gonne), and he compares her to a catalog 

of beautiful women. He recognizes that there will be that 

"barbarous crowd" through the centuries who will be his 

"beauty's equal" but "not the exact likeness" (11. 25-28). 

Their beauty, however, will pass but not that of his love, 

for she has "gazed into the burning sun" and become the 

"phoenix" who maintains her youth and beauty (11. 29-32). 

Through the relation of the sun and phoenix images, 

Yeats brings into play the general idea of reincarnation, 

which takes place at Phase 1 where the image is the sun. 

However, there is no sense of spirituality involved in the 

change, and the sun image lacks the impact of a catalytic 

force which it has in poems such as "Paudeen," for example 
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The Inconsistencies in his use of the sun and moon 

images while he was trying to hammer his thoughts into 

unity no doubt disturbed Yeats. In fact, he makes his 

disturbance quite clear in "Lines Written in Dejection" 

(PP» 3^3-3^^). Highly biographical in tone, the poem re

flects Yeats' frustration over the two images. Having 

concerned himself primarily with the image of the sun since 

1910, after he emerged from his second lapse in his use of 

the sun and moon images, he decries the fact that "heroic 

mother moon" has "vanished" (1. 9). Although he feels that 

he has "nothing but the embittered sun" (1. 8), he resolves, 

rather weakly, to "endure the timid sun" (1. 11). 

Apparently, however, Yeats did not remain long in his 

frustration, for in the same month that he wrote "Lines 

Written in Dejection," he produced the poem that is most 

significant to the development of his philosophy, "Ego 

Dominus Tuus" (pp. 367-371). The one image important to 

this study which Yeats used in the poem is the moon, and it 

has a major part in the theory of anti-self, or the Mask, 

which Yeats develops here. 

The poem is a dialogue between two characters who 

unmistakably represent the primary and antithetical phases 

of the lunar wheel in A Vision. Ille is the antithetical, 

lunar character who "walks in the moon" (1. h) in search 

of his "anti-self" (1. 7^) "By the help of an image" 

(1. 67), hoping to find his true nature. By finding his 
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anti-self, Ille feels that his true self will be liberated 

from his temporal self, as he indicates in his argument 

with Hie over man's condition in the real world: "Those 

men that in their writings are rest wise/ Own nothing but 

their blind, stupefied hearts" (11. 68-69). 

Hie, on the other hand, is the opposite, the solar 

(although the image of the sun is not used) or primary 

character who "would find myself and not an image" (1. IC). 

Emphasizing the material world, Hic's point of view in the 

argument over man's condition is that those men who find 

happiness are "lovers of life" (1. 39). 

The antithetical theory of the poem contains the basic 

ideas which make up the four faculties, primarily of Creative 

Mind and Mask, the seeds of which were seen in "At Galway 

Races." In their discussion of literary figures, Ille 

explains that Dante, "the chief imagination of Christendom" 

(1. 18), found "the most exalted lady loved by man" (1. 37). 

^"urthermore, Keats, a "coarse-bred son of a livery-stable 

keeper" (1. 61) made a "Luxuriant song" (1. 62). In each 

case, men of creative imagination sought the thing that 

they were not. Thus, Ille will "call to the mysterious 

one" who is "indeed hy double" but who is most "unlike" 

himself (11. 70-7^), His Creative Mind is contemplating 

his Mask. 

Yeats wrote "Ego Dominus Tuus" in 1915, but he did 

not publish it until 1917 when it appeared in the prose 
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volume entitled p^x Amica Silentla Lunae."'''̂  Although he 

did write some poetry during the Intervening year, 1916, 

Yeats wrote no poem containing an image of either the sun 

or the moon. Perhaps he was too involved in other affairs 

to give adequate poetic expression to a growing yet un

certain philosophy, for he was busy with the crumbling 

national literary movement; busy, above all, with the 

writing of £e£ Amica.•''̂  

Yeats' hammering at his thoughts in an attempt to 

create harmony out of the discord of ideas individually 

suspended was finally producing some results. Taking his 

general theme from "Ego Dominus Tuus," in Per Amica Yeats 

expanded the theory of the anti-self until it became the 

core of a broader philosophy that is as mystifying and 

Intriguing as the personality out of which it came. Indeed, 

it was no sudden inspiration that produced A Vision, for it 

began with that first published line, "a man has the fields 

of heaven" (Song of the Faeries), and it is primarily the 

mysteries of the world beyond that Yeats attempts to under

stand in order to understand man himself. 
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CONCLUSIONS 

When Yeats at last did formalize his philosophy in A 

•YlSJiPn, ending his search for truth, he indeed had reason 

to be satisfied, as he indicated he was in his letter to 

Lady Elizabeth Pelham just two weeks before he died. He 

could have arrived at no system more satisfying to himself, 

for the ethereality of his philosophy is consistent with 

his nature, which was that of a man who considered life a 

"waking dream. . . now faint and shadow-like, now vivid and 

solid-looking, like the material under my feet." For a 

man who cultivates the "field of heaven," the earth is 
2 

"only a little dust under my feet," as Yeats so strongly 

felt; and no realistic or materialistic point of view would 

have brought him the peace of mind that he struggled to 

achieve. Yeats could find satisfaction only in that sense 

of Platonic reflections which permeates his philosophy. 

Perhaps his struggle need not have been so long, for 

he had only to realize that his use of the sun and moon 

Images in his earliest poetry were already expressing some 

of the ideas which he develops and expounds in A Vision. 

In his first published poem, "Song of the Fairies," he 

established the sun as an image of the supernatural and 

associated it with the regenerative principle. Indeed, his 

use of the sun and moon Images in the poems written before 

68 
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1889 fuse the Platonic sense of reality with the cyclical 

nature of oriental thought; and the theme of reincarnation, 

an extension of the earlier theme of regeneration, becomes 

quite fixed in his work by 19C3, as is seen, for example, 

in "The Happy Townland." In this general line of develop

ment, Yeats had only to establish the theory of the anti

thetical nature of man and the universe, which he finally 

did in "Ego Dominus Tuus" in 1915. However, the general 

principle of antithesis originated in his poetry with his 

first published poem, and by the second year of his career 

it provided the underlying idea for poems such as "The 

Maddness of King Gall." 

Had Yeats realized the potentiality of his early work, 

A Vision might have been written sooner, but perhaps any 

philosophy as eclectic as Yeats' requires the maturing 

process which only time provides. The Platonism, Oriental

ism, and Mysticism which form the basis of Yeats' philosophy 

could be hammered into unity only after years of Yeats' 

being steeped in them. In fact, as Yeats has written, "It 

is so many years before one can believe enough in what one 

feels even to know what the feeling is.""̂  

The poetry itself shows Yeats' struggle to know what 

he feels. "Wisdom and Dreams" shows Yeats' early determi

nation to work with the moon as a major poetic device. 

Seventeen years later, "The Coming of Wisdom with Time" 

indicates the vacillation of his thought and his new 
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concentration on the sun as a poetic device. Still five 

years later, "Lines Written in Dejection" reflects Yeats' 

frustration with the line of thinking to which he had 

given at least thirty years. Out of the frustration, how

ever, Yeats wielded the hammer which pounded his thoughts 

into unity; and in the same year in which he wrote "Dejec

tion," Yeats also wrote "Ego Dominus Tuus," which firmly 

established his theory of antithesis and ultimely formed 

the nucleus of A Vision. 

By the time Yeats developed his antithetical theory 

of man, the sun and moon Images in his earlier work had, 

as poetic devices, expressed all of his major ideas. 

Inherent in the two images themselves is that sense of the 

cyclical nature of life upon which Yeats based his deter

ministic theory of history and human personality. His use 

of the sun and moon Images indeed shows the evolutionary 

growth of his major ideas. Perhaps George Russell, one of 

Yeats' best friends, was right in his statement that the 

germ of antithetical philosophy must have developed in Yeats 
1+ 

as a boy, "at the first decisive contact of body and soul." 

Certainly, the germ of Yeats' antithetical philosophy 

developed in the neophyte poet; and A Vision is, actually, 

the outgrowth of Yeats' many years of concentration on the 

Images of the sun and the moon. 



NOTES 

CHAPTER I 

W, L, Phelps, "Advance of English Poetry in the Twen-

tieth Century; Work of the Irish Poets," Bookpiap, XLVII 

(March 1918), 61, 

^IM Autobiorrarhv jsX William Butler Yeats (New York, 

1953)) p. 65, hereafter referred to as Autobiography. 

•̂ W. B. Yeats, "The Symbolism of Poetry," Essays (New 

York, 1912), p. 190. 

î uoted from Richard Ellmann, Yeats: The Man and the 

Masks (New York, 19^8), pp. 237-238. 

^Autobiography, pp. 119-120. 

Autobiogranhy. p. 162. 

^"Discoveries," Essays, p. 35^. 

Itie. Letters of W. B. Yeats, ed. Allan Wade (London, 

195^-), p. 922, hereafter referred to as Letters. 

^I^etters, pp. 626-627, 

1^, B. Yeats, A Vision (New York, 1938), p. 27y here

after referred to as Vlsiop. 
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^^W, B, Yeats, Ths. g^jltK Twilight: Men and Women, Dhouls 

a M Zagxles (London, 1893), pp. 21+-25, hereafter referred 

to as Celtic Twilight. 

•̂ T̂he Last Romantics (London, 19^9), p, 2^2. 

^"The Sun and the Moon in Yeats' Early Poetry," MP, L 

(August 1952), 50. 

^Ight dramatic narratives were intentionally omitted 

from this study because of their length and the need for 

character development, which would be too Involved for 

the minor contribution that the narratives would make to 

this paper. In fact, they would only supplement a small 

part of what is developed in Chapter Three. 

CHAPTER II 

•̂ The Autobiography £l Wi;Lliapi Butler Yeats (New York, 

1953), p. 298. 

^W. B. Yeats, A Vision (New York, 1938), p. 62, here

after referred to as Vision. In his poem "The Phases of 

the Moon," Yeats summarizes the principles which he pro

pounds in "The Great Wheel," a chapter which follows the 

poem and which explains the significance of each phase in 

the lunar cycle. The poem appears on pp. 59-6^. 

^VlsijQH, p. 83 
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VlslPP, p. 135. 

-̂ For a much broader and more complete explanation of A 

VJsJ-op, see A. G. Stock, W. B. Yeat?; His Poetry and His 

T̂ ougĥ t (Cambridge, 1961), pp. 122-16^, or Helen Hennesy 

Vendler, X̂ al̂ g's Vision §n^ i M Later Plavs (Cambridge, 

1963), pp. 1-70. The narrow limits of this paper would make 

any further explanation of A Vision superfluous to its needs. 

CHAPTER III 

k Vision (New York, 1938), pp. 8-9, hereafter referred 

to as Vision. 

^Richard Ellmann, liî  Identity ^ Yeats (London, 195^), 

p. 17. 

-̂ Quoted from Richard Ellmann, Yeats: The Man and the 

Masks (New York, 19^8), p. 67. 

^The Variorum jEdition fil iil£ Ppepig Q^ W. £. Yeat§, ed. 

Peter Allt and Russell K, Alspach (New York, 19^0), here

after referred to where necessary as Variorum, was used in 

the examination of the poems dealt with in this paper. All 

page and line numbers associated with the poems discussed 

refer to this source. 

^Cited from Richard Ellmann, p, 1^, See footnote 2. 
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Perhaps this Interpretation over-emphasizes the physical 

aspect of the church, for Yeats himself explains in a letter 

to Katherine Tynan that he means "the spiritual church, of 

course" (Letter^, p, 122), Nevertheless, in the poem Yeats 

has the sunlight flicker on the "pews." 

^Variorum, p. 8^2. 

^See Norman Jeffares, "Anticlimax (I89I-I896)," W. £. 

Yeats: Mail and Poet (London, 195^), pp. 82-103. 

"Yeats' notes to this poem explain that the hound is 

"related to the hounds that Irish countrypeople [̂ sicl be

lieve will awake and seize the souls of the dead if you 

lament them too loudly or too soon" and that the deer comes 

"out of the various tellings of the Arthurian legends, lead

ing different knights upon adventures. , ," (Variorum^ pp, 

806-807). Yeats himself had been involved in the political 

activities of Ireland for the past few years, somewhat in 

neglect of his poetry, and It is quite possible that he is 

lamenting this fact, 

^Variorum, p. 153. 

^^Joseph Hone, W, B. Yeats (New York, 19^3), p, 199, 

l%ee Jeffares' chapter, "Man of Action," pp, 12^-158, 

^^Hone, pp. 222-223. 
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Ih 
The reference is not entirely clear, but presumably 

Yeats is referring to one of the organizations which empha

sized mysticism and spirituality but which has, by the time 

of the writing of this poem, disbanded. The main reason for 

this presumption is that a growing sense of materialism which 

found its way into members of such organizations as the Theo-

sophical Society was the primary cause of the organization's 

end. 

1 ^ 
•̂ Ŝhort title for "To A Wealthy Man Who Promised A Second 

Subscription to the Dublin Municipal Gallery if it Were 

Proved the People Wanted Pictures." 

^^See Yeats' notes in Variorum^ pp. 818-819. 

'̂̂ See Ellmann's chronology in The Identity of Yeats, p, 

290. 

•̂ Ŝee Hone, pp. 31^-326, 

CHAPTER IV 

•̂ yhe Celtic IVlllght: Mgji aj^ Wgpî n, Dhouls aj^ Faeries 

(London, 1893), P* 169, hereafter referred to as Celtic 

jwilight. 

^Celtic Twilight, p, 7. 

^Cited from Norman Jeffares, V£. £, Yeats: Man and Poet 

(London, 195^), p. 38. 
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Cited from Joseph Hone, W, B, Yeats (New York, 19^3), 

p. 121, 
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