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ABSTRACT 

William Butler Yeats and Edmund Dulac: 

A Correspondence: 1916-1938 

by 

Diana Poteat Hobby 

In 1916 William Butler Yeats, Edmund Dulac, and Ezra Pound 

were caught up together in the study of Japanese Noh drama, and were 

experimenting with a production of Yeats fs first play using that form, 

"At the Hawkfs Well." This collection of Yeatsfs correspondence with 

Dulac, which begins in that year, extends through 1938, and takes up 

all the major concerns of Yeats’s supremely creative later years: 

occultism, painting, theater, stamp and coin design, Eastern philo¬ 

sophy, and the two great preoccupations of his late poetry: his cycli¬ 

cal theory of history, set forth in A Vision, and his concept of the 

proper music for sung poetry. 

Yeats wrote to Dulac as his closest male friend, and their 

correspondence covers the crucial events of the poet’s later life: 

his marriage, the American tour, the reconstruction of Thoor Ballylee, 

the Nobel Prize, Lady Gregory’s death, the Civil War, Maud Gonne’s 

internment and escape to Ireland, the births of Yeats’s children, his 

appointment as Senator, his seventieth birthday celebration, his col¬ 

laboration with Shri Purohit Swami, his infatuation with Margot Collis, 

the BBC broadcasts of his poetry, and his final illness. 

Of these 116 letters, only eight are published in Allan 

Wade’s The Letters of W. B. Yeats, two of them in much abridged form. 
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I include in the notes to the letters several articles which are not, 

to my knowledge, published in full elsewhere: a 1922 version of the 

Introduction to the 1925 A Vision, Cecil Salkeld’s memoir of the com¬ 

position of the "Centaur" poem, Yeats’s account of the incident with 

Margot Collis at Barcelona, Dulac’s essay, ,rMusic and Poetry," his 

lecture on symbolism, and his account of the visit he and Yeats paid 

to the occultist, David Calder Wilson. 

Other letters in the collection which bear on the subjects 

of Yeats1s correspondence with Dulac are quoted in the notes, includ¬ 

ing Lily Yeats’s to Dulac concerning the design for the centaur bed¬ 

spread, Yeats’s to William Maxwell explaining the symbols used in the 

illustrations for his books, and Margot Collis’s to Dulac. 

I have divided the letters into eight groups. The first is 

primarily concerned with the production of the Noh play, the second 

with occultism, the third with three major design projects which Yeats 

commissioned from Dulac, and the fourth with the Civil War and the com¬ 

position of the "Centaur" poem. The fifth is centered around the 1922 

Vision Introduction, the sixth covers affairs of state, the seventh 

the composition of "A Full Moon in March," and a proposed London season 

of Yeats’s plays, and the last, the broadcasts of his poetry and the 

ensuing row over the proper music for sung poetry. 
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INTRODUCTION 

This collection of the correspondence of the poet W. B. Yeats 

with the painter Edmund Dulac, from 1916 through 1938 (up to four 

months before Yeats1s death), takes up all the major concerns of Yeats's 

supremely creative later years: occultism, painting, theater, stamp 

and coin design, Eastern philosophy, and the two great preoccupations 

of his late poetry: his cyclical theory of history, set forth in A 

Vision, and his concept of the proper music for sung poetry. In all of 

these interests, Dulac served as Yeats’s sympathetic listener, fastidi¬ 

ous in taste, gallantly gay in the face of economic and artistic disap¬ 

pointment, and gifted with a light touch which continually cheered the 

older man. Clearly Yeats enjoyed Dulacfs capacity for the unconven¬ 

tional: in the yard of his studio in Maida Vale Dulac practiced tar- 

get-shooting, he worked out on trapeze rings suspended from his studio 

ceiling, and he died in 1953 following an excessive bout of flamenco 

dancing.^- 

There are 116 letters in this collection, which is part of 

the large store of Yeats material in the Humanities Research Center 

at the University of Texas at Austin. (Only eight of these are pub¬ 

lished in Allan Wade's The Letters of W. B. Yeats, two of them in 

much abridged form.) Four of the unpublished letters are addressed 

to the novelist Helen Beauclerk, who was Dulac's companion from 1923 

to the end of his life: the two couples wrote each other together, 

2 
"from both to both." 

The collection includes several articles which are not, to 

my knowledge, published, such as Dulacfs essay, "Music and Poetry," 
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and his report of the expedition he and Yeats made to visit the occult¬ 

ist, David Calder Wilson. Other articles which have been published 

in variant or much abridged form, such as the 1922 version of the In¬ 

troduction to the 1925 A Vision, which was read and criticized by 

Dulac, and is a very different version of the Aherne-Robartes story 

from the published one; Cecil Salkeld's memoir, which appears parti¬ 

ally in Joseph Hone's W. B. Yeats; and Yeats's account of the incident 

with Margot Ruddock at Barcelona, which was abbreviated as the Intro¬ 

duction to her book of poems, seemed to deserve full disclosure, and 

are here presented complete, except for the early A Vision Introduc¬ 

tion, where I have given the conclusion which varies from that pub¬ 

lished. 

Letters to and from other correspondents which bear immedi¬ 

ately on the subjects of Yeats's letters to Dulac are included as 

notes, such as Dr. Dennison Ross's comments on Chinese characters 

transmitted in automatic writing, Wilson's letters about telepathy, 

Lily Yeats's to Dulac concerning the centaur bedspread, Yeats's 

letter to William Maxwell explaining the symbols used in the illustra¬ 

tions for his books, and Margot Ruddock's sad little letter to Dulac. 

Throughout the sixties, the Humanities Research Center at 

the University of Texas, principally at the direction of Harry Ransom, 

bought extensive manuscript material in the field of modern British 

and American writers. There are four boxes of Yeats material and a 

dozen or so items bound by private collectors. The largest number of 

Yeats's letters to Dulac were among several lots sold by Sotheby's in 

March 1968 to a dealer, the House of El Dieff, and acquired by the 
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University in June. They are described in the sale catalogue as "The 

Property of a Gentleman." Four of the lots were: Dulac's incidental 

music for "At The Hawk's Well," twenty pages of music and two sets of 

proofs, with his "Note on the Instruments;" thirty-seven autograph 

signed letters and twenty-four others, either typed or in Mrs. Yeatsfs 

hand, from Yeats to Dulac, 1916-1938; an autograph signed letter from 

Yeats to Helen Beauclerk upon the death of Lady Gregory; and the type¬ 

script of a 1922 version of the Introduction to A Vision, corrected in 

Yeatsfs hand. 

There are only five letters from Dulac to Yeats in the HRC 

collection. Richard Finneran and his co-editors have published others 

from Dulac to Yeats in Letters to W. B. Yeats, and I have occasionally 

quoted from those when they provide direct links between Yeats letters 

in this collection. The extensive store of Yeats manuscript material 

at the HRC from which this correspondence is selected contains a 

large group of letters to George Russell, a number to Mabel Beardsley, 

much correspondence about theater affairs, including letters of re¬ 

jection to playwrights who had submitted plays, and a late, very in¬ 

teresting group to Francis Higgins, who features prominently in the 

last letter in this collection. I mention these because there appears 

to be much correspondence here which is not noted by Wade in his Intro¬ 

duction to the Letters, nor, to my knowledge, published anywhere else. 

Wade has set forth admirably the problem of dealing with 

Yeatsfs handwriting and spelling. Proper names, when not known ahead, 

are especially vexing, and some of my guesses are doubtless wide of 

the mark. As George Melchiori says, "With such a bad speller as Yeats, 
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even manuscript evidence does not mean much.11 I have corrected the 

spelling, and indicated with a bracketed question mark words which are 

my wilder guesses. Dating, as Wade mentions, must be done from inter¬ 

nal evidence, and I have followed his editorial practices, giving dates 

in brackets when I am reasonably sure, question marks when I am without 

proof, and "possibly" when the problem seems insoluble. I have cor¬ 

rected WadeTs dating for at least one of the letters to Dulac which he 

4 
published, that of 8 July 1937. 

Yeats’s habitual signature was a hieroglyphic which began as 

"Yours," and trailed off like the tail of a comet above his signature 

which was always, "W. B. Yeats." I have given, "Yours, W. B. Yeats," 

in all cases except where there is a legible variation. 

The letters fall roughly into eight groups. Some, like the 

first and last groups, are quite closely knit in their subjects of 

concern. Others, covering years when Yeats’s correspondence is sparsely 

represented in this collection, do not cohere so tidily. The first 

group, written through September 1916, almost all from 18 Woburn Build¬ 

ings, are filled with the excitement of mounting Yeatsfs ideal theater 

form, the Noh play, and the ludicrous frustration with the pratfalls 

which experimentation entails. The second group, written in 1917 until 

Yeats1 s marriage in October, are given over to the friends1 study of the 

occult, and the third, written through 1919, reflects the security and 

order which marriage brought to Yeats’s life and to his studies. 

In the fourth group, a widely-spread representation of Yeats’s 

correspondence through May 1923, the Civil War, the centaur poem, and 

early drafts of A Vision and "The Resurrection" dominate the letters. 
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In group five, written through 1924, the letters are full of the early 

Introduction to A Vision, and of Yeats’s Nobel Prize, From 1925 through 

1933, the letters in group six show Yeats the senator, dealing with 

state affairs of coinage and judicial robe design, and cover Yeats’s 

dedication of The Winding Stair to Dulac, and his explication of his 

illustrative symbols to William Maxwell. In group seven are letters 

written through 1936 concerning the imagery and themes of his late 

plays, and the disastrous encounter with Margot Ruddock in Barcelona; 

in the last group, concluding in 1938, the "passion of his old age," 

words for music, permeates a wealth of letters concerning his BBC broad¬ 

casts of spoken and sung poetry, and the controversy which his adaman¬ 

tine opinions stirred up. 

As Cecil Salkeld remarks in his memoir of Yeats, he was regu¬ 

larly obsessed with ideas, sometimes even single phrases, and he wrote 

of them compulsively to his friends, refining his judgments by trying 

them out in correspondence. The very difference in Dulac’s personal¬ 

ity from his own seems to have made the painter a sounding-board whose 

opinions he respected, but did not feel challenged by. In his letter 

responding to Dulac’s outspoken criticism of "A Full Moon in March" 

Yeats writes that he expected such an artistic judgment from him, as 

Dulac’s genius is the opposite of his own. Such reflections as Dulac’s 

friendship provided are shown in these letters to illuminate Yeats’s 

personality and the process of his imagination in sudden unexpected 

hints and flashes, revealing in many incidents how a judgment, some¬ 

times a disastrous personal one, was yet turned by the poet’s alchemy 

into figures and themes for his greatest verse. 
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There is, inevitably, an imbalance in the correspondence be¬ 

cause the few letters from Dulac to Yeats offer us so much less than 

the poetfs to the painter. Finneran does not give the provenance of 

the Dulac letters which he published, and Wade mentions that a group 

of Yeats1s letters to Dulac were rendered illegible by water damage, 

without saying where that collection was. Before this paper could be 

published, more material concerning Dulac should be included, and a 

more comprehensive view of the intellectual history of the period 

should broaden the background of the correspondence. The goal of the 

paper in its present form, however, is confined to the immediate sub¬ 

jects and references of the correspondence between the two friends. 

I 

January 1916 - September 1916 Letters 1-10 

When the first of these letters was written in 1916, three 

artists from three different cultures who had become friends a few 

years before were drawn together in an atmosphere of intense curiosity 

and enthusiasm for Japanese art forms. W. B. Yeats and Edmund Dulac 

met in London during the early years of the century at one of the Fri¬ 

day evening at-homes of the painters Charles Ricketts and Charles 

Shannon, where Dulac was brought by Edmund Davis and his wife. Yeats 

had met Ezra Pound, newly arrived from America, in London in 1908. 

Yeats had inherited from Oscar Wilde and other Nineties 

figures the preference for fabrication which led Wilde to endorse the 

trend of nineteenth-century painting towards Orientalism, joking about 

the vogue for Japan: "The whole of Japan is a pure invention. There 



7 

is no such country, there are no such people."^ 

Dulac’s aesthetic thrust paralleled Yeats’s. According to 

his biographer, Colin White, "he abandoned his attempts to show quali¬ 

ties of human feeling in favor of a total indentification with the prin¬ 

ciples of Eastern art in which a mask-like emotionless expression was 

g 
introduced.11 

Dulac, who was born in Toulouse in 1882, had come to London 

in 1904, drawn by the pre-eminence of English book design and illus¬ 

tration.^ He had talked his indulgent parents into allowing him an 

artistic career rather than a legal one, and had made himself into the 

perfect Anglophile by studying the works of William Morris, Burne- 

Jones, Walter Crane, and above all, Aubrey Beardsley, who were design- 

g 
ing stunning and innovative art. For a period of nearly thirty years, 

from the founding of William Morris’s Kelmscott Press to the onset of 

World War One, when wartime limitations imposed stringency upon the 

production of lavish books, British book design was unrivalled in the 

field. When Hodder and Stoughton commissioned from Dulac illustra¬ 

tions for Stories from the Arabian Nights for their gift book of 1907, 

and the Leicester Galleries put on the first of their annual exhibi¬ 

tions of the work of this previously unknown artist, the Pall Mall 

9 
Gazette pronounced that Dülac was "made11 at a stroke. 

His period of great demand and good income did not last long: 

by 1916 publishing was curtailed by the war, and although his drawings 

were eagerly sought by charities selling gift books for patriotic 

causes, such donations brought Dulac nothing, and he found himself 

10 
without work. 



8 

Dulac had been interested in costume and make-up design from 

his early days in London with the London Sketch Club* He and Yeats 

had been introduced to the Noh by their mutual friend, Ezra Pound.^ 

In 1913 Pound met an American widow, Mary Fenollosa, who, upon reading 

his poems, entrusted to Pound the literary remains of her late husband, 

Ernest Fenollosa, a Harvard scholar who had taught at the Imperial 

University at Tokyo, because she wanted his work treated as literature, 

12 
rather than as philology. 

Pound took Fenollosafs notebooks with him to Stone Cottage 

where he was spending the winter of 1913-1914 as Yeats1 s secretary, 

13 
and dug into the translations of Noh drama. 

Yeats had wanted to be out of London, and needed a secretary 

14 
who could type, and read to him. In Pound, he got a fencing master 

in the bargain. Not at all over-awed by his employer, Pound wrote his 

mother in the fall of 1913, flMy stay in Stone Cottage will not be in 

the least profitable. I detest the country. Yeats will amuse me part 

of the time and bore me to death with psychical research the rest. I 

15 
regard the visit as a duty to posterity." 

During these three months, Yeats was trying to correlate 

Lady Gregoryfs Irish folk tales with myths from other literature, 

which brought the concentration of both the scholar-poets to bear on 

the importance of myth.^ 

Pound described the four-room cottage in "Canto LXXXIII": 

at Stone Cottage in Sussex 

(or whatever) and the holly bush 

who would not eat ham for dinner 
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because peasants eat ham for dinner 

despite the excellent quality 

and the pleasure of having it hot.*^ 

The next two winters Pound, with his new wife Dorothy, the 

daughter of Yeats’s life-long friend Olivia Shakespear, was again with 

Yeats. Pound’s work on the Fenollosa papers, and his friendship with 

the Japanese dancer Michio Ito, whom he had discovered late in 1915 

living in Pound’s old rooms in London, had set off a rush of interest 

in things Japanese. Ito and some other Japanese friends performed 

dances for Pound and his friends in October 1915, wearing costumes de- 

18 
signed by Charles Ricketts and Dulac, and, as Ellmann describes it, 

"a little school of devotees of the Noh drama grew up in London, in- 

19 
eluding Pound, Yeats, Arthur Waley, and Edmund Dulac." 

A long-lived myth about Ito must be laid to rest early: 

he was not a dancer with any experience in the Noh tradition. Stock, 

Hone, Ellmann, Virginia Moore, Mullins, and others call him a Noh 

dancer, but he denied it. He was trained at the Mizuki School of 

Dance in Tokyo, and in 1911 travelled to Paris, where he studied at 

the Dalcroze School of Dancing, which taught modern dance. In his 

autobiography he writes that he knew little or nothing of the Noh: 

"Advertised as a Japanese dancer, I had to produce a Japanese atmos¬ 

phere. All the dances I danced were original...I had a rest for about 

a fortnight, when Ezra Pound, an American poet and friend of mine, 

came to see me and asked me to help him with his work.. .Professor 

Fenollosa had cherished a plan to publish a book on the Japanese Noh 

after he had studied Noh for seven years in Japan. Unfortunately, 
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however, he died before he could realize his plans, and Pound under¬ 

took to carry on his unfinished work." Ito complained that he had 

been taken to the Noh by an uncle in childhood, and been bored to 

death, which scarcely made him an expert, but he helped Pound all 

that he could. Certainly the choreography for "At the Hawkfs Well" 

20 
owed nothing to classical Japanese dance. 

When Pound arrived in Yeats’s world the older poet was nearly 

fifty, his collected works had been published in eight volumes by the 

Shakespeare Head Press (1908), and his important work seemed behind 

21 
him. Louis MacNeice believes that Pound’s effect on Yeats was 

greater than Yeats’s on Pound. Yeats’s first mention of Pound in his 

correspondence is his famous letter to Lady Gregory about "This queer 

creature, Ezra Pound.. ._/who/ has I think got closer to the right sort 

22 
of music for poetry than Mrs. Emery." As these letters show, dur¬ 

ing the last years of his life Yeats was deeply absorbed in what that 

sort of music should be. As usual, Pound had his own views. Around 

1916, he wrote to Margaret Anderson, co-editor with Jane Heap of The 

Little Review, "I desire also to resurrect the art of the lyric. I 

mean words to be sung, for Yeats’s only wail and submit to keening or 

23 
chaunting (with a u) and Swinburne’s only rhapsodify." 

Writing of Pound’s impact on Yeats, William Carlos Williams 

notes that when Pound complained of Yeats’s inversions and archaicisms 

24 
Yeats set out to correct them. With Pound purging his work of ab¬ 

straction, Yeats wrote the first play he had written in years, "At 

25 
the Hawk’s Well," which he dictated to Pound early in 1916. In 

March, having asked Dulac to collaborate with him, Yeats went to London 

to rehearse the play which he first called, "The Well of Immortality," 
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but changed during rehearsals. Dulac undertook to design costumes, 

props, make-up, music, and masks, which were described as "gorgeous11 

and "stern."^ 

According to Ellmann, Yeats liked the Noh plays better than 

Pound did. They gave Yeats the authorization to ignore publicity, 

abolish scenery, cover faces with masks, to isolate the moment of the 

28 
deed which separates a man from others. The specific Noh model for 

"At the Hawk’s Well" was a text which Pound left out of the volume of 

Fenollosafs work which he edited, Noh or Accomplishment, as he left 

out all the god-play type of Noh from the collection: "The Sustenance 

of Age." Almost all of Yeats1 s dance plays conform to that genre 

of the Noh theater, the "Noh of Ghosts," which by tradition must start 

in médias res and present the audience with "a single action defined 

30 
in archetypal sharpness." The action conforms to a pattern, which 

Yeats describes in "The Cutting of an Agate": "He to whom the adven¬ 

ture happens" shall be a traveller and the adventure shall be "the 

meeting with ghost, god, or goddess at some holy place or much-legended 

31 
tomb." The traveller, or Waki, is Everyman; in "At the Hawkfs Well" 

it is Cuchulain, who must wait at the holy well, but who is distracted 

by sexual desire when the goddess Fand possesses the body of the woman 

32 
guardian and tempts him. F. A. C. Wilson divides the Noh into the 

Noh of the eye and the ear, which concentrates on the heroic legend 

and spectacle, and the Noh of the mind, which stresses interior values. 

The style of "At the Hawk’s Well" uses both: Yeats is writing on the 

33 
level of child and sage simultaneously. 

The meeting with the god-figure, Yeats goes on to say, "re¬ 

minds me at times of our own Irish legends and beliefs...At the climax 
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instead of the disordered patterns of nature there is a dance...which 

may represent a battle, a marriage, or the pain of a ghost in the 

34 
Buddhist purgatory." Ellmann notes that "it was very exciting to 

Yeats, always on the lookout for new ways of using occult research, to 

hear that the Japanese plays were full of spirits and masks, and the 

crises in the play usually occured when a character who had appeared 

35 
to be an ordinary mortal was suddenly revealed to be a god or spirit." 

Fenollosa wrote, "In no other drama does the supernatural play so 

great, so intimate a part. The types of ghosts are shown to us; we 

36 
see great characters operating under the conditions of spirit life." 

The first performance of "At the Hawk’s Well" was given in 

Lady Cunard’s drawing room on 2 April 1916, with Ito playing the 

Guardian of the Well; Henry Ainley, Cuchulain; and Allan Wade, the Old 

37 
Man. Dulac’s final score, printed with the text and his "Note on 

the instruments " in Four Plays for Dancers in 1921, requires three 

musicians, one playing a series of bamboo flutes in different scales, 

made by Dulac, a second playing a harp, and Dulac himself playing 

38 
drum and gong. From the first, there were problems with the musi¬ 

cians. Mrs. Mann was dismayed to learn that she was to perform under 

the back-cloth, and the transformed guitar, replaced by a harp in 

Dulacfs final score, must have been unplayable. 

Yeats wrote to Lady Gregory on 28 March, "The play goes 

well but the musicians give more and more trouble and will have to be 

eliminated when we are through our first performance. The masks have 

39 
the most wonderful effect." The day of the first performance found 

him writing to John Quinn, "My dress rehearsal, or rather first per¬ 

formance, is given at Lady Cunard’s today at 3:40 and I am to be there 
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by 3. I shall go to lunch and then lie down for a little and after 

that I may be able to face the musicians. One of them insists on a 

guitar, and the scene of the play is laid in Ireland in the heroic 

age! His instrument is to appear today disguised by Dulac in card¬ 

board, but the musician will struggle for the familiar shape. Beecham 

, . ,,40 
is coming to support me. 

Two days later, the performance was repeated as a benefit for 

The Social Institute Union in Lady Islington1s larger drawing room at 

8 Chesterfield Gardens,and was preceded by a concert by Sir Thomas 

41 
Beecham. Yeats summed up his judgment for Lady Gregory the follow¬ 

ing week: "I think 'At the Hawk’s Well1 was a real success although 

a charity audience is a bad one...We shall not do it again until June 

in order to get rid of Ainley and the musicians. The music Beecham 

says is good but one cannot discuss anything with a feud between Dulac 

42 
and a stupid musician at every rehearsal.” 

Twenty years later, Yeats’s imagination was stimulated to 

experiment with ballad forms by Francis Higgins’s repertoire of Irish 

folk songs and tunes as Pound and Dulac had interested him in Oriental 

theatrical and musical forms. Liam Miller asks the question which 

this raises: ”Had Yeats in 1916 been as deeply under the influence 

of the Irish tradition in music as he was in his last years, his Plays 

for Dancers might have developed in a direction that would have had a 

more direct impact in his own country and been presented regularly on 

the stage of the National Theater of which he had become the chief be¬ 

getter. 
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II 

October 1916 - Summer 1917 Letters 11-19 

As the first group of letters is dominated by business con¬ 

cerning the production of "At the Hawk’s Well," the second group is 

threaded through with Yeats’s and Dulac’s continued psychical research. 

Virginia Moore writes that "spiritistic investigation in any sizable 

amount occupied only about five years out of nearly seventy-four," 

44 
and adds that Mrs. Yeats agreed that the years were 1911 to 1916. 

I would extend the period through 1917, up to Yeats’s marriage, on 

the evidence of these letters. 

Letter 11 was written in October 1916. The following Octo¬ 

ber, Yeats married Georgie Hyde-Lees, and through her sudden manifesta¬ 

tion of automatic writing, which began at the Ashdown Forest Hotel 

four days after their marriage, he discovered, as Ellmann puts it, 

45 
that "he had married into Delphi." Having the communicators whom 

he had sought everywhere directly in touch with him through Mrs. Yeats, 

he had no need to consult other mediums. 

Yeats and Dulac had been investigating psychical phenomena 

together long before the period of these letters. Dulac had become 

interested in spiritualism through the influence of his second wife, 

Elsa. An American friend of Olivia Shakespear, Mrs. Alfred Fowler, 

known as "Aunt Eva" to her friends, entertained frequently at her 

house in Knightsbridge, and at her country house in Kent, "Daisy 

Meadow." Ezra Pound had read his verse at one of her soirees; at 

• 46 
another, Walter Morse Rurnmel had given a recital. In 1909 Pound 

had attended a salon for young musicians and poets which she conducted, 
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and there met Mrs. Shakespear, who invited him to tea, where he met 

her daughter. 

The weekend house parties at "Daisy Meadow" which Yeats and 

Dulac attended were frequently devoted to seances. In an essay, "Pre¬ 

liminary Examination of the Script of E. R.," Yeats writes that he met 

there, on 14 July 1913 an American medium, Mrs. Wreidt, and Elizabeth 

Radcliffe, a young English girl with a remarkable gift of automatic 

, _ 47 
writing. 

Miss Radcliffe, "knowing no languages but English, French, 

and a little Italian, nevertheless used in her automatic writing 

Egyptian hieroglyphics, Coptic, Chinese, Hebrew, Greek, Latin, German, 

Irish, Welsh and Provencal." Although Yeats questioned her over a 

period of two years, he did not publish his notes because Miss Radcliffe 

shunned publicity, but he claimed that she had proved to him spirit 

48 
identity, that there was another being communicating through her. 

When Yeats visited Georgie Hyde-Lees and her mother and step¬ 

father in 1913 he spoke much of his experiments with Miss Radcliffe 

49 ✓ 
in automatic script. Georgie, who accompanied him to seances, 

checked for Yeats some of the information which emerged from Miss 

Radcliffefs writing, so that when the newly-married Mrs. Yeats com¬ 

menced automatic writing in 1917 "she almost certainly had the experi¬ 

ence of Elizabeth Radcliffe in her mind.""^ Being aware of his ex¬ 

perience with Miss Radcliffe, one can understand the eagerness with 

which Yeats and Dulac studied the multi-lingual communication Dulac 

records in his report of their visit to David Calder Wilson. 

Dulacfs sense of whimsy shines through his very proper re¬ 

port, conveying exactly that blend of deep commitment to the poten- 
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tiality of occult experience, with skeptical acceptance of the human 

vanity and frailty of those who sought to discover it. Professor 

Dennison Rossfs letter confirming the accuracy of the Chinese char¬ 

acters received by spiritualist means lends unexpected academic credi¬ 

bility to the escapade. 

To those who consider card-reading and thought-transference 

parlor games for the gullible, it is hard to make plain how deeply 

integrated into Yeats’s imagination were the symbols he revered. He 

had put behind him his involvement with the Order of the Golden Dawn 

when its internal politics dismayed him, but the discipline of medi¬ 

tation to induce trance was, by that involvement, bred into his bones. 

The notorious MacGregor Mathers had founded the Order in 1888 with the 

discovery of some cypher manuscripts, an idea Yeats borrowed when he 

made an old book the supposed source of A Vision. That Yeats dedi¬ 

cated A Vision to Mrs. Mathers reflects that she received clairvoyantly 

most of the Order’s early teaching, as Mrs. Yeats received A Vision.^ 

Yeats, in his Autobiography, wrote of the ’’methods of medi¬ 

tation” he was practising with the Order which had ’’greatly affected 

my thought. 

The method was concentration upon a visual symbol until a 

state of trance occurred. Speaking of the initiate, progressing 

through stages which draw him further from his ordinary self, Yeats 

wrote: ”he learns to fix his mind, with an intensity previously un- 

53 
known to him, upon the images he seeks to evoke.” To achieve this 

condition of concentration, Yeats needed ’’mystical rites, a ritual 

system of evocation and meditation, to reunite the perception of the 

54 
spirit, of the dream, with natural beauty.” 
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Describing the self-hypnosis of contemplation, Yeats wrote 

in an early essay, "The Symbolism of Poetry," "The purpose of rhythm 

is to prolong the moment of concentration, the moment when we are both 

asleep and awake, which is the one moment of creation.Rhythm and 

ritual, in this context, seem to me to be interchangeable. R. P. 

Blackmur observed the importance of meditation to Yeats’s work: "for 

the poet, the discipline, far from seeming secondary, had an extraor¬ 

dinary structural, seminal, and substantial importance to the degree 

that without it he could hardly have written at all."^ 

Yeats made an imaginative connection between contemplation 

and theatricality: the Adeptus Minor in the Order, in the ritual of 

contemplation, pondered upon, among other things, masks of Osiris, 

lion, eagle, and ox. The Aspirant, in the ritual, is asked to stand 

outside himself and to behold his own mask, his personality as others 

57 
see it. In his Autobiography, Yeats writes, "There is a relation 

between discipline and the theatrical sense. If we cannot imagine 

ourselves as different from what we are, and assume that second self, 

we cannot impose a discipline on ourselves, though we may accept one 

from others. Active virtue as distinguished from the passive accep¬ 

tance of a current code is therefore theatrical, consciously dramatic, 

58 
the wearing of a mask." 

The objects upon which such concentration was trained in the 

Order were initially geometric patterns, symbols drawn on cards. 

"The Order used these symbols as magic to achieve such self-knowledge 

as can call up the unconscious, to receive the symbolic freight of 

images and formulae. They held very literal beliefs in the proper¬ 

ties of specific symbols, and their cultivation of such revelation 
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59 
was exacting, disciplined, precise.” The idea of symbolism as sys¬ 

tematic arrangement illustrates "the diagrammatic arrangement of ex¬ 

perience which Jung calls the manda la, which recurs repeatedly in the 

esoteric tradition.A perception of symbolism which is ordered 

along magic lines led Yeats to concepts of form and style not exter¬ 

nally imposed, but unaccountably arranged in the mind.^ 

Writing of the historical periods explicated in A Vision, 

Yeats says, "now that the system stands out clearly in my imagination, 

I regard them as stylistic arrangements of experience comparable to 

the cubes in the drawing of Wyndham Lewis and to the ovoids in the 

sculpture of Brancusi. They have helped me to hold in a single thought 

62 
reality and justice." 

One group of symbols which remained potent in YeatsTs ima¬ 

gination throughout his life was the Tarot. Dulac’s report mentions 

that Yeats used Tarot cards as well as patience cards during their 

tests in Wilson1 s laboratory, and the incidence of symbols from the 

Tarot in Yeats’s poetry increased towards the end of his life. The 

ancient symbols of the twenty-two trumps of the Tarot correspond to 

the major mythical concepts identified by James Fraser in The Golden 

Bough, and described by Jung as archetypal images in the collective 

unconscious. The Tarot pack can be used to represent the Tree of 

Life pictoriallyi ten of the twenty-two trumps correspond to the 

Sephiroth, the Tree of Life represented by ten circles joined by 

straight lines. The four suits correspond each to one of the four 

elements.^ 

Yeats, as a student of Blake, the arch-symbolist who be- 

64 
lieved in the power of poetry to call on the anima mundi, was 
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acquainted with the four Zoas, which have been shown by Jung to be the 

four functions of the psyche: reason, passion, prophetic imagination, 

and sensory life. Eliphas Levi, whose works on the Tarot and the oc¬ 

cult Yeats1s friend A. E. Waite translated, similarly attributes the 

four Tarot suits to the elements: 

cups wands swords pentacles 

water fire air earth 

Yeats, in the Hanrahan stories, associated the pack of cards with the 

four sacred objects of Irish mythology. The trump card depicting the 

Fool, whose denomination is zero, is the prototype of the wandering 

fool throughout literature, who appears in several forms in Yeats1s 

work, one of them Hanrahan, and whose journey through the world is that 

of Everyman. Hanrahan is also the Hermit of the Tarot, the symbol of 

65 
superhuman wisdom. The Magician is the first card and the key to 

the Tarot, who is depicted with the four instruments on a table before 

.. 66 
him. 

In his Autobiography, Yeats tells of his visions of a gal¬ 

loping centaur and of a woman shooting an arrow at a star, and of how 

he took his visions to Wynn Westcott, the London coroner and cabbalist, 

who drew from a drawer two water-color paintings of the visions which 

Yeats had seen, and told him the symbols were part of the Christian 

67 
Cabbala which Yeats had never seen. The centaur he identified as 

elemental spirit, and the golden heart, the star at which the woman 

shoots, as the central point upon the Sephiroth. The mother-goddess 

who destroys to create anew stands at the center of Yeatsfs play, "The 

Resurrection," and of Blake’s "The Mental Traveller." The play, which 

Yeats discusses in letter 72, is related to the sacrifice of Dionysus 
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(Osiris), the preservation of his heart by Pallas Athena, and the re¬ 

birth of the god in the new cycle. The virgin and her star are also 

Tarot keys, as is the sacrificed god, who is the card, the Hanged Man, 

68 
the dying god on a tree described by Fraser. 

Most important of all, in Yeatsfs symbolism taken from the 

Tarot, is the Tower, described by MacGregor Mathers as "lightning- 

69 
struck, a Tower whose upper half is like a crown," with two figures 

falling from its summit. It shows ruin, disruption, God striking the 

earth with destruction and inspiration.^ The book plate made for 

Mrs. Yeats by Sturge Moore shows this scene, with a unicorn leaping 

from the conflagration. 

The metaphor for magic which may best describe Yeats*s ex¬ 

perience in evoking the anima mundi is alchemy: the thematic transfer 

of nature into art parallels the alchemical transfer of base material 

to sublime, or the materialization of elaborate spiritual beauty. ^ 

III 

October 1917-1918 Letters 20-39 

The letters Yeats wrote to Dulac during the first year of 

his marriage reflect his domestic tranquillity more than the intense 

excitement which Mrs. Yeats's automatic writing generated; many are 

in her hand, and mention the concern they shared with the Dulacs in 

astrology. The month after their marriage, the Yeatses went to visit 

the Dulacs in Surrey, taking with them their magical books to pore 

over together. In his bread and butter letter written after their 

visit (letter 23) Yeats mentions their familiar, "who continues to 
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bring us wisdom," which might indicate that the Dulacs were among the 

few friends who knew from the beginning that Mrs. Yeats was communicat¬ 

ing arcana which would become Yeats1s "philosophy." 

Dulac had suggested that Yeats ask Walter Morse Ruramel to 

compose incidental music for "The Dreaming of the Bones," and in Sep¬ 

tember 1917 Rummel had written to Yeats from Paris, "I am sending you 

the music to your play, all excepting the music to the dance which I 

will do in a short while. Should Dulac have any ideas concerning the 

rhythm and the development of this dance I would not mind having them. 

If not I will invent my own rhythm and submit it to you. You won't 

know what to do with this music, so bring it to Dulac, who, no doubt, 

72 
will be able to decipher it." 

The intimate association of the two families drew Dulac into 

three major design projects for Yeats during this period. Dulac had 

designed for Ezra Pound a seal ring similar to the identification seals 

of Chinese artists, incorporating PoundTs ideogram, with which Pound 
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sealed letters, "in the Chinese manner, like Whistler1s." 

For Yeats, Dulac designed another seal ring, incorporating 

74 
Celtic ornamentation rather than Chinese. In letter 27 Yeats drew 

the symbolic formula to be incised inside the ring, and in 1924, in a 

note to the poem, "Meditation in the Time of Civil War," section VII, 

he wrote, "I suppose I must have put hawks into the fourth stanza be¬ 

cause I have a ring with a hawk and a butterfly upon it to symbolise 

the straight road of logic, and so of mechanism, and the crooked road 

of intuition: 'For wisdom is a butterfly, and not a gloomy bird of 

prey.1Dulac sent the finished design to Yeats on 15 February 

1918, and included with it his portrait of Yeats as Giraldus, pointing 
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out that if Yeats meant the supposed author of the "Speculum" to be 

Giraldus Cambrensis, it could not have been published in the fifteenth 

76 
century. Yeats changed his supposed publication date to 1594, as 

he suggests to Dulac in letter 63* 

The third design project which Dulac undertook for Yeats at 

this time was the famous centaur bedspread. In the 1880s, May Morris, 

William Morris’s daughter, had invited Lily Yeats to come to work in 

her embroidery shop. Lily Yeats learned her trade there, and earned 

her living, for six years, until the association ended bitterly.^ 

Miss Evelyn Gleeson later backed Lily’s business as an embroideress 

and her sister Lollie’s as a printer, in the Dun Emer Industries 

(later Cuala Industries) when the sisters moved to Dublin. In the 

notes following letters 31 and 32 are three letters written to Dulac 

by Lily Yeats regarding the commission by a Mrs. Johnson to embroider 

a rich satin bedspread. Yeats had apparently asked Dulac to conceive 

a design for it, and also asked Sturge Moore, resulting in an embarras 

de richesses, a situation which he repeated in commissioning the design 

for the Great Wheel in A Vision, and had to extricate himself from 

with great tact (18 August 1923, notes following letter 63). 

Lily Yeats’s letters are very moving for their glimpses into 

her life in war-torn Ireland, her penury, which William Murphy’s bio¬ 

graphy of John Butler Yeats shows all too clearly, and her destiny of 

being a famous figure’s sister, pressing her affairs on her brother 

A 
in the entre-acte of an Abbey Theatre performance. That a bedspread 

commissioned at the Cuala Industries has such importance in this cor¬ 

respondence is brought about by the effect the bedspread’s design had 

in engendering the poem, "On a Picture of a Black Centaur by Edmund 
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Dulac." 

Dulac’s design for the bedspread centered on centaur-figures. 

They were a life-long obsession with him, combining symbolically the 

wisdom of man, which is culture, with the strength and beauty of the 

79 
horse, which is nature. His personal symbol, as Yeatsfs was the 

unicorn, was the centaur Chiron, who was himself educated by Artemis 

and Apollo, who became the teacher of generations of Greek heroes, 

including Aesclepius, Peleus, and Achilles; who was accidentally 

wounded with a poisoned arrow by Heracles, and whom his father Zeus 

changed into the constellation Sagittarius. Dulacfs biographer 

Colin White assigns the poem to August 1920, presumably on the basis 

of Yeats ’s letter of October 7, 1920, and believes it to have been 

inspired by Dulac’s design for Mrs. Johnson’s bedspread. He thinks 

that Cecil Salkeld's later picture caused Yeats to modify his poem, 

81 
but that Yeats subsequently forgot Salkeld’s painting. Salkeld's 

memoir will be discussed in the next section. Dulac’s design had not 

yet been sent in December 1918. 

During these years two productions of "At the Hawk’s Well" were 

mounted in New York, using Dulac’s masks. Yeats mentions in letter 36 

that one put on by Curtis Brown (at the Greenwich Village Theater) and 

in letter 37 he gives permission for Ito to get up a production using 

Japanese actors and performed to music composed by a Japanese, Kosaku 

82 
Yamada. In the same letter Yeats criticizes the poems which Dulac 

was amusing himself with composing in the Chinese manner, and makes 

one of his surprising, unexpectedly profound comments on Oriental 

poetry: "To write it one must live in a beautiful house and a beauti¬ 

ful place for as there are...no metaphors one must constantly mention 
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beautiful things and associate those things with onefs emotions." 

Dulac, who was then involved in a miserable production of 

"Cyrano," the vicissitudes of which he described comically and angrily 

to Yeats, had a jaded view of the state of the theater at that time: 

"I have just received from Birnbaum the sum of £5 as our joint share 

of the royalties of "The Hawk's Well." I therefore send your half that 

you may invest them in bonds for the development of intelligence among 

IV 

1919 - May 1923 Letters 40-62 

In early 1919 Yeats wrote to Dulac for the last time from 

18 Woburn Buildings, his lodging in London for some twenty years, 

sending Dulac the copy for A Vision from which Dulac was redesigning 

Giraldus's supposed portrait and the design for the Great Wheel. The 

Yeatses travelled to Dublin in order that Anne might be born there in 

84 
February, and leased a house in Oxford for the following winters. 

Dulac was commissioned in February to contribute cartoons 

for a weekly newspaper, The Outlook, for which he executed a series of 

caricatures illustrating profiles of personalities of the day written 

85 
by E. R. Thompson under the pseudonym of E. T. Raymond. Among the 

subjects were Sir Thomas Beecham being crowned with laurel by "his 

patroness, Lady Cunard," and G. B. Shaw, reading Nietzsche while sit- 

86 
ting on a docile British lion. Dulac was among a number of artists 

invited by Sir Edward Lutyens to contribute to the decoration of the 

intricate Queen's Doll House designed for Queen Mary, and Dulac fab¬ 

ricated an elegant sitting room in brown silk, and painted fairy-tale 
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scenes on the nursery walls. The image of Queen Victoria which he 

87 
placed on the royal lavatory was, however, removed, 

Ireland was still engulfed in civil war, with one side as 

much to be feared as the other. On 20 April 1919 Yeats wrote to Dulac 

that he feared the local Sinn Feiners might take the castle over as 

an arsenal, and early in the following year the Yeatses received word 

that the British militia, the hated Black-and-Tans, had broken in and 

smashed the windows. Lady Gregory reported rumors in the winter of 

1920 that the Auxiliaries intended to settle in the castle because ”it 

offers greater facilities than Drumbasna for hanging their prisoners 

88 
from a bridge. ” Only one letter written on the Yeatses1 American 

tour in 1920 is in this collection, that written from New York 22 

March, which Wade published in the Letters, recounting Yeatsfs visit 

89 
from Sato and his gift of the Japanese sword. 

The brief note to Dulac enclosing the poem, M0n a Picture 

of a Black Centaur by Edmund Dulac,” is followed by the complete text 

of Cecil Salkeld’s memoir, which he wrote for Joseph Hone in 1940. 

Dulacfs biographer, Colin White, considers the poem to have been writ¬ 

ten in August which would be "about two months” before Yeats’s letter, 

as Yeats describes it. But according to Hone, Yeats visited Mme. 

McBride’s rented cottage in Glenmalure in September, while waiting for 

90 
Oliver Gogarty to remove his tonsils. It seems clear that Yeats 

simply forgot that he had seen Salkeld’s centaur painting, after he 

had seen Dulac’s centaur design (which does not appear in the corres¬ 

pondence after its inception in 1918). T. R. Henn, citing Mrs. Yeats’s 

authority, considers the poem a composite image, begun with Dulac’s 

design in mind, and concluded with Salkeld’s. In a note, Henn writes 
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that Hone*s account of the sequence of events differs, but Hone does 

91 
not comment on Salkeldfs recollection. 

Hone quotes extensively from SalkeldTs memoir, but leaves 

out the paragraph in which he describes Yeats at work revising the 

poem, testing its sound and rhythm as he worked: "He was so obviously 

not constructing it, but allowing it to take shape in his mind." Among 

other omissions of phrases or words in Honefs published version, one 

seems worth restoring. Salkeld writes of the great army in his pic¬ 

ture "passing away into the infinitesimal distance." Hone edited out 

the word "infinitesimal," but in the light of the conversation Salkeld 

and Yeats had on the subject of eternity and infinity, the diminution 

of perspective which "infinitesimal" suggests might have imaginative 

importance in the picture and the poem. Without seeing the picture, 

one cannot tell. 

The last letter in this group, which I date 1 May 1923, pro¬ 

posing a production of a new Noh play Yeats is then writing, to be 

given in his drawing room at 82 Merrion Square, presents problems in 

dating the composition of "The Resurrection." The play is dated 1931 

in the Collected Plays, and was published in Wheels and Butterflies in 

1934. In the introduction Yeats wrote, "This play, or the first 

sketch of it, more dialogue than play, was intended for my drawing 

92 
room, where my "Hawkfs Well" had just been played." Hone believes 

the first sketch of the play dated from 1925, but since we know that 

"At the Hawkfs Well" was first performed at Yeatsfs house on 23 March 

1924, Honefs date would distance "The Resurrection" rather a long time 

after that performance. (Letter 69.) However, if Yeats's month and 

day in dating the letter of 1 May are correct, it must date from 1923, 
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and would place the play’s composition and performance, respectively, 

in 1923 and 1924. There is, moreover, an interesting note from Mrs. 

Yeats, written at Hone’s request in 1940. There are six typewritten 

pages in the HRC collection, apparently information she had gleaned 

from her collection of Yeats’s letters on subjects Hone had enquired 

about. One group of excerpts is headed "The Resurrection Play." 

There is no indication of where the letters were written. The first 

is dated 22 May. 

"I think today will finish final version of play leaving out 

lyrics. It can be performed as an ordinary stage play without these 

lyrics and with drum and rattle off. I think however, that it will 

gain in religious intensity if played like a Noh play, opening and 

closing of curtain and musicians in sight of audience, as this will 

give an element of ritual. If the play is good I may spend a part of 

the summer on the lyrics. We may however perform it before I do this: 

I can write the lyrics provisionally as a kind of free verse to be 

spoken or sung, and put them into an elaborate form later, or leave 

them out of performance. I will not spend weeks on the lyrics till I 

am sure that the play is good. Its value to the reader must largely 

depend on the lyrics." 

23 May 1925 or 26: "I read my play to Lady Gregory yesterday. 

She approves very fully. Thinks it right as it is without lyrics. What 

I want to discover however is if the folding and unfolding of the curtain 

to music and without words sung will have the ritual quality I want—I 

want barbaric music certainly—I think the music used at the opening of 

"The Hawk’s Well" would do at least for our performance at 82." 

Undated: "I think however the chorus with the barbaric gong 
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and rattle will give the play an asiatic kind of solemnity and inten¬ 

sity. The chorus will be visible as in ’The Hawk’s Well.’ ” 

I have found no other reference to a Merrion Square performance 

of the play until 5 May 1925, although a letter written 23 October 1923 

mentions the planned productions of ”At the Hawk’s Well” and ’’The Dream¬ 

ing of the Bones," "or a new play." Liam Miller writes that it was 

first performed 30 July 1934, with the first produced version of "The 

King of the Great Clock Tower," at the Abbey Theater, and that Yeats 

93 
attended the performance, in which Ninette de Valois danced. 

V 

July 1923-1924 Letters 63-70 

Whatever happened to the sketch Dulac made of the supposed 

author of the "Speculum" in February 1918, in 1923 he was deeply in¬ 

volved in another version. He wrote to Yeats on 24 July that he had 

done a pencil sketch of Giraldus, and needed some particulars from 

Yeats concerning spelling, dates, and devices, before the Dulacs went 

on vacation in Toulouse. In his letter replying to Dulac’s (letter 

63), Yeats wrote him he was sending Aherne’s preface, which appears 

to be the typescript dated December 1922 which was an early version of 

the introduction to the 1925 A Vision. The first part of the type¬ 

script is virtually the same as the published Introduction dated May 

1925, and I have noted minor inconsistencies in the notes. But the 

conclusion is entirely different. 

The gist of the quarrel between Aherne and Robartes (one must 

always remember that Yeats is giving only Aherne’s view of it) was 



29 

Robartes's contention that Ahernefs Catholicism prevented him from 

evaluating the philosophy set out by Robartes as the equal of his own 

religion. That is expressed in the published version by RobartesTs 

insistence that Aherne is trying to interpret Robartesfs system as "a 

form of Christianity," whereas Aherne protests that was not so, but 

that he sees nothing in Robartes's system "incompatible with Christian- 

94 
ity." In the typescript, the quarrel is set off by Aherne's assertion 

that he concedes to this Arabic system "the same measure of belief that 

an intelligent reader concedes to a platonic myth." 

But the substantive difference is that in the typescript, 

when the two characters visit Mr. Yeats, he produces his own diagrams 

and notes which coincide closely with theirs. The system came to him 

in a trance, he says, induced by looking at his canary. As Yeats 

wrote to Dulac in October, in letter 64, which is published in Wade's 

95 
Letters, he greatly rewrote the preface, and "the canary is gone." 

In the published version, there is no indication that Mr. Yeats had 

worked out any such system of his own; he undertakes merely to put 

Robartesfs material into publishable form. Yeats wrote to Dulac that 

the new version "keeps 'the modesty of nature,'" a phrase which he may 

have quoted from a lost letter of Dulac's criticizing the early ver¬ 

sion. There is also in the published version a good lambasting of the 

character of Mr. Yeats by Aherne, a feat of verbal mischief which Yeats 

had not put in the "canary" version. Of course, there is no way of 

knowing how many additional alterations Yeats made in the preface be¬ 

tween October 1923 and May 1925, but the mental attitude which sought 

out quarrels as expressions of different positions capable of being 

held within one intellect suffuses both versions of the preface, and 
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looks forward to the broadcast debate proposed by Yeats with Dulac, in 

which Yeats, assuming they would be in complete accord, would pretend 

to quarrel furiously. The mask-as-other idea is clearly in control 

here. Henn notes, "A desire to seek safety in division, or a certain 

love of mischief, may have been responsible for the machinery of dis¬ 

guise—the puppet figures of Robartes and Aherne, the drawing of the 

magician that looks like an authentic woodcut, but which was done by 

Dulac. (A beard was added to disguise the resemblance of the finished 

96 
block to Yeats himself.)” We recall Mrs. Yeatsfs tales of his prank¬ 

ishness. 

In November came the great tidings of Yeats's Nobel Prize. 

The Yeatses passed through London on their way to Stockholm and dined 

with the Dulacs on their way back in late December (letters 66 and 

67). Monk Gibbon visited Yeats at Merrion Square after the Stockholm 

trip, and remembers that a water-color by Dulac hung in the room. 

”Lily had already told me that he had been a great success with the 

Swedish Royal Family,” he recalls, "that, alone of the recipients on 

that occasion, he seemed to have some feeling for monarchic ritual and 

had taken the trouble to step backwards, after receiving his prize 

97 
from the royal hands." 

VI 

February, 1925-1933 Letters 71-83 

Only one letter from Yeats's Mediterranean holidays sur¬ 

vives in this collection, the charming description of Capri which 

begins this group. He was travelling with the Pounds, and finishing, 
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at long last, A Vision, In Capri in February he wrote the dedication 

to "Vestigia" which appears in the 1925 edition, and finished a cen- 

98 
tral section bringing the historical cycles up to 1927. 

The following June, Pound met in Paris a young American com¬ 

poser, George Antheil, who helped Pound with the opera he was writing 

99 
using Villonfs lyrics. Pound later wrote Yeats about arranging a 

concert for Antheil in Ireland, and from that association came 

AntheilTs music for Yeats's play, "Fighting the Waves." In 1928 

Antheil visited the Yeatses at Rapallo while he was writing the music 

which was published in Wheels and Butterflies. 

Yeats's triumphant letter of 23 April 1925, announcing the 

long-postponed completion of A Vision, has been quoted by several 

critics for its summing-up of the importance of the book to Yeats's 

artistic drive to impose pattern on disruption, to integrate into art 

the shards of repeatedly destroyed civilization: "To me it means a 

last act of defence against the chaos of the world, and I hope for 

ten years to write out of my renewed security" (letter 72). 

In a post script to the letter Dulac sent Yeats 30 April 

1925 accompanying the design for the Great Wheel for which Yeats had 

asked in his last letter, Dulac asks for the return of a lecture; on 

13 May Yeats apologizes for not having found it in the "masses of 

papers which have heaped up while I have been working on the philo¬ 

sophy" (letter 74). The following December, Yeats returned the lec¬ 

ture, which one hopes Dulac was not in a hurry to get. In the Dulac 

papers in the HRC are assorted typed notes for articles he wrote con¬ 

cerning art matters, including a typed, undated essay on symbolism in 

art, in which there is a section on symbolism in modern literature, 
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that may be the lecture which Dulac sent to Yeats. The example from 

modern literature which Dulac chooses is f,The Player Queen," which 

he considers "a perfect example of a work where the meaning of the 

symbol comes out of the action." The relevant section is included in 

the notes following letter 72. Besides Dulacfs letter criticizing "A 

Full Moon in March," it is his only discussion of Yeatsfs work in the 

collection. 

Yeatsfs only direct criticism of Dulac’s painting to be 

found in this correspondence appears in a letter written to Dulac in 

December 1925 complimenting his exhibited painting, "Adam and Eve," 

implying that its style, which pleases Yeats, is probably too for¬ 

mally conceived to be popular (letter 77). Yeats’s dislike of natur¬ 

alism, his preference for the stylization cultivated by the Pre- 

Raphaelites, made him an enthusiastic admirer of Dulac’s mannered 

painting. Rossetti’s way of transposing physical beauty to a vision¬ 

ary plane remained Yeats’s life-long ideal, and although Dulac, in 

his meticulous work, employed many varied period styles, he invariably 

arranged his enclosed figures into an ordered form or pattern. Pre¬ 

ferring the linear, stylized characteristics of Oriental art, as he 

conceived it to be expressed in the Noh plays, Yeats connected it 

closely with European symbolist art of the late nineteenth century. 

Melchiori discusses the work of the only two abstract artists Yeats 

mentions in the introduction to the 1925 A Vision, Wyndham Lewis and 

Brancusi, concluding that their abstractions had become symbolic to 

Yeats, who "accepted abstraction only when he could interpret it as 

, i . ..102 
symbolism. 

Yeats had two opportunities in 1926 to turn his conception 
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of the uses of art to matters of public policy. A committee on 

coinage design, of which he was named chairman, was appointed in the 

Senate to commission a silver and copper coinage for the Free State, 

and on 22 July 1926 he spoke in the Senate against adopting the tradi¬ 

tional British wig and robes for the Irish judiciary, in favor of 

robes designed by Charles Shannon and a cap "designed by the Dun Emer 
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Works, and admirably designed." Speaking for indigenous Irish 

designs for the judges1 habits, he appealed to a locally popular auth¬ 

ority: "They would do honor to any country, and in adopting them this 

country would do as well as the Vatican did when it permitted Michael 

Angelo to set aside one knows not what historical traditions, and to 

design the costumes of the Papal Guards. In the debate, In which 

Yeats’s opponents brought up in argument that he had written a poem 

containing the line, "The seeming needs of my fool-driven land," 

Yeats’s amendment was defeated by one vote, but the government later 

selected robes for the judiciary which Yeats had been instrumental in 

having designed. 

He must have taken more satisfaction in the matter of the 

Irish coinage, although Dulac’s designs were not chosen. In the 

account he wrote of the activities of his Irish Coinage Committee, 

"What We Did, or Tried to Do," he tells how the committee studied 

ancient Greek coins, and in choosing related symbols decided upon 

birds and beasts: "What better symbols could we find for this horse- 

riding, salmon-fishing, cattle-raising country." The sculptors con¬ 

sidered in the competition which Yeats described to Dulac in letter 78 

ranged from Milles and Mestrovic, who are mentioned in A Vision, to 

the American James Fraser, designer of the buffalo nickel, and Publio 
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Morbiducci, designer of the fascist emblems on the Italian coins.^^ 

The designer whose work was finally chosen was a little-known English 

sculptor, Percy Metcalfe. When the committee sent his designs to the 

Minister of Agriculture for approval, and "awaited the results with 

alarm," the Ministry altered the designs only slightly, and Yeats was 

gratified to be assured that "we have upon our half-crown a represen¬ 

tation of an Irish hunter, perfect in all its points, and can add the 

horsemanfs pleasure to that of the children and the artist."^*^ 

The decisions had all been unanimous but one. One member 

held out for a harrier (greyhound) instead of a wolfhound "on the 

ground that on the only occasion known to him when hare and wolfhound 

108 
met the wolfhound ran away." He was outvoted. Yeats had the satis¬ 

faction of having his committee fs completed work commended by the 

Master of the Royal Mint so "that it might serve as a model for any 

109 
government setting out to redesign currency." 

When A Vision was published in 1925, Yeats was dissatisfied 

with the device of the Arab manuscript. He was very ill in the South 

of France at the end of 1927, and in February 1928 was staying near 

Ezra Pound at Rapallo, revising the Introduction.^^ He wrote to 

Mrs. Shakespear that Mrs. Yeats had taken Michael to school in 

Switzerland and that he was left in the Pounds1 care, recovering, 

and intended to take a flat there.The Yeatses settled in, the 

following November, when he finished "A Packet for Ezra Pound" for 

the Cuala Press, which was published as the new Introduction to A 

Vision in 1937. 

In 1932 William Maxwell compiled a bibliography of the books 

published by Yeats fs sister Elizabeth at the press which was first 



35 

called the Dun Emer Press, and, from 1908, the Cuala Press, which was 

printed there in a private edition of thirty copies. In a letter 

written 21 September, probably in 1931, Yeats replied guardedly to an 

inquiry from Maxwell concerning the symbols and illustrations which 

decorate his books printed there: 

"The fRed Hanrahan’ design may be described as Tthe Four 

Aces of a pack of cards on a background of castles and towers.1 I 

find it difficult to explain its symbolism. I associated the Four Aces 

with the Four Tarot Aces and the Four Tarot Aces with Four Legendary 

Irish Cities, which are named in my poem, ’Baile and Aillinn,1 but it 

would carry you further than you perhaps want to were I to explain 

the reasons for this symbolism. It was known to certain people, and 

it amused me to signal, as it were, to those people in the designs 

in a book. Or in a phrase in the text." The "Candle Among Waves" 

he calls a symbol of "a soul almost extinguished by the world of the 

flesh, it was a vision seen by a friend of mine at a crisis in his 

life. The ’Leaping Unicorn,’ ’Monoceros de Astris,1 is a symbol of 

the descent of spirit, and the latter phrase I met nowhere except in 

the unpublished mss. of certain Kabbalists." 

Yeats is less than candid here. The unicorn was his personal 

symbol, and "Monoceros de Astris" the title of the third degree in the 

Order of the Golden Dawn, which he held in the 90s. George Melchiori, 

in his discussion of the major symbols of Yeats’s later poetry, sees 

the unicorn evolving from the rough beast, envisioned with brazen 

wings, whose voice is cruel laughter, who is the destroyer in "The 

112 
Unicorn from the Stars" and "The Gyres." The unicorn supplants 

this beast, combining the superhuman (god) with the brute (animal), 
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evoking the unicorn’s spiritual association. An interesting compari¬ 

son can be made of the unicorn with Dulac’s centaur. The unicorn takes 

part in the destruction of the universe in the Book of Revelation, 

tramples the earth in "The Unicorn From the Stars," as the command is 

heard, "Destroy, destroy, destruction is the life-giver," and in "The 

Player Queen" Yeats cites new eras which shall succeed Christianity, 

the age of the unicorn. Melchior! considers Yeatsfs unicorn to 

stand for his apocalyptic vision of living on the brink, perched at 

the last phase of a dying civilization. "But Yeats was convinced, as 

the decadents were not, that such destruction of an old world would 

bring about its opposite, an era of joyful, dangerous, individual 

life.”114 

The symbol of the unicorn embodies the idea of destruction 

through great beauty which Yeats associated with Helen’s destruction 

of Troy, and of the young men of Galway by Mary Hynes, a beauty which 

destroys and creates anew. 

In his letter to Maxwell, which appears in the notes follow¬ 

ing letter 81, Yeats is even less revealing about other designs illus¬ 

trating his work. He no longer knows the meaning of the "eagle and 

bird" design, he writes, and the "’eagle and sword’ design by AE has 

some precise meaning and...was used by AE circle in meditation, but I 

remember nothing about it." 

In the last two letters from 1933, Yeats writesDulac of his 

dedication of The Winding Stair to him, and sends him a copy, charm¬ 

ingly commending his masks and music. 

"Watching Cuchulain in his lovely mask and costume, that old 

masked man who seems hundreds of years old, that Guardian of the Well, 

with your great golden wings and dancing to your music, I had one of 



37 

those moments of excitement that are the dramatist fs reward and de¬ 

cided there and then to dedicate to you my next book of verse."^^ 

VII 

1934-1936 Letters 84-97 

Yeats was at work on "A Full Moon in March" through most of 

1934, as his letter of 6 November to Dulac indicates, "digging down 

through thought to find passion. It has grown into a most audacious 

thing. If I succeed with it it will Abe/ the most powerful and 

strange of my dance plays." Dulac1s reaction was emphatically nega¬ 

tive: "one has the feeling that the emotional impulse has run away 

116 
with the hand that should direct its course." That seems to have 

been what Yeats was after, "digging...to find passion," and he accepts 

Dulacfs criticism in good part, acknowledging his artistic impulse to 

be the opposite of Dulac's "clean, bright, dry air of...genius." "I 

do not understand why this blood symbolism laid hold upon me but I 

must work it out. If I had a volume of my poems I would show you 

117 
where it began about six years ago" (letter 86). Six years before 

this, The Tower had been published. 

Certainly the idea of destruction through great beauty, 

which found one symbol in the unicorn, obsessed Yeats in his old age 

118 
in another form, the dance of Salome. 

Helen and Salome appear to blend into the destroying-woman 

symbol, one type of the dancer, who dances with or before a severed 

head in three plays, "The King of the Great Clock Tower," "A Full Moon 

in March," and Yeatsfs last play, "The Death of Cuchulain." She is 
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allied with the staring virgin in "The Resurrection" who shoots through 

the heart-shaped star, in Yeatsfs Tarot. There is another type of the 

dancer, however, the innocent girl who "has outdanced thought," the 

dancer who has become the dance in subjective abandon, and who cannot 

be seen apart from it, in "Among School Children," even Helen, "part 

woman and three parts a child," whose feet "Practise a tinker shuffle / 

119 
Picked up in a street." 

Yeats had asked Sturge Moore to design a bookplate for Anne 

120 
showing a girl dancing in the moonlight, reflected in a lake, the 

dancing girl who "has outdanced thought" standing for the new civiliza¬ 

tion. Surely Margot, dancing on the shore in "The Crazed Girl," and 

in "Sweet Dancer," is this bemused innocent. If Yeats indeed held 

both types of the dancer in a single symbol, the blood-thirsty female 

figures of the three plays are also innocent, acting out their fates, 

as he forgave Maud Gonne her destructiveness: "Was there another Troy 

for her to burn?" 

Frank Kermode has written with great subtlety and penetra¬ 

tion about the dancer as Yeats’s great reconciling image, "combining 

life in death, death in life, movement and stillness, action and con- 

121 
templation, body and soul." 

He pursues the symbolic value of the dancer as the Romantic 

emblem back to the fin-de-siecle obsession of artists on both sides of 

the Channel with dance-hall girls, the most perfect embodiment of the 

type being Loie Fuller, the dancer made impersonal, whose dance became 

122 
a flame as she spun in a mystic’s whirling meditation. Kermode 

considers Yeats’s perfect dancer to represent the unified body and 

soul, which occurs in the Fifteenth Phase, where "all thought becomes 
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an image, and the soul / Becomes a body.” As that phase passes, 

the doctrines of Image and Isolation come together in the Helen-like 

destroying women of the Sixteenth Phase, such as Maud Gonne, who "was 

evidently a woman of the Sixteenth Phase, having that excessive beauty 

124 
which leads to disaster, as Venus chose Vulcan." 

Her personification is Salome, whose worship by the artist 

demands human sacrifice, whom Yeats associated from very early days 

125 
with the Sidhe. Kermode tracks Salome-of-the-Sidhe through Yeats1s 

Noh plays: in "At the Hawk’s Well" Cuchulain is cursed for his deal¬ 

ings with the "dancers," and in "The Only Jealousy of Emer" his wife 

complains of the same women. In the last plays, the Sidhe-Salome ap- 

126 
pears in full panoply. 

In letter 86, in which Yeats replies to Dulac’s criticism, he 

mentions a proposed program of plays in which Ninette de Valois will take 

part. De Valois, who came from County Wicklow, had been directing a bal¬ 

let school in Cambridge when Yeats persuaded her in 1927 to come back to 

Ireland to organize and engage a teacher for the small ballet school he 

wanted to found at the Abbey Theater. De Valois was to come over every 

three months to supervise, and to produce and perform in his Plays for 

Dancers. She danced Ito’s role in "At the Hawk’s Well," and Yeats 

rewrote "The King of the Great Clock Tower," which he dedicated to her, 

and "The Only Jealousy of Emer," so that she could dance the roles of 

the Queen in the former, and the Woman of the Sidhe in the latter, 

128 
wearing masks in both roles. Yeats in this letter repudiates 

"The King of the Great Clock Tower," presumably in favor of his lat¬ 

ter version of the same theme, "A Full Moon in March." In 1933, when 

he had gone to Rapallo to seek Pound’s advice about his latest 
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verse, the lyrics for "The King of the Great Clock Tower," he found 

Pound withdrawn into obsession with politics and economics, and he 

129 
made only one comment on Yeatsfs verse: "Putrid*" Yeats wrote to 

Mrs. Shakespear that Pound "may have been right to condemn it as 

poetry, but he condemned it as drama," and the play became one of 

Yeats1 s most successful 

A proposal to put on, in London in 1935 a season of verse 

plays by Yeats and other poets, including Auden and Eliot, is first 

mentioned in November 1934 in letter 85, in which Yeats writes that 

Ashley Dukes "has put off the play to Easter." Dukes, a playwright 

and critic, had opened The Mercury Theater in 1933 for new and for¬ 

eign plays. In 1935 he and Yeats had formed a committee consisting 

of Auden, Eliot, Margot Collis, Yeats, and Dulac, which planned a 

public season of plays written by poets. Dulac had designed the motif 

and posters for the theater, and on 24 January he wrote to Yeats: 

"We met again last night Miss Collis, Ashley Dukes, Doone 

& I. Eliot did not come but sent a line to say that he definitely 
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preferred to have Auden's play for their programme with his Sweeny." 

The problem which arose was that the younger playwrights 

were still at work on the plays proposed for production, and Dulac 

suggested postponing the season. "Ashley Dukes wants the season to be 

primarily a stimulant to the writing of poetic drama; the value of 

your gesture would, he says, otherwise be lost. It should be there¬ 

fore, as representative of the work of the younger generation as it 

is of your own. Scrappy bits will not do. 

"It is a pity there is not more choice of plays by young 

authors. 1 Sweeny1 and fThe Dance of Death1 are all Eliot and Auden 
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have to offer besides the plays they are working on now." As the 

sequence of letters shows, things went from bad to worse. Dulac's 

undated letter (88) apologising because he cannot afford the time to 

design costumes and scenery for YeatsTs plays seems to have preceded 

his resignation from the committee after a disagreement with Margot 

133 
over the training of the company for "The Player Queen." He wrote 

to Yeats, "I would regret not being associated with your plays and 

with what I am convinced would be the best way of presenting them, 

but I will feel neither slighted nor offended in any way, you must 

134 
take that for granted." The series of letters, with those of 

Rupert Doone, the director of the Group Theatre, and of Ashley Dukes 

included in the notes, explains itself. First Tyrone Guthrie pulled 

out, and then Doone. We know from Yeatsfs preface to The Lemon Tree 

that Dukes eventually mounted Eliotfs "Murder in the Cathedral" and 

that a Yeats Festival was put on by Nancy Price at the Little Theatre 

135 
in London, opening Sunday 27 October with "The Player Queen," and 

including "The Pot of Broth" and "The Hour Glass. 

In June Yeats celebrated his seventieth birthday, in parlous 

health, but clearly basking in the world-wide harvest of telegrams and 

messages. The John Masefields, who came over to stay at Riversdale 

for the festivities, brought gifts from Yeats’s English friends, as 

Yeats mentions in letter 94, thanking Dulac for the drawing he had 

sent, and describing the gift of lapis lazuli from Harry Clifton. 

Yeats wrote letters to several friends about the carving which inspired 

the poem, including a fanciful one to Mrs. Gwyneth Foden written on 

6 July conjecturing, "the ascetic, pupil, and little temple prophesy¬ 

ing perhaps the Swami and myself at Majorca." 
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There is a considerable group of letters to Mrs. Foden in 

the Yeats collection at the HRC, written from June through September 

1935 concerning arrangements for Yeats’s projected winter stay in 

Majorca. In them Yeats discusses travel and living accommodations, 

which Mrs. Foden was eager to arrange for him, and to pay for; Yeats 

refused the financial assistance, but was clearly grateful for her 

help in finding modest lodgings. One may infer from this correspon¬ 

dence that Mrs. Foden was already fully supporting the Swami in more 

than ascetic circumstances. 

Shree Purohit Swami had been lecturing at the Institute of 

Indian Mysticism, which he founded in London. Yeats had written in¬ 

troductions to the Swami’s autobiography, An Indian Monk, and to The 

Holy Mountain, a translation by the Swami of his Master’s account of 

137 
his travels in the Himalayas. He and Yeats had planned to spend 

the winter of 1935-1936 finishing their translation of the Upanishads 

In several editorial notes Finneran comments that Yeats, 

Mrs. Shakespear, and Lady Elizabeth Pelham, who had studied with the 

Swami in 1935, were concerned about the Swami*s love affair with Mrs. 

Foden. She followed the Swami to India, and a letter from Lady 

Elizabeth Pelham describes Mrs. Foden’s emotional confidence concern- 

139 
ing a love affair, a child and a suicide attempt. The Swami had 

a history of borrowing money from susceptible English ladies, and in 

1938 he was still writing to Yeats from India of his intention to re- 

140 
pay what he owed Margot Collis. 

The incident which took place at Majorca in the winter of 

138 

1935 has been fully recounted by Roger McHugh in his book about Margot 

Ruddock Collis Lovell, Ah, Sweet Dancer. Yeats had promised to write 



43 

a preface to a selection of her poems which R. A. Scott-James, the 

141 
editor of The London Mercury, published in July 1936. Yeats’s pre¬ 

face, in two parts, his account of the incident at Majorca, followed 

by his poem which begins, "That crazed girl,11 along with Margot’s ac¬ 

count of her madness, "I have been a failure at housekeeping,11 are all 

typed as one article in this collection, with a covering letter from 

Yeats to Scott-James dated 5 June 1936. According to the editors of 

Uncollected Prose by W. B. Yeats, he had thought to include her reminis- 
» 

cence with his preface in the Mercury selection, but he and Scott- 
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James "finally thought it best to leave it out." In the typed ac¬ 

count of her experience, Yeats has written in over some lines of poetry 

which she says he read, "I do not remember these lines. They may be 

part of her dream. Several sentences in this passage certainly are." 

He also left out all of section two of the typed preface, and his 

poem, and abridged the remainder to leave out all reference to the 

theater dispute from the published version. The same preface which 

ran in the Mercury is reprinted in The Lemon Tree, by Margot Ruddock 

143 
with an additional passage by Yeats dated 26 December 1936. In 

the new section which Yeats added to his Mercury preface when it was 

published in The Lemon Tree is this account of Margot’s catastrophe: 

"Margot Ruddock left for Barcelona and a few days later 

the British Consul there wired that she had fallen out of a window 

and broken her knee-cap. My wife and I went to Barcelona and found 

her in the Clinica Evangelica where she had been brought the night 

before. She was sitting up in bed writing an account of her experi¬ 

ences. She has added since, mainly at my suggestion, four or five 

explanatory sentences, and crossed out a word here and there. Her 
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dominant thought, during those wanderings from house to house, street 

to street, had been, she said a few weeks ago, that God died and suf¬ 

fered in everything that we ate and in everything that we did. She 

was undergoing an experience perhaps well known once in Europe and in 

Asia, though in every individual it must take a different form. Some 

old Indian writer has said, fThe Yogi must often seem mad, must often 

be mad.1 But she was sane when I saw her in Barcelona, her main 

thought the trouble she was causing, or had caused, and she has re¬ 

mained sane." Two more paragraphs discussing her poetry conclude Yeatsfs 

144 
introduction. 

In a letter to Mrs. Shakespear written 22 May 1936 Yeats re¬ 

counted Margot’s descent upon the Yeatses at Majorca and describes his 

intention of hiding from Margot’s husband and the journalists in London 

"because I want to keep at a distance from a tragedy where I can be 

of no further help."^'* 

In 1936 Yeats and Lady Gerald Wellesley, while planning the 

collection of ballads they were editing jointly in Broadsides, decided 

to write ballads of their own. Yeats’s "The Three Bushes," which he 

asked Dulac to set to music in letters 95 and 97, was published in the 

March 1937 number, and Dorothy Wellesley’s "The Lady, the Squire, and 

146 
the Serving Maid," in the September one. 

The ballads which Yeats was then much interested in were to 

furnish most of the poems spoken and sung, by Margot and others, in 

the BBC broadcasts of his poems projected for 1937. 
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VIII 

1937-1938 Letters 98-116 

147 
"Words for music...was the passion of his old age," 

Dorothy Wellesley wrote of Yeats, and the last, most interesting 

group of letters in this correspondence is devoted to his attempts 

to commission and have performed music for poetry which was the op¬ 

posite of the art song or the operatic aria. From the first letter 

of this group, in which he asks Dulac to debate with him on a BBC 

broadcast, to the last, introducing to Dulac Francis Higgins, the 

Irish poet and folk-music collector, the intensity of Yeatsfs concern 

for poetry spoken or sung to music and his complete inability to under¬ 

stand music from the point of view of an educated musician predestine 

the manifestos, quarrels, and accusations which fill this correspond¬ 

ence. 

There is wonderful irony in the exchange of letters between 

Yeats and Dulac concerning the theme of their proposed debate. Dulac 

wrote on 3 June 1937, "It will have to be a sham fight. There is no 

point on which, I feel, we disagree so very strongly.By 3 July 

they were not speaking, but firing off to each other self-justifying 

letters expounding their irreconcilable differences. 

The larger spectacle which the letters of 1937 display is 

that of a man of genius, powerful ego, and dedicated convictions, led 

by his intuition to make triumphant artistic judgements and disastrous 

personal ones. One may argue that the Swami, dependent upon swindling 

wealthy ladies, paid Yeats in creative gifts of the imagination which 

outweighed his social sins. "Lapis Lazuli" probably owes more to the 
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Swami than to Harry Clifton. Yeats's infatuation with Margot, who 

carried discord with her like the Morrigu, certainly inspired two 

poems, and perhaps more. But Yeats's musical insensitivity, compli¬ 

cated by Margot's involvement, brought him to a howling row with the 

friend who had not only been a close collaborator in music and design, 

but who had shipped his pictures, packed his masks, found him lodg¬ 

ings, dealt with his London theater business, introduced him to 

gracious hostesses, arranged his dinner-parties, and had been content, 

throughout his own personal disappointments in broken marriages and 

unsold paintings, to be Yeats's faithful servant. 

In the first of these letters Yeats writes to Dulac that 

James Stephens has declined to join him in a debate on art proposed 

by George Barnes of the BBC, and asks Dulac to fill in, to provide the 

other electrical pole for what Yeats foresaw as a carefully controlled 

"violent row." Hone writes that Dulac "offered" to take Stephens's 

place, and that the debate did not take place because Yeats went back 

149 
to Ireland before it could be arranged. As the 3 June letter shows, 

Yeats asked Dulac to take Stephens's place, and in the letter which 

Dulac wrote on 7 July he removed himself from the enterprise. 

"I also know now that, on certain grounds, one can never be 

sure of where one stands with you. Some muddled prejudice may turn up 

to spoil an apparently happy collaboration. I cannot afford to add 

such worries to the work of preparing a broadcast. My part in our 

projected debate had therefore better be cancelled. Barnes can, no 

doubt, provide you with another opponent." 

Wade believed that Yeats's first proposed debate topics were 

to have been, "all arts are an expression of desire" and "all arts 
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must be united again. Dulac countered with a suggestion of his 

own: "is art an escape from life?" By 3 June Yeats had worked out a 

format which recalls the practical-joker prankishness which character¬ 

ized the Robartes-Aherne exchanges, as if two masks were playing to 

each other, lrMy idea is to work it all up into a kind of drama in 

which we will get very abusive, and then one or the other of us will 

say with a change of voice ’Well I hope they have taken all that seri¬ 

ously and believe that we will never speak to each other again.1 The 

other will say, ’Stop! The signal is still on, they can hear us.1 

Then the first speaker will say fGod,f or if that is barred out by 

the BBC, ’Hell.f" 

Yeats had lectured on modern poetry on the BBC the preceding 

October, and on 2 April and 22 April Margot, among others, had read 

and sung verse on programs to which Yeats alludes in letter 98. He 

went to London on 7 June to prepare for the ill-fated 3 July broadcast, 

having written to ask Dulac and W. J. Turner to find lodgings for him. 

Writing on 27 May concerning these arrangements, he sent Dulac a long 

and hilarious account of the dinner of the Irish Academy of Letters 

which Wade censored heavily when he published it in the Letters.^^ 

Yeats seems to have seen no irony in passing on Starkey’s morning- 

after compliments on Dulac’s music sung at the banquet in the same 

letter in which Yeats describes Starkey at the performance, far gone 

in his cups, waving his fiddle above his head and shouting the chair¬ 

man down. 

Before Yeats arrived in London he had dropped another un¬ 

pleasant assignment on Dulac. Margot’s pathetic letter to Dulac 

written on 6 June (see notes following letter 102) seems to indicate 
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that at some command from the absent Yeats she was being replaced with 

another singer for all the songs on the program except "The Curse of 

Cromwell*" Although she writes that she "accepts the inevitable," 

Dulac was still striving to pacify her on 24 June, as he reported to 

152 
Yeats that she would throw up the job if she had only the one song. 

Dulac paid her off, and Yeats with some embarrassment repaid 

him (letter 103) but she remained on the program for "The Curse of 

Cromwell." Whatever Yeats’s instructions to Dulac had been, he re¬ 

mained unsatisfied. On 1 July he wrote to Francis Higgins, "Dulac 

has done the music admirable and some new effects, but a deplorable 

professional singer who is everything I hate. I have insisted that 

the announcer say that she /was/ produced not by me but by Dulac." 

(See notes following letter 103.) 

Ninette de Valois recounts the scene in the BBC offices: 

"Yeats had been once more trying to broadcast an example of 

Irish poetic drama set to music by Dulac...the poet was upset over the 

English rendering of the songs, Dulac elated. Yeats expounded how such 

a rendering would make it impossible for him to face his Dublin friends 

again so ashamed was he at the let-down to them all. The musical but 

fiery Frenchman with quite different views as to who must not be let 

down, informed Yeats that he must if necessary offend Dublin, as he 

happened to be for the moment in a civilized country. The dignified 

pale young men at the BBC went several shades paler and Yeats stalked 

* ..153 out. 

The fatal combination of Yeats’s intense interest in music for 

poetry and his complete lack of musicality must have been impossible 

for a trained musician to deal with. 
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Yeats had been fascinated with verse spoken to music since he 

had heard Florence Farr perform in Todhunter’s play, "A Sicilian Idyll," 

in 1890, "and because of her began to develop his ideas about chanted 

verse, in which the end would be the impersonal presentation of verbal 

and vocal beauty. 

Around this time he developed a method of reciting poetry to 

the accompaniment of a psaltery, and had a special instrument, half¬ 

psaltery, half-lyre, made for him by Arnold Dolmetsch.^"* When he 

became acquainted with Ezra Pound, he admired the way Pound devised 

to recite verse so that it sounded like music, "with strongly marked 

time, yet remained intelligible, and he credited it with being a better 

156 
method than that of Florence Farr." The tone-deaf was conducting 

the tone-deaf: Pound’s biographer, Charles Norman, writes that Pound, 

"like Yeats, had no ear—for music, that is."^^ 

Remembering that he had watched people fidget through a per¬ 

formance of "The King’s Threshold," Yeats wrote in a note on the first 

performance of "At the Hawk’s Well," that he "reminded myself that 

music, when there are no satisfying audible words, bores me as much, 

158 
for I have no ear or only a primitive ear." 

Because there are songs in every play that Yeats wrote, with 

the exception of the two translations from Sophocles, one has to ask, 

how did he hear them sung, in his imagination, when he wrote them? 

The friends who remember Yeats’s ideas concerning music for words, 

and his manner of reciting his own poetry, do not agree. John Mase¬ 

field remembered when a young Indian woman asked him to sing "The Lake 

Isle of Innisfree;" "Yeats,.. .like so many poets, was completely un¬ 

musical, indeed almost tone-deaf. He compromised by a sort of dirge- 
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like incantation calculated to send any unhappy giggler into hyster- 

159 
ics." Monk Gibbon recalls that Yeats told him in 1931, "I have no 

ear for music—don’t know one tune from another. * .Music impresses me, 

but I can no more judge of its quality than I can of thunder, or the 

sound of wind."'*'^ He told Lennox Robinson, "I am not musical. I 

have the poet’s exact time sense, only the vaguest sense of pitch, 

yet I get the greatest pleasure from certain combinations of singing, 

acting, speaking, drum, gong, flute, string, provided that some or all 

of the words keep their natural passionate rhythm." Robinson consid¬ 

ered him "almost wholly...insensitive to music, and musicians as a 

body he quite unreasonably disliked, though one or two of his best 

friends were musicians.. .He once told me that he composed all his 

poetry to either of two airs, and he hummed them to me. I could make 

nothing out of them, not even a rhythm. But in later years he seemed 

to be developing a musical sense and described rightly George Antheil’s 

music for "Fighting the Waves" as ’most strange, dramatic music,’ 

though it committed the crime he had so often denounced, the giving 

of many notes to the same word; as he admitted himself, ’I have gone 

over to the enemy.’ He liked Mr. Arthur Duff’s music to ’The King of 

the Great Clock Tower,’ again, music with a strong rhythm, and probably 

influenced by his friend F. H. Higgins’s knowledge and love of Irish 

folk tunes, some of his latest poems seem to show that he was writing 

1 fii 
with a definite Irish air in his head." 

The day after the broadcast Yeats and Dulac wrote each 

other, Yeats affecting Olympian equanimity, Dulac as furious as his 

generous and loyal character could allow him to be. He had offered to 

withdraw from the project when Yeats had seemed dissatisfied, but had 



51 

not been allowed to do so. Yeats had made trouble at both rehearsals, 

and his insistence upon Margot1s participation in the program, which 

one feels had long been an underground strain, doomed the performance. 

After twenty years of affectionate support, Dulac let go: "You have no 

knowledge of music and no feeling for it. You say that in Dublin they 

do what you want; what you want seems to be the theosophical ladyTs 

ululations to fThe Hawk’s Well,1 twenty years ago, Margot’s crooning, 

and the music for your other recitals, all of which is amateurish 

village green, arty, and would make any one with the slightest taste 

for good stuff shiver down his back.11 

A brief note two days later, 6 June,from Yeats answers none 

of Dulac’s well-aimed accusations, and the next day Dulac wrote de¬ 

clining to compose music for Yeats’s poems or to take part in the 

debate. Yeats’s reply on the following day, 8 July, of which Wade 

publishes the first part, contains his apology: ”1 am a violent man 

and I am sure that I said and did much that I should not and for that 

pardon.” Then, almost immediately, ignoring Dulac’s withdrawal from 

the debate, Yeats proposes, ”Why not choose for the theme of our pub- 

162 
lie discussion modern music and singing?" 

Out of the debacle, besides the long and revelatory letters, 

came three articles concerning music for poetry: W. J. Turner’s 

pieces in The New Statesman (there were two, one a continuation of 

the other),Yeats’s and Dorothy Wellesley’s "Manifesto,” published in 

the bound volume of Broadsides, 1937, and Dulac’s typed article, 

"Music and Poetry," which I believe to be the "typed notes" for which 

Yeats thanks Dulac on 15 July. Of the three, Turner’s is the most 

comprehensive and musically erudite. Turner, music critic for The 
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New Statesman, wrote to Yeats his private comments on the broadcast on 

4 July before his article appeared on 10 and 24 July. His first piece, 

"Music, Words, and Action," is concerned with opera, and holds that, 

because words are inevitably lost when sung to music, there is no 

place in a sung libretto for poetry. To appreciate the music, you 

must ignore the words, once you know the plot, and the precis in the 

program will suffice for that. In contrast with words, Turner con¬ 

tinues, action goes perfectly with music, as words cannot: "Action 

separated from words and joined to music has produced the art of 

, n , „163 
ballet. 

In the second piece, "Music and Words," Turner commends 

Yeats for returning to a simple poetic style in songs which demand 

to be sung, "but who is to compose the music for them? Certainly 

not the expert modern musician using the diatonic scale...devised 

for keyboard instruments." For models, Turner refers back to the 

old ballad singers, who fitted their melodic lines to their texts, who 

sang sharp or flat for expression, and were not tied to the diatonic 

scale, and he hopes that perhaps in the still-living Irish folk-song 

164 
tradition Yeats may find such performers. 

Yeats first mentions his "Manifesto" in a letter written 

8 July, when he read it to his hostess and co-editor, Dorothy 

Wellesley. He must have revised it after Turner’s article was 

printed, for it is largely a reply to Turner’s first piece on opera: 

"Somebody has said that the poet who writes for a composer should 

’eschew all attempts to write poetry’ yet did not Sappho begin some¬ 

where?" Not daunted by logic, Yeats leaps in reference from the 

modern opera stage, which Turner is speaking of, to a poet from a 
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period whence we have no extant music. Showing himself to be in par¬ 

tial agreement with Turner on the suitability of action to music, he 

cites his Noh plays, in which "contemplative emotion _/is7 left to 

singers who can satisfy the poet’s ear, composition of plot to actors, 

climax of the whole to dancers." Turner had named modern composers as 

the distorters of poetry; Yeats, who had commissioned much music by 

them, could not, but he was free to indulge his abhorrence of modern 

singers; "The concert platform has wronged the poets by masticating 

their well-made words and turning them into spittle.. .We reject all 

professional singers because no mouth trained to the modern scale can 

articulate poetry. We must be content with butchers and bakers and 

16 5 
those few persons who sing from delight in words. 

Yeats reflects much of what Dulac had been teaching him for 

years, as his 13 July letter to Dulac admits in a postscript. Dulac*s 

essay stresses the difference between tonal music (what Turner calls 

the diatonic scale) and modal music, which Dulac considers to be the 

musical expression of "Eastern, ancient, and folk-song poetry." His 

list of prescriptions for what modern composers must do, and some 

have done, to collaborate with poets in musical settings includes 

varying the bar-extent, concentration on rhythm rather than meter, 

disregarding the usual tonic and harmonic construction, and doing away 

with "keys, bars, and the necessity for 1 endings.*" His examples of 

successful ancient or folk music are a little more accessible than 

Sappho; he suggests recordings of "Bulgarian, Serbian, Greek songs that 

are not too Arabic in character, those from South and Eastern Russia, 

and those from India and from Java and Bali."^ 

In spite of the unruffled pose of Yeats’s letters to Dulac 
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after their quarrel, he was much disturbed. Several letters to Dorothy 

Wellesley, published in her collection, Letters on Poetry from W. B. 

Yeats to Dorothy Wellesley, allude to the incident and its emotional 

Igÿ 
impact on him although Lady Gerald suppresses Dulacfs name. The 

only first-hand observation of Yeats in this period that appears in 

this collection, however, is a letter from Edith Shackelton Heald, 

who wrote from her house in Steyning where Yeats was staying, on 14 

July to Dulac: "The Poet was pleased...by your hatchet-burying let¬ 

ter. He is in perfect agreement with your thesis, and rather wonder¬ 

ing what he had been fighting about. He is tired after a week of 

tempestuous grand ladies, but seems happy here."^^ 

Dulac1s conciliatory letter was probably that written to 

Yeats on 12 July. Ever the go-between peacemaker, Dulac had invited 

Turner to tea, and in response to his request for Dulac’s views on 

poetry-singing, Dulac had written them down. "I enclose on a separate 

sheet what I told him," he wrote Yeats. "I am glad we have all sim¬ 

mered down," he concludes. Some obscure grievance in you must have 

wanted an outlet. /If/ it found it in these discords let us rejoice 

16 9 
that it is over. Yours also and always affectionately." The 

wording of the gracious dismissal of their quarrel echoes that of 

Yeats’s explanation of his compulsion to write out the love-and-blood 

theme: "I do not understand why this blood symbolism laid hold on me, 

but I must work it out.,f Dulacfs reconciliation combines intuition 

with tact. 

In a curious way, the three articles on music for poetry 

all circle the same center, a focus well outside the main concerns of 

European music in the ’thirties. Turner, the professional, Dulac, 
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the educated amateur, and Yeats, whose ear was tuned only to poetry, 

sought a freeing-up of formal vocal music to allow verse to dominate 

it. Along with Dulac, Francis Higgins was increasing Yeats1s knowledge 

of Irish folk-music, and it is a loss not to have the work which 

Higgins and Yeats were considering, "a book of a hundred Irish songs, 

170 
old and new." It seems clear that whatever the source of the vio¬ 

lent and bawdy impulses which fired Yeatsfs later poetry, Higgins, 

with full command of a violent and bawdy folk-song tradition, gave Yeats 

forms and perhaps tunes to turn to his verses1 use. One is reminded 

of Liam Millerfs conjecture, had it been Irish music and ballad tradi¬ 

tion which Yeats was taken up with in 1916, when the vogue for Oriental- 

171 
ism held his imagination, what might the plays have been. 

Yeats died in January 1939, four months after the last letter 

in this correspondence was written. In an essay in his memory Dulac 

captured the two opposite impulses which stimulated Yeats?s imagina¬ 

tion: "The world of aristocratic beings, cultured, refined, linked 

by a certain elegance of expression, a certain ritualism of dress and 

behaviour, that he had once realized about him, he always thought he 

might find it again around the corner. The raised hand was part of 

the ritual. Part of the ritual also, his love of the village crafts¬ 

man, the untrained performer—images in his mind of the times when 

art sprang from a more intimate contact between the artist and the 

hidden forces that shape our universe. 
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GROUP I 

Letter 1 

ALS: W. B. Yeats to Edmund Dulac 

February 17 /1916?/ 18 Woburn Buildings 

My dear Dulac, 

I think Tuesday will be better as we shall not have anyone 

who is not part of our project then. Can you come about 8. However 

if this does not suit come Monday.*^ 

Yours, 

W. B. Yeats 

Letter 2 

ALS: W. B. Yeats to Edmund Dulac 

Sunday _/1916?7 Royal Societies Club 
St. James Street SW 
London 

My dear Dulac, 

Come tomorrow evening if you can (and of course if Madame 

Dulac cares to come she is welcome.) Madame Vandervelde is coming 

and it is just possible she may be of use to us. She sings and re¬ 

cites - I have not heard her - and is very cultivated and interested 

2 
in what we are doing. She has asked me to get you to come and meet 

her if possible. 

Yours, 

W. B. Yeats 
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Letter 3 

ALS: W. B. Yeats to Edmund Dulac 

February 25 _/19167 18 Woburn Buildings 

Dear Dulac, 

I find that there is (unless date has been changed) a per¬ 

formance of my "Hour Glass" at Chelsea at 3 on Sunday which I want 

3 
to see* I am so sorry but can we put off Zoo til the Sunday after. 

Yours, 

W. B. Yeats 

Letter 4 

ALS: W. B. Yeats to Edmund Dulac 

March 14 _/191^7 18 Woburn Buildings 

Dear Dulac, 

I wrote to Lady Islington and said it would do if she told 

4 
her servants to let us see the rooms. I have not heard but no doubt 

we are expected. As I said I would bring you I think you had better 

call for me at 63 St. James Street (my club) at 5:45. 

Yours, 

W. B. Yeats 



74 

Letter 5 

ALS: W. B* Yeats to Edmund Dulac 

Wednesday _/19167 18 Woburn Buildings 

My dear Dulac, 

Where did you get those stair rods I admired so much? 

When do we rehearse. 

Yours, 

W. B. Yeats 

Letter 6 

TLS: W. B. Yeats to Edmund Dulac 

/March 19167 Stone Cottage 

Dear Dulac, 

I think matters are smooth with Mrs. Mann, she leaves Itow 

and the dance to you and will keep to the songs, she undertakes not 

to improvise except apparently here and there at some pause in the 

action. I donft think these pauses need give us any anxiety as, to 

the best of my belief, there are none. I think I have put a song into 

every empty place. She was pleased with your scheme, a chorus of three. 

Yourself, herself, and her friend Foulds (? Foulis) _/sic7* She is 

also very pleased with the idea of making it Greek rather than Indian 

and says that will be much easier. She showed me a long lute-like 

instrument which she thought suggested no very precise nationality. 

You, I should imagine, could have both your drum and dulcimer. I 

should be delighted to see you on Monday evening or of course upon 

any Monday evening. 

Yours, 

W. B. Yeats 
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Letter 7 

ALS: W. B. Yeats to Edmund Dulac 

Thursday /March 23 19167 18 Woburn Buildings 

Dear Dulac, 

Mrs, Mann and Foulds will be at rehearsal to-morrow at 3 

but Foulds cannot stay til the end. They will come also Saturday 

morning at 11 if that will do. 

I have had a most amiable interview and have worked out a 

new bit of business which gets in some damned motives or others _/?7. 

I came away just in time and there was a letter addressed to 

me on the table which was I understand asking if she might resign from 

cast. However it was illness kept her away today. 

Yours, 

W. B. Yeats 

Letter 8 

ALS: W. B. Yeats to Edmund Dulac 

March 29 _/19167 18 Woburn Buildings 

Dear Dulac, 

I enclose a letter from Mrs. Mann."* I have told her that if 

you want any particular pigment on Friday you will write and ask her to 

bring it. I wonder if you should ask Mrs. Mann and Foulds to go to you 

a little before 5 as their clothes have not been tried on yet and so 

they will like longer probably to get arranged than Wade and Ainley 

who have seen their clothes and have their masks to save all trouble. 

I have asked, if you give me leave, Mrs. Shakespear to come 

on Friday and to bring Mrs. Fowler. 
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Letter 8 (Continued) 

I have said Lady Cunard mentioned the programme. 

Yours, 

W. B. Yeats 

Why I suggest Mrs. Mann and Foulds a little earlier is that we should 

on Friday rehearse special parts of the play (the cloth for instance) 

and afterwards run through without a break (this we have not yet done) 

and perhaps then rehearse a few details. I know by experience that 

getting people dressed and made up takes an immense time. 

Letter 9 

ALS: W. B. Yeats to Edmund Dulac 

June 2 _/1916^7 18 Woburn Buildings 
London, W.C. 

My dear Dulac, 

I have to go to Dublin tonight after all. I shall be back 

in a few days and we can start on the play at once if you like.** 

Yours, 

W. B. Yeats 



77 

Letter 10 

ALS: W. B. Yeats to Edmund Dulac 

September 28 AL91J6/ Coole 

My dear Dulac, 

A woman who is staying here asked me to find out from you 

what you charge for portraits. She admires your Arabian Nights^ and 

I have told her of your portraits. She is thinking of getting her 

daughter painted. She is well off. 

I wonder if a performance of "The Hawkfs Well" would be 

possible in October. I am likely to be in London sometime that 

month. If not, what month would suit best. 

Yours, 

W. B. Yeats 
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NOTES (GROUP I: LETTERS 1-10) 

1. Monday was Yeats1s regular at-home evening. The project was their 

production of Yeatsfs first Noh play. "The first two ventures by 

Yeats in the Noh "At the Hawkfs Well" and "The Only Jealousy of 

Emer" are the best plays he ever wrote, and stand as artistic ac¬ 

complishment with the best of his lyric poetry." Harold Bloom, 

Yeats (New York: Oxford University Press, 1970) p. 294. 

2. All of these early letters are concerned with producing "At the 

Hawk?s Well." Presumably Mme. Vandervelde was a candidate for 

the role played by Mrs. Mann. 

3. Ito worked out his hawk dance before the hawk cages at the London 

Zoo, with Yeats and Dulac accompanying him. Hone, Yeats, p. 289. 

When the play was published in Four Plays for Dancers, (1921) 

Yeats attributed his commitment to the Noh form to ,fMr. Dulac fs 

mastery of design and Mr. Ito's genius of movement." Hone, 

Yeats, p. 290. 

4. Yeatsfs club was the Royal Societies Club. The second performance 

of "At the Hawk's Well" was performed at Lady Islington's 4 April, 

1916. 

5. TLS: Mrs. Mann to W. B. Yeats 

March 29, 1916 9 Burton St. W.C. 

(This is a reply to your 
first; Mr. Foulds* initials 
are J. H.) 

Dear Mr. Yeats, 

Thank you for your letter. I quite understand about the 

mistake; I mentioned it really because many of my own friends ex¬ 

pressed surprise. I also am in favour of doing things without 
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publicity and have done most of my work on this plan since I gave 

up fiddling. 

I hear from Dulac this morning and he asks me to go to re¬ 

hearsal on Friday at 5. Yes, Foulds and I will turn up, and will 

you please tell Dulac I will then leave the guitar for him to 

manipulate but that I should be glad if he could arrange to let 

us have it back before Monday as Foulds and I have had to invent 

quite an elaborate technique for the instrument, and that has to 

be practised? 

Dulac is not in favour of a wash for the feet and arms. 

Well, I suppose he must do what he likes. Some years ago when I 

started oriental music in London I used to give my recitals in 

Indian costume and barefoot as is customary in the East; but the 

white feet and ankles (especially in small rooms or halls) pro¬ 

duced such a bad impression that I gave it up. European white 

feet give an unpleasant impression of nakedness unless perhaps at 

a distance. This is, I think, because of their unnatural and 

therefore ugly whiteness. This will be accentuated in your play 

by the black dress. If you will let me know in good time about 

this make-up matter and which kind of wash or pigment you desire 

I will carefully rehearse it with the lights. We can talk about 

this on Friday but if you will let me know meanwhile what you want 

I will bring it with me - light brown I suppose? I thought Dulac 

could have done his painting (for the mask appearance) over an 

evenly coloured make-up but he says he is going to take charge of 

the whole make-up in any case. Isnft this putting a lot of work 

on his shoulders and will he be able to take charge of everything, 
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do you think? If I know in good time beforehand what is wanted 

my friend can do the make-up on to which Dulac can paint. 

I think you will like the music now. Since the last re¬ 

hearsal when everything was fixed, I have been able to get properly 

to work on details. 

Yours very sincerely, 

Maud Mann 

6. Yeats proposed to mount a performance later in the year but I 

have found no indication that this took place. 

7. Sinbad the Sailor and Other Stories from The Arabian Nights, 

edited by Laurence Houseman, illustrated by Edmund Dulac (New 

York: Weathervane Books, 1978), is a facsimile of the original, 

commissioned by Hodder and Stoughton in 1907. White, p. 23. 

"After the appearance in 1907 of Stories from The Arabian 

Nights, with fifty plates from his hand, Dulac became RackhamTs 

chief rival in providing color illustrations for reproduction by 

the three-color process for the giftbook trade. His best work, 

however, is to be found in The Sleeping Beauty and Other Fairy 

Tales." Gordon N. Ray, The Illustrator and the Book in England 

from 1790 to 1914 (New York: The Pierpont Morgan Library, 1976), 

p. 207. The Sleeping Beauty was published by Hodder and Stoughton 

in 1910. 



GROUP II 

Letter 11 

TLS: W. B. Yeats to Edmund Dulac _/written in/ 

October 11, 1916 

18 Woburn Buildings 

Dear Dulac, 

I tried to get out to you last night but was too tired. 

What evening will suit you best for a talk? I got your note on my way 

to the boat in Dublin. I think in the matter of a clairvoyant—a 

forlorn hope at best—you should go yourself. I found Mrs. Handcock— 

I think thatfs the spelling—1 Egerton Mansions, excellent. Make an 

appointment without giving your name—her telephone number is 222 

Western. Call yourself Mr. Smith or anything you like. She charged 

me 10/8 and was most remarkable, but it is always chance. She might 

be quite bad with you. As a mere clairvoyant, indeed, she is not 

much good. Remarkable events come when she passes into a secondary 

state—a more profound version of her daily self and from that, under 

the control of, I believe, her father. She is a trance medium of a 

remarkable kind. I got Lane^" through her, names of his friends, re¬ 

lations and so on. You should bring that lock of hair which I will 

return to you, in an envelope. In my case, she only became good when 

she took the envelope in her hands. She will be much more likely to 

get into rapport through you than through me. 

Yours, 

W. B. Yeats 
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Letter 12 

ALS: W. B. Yeats to Edmund Dulac 

February 11 /191]7 

Dear Dulac, 

Savile Club 

107 Picadilly W. 

If you are coming Monday bring those plates if you still 

have them. The medium is coming and I think would like them. 

Yours, 

W. B. Yeats 

Letter 13 

ALS: W. B, Yeats to Edmund Dulac 

Wednesday /191]7 18 Woburn Buildings 

Dear Dulac, 

Peter the clairvoyant comes here on Friday at 8:30 and 

2 
starts at once. Can you come. You can go to Ricketts after. 

We will share Peter’s fee among us 3/ or 4/ each. 

The little man is all nerves so we must start the moment he 

comes and admit nobody after. 

Yours, 

W. B. Yeats 
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Letter 14 

ALS: W. B. Yeats to Edmund Dulac 

^March 16, 1917/ Friday 18 Woburn Buildings 

Dear Dulac, 

Wilson will see us any Monday, Tuesday or Thursday at 2 PM. 

3 
I might go if you chose Thursday next. I have suggested that Miss 

Hall telephone you and arrange. Miss Radclyfe Hall is her full name. 

I can join you for meeting and suits experiments on Wednesday any 

hour or Tuesday evening after eight. 

Yours, 

W. B. Yeats 

Letter 15 

TLS: W. B. Yeats to Edmund Dulac 

April 4, 1917 Savile Club 

Dear Dulac, 

I saw Shaw this morning. He says it would not be desirable 

4 
for him to speak to Masterman. That he has criticised Masterman 

copiously but whether publically or not he cannot remember. He says 

that he thinks that in the first instance you would do best if you 

were to write to Masterman and add to the letter as a sampler a poli¬ 

tical caricature.** This, he says, would make a valuable autograph 

and incline the Minister to amiability. He says that the authorities 

are not really anxious to incommode men like you. 

I have just been to see Miss Stead. She picked the two of 

hearts and Wilson?s first shot was wrong as he said knave of hearts. 

She then told him the suit was right and he picked the two saying in 
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(Letter 15 - Continued) 

the letter that it must be the two, as what he had got was a sign which 

was either (Jack) or a two according to which way up it was. Of course 

this looks like telepathy to his own mind but he is in a state of 

violent excitement and thinks that his machine is going to make an im¬ 

mense fortune, I told her when writing to him to say that you and I 

acting together would repeat the experiment. Crooks is being asked to 

repeat it. I told her to tell him that if these experiments succeeded 

we would then appoint a Committee to investigate the degree of inde¬ 

pendence of the machine from his organism. She threw a new light on 

things, a possible light at any rate, when she said that she believes 

that he is afraid of establishing that independence for fear that 

people would take the machine away from him and work it without him. 

I had been accounting for his action by supposing that he had a sub¬ 

conscious fear that it was not independent. I shall be at Ricketts. 

Yours, 

W. B. Yeats 

Letter 16 

ALS: W. B. Yeats to Edmund Dulac 

/Ï9177 April 15 18 Woburn Buildings W.C. 

My dear Dulac, 

g 
Here are Wilson1 s two letters. I wonder if you would 

write to him and save loss of "aura" by loss of time. If suit is 

right should you tell him that?^ 

Yours, 

W. B. Yeats 

Russell comes in tomorrow night. 



85 

Letter 17 

I have asked Wilson to question Homunculus about date. 

ALS: W. B. Yeats to Edmund Dulac 

April 21 JÏ917] Stephens Green Club 

Dublin 

My dear Dulac, 

I enclose Wilsonfs letters and photograph (which please 

keep for me) also Dennison Ross comment. 

I wonder what the curious blotted look of the masks 

means. According to theory, I would expect "direct"writing on 

plates rather than materializations. I have had one example under 

test conditions of "direct" writing, on the other hand a man _/ ?_7 

or a pen ]_ ?_7 might do it. 

Yours , 

W. B. Yeats 



86 

Letter 18 

ALS: W. B. Yeats to Edmund Dulac 

June 14,1917 18 Woburn Buildings 

My dear Dulac, 

Many thanks. Of course the sense of some great world up¬ 

heaval has been in the air for years, but this prophecy is detailed 

and at any rate before the event. It is very interesting. 

I had an interview on Sunday through an automatic writer 

with a "William Power" who said he had been associated with Thomas 

Moore the poet. I find that the first vol. of MooreTs melodies was 

published by a "William James Power," it is a very rare book published 

in Dublin. 

Yours, 

W. B. Yeats 

Letter 19 

ALS: W. B. Yeats to Edmund Dulac 

Monday /summer 191_77 At Coole Park 
Gort, Co. Galway 

My dear Dulac, 

g 
I have got the American Magazine with your Hawk designs. 

They have come out very well in black and white. 

I would be greatly obliged if you would send me (regis¬ 

tered) that pamphlet about the Planisphere. I will let you have it 

back. I could not find my typed condensation. 

Yours, 

W. B. Yeats 
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NOTES (GROUP II, LETTERS 11-19) 

1. Hugh Lane, Lady Gregory’s nephew, had been lost on the Lusitania 

in 1915. He had revised his will, leaving his collection of modern 

pictures to Dublin, but had not had the codicil witnessed. The 

Tate claimed the collection, and Lady Gregory and Yeats spent much 

time and effort trying to reclaim the pictures for Ireland. In 

July 1925 Lady Gregory attended a seance with Mrs. Wreidt at which 

she spoke with her nephew. V. Moore, p. 242. 

See Yeats’s letter to Eamonn de Valera written 15 January 

1937, Letters, p. 877. 

2. Charles Ricketts (1886-1931), one of the most eminent of the book- 

illustrators of art nouveau, had lived with Charles Haslewood 

Shannon (1863-1937) since they were apprenticed to a wood-en¬ 

graver. Yeats and Dulac regularly attended their Friday evening 

at-homes, and Ricketts designed various decorations for Yeats’s 

books, and costumes for his plays, On Baile’s Strand and The King’s 

Threshold, in 1915. (Ray, p. 160) 

Oscar Wilde encouraged Ricketts, found him work, and commis¬ 

sioned him to illustrate, among other of his works, The Sphinx 

(Ray, p. 162). Like Dulac, Ricketts was disappointed in his ca¬ 

reer by the decline of expensive book publishing, and felt, in 

1915, that his f,book-illustration work had been swamped forever 

by the success of Beardsley.” Self-Portrait, p. 227. 

3. A Report on ji visit paid to Mr. David Wilson at St. Leonard’s on 

Sea on the 22nd of March 1917 by E. D. Ross. W. B. Yeats, and my¬ 

self for the purpose of testing his ''chemical medium.” 

The "chemical medium" is formed in a machine which consists 
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in a square wooden box about 18 inches high lined with copper, in 

which are contained a brass drum-shaped box called the female re¬ 

servoir carrying a short brass tube closed in front by a lens and 

at the back by some opaque material with a small circular opening 

in the center that seems to correspond to a small circle scratched 

on the surface of the lens. This tube called the "eye” can revolve 

round the reservoir and may be tilted at any angle by means of 

screws; on the stem which supports the eye is a screw which carries 

a small three-fold pocket magnifying glass, the purpose of which 

has not been ascertained. On the right of the female reservoir 

and a little further back stands the male reservoir, a tall glass 

cylinder filled with a dark grey substance and covered by a thick 

square block or box in the center of which protrudes a shallow re- 

ceptable covered by a white metal cap. The reservoirs can be con¬ 

nected by a rubber tube. 

Fran the fragmentary and rather obscure explanations of Mr. 

Wilson I gather that there are forty different elements in the 

cylinders, carbon being the concentrating agent, that they act on 

each other on the principle of acid and basis, and that the effluvia 

given out by the male reservoir have all the power of a sort of 

elixir of life and are susceptible among other things of rendering 

tuberculosis bacilli that have been saturated with them impervious 

to dye. 

These effluvia can apparently be photographed and are sup¬ 

posed to help the photography of materializations. Mr. Wilsons 

process is described as follows: 

A photographic plate is left for some hours close to the 
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curious machine and at a chosen moment, when the materialization 

is supposed to have crystallized, a light is flashed over the plate, 

without apparently fogging it hopelessly and the plate is then 

treated like an ordinary one. In the photography of auras the 
* 

head of the subject is at first allowed to rest on a piece of silver 

paper which is then put in contact with the plate, the process is 

in other respects as above. 

We were shown a photograph of the aura of the chief constable 

of St. Leonard’s: a fuzzy background with faint reticulations and 

black round spots like confetti, and several photographs of materi¬ 

alizations: one of an elliptical white spot on a black ground, 

apparently a portion of a woman’s face showing the mouth, another 

of what looked like the side of a human body, one of another ellip¬ 

tical white spot supposed to be the fluid itself, then an indis¬ 

tinct picture of a leg, another of a reclining figure; the clear- 

/ 

est one of all showed an arm with a curiously short forearm with 

the hand resting on the floor. -Beyond the hand could be seen what 

seemed to be the fringe of an early Victorian couch. 

Mr. Wilson then prepared his machine, which had been taken 

out of its corner and placed on a table in front of the window 

with its back to it, remarking as he turned it round slightly that 

it must have some light but not too much. He proceeded, by means 

of a glass rod to anoint with gold chloride (?) the receptacle on 

top of the male reservoir and to fix at the back of the eye a tiny 

bottle containing a silvery substance which he said was very preci¬ 

ous although he seemed to have some trouble finding the iron box 

in which it is kept. 
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During the first minutes spent setting the machine he used 

a pair of pliers, saying that one had to avoid touching the mach¬ 

ine with onefs hands as much as possible, but it is curious to 

note here that although the machine underwent a good deal of hand¬ 

ling in the course of the subsequent experiments, he never used 

his pliers again. 

The two drums were then connected and while we waited for 

the fluid to concentrate Mr. Wilson showed us some of the medium- 

istic substance in preparation, in a jar filled with colorless 

liquid, after having seen him take it down with the greatest care 

and heard him remark that the stuff had been settling for 3 weeks, 

I was distinctly surprised to see him violently shake the contents 

of the jar which became instantly like brown mud. 

We were then invited to try the card experiment: 

I selected one of twelve patience cards brought with me, the 

card was laid face downwards over a spot of red ink made on a 

small block of metal, then placed close to the machine. Mr. Wil¬ 

son disconnected the rubber tube from the female reservoir and 

passed its end several times over the card; I then shuffled it with 

the others and spread the twelve cards face down on a piece of blue 

blotting paper in front of the machine. The end of the rubber 

tube was passed over each card in succession, Mr. Wilson looking 

into the eye after each one and focussing it in turn on the rows 

of cards. He seemed to notice a faint flâsh at one moment, the 

card was put aside and he went over the remainder when having 

caught no more flashes in the eye the card was now turned up and 

proved to be the right one. The experiment was repeated by Dr. 

Ross with a new pack of cards brought by Yeats. The Queen of 
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Clubs was first turned up but as no mark could be seen on it more 

cards were submitted to the effluvia and the King of Clubs was sub¬ 

sequently turned up and found to be the marked card. I noticed 

that while Mr. Wilson was watching for the signal he did not seem 

to care where his rubber tube was pointing, sometimes it all but 

rested on some of the other cards. 

Yeats now proposed that the pendulum experiment should be 

made. Unfortunately this could not be carried out as the machine 

had been altered. The pendulum had been removed as well as the 

flashing amethyst which was now on the mantel piece. It seems 

that this can nevertheless be used by Mr. Wilson in the same way 

as before. The transmission of the fluidic force to the water of 

a photographic basin on a table some distance away was not very 

successful. I convinced myself later on that a slight movement of 

the leg was sufficient to produce vibrations on the surface of the 

water. 

Having transferred the machine to its corner Mr. Wilson 

seated himself in front of it with the loose end of the rubber 

hose at his ear. (Dr. Ross afterwards remarked that his attitude 

was that of one who thinks and not of one who listens.) He warned 

us at first that the code might not work properly owing to the al¬ 

terations in the machine and proceeded to dictate the following 

messages. 

TOB CTL AI AI LL NSH I NSH I PUR PAI RAN MAH MAD BAZ 00K NID 

E DDIN BALA BALA BASHI BASHI BASHI BAZOOK BAZOOK AI AI AI AI 

Dr. Ross having assured us that so far this could be trans¬ 

formed into words, he went on: 
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INT HIN AM EUF LL AH THE COMPASSIONAT AND THE MERCIF AI 

SALOUSKA SH E YK TARBOOSH I I OU REDDIN 

Dr, Ross asked in turkish: 

Do you know turkish? 

SK SK PP JESDMI. 

Qu.(in turkish): What are you doing? 

PAH RANNA ISHTI YY YY AH TI SIN GOURA DA TOURA ZIMBI PA MOU 

KIRSH I I IMIM FLL HAD HA BEY EH PASH (PESH) MASALA KOUM KOUM 

TOUM BOULA BLI YESH FFENDI IM OUSSI RACHEEM DESH VEH KUN OUMI 

SHEESE 

It was here remarked that the mixture of languages and the 

want of continuity in the message was becoming troublesome. Yeats 

then proposed to clear the room by means of his magic symbols. 

While this was going on VAREC was spelt out, then: 

Speak in the name of the excellent one. 

Qu. Who is he? 

A. Who are you who knoweth not that the excellent one is he 

whose name may not be branded upon the camel fs neck. 

Yeats explains that the excellent one might have been a 

periphrase and asks, holding the XIVth Tarot: 

Qu. Do you know this sign, they come from you to us through 

Spain? 

A. Let him speak who smoketh the narghilla. 

Dr. Ross: Who are you? 

A. IBN BARUK 

Qu. Are you persian? 

A. PHST KIMPOULI 
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Qu. (in persian) This is not persian, what language is it? 

A. UBLA SHTA MASDAM 

Qu. (in arabic) Are you a mohamedan? 

A. MOUSTA ISLAMEEN 

Qu. (do) Perhaps you are an infidel? 

A. LEEMA 

Qu. (do) Where are you now? 

A. ELLENE 

Qu. (do) What are you doing? 

A. DRAGO EIEUECHEIS GEGETHA EN MISO TEI OS ENOFRANIMOS ORIZOS 

I POPOPOULOS 

Qu. (In turkish) How many languages do you know? 

A. MESH 

That might be five. 

A. FINTI KARA BESH 

Qu. (in turkish) How old are you? 

A. TOBSK D* 

Qu. Lei parla italiano? 

A. A FAGOTTA BESTAMENTE TOURLA. HULLO HULLO HERE WE ARE AGAIN. 

Followed by some nonsense about the Rev. Augustus Bunn. 

Mr. Wilson then proceeded to do something to the machine which 

was destined "to make them sit up." 

Later on he resumed the conversation and announced: 

There is an old gentleman here who says there is a park out¬ 

side Tokyo with a large mound where he made excavations. 

Just before this I had deposited Lady Kfs envelope in front 

of the machine and Mr. Wilson had said, "There is a sound like 
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UMBAGASHLI.11 The Turks seemed again to be in control and then 

was spelt out: 

STABULL STAMBOUL ENKFA DEMBI 

KUSLA MNRA BN SARIS ISKRA OM OM BACHTI VLA VLA ?SHA INN K 

IBN BEN KISTI IBN SHAR BEN ES SAIDH PASH ALL LL ISTA KUV DO BRA 

BHCHTI BOUNKISHTI TIN GOURRA ZOULIN KASITSH POUSKI TARJAFF AR GIOUR 

II LLAH LLAH MASHEEM VLA VLA SHAR ZEEN AN III 

Here Yeats endeavoured again to chase away the Turks. 

I LLAH LLAH II ALLAK IBN MAHMUD SHEIK MAHMOUD SHADOOMEN 

MOHAMMED ALI 

I made here another effort with my envelope no. 2. 

Mr. Wilson still at the machine says 

Karl of Janina, Myers, Dr. Rogers. 

It is explained that there is also on the other side a sort 

of S.P.R. and that apparently they wish to communicate. 

Yeats asks: 

Will Myers speak? 

No answer, then 

AHMUD SADOOMAH 

IS 

SING FOO 

Mr. Wilson here remarks that he hears the sound of a high- 

pitched voice, then announces Dr. Dee. 

Yeats: Can you tell us what is in that envelope? 

W. He says he canTt. Q. Could you bring us someone who can? 

A. Why should he? 

Yeats explains and is told that it would not be valuable to 

him. 



95 

Qu. Can you say anything to us? 

A. Can’t do anything with that damned entity in the box. 

Qu. Is there anyone else who would care? 

A. There is no reason why he should know. 

It was added that he could do nothing with the envelope 

because there was no connection between him and the object. 

Dr. Ross hands his envelope and asks: 

Who was the Dragoman? 

A. AGATHOS ESTI 

I then asked if one envelope could be chosen as a test. 

A. MARA THREE SEALS BOUT HERIN THE ANSWER MARA BOUT ROOSHUN 

GEMSHI NOORA 

Qu. Can we speak to Gemshi? 

A. Any friend of the faithful can speak to Gemshi Noora. 

RUG MAK 

Mr. Wilson (spoken) The Efrit cannot see through the envelope. 

Yeats: Why? you can see through a card. 

Mr. W. He says it is not the same one. He then picked up my en¬ 

velope no. 2 and spelt out: 

KATATHE META OS KATA SIMPLOS TOU ANDROU PARA KYKLOS TOU 

THERMATOS FILEIN 

Holding up W.fs envelope _ 
/written/ Envelope con- 

(spoken) taining photograph of a 
dead friend 

Dust on dust in dust I strew and go 

two and hundred friends I bid adieu and go 

to thy where and how for friend for me there is no concern 
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So long as in peace my strewing I do and go. 

LLHAKBAR 

Upon opening the envelope we found that it contained: a 

cheque for five pounds, a picture postcard of a piece of Spanish 

pottery, and an invitation card to an exhibition of the London 

Group. 

I did not insist to have the rest of my envelopes examined. 

After an interval Mr. Wilson said he heard something about 

Palestine then spelt out MESROUR and added born in the street 

called straight in the city of Damascus, dragoman of the late King 

Edward on his tour in the East. 

Qu. When did you die? 

A. In 1900. 

Mr. Wilson: He says he was speaking an hour ago. 

Qu. Who came before you? 

A. Do you mean Gemshi or Nouroddin? 

Qu. Nouroddin. 

A. Saba. 

Qu. Is fighting going on now? 

A. PLESH 

Question repeated. 

A. No. 

Qu. Is this the fighting of some months ago? 

A. You can photograph it. 

Qu. Can you explain? 

A. No quite ignorant. 

After this Dr. Ross and I were invited to look through the 
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"eye” but could see nothing. Asked to explain his code Mr. Wilson 

replied that he had different ones for different languages, that 

sometimes he guessed part of the message, and sometimes actually 

heard a voice. It is I think remarkable to note that the "eye” is 

only used in the card experiment. A suggestion that my envelope 

should be treated in the same way as the cards had no success. 

/sketch of the machine? 

Conclusions: 

These experiments have not proved that: 

a. The machine is a machine, that is, an instrument capable 

of producing same phenomena under the same conditions, 

_/written7 independently from Mr. Wilson. 

b. that Mr. Wilson is able with it to produce phenomena 

different in quality from those produced by a medium. 

On the other hand it is quite possible that 

a. the machine is not a scientific machine and that its 

mode of operation is also unscientific. 

b. that Mr. Wilson might, if submitted to a continuous 

series of tests, produce with it remarkable phenomena. 

(The "conclusions" are quoted by White, p. 86.) 
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Sir Edward Dennison Ross (1871-1940), a Persian scholar, Director 

of the School of Oriental Studies in London University, went with 

Dulac and Yeats to assess the paranormal powers of David Calder 

Wilson (Letters, p. 644n). He had helped Yeats with Arabic refer¬ 

ences in the Bodleian (V. Moore, p. 249). 

ALS: David Wilson to W. B. Yeats 

April 4, 1917 66 Kenilworth Place 
St. Leonardfs on Sea 

Dear Mr. Yeats, 

Enclosed I send an inscription which contains something 

like the Key number 11. As the whole of it may be a language 

Dr. Ross perhaps would like to see it. The original was taken 

on silver and copied on to glass. I am anxious to know if this 

is a language and if so what, for I used a special method of try¬ 

ing to create an artificial rapport. I have not had much success 

with the photos lately. I should also like to know if those 

other inscriptions I sent Dr. Ross made any sense? 

I am sending this to you as you wrote about the number 11. 

Sincerely yours, 

David Wilson 

4. Charles Frederick Gurney Masterman was Under Secretary of State 

for Home Affairs from 1909, according to Who^ Who for 1911 

(p. 1366) and had been a Member of Parliament since 1906. He 

wrote for several London Journals, and was at one time Literary 

Editor of the Daily News. Among his published books was Tennyson 

as a Religious Teacher. Whoys Who for 1921, pp. 1789-90. 
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Who1s Who (London: A. and C. Black, 1911, 1921). 

5. Dulac was well-known for his caricatures, especially caricature 

dolls which he modelled on those which Ricketts had made of 

Beardsleyfs characters to amuse the dying Mabel Beardsley. Yeats 

mentions them in his poem, "Upon a Dying Lady," section II, 

"Certain Artists Bring Her Dolls and Drawings:" 

"A new modelled doll, or drawing 

With a friend’s or an enemy's features." 

Collected Poems, p. 155. 

Dulac's caricatures were exhibited in the spring of 1915, 

including representations of Yeats and Walter Morse Rummel. 

White, p. 76. 

6. ALS: David Wilson to W. B. Yeats 

April 11, 1917 66 Kenilworth Road 
St. Leonard's on Sea 

Dear Mr. Yeats, 

I think I told you in my last that today was the one on 

which I should probably have trouble with the military authorities. 

When therefore the cards turned up I was compelled to test only 

one pack in a very hurried and unsatisfactory manner. What I 

call the positive test gives the four of spades. The negative 

test gives the King of Diamonds. Presumably therefore the card 

is the four of spades. 

Owing to the endless hurry and irritation in which I had to 

carry out this test I expect it is all wrong. Please write and 

tell me if this is so but do not say what the card was. In the 

meanwhile perforce I will have to delay the test jj_7 of the other 
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(Letter of April 11, 1917, from David Wilson to W. B. Yeats, continued) 

pack, although if I am hindered long the aura will have vanished. 

Sincerely yours, 

David Wilson 

ALS: David Wilson to W. B. Yeats 

April 13 1917 St, Leonard*s on Sea 

Dear Mr, Yeats, 

I have sent a card to Mr, Dulac, it was one from the American 
With regard to the second pack 

pack, (from which I enclose the Joker) the positive test gives the 
A 

9 of spades which presumably is the card. The negative test gives 

the King of Diamonds. 

At the time of this test someone appears to have thought of 

the 5 of hearts the effect of which however was very slight. 

I am anxious to hear from you as to the result in the case 

of both packs. 

Sincerely, 

David Wilson 

7. ALS: Dennison Ross to W. B. Yeats 

April 18, 1917 School of Oriental Studies 
London Institution 
Finnsbury Circus, E.C. 

Dear Mr. Yeats, 

The little photo sent from Wilson (which I now return with 

his letter) is very like Chinese and could be interpreted to 

mean 5 to 7 o*clock (that is the 10th of the 12 Chinese hours) 

on the 13th day. 
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(Letter from Dennison Ross to W. B. Yeats, continued) 

The 13    j- is not written as it would be in Chinese, 

and it may be 30th day. 

n 
is quite correct although archaic in style as is 

also 

8. 

(a day). Dulac will have told you of a card test we 

thought of for photography. 

Thank you for the address of Miss Hall. 

Yours sincerely, 

Dennison Ross 

Harper's Bazaar published "At the Hawk's Well11 in March 1917 with 

reproductions of Dulacfs designs. 



GROUP III 

Letter 20 

ALS: W. B. Yeats to Edmund Dulac 

/Gfs hand7 

October 22, 1917 Ashdown Forest Hotel 
Forest Row, Sussex 

My dear Dulac, 

We shall come next Saturday if you have not filled up the 

day, as you have not heard, I would have written before but life has 

been a little hurried as you can imagine and I have had two days1 

illness* I am dictating this to my wife* We are still in London, 

stopped by my indisposition, but we are going to Forest Row today. 

Yours, 

W. B. Yeats 

Letter 21 

ALS: W* B. Yeats to Edmund Dulac 

October 25, 1917 Ashdown Forest Hotel 

My dear Dulac, 

I wired to you this morning. We can go to you whenever it 

is convenient, for we have our rooms here till the fifth, but Stone 

Cottage is by an old arrangement to be ready for us. 

So you see one day will suit us as well as another. Our 

life has no date. I am writing verses. My wife is casting horoscopes. 

Yours, 

W. B. Yeats 

We are both looking forward very much to our visit to you and your 

wife. 
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ALS: W. B, Yeats to Edmund Dulac 

November 10, 1917 Stone Cottage 
Coleman’s Hatch 

Dear Dulac, 

We only got your letter the day before yesterday, so for¬ 

give us this delay* We are going to London on Tuesday for a couple 

of days, may we come to you on Thursday? You might write to 18 

Woburn Buildings. 

We will bring all our magic formulae and whatever sympathy 

nature has given us. 

You will find us reasonably cheerful. 

Yours, 

W. B. Yeats 

Letter 23 

ALS: W. B. Yeats to Edmund Dulac 

November 24 _/Ï9127 Stone Cottage 

My dear Dulac, 

My wife and I greatly enjoyed our days with you and I 

should have written before this to thank you and your wife but that 

I have been waiting to hear from Maud Gonne, to whom I wrote about 

Christmas. I have not yet heard from her and I conclude she is wait¬ 

ing to find out about her own plans. You have a pleasant house and 

a pleasant neighbourhood and good company and I am glad you share this 

with us. I will write again as soon as I hear from the Gonnes. Our 

familiar continues to bring us wisdom. 

Yours, 

W. B. Yeats 
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Letter 24 

ALS: W. B. Yeats to Edmund Dulac 

Dictated November 27 1917 Stone Cottage 

Dear Dulac, 

I enclose you Rummel’s^* music this letter that you may 

answer his questions. I am writing to tell him that I have done 

so; I would be very glad if you would give him some friendly opinion 

of his music for he worked very hard at it. I haven’t heard yet from 

Madame Gonne who is an abominable correspondent, and I have written 

to hurry her up. She is probably beseeching the Irish office to let 

her get back to Dublin; and though she knows in her heart that they 

won’t, keeps putting off the recognition of the fact. I will write 

you the moment I hear. 

2 
If we left with you Waite’s astrological compendium and 

Flambert’s /?__7 astrological book would you mind sending them to us. 

Yours, 

W. B. Yeats 

Letter 25 

ALS: Georgie Yeats to Edmund Dulac 

December 2 1917 Stone Cottage 

Dear Mr. Dulac, 

Willy and I both want to thank you so much for the design 

for the ring which we think really a beautiful thing, and it would 

be impossible to imagine a design we should like better. It is per¬ 

fect just as it is. Really one cannot thank you enough. 

About Madame Gonne, she cannot apparently yet make up her 
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(Letter from Georgle Yeats to Edmund Dulac, continued) 

mind, for there is some difficulty; but we have today written again, 

telling her that you have urgently written for us to decide, so I 

hope we will soon be able to send you her decision. 

It is good of you to send on to us the things we or rather 

I, so stupidly forgot. 

Yours ever, 

Georgie Yeats and W. B. Yeats 
by proxy 

Letter 26 

ALS: Dictated, W. B. Yeats to Edmund Dulac 

December 5 1917 Stone Cottage 

My dear Dulac, 

The optician who made my glasses is Rogner jj_7 and 

Keeler, _/?_7 9 Vine /?_7 Street, Oxford Street. 

Donft forget while you are in London to send back the bound 

3 
volume of Light to its owner. 

Librarian 

Light Office 

110 St. Martin’s Lane W.C. 

We shall be in London on the 10th, so will you send the 

books, if not already sent, to Woburn Buildings. 

We have not yet heard definitely from the Gonnes, but have 

written again. 

Yours, 

W. B. Yeats 
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Letter 27 

ALS: W. B. Yeats to Edmund Dulac 

December 14,1917 18 Woburn Buildings 

My dear Dulac, 

I hope it will be convenient to you two if we come after 

4 
Christmas instead of at Christmas. You will sympathize with my 

reason. We have found it impossible to get Madame Gonne, Iseult, and 

the boy to come away. They have a servant who speaks no English and a 

whole Zoological Gardens, but we think we can get Madame Gonne and 

Iseult each to come but not at the same time. Our plan is to have 

Iseult at Stone Cottage in Christmas Week and we don’t like the idea 

of her being in a lodging by herself at Cranleigh, and we think that 

the wild scenery at Ashdown Forest will be a great relief to her after 

London crowds. 

Then we would like to go to you and take a lodging near for 

Madame Gonne if she can come for a couple of days which is I think all 

she can do. She is longing to have a talk with you over the Persian 

miniatures, etc. I hope this change of plan of ours won’t upset your 

arrangements. 

I wish we could go to see your Magi _/?_7 but I am afraid 

are _/sic_7 impossible and in any case we shall not be returning to 

v 5 
Ashdown Forest soon enough. We met De Bosschere last night and he 

was saying it was one of the best things you have ever done. I sup¬ 

pose it is for the princess,^ perhaps she will let you bring me to 

see it sometime. The formula you ask for is this: 

O nm 3 i -pn © 
If you like you could put (T} on one side and on the other of the 



107 

(Letter 27, continued) 

Eagle design but if you do to exorcise ill luck, scratch a butterfly 

on the inside with this formula or instead of it. 

Yours, 

W. B. Yeats 

Letter 28 

ALS: W. B. Yeats to Edmund Dulac 

/G1 s hand7 

Dictated 45 Broad Street 
Oxford 

January 10, 1918 

Dear Dulac, 

I enclose the 4/6 which should have been sent before. 

Every evening the speculum of Giraldus becomes more engrossing. I 

am more and more astonished at the profundity of that learned author 

and at the neglect into which he has fallen, a neglect only comparable 

to that which has covered with the moss of oblivion the even more pro¬ 

found work of Kusta ibm /sic/ Luka of Bagdad whose honor remains 

alone in the obscure sect of the Judwalis.^ 

Yours, 

W. B. Yeats 
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Letter 29 

ALS: W. B. Yeats to Edmund Dulac 

/G’s hand/ 

Dictated 

February 7, 1918 45 Broad Street 

My dear Dulac, 

Would you mind sending me again the address of that censor 

to whom one can submit a photograph that one wishes to send to America. 

We are very busy, and for a part of every morning at work 

g 
at the Bodleian and in the evening the system unrolls itself, grow¬ 

ing always more subtle and more profound. We can do wonderful things 

now with a horoscope if only we had the time to use our knowledge. 

9 
The Cuchulain play is finished and a Cuchulain poem half 

done. 

As we have not gone to Ireland we might perhaps save you 

trouble by ourselves arranging for the making of the ring?^ 

We are not quite sure, but we think we shall probably be 

here till some time in March. 

Robert Gregory has been killed in action and that may bring 

us over to Ireland sooner than I thought. I have offered to take the 

work of the theatre. To Lady Gregory it is of course the greatest 

of all possible blows. I am trying to write something about him. 

I think it improbable that Lady Gregory will accept my offer to go 

to Ireland for the present. 

Yours, 

W. B. Yeats 
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Letter 30 

ALS: W. B. Yeats to Edmund Dulac 

February 27,1918 45 Broad Street 

My dear Dulac, 

The ring is a beautiful thing and I am most grateful to 

you. We have sent the design to the maker1 s. I shall have an ex¬ 

planation for the ring ready always, for I have written a poem to 

explain it. The Giraldus portrait is a masterpiece and I would like 

to keep it for a little. Thanks too for the reproductions of your 

own work. I think the "Europa"^ particularly beautiful. 

I wonder if I might come to you for a weekend before I go 

to Ireland. George goes to London at the end of next week. Could 

I come to you Saturday March 9th. George sends her regards to 

Madame Dulac. 

Yours, 

W. B. Yeats 
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Letter 31 

ALS: W. B, Yeats to Edmund Dulac 

Dictated 

March 5» 1918 45 Broad Street 

My dear Dulac, 

I wired to you yesterday asking if it would be as con¬ 

venient to you if I come to you on my return from Ireland, but say¬ 

ing that I could manage now. Your wife*s mother has replied, 

"Children in London, write to us your return." 

The reason of the change is that we have decided to go to 

Ireland much sooner than we expected. We think of leaving London 

Monday night. The length of our stay will probably depend on the 

possibility of getting food in the country districts. Lady Gregory 

guarantees no more than a fortnight1 s food where she is. I am rather 

glad in some ways to postpone my visit to you, as a criticism of 

Sturge Moore fs makes me wish to rewrite part of the play I wanted 

to show you. I daresay you will be glad not to have to hurry back 

home from London in the blessed /_?_7 dark of the moon. You can 

12 
stay now til the first malign crescent begins to glimmer. I 

daresay I shall meet you at Ricketts on Friday evening. 

Yours, 

W. B. Yeats 

If you are staying on in London would you and your wife care to come 

to dinner either Saturday or Sunday evening 7:30 at 38 Mountpelier 

Street, Knightsbridge, which has been lent to us for the weekend. 
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ALS: W. B. Yeats to Edmund Dulac 

April 19, 1918 Care of Lady Gregory 
Code Park, Gort, Co. 
Galway 

My dear Dulac, 

We are here and gone tomorrow. We drift about from place 

to place and with a country on the verge of God knows what distur¬ 

bances heaven knows when we shall get into our own house, although a 

month1s steady work would make it ready. I hope recent legislation 

has not disturbed your life as it has that of people here? I donft 

imagine however that it can affect you. My sister sent on to me your 

13 
letter. It's a very difficult question to decide what one is to ask 

Mrs. Johnson. It is not a question of what Mrs. Johnson would think 

right to give for a picture, but what she will think a proper price 

for a bedspread. Wouldn't the best way be for us to decide what would 

be a natural price for a fairly fine thing of that sort, and then to 

see if you can afford to design it? One might say to Mrs. Johnson 

then "This will be a rather simple design but if you wanted something 

very elaborate, a sort of heirloom, it would cost Dulac nearly as much 

trouble as a picture, and be correspondingly expensive." 

I calculate that the materials for a bedspread would cost 

about h 12. This will be a lot of work for my sister. 

Suppose now we asked Mrs. Johnson for h 60 and you and my 

sister divide the h 60? My sister's share after deducting the t 12 

for materials would be h 18 for herself and her girls. Now whether 

this is a profitable transaction would depend upon whether you could 

design simply enough not to overburden your own time and hers, and 

yet design a bedspread which will be fine enough for h 60, which is 
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I suppose a devil of a sum for a bedspread though I donft know. We 

would of course press the beauties of the more nobly ornate heirloom 

and there you would state your own terms direct, increasing my sister1s 

share in proportion to any increase in her work. 

I am sending this to my sister to send on to you if she 

approves. 

We fish, and we catch nothing. And tomorrow we go to Galway 

where one’s luck may be better. What will happen to us there we do 

not know, for it is reported that all the young men are buying hatchets 

and crowbars with the intention of using them on the Railway lines and 

telegraph poles. We have chosen Galway town because at the worst we 

can walk back here, 16 miles, and Lady Gregory can kill a sheep and 

cook it on the lawn. We have begun domestic life in earnest, for we 

have bought a cat, a small cat, very regular in his habits, tho’ his 

digestion is liable to be upset after a journey. He is our absorbing 

interest. We judge by the thickness of his waist whether he has made 

a good breakfast. In a hotel where we were staying they shut him into 

the larder and "in the morning there he was sleeping grandly on an old 

sack as it were on a silk cushion." He had eaten the chops and for 24 

hours after would look at neither milk nor meat or do anything but 

sleep.^ 

Remember us to your wife and to your wife’s mother. We are 

every day now expecting the ring and George made me promise that 

Thursday when she expects to be away for a day that if the parcel 

arrived in her absence I was not to open it. So you see with what 

ceremony we treat it. Neither must open it without the other. 

Yours ever, 

W. B. Yeats 
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Letter 33 

ALS: W. B. Yeats to Edmund Dulac 

]_1918/ Ballinamantane House, Gort, 
Co. Galway 

My dear Dulac, 

George and I may spend a little time this summer in your 

neighbourhood, but various events here have made all uncertain— 

too long a story to write at the moment. 

Did you get a long letter of mine I told my sister to send 

on?^ All about Mrs. Johnson and her bedspread? I am afraid to leave 

the matter too long. If you thought the price too low we could send 

a different proposal or perhaps two (1) you at a right price or a 

high (2) Sturge Moore at a moderate price. I am timid in the face 

of the rich and anxious not to lose the job for my sister. 

We hope to be in our castle at the end of this month but 

only on the ground floor of the cottage. All depends on our talented 

but drunken architect. We look for designs for a window and for the 

great door of the Tower, which is to have hinges made by some local 

blacksmiths. 

The ring which came for a good omen the very day we got 

into this house, our first escape from lodgings and hotels, is very 

beautiful and mysterious looking. 

Remember me to Madame Dulac and her mother. 

Yours, 

W. B. Yeats 
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Letter 34 

ALS: W. B. Yeats to Edmund Dulac , dictated 

June 10, 1918 Ballinamantane House 

My dear Dulac, 

We want to come and stay in your neighbourhood for a while. 

We shall have Iseult Gonne and Shawn Gonne with us.^ Can you find 

rooms for us from June 26 for a couple of weeks. We don*t want to 

live extravagantly and perhaps as there are so many of us, a cottage 

if there is such a thing, might be less expensive. We have a servant 

we could bring, but would probably want some local assistance as well. 

We must have three bedrooms and if possible four (of course the ser¬ 

vant, if we took a cottage, would have to be provided for). We may 

be longer than a fortnight. When we come back we shall go straight 

into Ballylee, and are going over there today to plant some seeds in 

our garden. We had a fine dish of trout last week, caught in the 

river under the castle. 

Yours, 

W. B. Yeats 

Letter 35 

ALS: W. B. Yeats to Edmund Dulac 

July 1 _/19187 Ballinamantane House 

My dear Dulac, 

I hope you can forgive me for giving you all that trouble 

in vain. We were going to England in connection with Madame GonneTs 

arrest and internment and at the last minute that settled itself 

otherwise. I still suggested our going but my wife would not leave 
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Ballylee where the builders do something wrong the moment our heads 

are turned. 

Indeed if we had gone I doubt if we could have moved in 

until the end of August - so hard is it to get anything done without 

constant letters to shops, etc. By staying here we have succeeded 

in getting open timbers cut with an adze to support our hall roof 

instead of machine sawn timbers.^ We have two Persian kittens and 

two tame hares and practically no other society. The hares sit up 

and wash their faces with their paws. Remember me to your wife and 

your wifefs mother. We hope to be in our castle by August 1. 

Yours, 

W. B. Yeats 

Letter 36 

ALS: W. B. Yeats to Edmund Dulac 

Sunday _/1918/ 18 Woburn Buildings 

My dear Dulac, 

Curtis Brown, theatrical agent wants to offer "Hawk’s Well" 

18 
at Little Theatre, New York, where they produce plays rather well. 

What do you think. I hesitate - would still prefer a drawing room 

but then - Will you be here Monday night? 

Yours, 

W. B. Yeats 
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Letter 37 

ALS: W. B. Yeats to Edmund Dulac 

July 22 _/19187 Ballinamantane House 

My dear Dulac, 

All right you can give leave for "Hawk’s Well" so long as 

Ito is in control* Fate has decided. It would be ungracious to re¬ 

fuse. I hope however that the masks and costumes will come back after, 

that I may start things here. I doubt Ito having much success in 

regular theatre with a play intended for small halls or rooms. I 

wonder if you could get Birnbaum to ask Ito to send us a copy of the 

19 
Japanese music. We might publish it with yours when I publish the 

play. Please do not let this lady keep the reproductions of masks 

and costume designs for we may have nothing else to work from and may 

want them for my book (unless we can get new photographs taken from 

the designs). I shall, I think, publish about Christmas a couple of 

new Noh plays with my sister and immediately after the book with three 

20 
Noh plays with music and if you will, designs, through Macmillan. 

If war is then over I will get to work up performances. 

21 
I am charmed with several of the Toys. The best of them 

are like translations of masterpieces. To be masterpieces they re¬ 

quire finality of form. It is like a great man of letters describing 

a picture, or perhaps for this is a deeper medium a hasty sketch from 

memory of a great picture. Whaley has the advantage over you because 

in his case there is the original picture. You have helped me however 

to understand the Chinese mystery. I have been making up in my head 

modern poems in the Chinese manner. It is the art less of creators 

than of great connoisseurs. To write it one must live in a beautiful 
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house and a beautiful place for as there are it seems no metaphors 

one must constantly mention beautiful things and associate these things 

with one’s emotions, I like "the Hen,f and your farewell to your 

friends especially and the old man mending an old cart wheel - then 

passing splendid chariots as necessary also for its connoisseurs. I 

care least for your _/ ? 7 personifications. They are too rhetorical. 

Metaphor seems to take you at once to Europe. 

Yours, 

W. B. Yeats 

Remember me to Mme. Dulac. May I keep program of "The Hawk’s Well" 

performance for the present. I want to write note in book. 

Letter 38 

ALS: W. B. Yeats to Edmund Dulac 

December 13 A918/ 96 St. Stephen’s Green 

My dear Dulac, 

Two or three days after your letter came my wife developed 

influenza and after that pneumonia. She got up for the first time on 

Sunday but is not able to go out for a little and will soon be well. 

I doubt if we can get to England for a long time to come as she is 

22 
expecting the birth of a child and we must keep in one place. I 

imagine that her first energies will carry her to Ballylee. I am 

busy elaborating the philosophy of the lunar phases and correcting 

23 
proof sheets of a couple of new books. 

My sister has some spring exhibition in her eye so let her 

have the centaurs when you can, dyes must soon be obtainable again, 
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and she is eager for the work. 

Give my good will to Mme Dulac. 

Yours, 

W. B. Yeats 

Letter 39 

ALS: W. B. Yeats to Edmund Dulac 

December 18, _/19187 96 St. Stephens Green 

My dear Dulac, 

I enclose copy of a letter which only reached me just be¬ 

fore my wife got ill, or I should have sent it before. Would you 

mind applying to "Vanity Fair" to see if we can get those "plates" 

for use an edition of the play. I also enclose letter sent to Quinn 

by Birnbaum (I received the one at same time as other) . I had writ¬ 

ten to Quinn and asked him to find where masks were as Birnbaum had 

not answered you (at least that is how I remember matters). Would 

you ask Birnbaum to send back masks, etc., or will you authorize 

Quinn to do so. 

George is getting well again. Though I wrote from that 

Dublin address we are in a little village among the Wicklow hills. 

Yours, 

W. B. Yeats 
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NOTES (GROUP III, LETTERS 20-39) 

1. Walter Morse Rummelfs music for "The Dreaming of the Bones" was 

published with Dulacfs music for "At the Hawk's Well" in Four 

Plays for Dancers in 1921. 

2. A. E. Waite, a leader in The Order of the Golden Dawn in the early 

nineteen-hundreds, was the author and translator of many books on 

the supernatural. George Mills Harper writes of Waitefs The Real 

History of the Rosicrucians that it was "a book Yeats no doubt knew 

well." He was the editor of The Hermetic Museum, translator of 

Eliphas Levi's works on the doctrine and ritual of trancendental 

magic, and author of The Pictorial Key to the Tarot, which Harper 

says Yeats was acquainted with. YeatsTs Golden Dawn, pp. 86, 112. 

Waite was best known for designing the Rider pack of Tarot 

cards. In 1910 he chose a young American artist, Pamela Colman 

Hunt, a follower of his in the Order, to illustrate under his super¬ 

vision a set of the twenty-two Trumps Major of the Tarot. Yeats's 

Golden Dawn, p. 193. 

This was the pack which Yeats had. Raine, p. 5. 

3. Light, a journal of spiritual progress and psychical research 

(London: 1881+). 

4. ALS: Mrs. W. B. Yeats to Mme. Dulac 

January 5, 1918 45 Broad Street 

Dear Mme. Dulac, 

I write a short line to thank you for a pleasant time with 

you, and this is from both of us. As you see, we are at Oxford, 

for when we arrived in London Willy was so unwell that he did not 
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(Letter from Mrs. Yeats to Mme. Dulac, continued) 

feel able to contemplate the long journey to Ireland, and as Lady 

Gregory could not have us after January 13 we decided to postpone 

the visit til Easter. We heard yesterday that there is famine in 

Galway in the neighbourhood of the house we were to be lent, so it 

is fortunate that we did not go. Willy wishes me to tell you how 

sorry he was to be so unwell while with you; thanking you again for 

our visit. 

Yours, 

Georgie Yeats 

As they could not go to Ireland, and Woburn Buildings was 

let, they rented rooms at this address for the first two months of 

1918. Hone, Yeats, p. 308. 

Lady Gregory lent them Ballinamantane House to stay in while 

their Tower was being restored. Norman Jeffares, W. B. Yeats, Man 

and Poet (New Haven: Yale University Press, 1949), p. 219. 

5. Jean de Bosschere, Flemish poet and illustrator, came to London in 

1915 as a war refugee, and was a friend of Dulac. White, p. 92. 

6. There are various possible identifications of "the Princess" in 

this letter, none of them very convincing. With the invasion of 

Belgium by Germany, fund-raising for war charities swept British 

sympathies. One successful idea was the publication of inexpensive 

Gift Books under the sponsorship of eminent persons who selected a 

charity to which the proceeds went. Hodder and Stoughton published 

Princess MaryTs Gift Book in 1914, to which Dulac and many noted 

artists contributed work (White, pp. 72, 201). 
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1914 is a long time before 1917, however. In 1915 and 1916 

Dulac illustrated two books of fairy stories written by Queen 

Marie of Rumania, a grand-daughter of Queen Victoria. He was at 

the lowest ebb of his fortunes, with publishing curtailed, and 

their donations to Gift Books bringing the artists nothing (White, 

p. 76). 

By 1917, also, Dulacfs social contacts had begun to bring him 

some very welcome portrait commissions. Ricketts had introduced 

him to Princess Alice of Monaco, who encouraged generously the 

artists who attended her salons at Claridgefs. Dulac began by 

painting her Pekingeses, and was rewarded by further commissions 

to paint her god-daughter, and Mrs. Wellington Koo (White, p. 88). 

None of these works suggest a grouping of the Magi. Or were they 

the Pekingeses? 

7. Hone writes of "a sect of the Arabs called the Judwalis (diagram- 

matists)." Hone, Yeats, p. 309- 

I hope Hone was not taking Yeats1 s word for it. There is 

no such entry in the six-volume Encyclopaedia of Islam. 

8. Yeats wrote to Lady Gregory, "The Bodleian is the most friendly 

comfortable library in the world and I suppose the most beauti¬ 

ful." Hone, Yeats, p. 309. 

9. The Cuchulain play was "The Only Jealousy of Emer," dated 1919. 

There is no Cuchulain poem in the Collected Poems before "Cuchulain 

Comforted," which is dated 1 January 1939. 
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10. Edmund Dulac to W. B. Yeats 

February 15, 1918 Cranleigh, Surrey 

"Here is, at last, the finished Design for the Ring. Is your 

Giraldus, Giraldus Cambrensis? If so he could not have his por¬ 

trait at the beginning of a book printed in the early fifteenth 

century unless it be a faulty one, in that case the enclosed would 

not do, it is too representative. Return it, by the way, as I 

have no tracing of it." 

Finneran, p. 344. 

The ring was the seal ring Dulac designed for Yeats, similar 

to the one he had designed for Pound, incorporating Celtic designs 

in the ornamentation. 

11. A series of covers which Dulac designed for The American Weekly, 

"Love Stories the Ancients Believed In," included "Europa and 

Zeus," which had been painted for Tanglewood Tales (Hodder and 

Stoughton, 1918). "Europa" was the cover design in American 

Weekly on 15 March 1931. White, p. 204. 

12. Phase one, the dark moon, represents complete objectivity (pri¬ 

mary) and phase fifteen, the full moon, complete subjectivity 

(antithetical). ’A Vision, 1938, pp. 183, 135, 81 , 

13. ALS: Lily Yeats to Edmund Dulac 
Embroidery - Lily Yeats 

March 13, 1918 Hand Press - Elizabeth C. Yeats 

Cuala Industries, Ltd. 
Churchtown, Dundrum 
Co. Dublin 

Dear Mr. Dulac, 

I am W. B. Yeats1 sister and he tells me you were so very 

kind as to say you would design a bedspread for me to embroider 
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(Letter from Lily Yeats to Edmund Dulac, continued) 

for Mrs. Johnson, and that he thought you would also be kind 

enouc^i as to help me to set a price for the bedspread. 

I enclose Mrs. Johnson’s letter. We can really do whatever 

we like and please would you like me to send you some of my work 

so that you could have some idea of the kind it is. I do not do 

frame work, and use the darning stitch principally. I can get 

most colours and use Pearsall’s embroidery silks. 

Coloured wools are not impossible to get. 

My brother and his wife are over here at present and go down 

to Wicklow today to get some fishing. The weather is most beauti¬ 

ful. 

It is so very good of you to undertake the design and I am 

very proud to have the working of it. 

Yours sincerely, 

Lily Yeats 

ALS: Lily Yeats to Edmund Dulac 

April 12, 1918 Cuala Industries 

Dear Mr. Dulac, 

I think I better answer your letter before we begin our next 

rebellion, last one shut us off from letters and papers for some 

weeks• 

My brother passed through Dublin last week on his way from 

Glenmalure to Galway. I met him in the Abbey Theatre and read him 

your letter between two acts, he said he would write to you but 

was rather shy of putting a price on your work. 
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(Letter from Lily Yeats to Edmund Dulac, continued) 

If I had a small coloured design that would do me beautifully. 

I could get it enlarged to scale. When we get a little farther on 

in our plans, I will send you some of my work to see, it would be 

great pleasure to me to work a design of yours. Pleasure is almost 

an unknown blessing now, what a world - what a time - it is like 

living always in the house where someone is seriously ill, the same 

feeling of tension and strain. 

I do not know if you have heard of my work here so I am send¬ 

ing you my circulars - we employ nine girls from the district and 

do the work in a fine _/?_7 small /?_J cottage near our own house. 

Hoping you are better that Asic/ my brother has written, 

I remain 

very sincerely yours, 

Lily Yeats 

ALS: Lily Yeats to Edmund Dulac 

April 29, 1918 Cuala Industries 

Dear Mr. Dulac, 

I enclose my brother's letter, the only thing I am not sure 

about is the cost of materials, they rise in price every day and 

Mrs. Johnson wants the bedspread made of thick satin which will 

have to be lined with silk and might cost h 15 - So it would be 

best to call it guineas - 60 guineas. 

Things are quiet here so far and wonderfully organized. 

Yours sincerely, 

Lily Yeats 
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14. Richard Ellmann recalls a conversation with Mrs. Yeats about her 

husband1 s sense of humor. "Sometimes this took the form of prank¬ 

ishness, as when he allowed his wife, on their first visit to 

Coole, to bring their cat along. Lady Gregory had an absolute 

rule against animals in the house. So Yeats had to wait until 

their hostess was asleep to bring the cat in, and to take it out 

early in the morning before she woke up. Mrs. Yeats asked her 

husband why he had not forewarned her, and he replied, ’ I wanted 

to see what she?d say.1" Richard Ellmann, "At the Yeatses," The 

New York Review of Books, 17 May 1979, p. 23. 

One wonders where they were hiding the cat while Yeats was 

writing this letter. In the larder? 

15. This letter refers to letter 32, written 19 April 1918 from 

Coole Park. 

Dulac wrote to Yeats November 16, 1918, "Purely economic 

reasons, mixed with bothers of all sorts have delayed my design 

for the bedcover, but I shall start on it as soon as I have caught 

up with some of the most crying debts. The design shall be con¬ 

taining male and female, with trees." Finneran, p. 353. 

16. Maud Gonne was suspected of complicity in a German plot, and was 

threatened with arrest and internment, which caused Yeats to seek 

DulacTs help in finding lodgings for them and for her children. 

That threat blew over, but in October she was arrested and interned 

in London. She was released to a hospital, and entered Ireland In 

disguise in December, when Yeats, to whom she had lent her house 

at 73 Stephens Green, would not let her in because of his pregnant 

wife’s illness. By the time of the last letter In this group from 
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1918, the Yeatses had moved elsewhere and all were reconciled. 

Hone, Yeats, pp. 312-14. 

17. Yeats wrote to John Quinn on 23 July 1918, sending him an early 

version of the poem, "I the poet William Yeats" which concludes 

with the line, "What Raftery built and Scott designed." Raftery 

was the local builder and William Scott (1871-1918), professor 

of architecture, the designer of the plans. Letters, p. 651. 

Yeats wrote to Clement Shorter in September 1918: "We have 

plenty of timber as we bought the hundred year old floors and beams 

of a mill." Letters, p. 652. 

18. Martin Birnbaum, a partner in the New York art firm of Scott and 

Fowler, had met Dulac at Ricketts’ and Shannon’s. He arranged an 

exhibition of Dulac’s work in New York, and borrowed the masks for 

the Greenwich Village Theater production in which Ito played the 

Guardian of the Well, and Birnbaum played the Old Man. White, 

p. 84. 

Edmund Dulac told Gen. Alspach, who revised Wade’s Biblio¬ 

graphy in 1968, of the performance of "At the Hawk’s Well" ar¬ 

ranged by Birnbaum in November 1916 at the Greenwich Village 

Theater, its first American performance. Michio Ito mounted his 

Japanese-music production of it in 1918. Noble Drama, p. 230. 

19. Ito arranged the production at the Greenwich Village Theater in 

1918 using Dulac’s masks, with a Japanese cast and Japanese music. 

Yeats disapproved of any performance of his play in a conventional 

theater, but wrote to John Quinn 23 July 1918, "However, Ito and 

his Japanese players should be interesting." Noble Drama, 

p. 230. 
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20. Two Plays for Dancers was published at the Cuala Press in 1919. 

Four Plays for Dancers was published by Macmillan in 1921. The 

first contained "The Only Jealousy of Emer" and "The Dreaming of 

the Bones," the second added, not only "At the Hawk’s Well," but 

a fourth, "Calvary." 

Yeats wrote "The Cat and The Moon" to exploit a vein of 

light comedy which runs through the Japanese Noh theater. In 

that tradition, two separate dance plays would be given in the 

course of a night’s entertainment and the interval between them 

would be filled by a Kyogen, or robust farce. Iconography, p. 128. 

21. Dulac wrote to Yeats on 18 July 1918: 

"I have been worrying Ezra with my new toy. He takes it 

frightfully seriously and I can’t! Samples also enclosed... 

Pound finds that too damn Waleyish; thought I wanted to pub¬ 

lish it! I might just as well publish my bamboo flutes! I sup¬ 

pose one should not joke with poetry in a poet’s eye no more than 

one should joke about the all-pervading importance of painting to 

a painter... 

Will you return the lot when you have done with it? I am 

going to do a No play now." Finneran, p. 351. 

The toys are Dulac’s experiments in Oriental-style verse, 

which Yeats was charmed with. The Noh play which Dulac threatens 

was a spoof of Yeats’s style called "Pan and Syrinx," which he wrote 

in November 1918. 

22. Wanting his child born in Ireland, Yeats rented a flat in Dublin 

for the winter. Hone, Yeats, p. 312. 



128 

23. The new books in proof which Yeats was correcting could have been 

any of the three he published in 1919: Two Plays for Dancers, The 

Cuala Press, The Wild Swans at Coole, Macmillan, and The Cutting 

of an Agate, Macmillan. 
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GROUP IV 

Letter 40 

ALS: W. B* Yeats to Edmund Dulac 

January 15 /1919?/ 18 Woburn Buildings 

My dear Dulac, 

MacColly J_ *l_J letter has kept me as busy as I could be. I 

had to rewrite and enlarge an already long letter. So forgive my de¬ 

lay. I wonder if enclosed is all you want. It is very good of you to 

take all this trouble. 

Yours, 

W. B. Yeats 

Letter 41 

ALS: W. B. Yeats to Edmund Dulac 

January 17 /1919?7 18 Woburn Buildings 

Dear Dulac, 

I enclose remainder of Speculum.^" I think you have all 

you want now. 

Delighted about Birnbaum. 

Yours, 

W. B. Yeats 
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Letter 42 

ALS: W. B. Yeats to Edmund Dulac 

March 12 A91j)7 Stephens Green Club 
Dublin 

My dear Dulac, 

Many thanks for the cheque. I have little news, George and 

her daughter are both well. She leaves the nursing home on the 19th 

and then after a month in a furnished house at Dundrum we go to 

Ballylee for a few days and then to London where we shall be for May 

and June. I hope we shall all meet then. As, owing to the state of 

my eyes after dark, I have had to listen to much political conversa¬ 

tion, I have here done little work of any worth. 

I am hunted _/?__7 by opinions but am thinking of a Noh play 
2 

about Christ and Lazarus. My "Player Queen" will be done in London 

in May but it does not interest me. 

3 
Your news of Rummel has surprised me. I have heard nothing 

and am thirsty for news. I had thought his passions exclusively ab¬ 

stract. 

Yours, 

W. B. Yeats 

Letter 43 

ALS: W. B. Yeats to Edmund Dulac 

Dictated Ballylee Castle 

April 20, 1919 

My dear Dulac, 

I have suddenly remembered that I have never sent you a copy 

of Two Plays for Dancers. It is printed by my sister, a limited 
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edition, etc. I think it is rather nicely printed. I send it under 

a separate cover. We go to London on May 7th or 8th and shall be 

there for a month. Then having managed our move to Oxford we return 

4 
to Ballylee for the summer. I am looking about me for a new Noh play 

plot. When I have done four I shall publish them with Macmillan in 

one volume and try and get performances. The world may be settled by 

then, though Ireland is getting so disturbed now that I hope the local 

Sinn Feiners have not got their eye on Ballylee to turn into an arsenal. 

They used to meet in it before we took possession. 

We are both looking forward to seeing you and Mme. Dulac. 

Yours ever, 

W. B. Yeats 

Letter 44 

ALS: W. B. Yeats to Edmund Dulac 

May 8 /19197 Stephen’s Green Club 

My dear Dulac, 

I return tomorrow (Friday) and will go to Ricketts in the 

hope of seeing you. I want to talk over the play.'* I imagine you go 

g 
to "Daisy Meadow" Saturday. 

Yours, 

W. B. Yeats 
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Letter 45 

ALS: W. B. Yeats to Edmund Dulac 

Dictated 4 Broad Street 

October 24 1919 

My dear Dulac, 

We shall be in London from October 28 to November 1. 

Thursday I lecture, Friday I want to go to Ricketts, one day I have 

to see Lady Gregory, Can you both dine with us at Mont Blanc res¬ 

taurant Wednesday evening at 7:30. (It is in Gerrard Street off 

Shaftesbury Avenue.) We could go on afterwards to Georges club, 

which is not far off. We are coming to London to go to the American 

consul to arrange passports for America, as I am lecturing there. 

Yours always, 

W. B. Yeats 

Letter 46 

ALS: W. B. Yeats to Edmund Dulac 

March 22 1920 50 East 42nd Street 
New York, U.S.A. 

My dear Dulac, 

I will be greatly obliged if you will write at once to 

Birnbaum and ask him to—no~better write to me and empower me to get 

the masks from Birnbaum. He told someone he would give them if he 

had this authority.^ If I donTt find an answer from you when I get 

back to N. York at end of April I will wire for your authority. 

A rather wonderful thing happened the day before yesterday. 

A very distinguished looking Japanese came to see us. He had read my 

poetry when in Japan and had now just heard me lecture. He had 
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something in his hand wrapped up in embroidered silk. He said it was 

a present for me. He untied the silk cord that bound it and brought 

out a sword which had been for 500 years in his family. It had been 

made 550 years ago and he showed me the maker’s name upon the hilt. 

I was greatly embarrassed at the thought of such a gift and went to 

fetch George, thinking that we might find some way of refusing it. 

When she came I said "But surely this ought always to remain in your 

family?" He answered "My family have many swords." But later he 

brought back my embarrassment by speaking of having given me "his 

sword." I had to accept it but I have written him a letter saying 

that I ’put him under a vow’ to write and tell me when his first child 

is born - he is not yet married - that I may leave the sword back to 

his family in my will. 

We are not going to Japan. At least not for the present. 

The offer from there grew vaguer and the expense of living is immense. 

We should be bankrupt before we reached Tokyo. We are starting to¬ 

night for San Francisco. We shall be two nights in the train, and we 

have just come from Salt Lake City where I have lectured to two Mormon 

universities. 

Yours, 

W. B. Yeats 
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Letter 47 

ALS: W. B. Yeats to Edmund Dulac 

APostmarked.7 June 19 1920 5 Holland Place Chambers 
Church Street 
Kensington W8 

My dear Dulac, 

I did not go to Ricketts last night for George, who had had, 

though she had not told me, another night of nightmares, seems to me 

in need of distraction, and I brought her to see ’’Madame Sand” _/?_7 

which is bad enough to be amusing, and is pleasant to look at. What 

I write now for is to ask you if you happen to have a copy of ’’The 

Hawk’s Well,” my copy is at Oxford and I want to send the ”Noh Plays" 

to the printer? You might have it either in "Poetry Review” or in 

typed copy. I don’t want to send my sister’s edition if I can help it. 

Yours, 

W. B. Yeats 

Madame Dulac would probably shrink from a cold dinner or I would ask 

you here. If that is so let us dine together somewhere. Where do 

you suggest? and how about Tuesday evening? 

Letter 48 

ALS: W. B. Yeats to Edmund Dulac 

July 15 /192J)7 4 Broad Street 

Dear Dulac, 

You never sent me Ruramel’s music. You forgot to include it 

in the bundle. I wonder if you could send it on here that I may make 

up the book. 

Yours, 

W. B. Yeats 
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Letter 49 

ALS: W. B. Yeats to Edmund Dulac 

September 25 _/19207 4 Broad Street 

My dear Dulac, 

I have thought over that matter of the transit of the masks 

and feel quite certain that I should pay. I therefore enclose cheque 

for h 7 - 7 which was I think the amount. You could have sold the 

masks in America. They were brought back for my use and when you do 

not let me pay I shall feel I have no right to that use. 

If you feel life too great a hurry and would like to get 

away for a few days come down here. Come without notice. We can 

always put you up and give you a room to work in. Come at any time. 

Yours, 

W. B. Yeats 

Letter 50 

ASL: W. B. Yeats to Edmund Dulac 

Dictated 

October 7, 1920 4 Broad Street 

My dear Dulac, 

We go to Dublin on Saturday for two weeks. By the bye, about 

g 
two months ago I wrote this poem on the Black Centaur and forgot that 

I had ever written it and it is still untyped. I will send it as soon 

as I can get it typed. But I am afraid it is not suitable for music. 

Yours, 

W. B. Yeats 
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Letter 51 

ASL: W. B. Yeats to Edmund Dulac 

December 7 /19207 4 Broad Street 

Dear Dulac, 

9 
Will you and Mrs* Dulac come to stay with us after Christmas? 

I had meant you to come, if you could, before that but Mrs* Tucker 

comes next Saturday. Tell me what date will suit you best? We both 

look forward greatly to your coming. 

I enclose the final proofs of your music. Send them on to 

Macmillan. 

Yours, 

W. B. Yeats 

Letter 52 

Dictated 

December 27, 1920 4 Broad Street 

My dear Dulac, 

Two days ago a mysterious, atrocious^smell broke out in my 

bedroom. All day long we debate the question, sometimes with heat, 

whether it is dead rats, drains, or some kind of gass fume. George 

sticks to it doggedly that rats donft die on an upper floor, and I 

reply there canft be drains without drainpipes. And the parlourmaid 

suggests "a mouse." I should have probably won the argument but that 

I have an attack of illness and this morning the smell has been so bad 

that even rats seem ruled out. Meanwhile it is Christmas and all 

builders and shops are shut so there is nothing for it but covering 

the door with a sheet dipped in Crud's _/?__/ fluid and waiting in patience. 
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We havenft heard anything from you. George wrote some days 

ago to Madame Dulac asking if you could come down on Tuesday; you had 

mentioned Monday or Tuesday in your letter. She is wiring first thing 

tomorrow morning to ask you not to come til Thursday as by that time 

matters will have been put right. If you can come Thursday will you 

please let us know. We are looking forward very much to seeing you 

both. 

Yours, 

W. B. Yeats 

Letter 53 

ASL: W. B. Yeats to Edmund Dulac 

January 2 /Ï9217 4 Broad Street 

My dear Dulac, 

We shall be delighted to see you on Thursday. What train? 

When I go to London I always return by the 4:40 from Paddington as 

it is fast but come earlier if you can. 

The sanitary inspector was beaten by the odour and suggested 

fungus under the boards but George sticks to her point that it is 

gass, and as it seems to have almost gone now that she has taken out 

a portable gass stove I shall move back. 

Black and Tans have entered our house in Ireland and in the 

wantonness of their hearts smashed all windows and stollen all locks, 

so we think of Italy for the summer. 

Yours, 

W. B. Yeats 
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Letter 54 

ALS: W. B. Yeats to Edmund Dulac 

February 28 1921 4 Broad Street 

Dear Dulac, 

I send you a revised proof of some of your music, which 

please send on to Macmillan. We go to town Tuesday for a few days. 

Will you be in on Thursday evening, as if so I would like to come to 

see you. If Thursday wonTt do would you be in Wednesday evening? 

I will telephone Wednesday morning so you can answer then. 

Events beyond our control have compelled us to abandon the 

Italian Journey. I imagine from not hearing from you that you have 

decided against it. 

I thought the Masks, especially CuchulainTs, came out mag¬ 

nificently in the sketch. 

Yours, 

W. B. Yeats 

Letter 55 

ALS: W. B. Yeats to Edmund Dulac 

March 6 Jl92lj 4 Broad Street 

My dear Dulac, 

I could not get to Ricketts after all. We shall both be 

delighted to go shares in the Planisphere. If Coburn^ will join and 

the thing costs B20, that will be L5 each. George and I will each 

give L5. 

We got back yesterday hating London and its crowds which 

show at their worst to a casual visitor. 
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(Letter 55, continued) 

I sent you an envelope of proofs*^ today which I found 

impaled _/_?_/ on my desk. 

Yours, 

W. B. Yeats 

Letter 56 

ALS: W. B. Yeats to Edmund Dulac 

March 6 /192l7 4 Broad Street 

My dear Dulac, 

I sent you a proof today but it may not have been "marked" 

so I send you this. 

Yours, 

W. B. Yeats 

Letter 57 

ASL: W. B. Yeats to Edmund Dulac 

March 24 _/Ï92l/ 4 Broad Street 

My dear Dulac, 

12 
I have cut out all about Mann and Foulds and their music. 

The trouble was I did not think I could give the list of players, 

which included both, and leave out all mention of the music. Only 

when I got your note did it strike me that a list of the players is 

quite needless. 

I have also put your name on "the half-title" as author of 

music and added certain words which preserve your control over any 

performance thereof. "All rights of performance reserved by" etc. 
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(Letter 57, continued) 

I copied formula from Rummel’s proof. 

The rest of the music will come sooner or later. 

I hope you will do the planisphere. Do you want us to write 

to Coburn or have you done so? 

At last, next week we move to a cottage some 15 miles out 

of Oxford for the summer but I expect to be in London for a few days 

at end of April. 

Yours, 

W. B. Yeats 

Letter 58 

ALS: W. B. Yeats to Edmund Dulac 

July 5 _/l92l7 At Cuttle-brook House 
Thame, Oxon. 

My dear Dulac, 

I enclose some more proofs, which please correct and send to 

Macmillan. Please return with these a little bit of my proof enclosed. 

I donft want to confuse them with two sets of proofs, as I have sent 

Rummel his, and so enclose this little bit. 

13 
We shall be here until the end of September. It is a 

pleasant old house on a main street and though the pictures and furni¬ 

ture are without taste it is the lack of taste of three or four genera¬ 

tions that is almost a pleasant thing. The big engraving of Frith1 s 

picture of Kensington Railway station hangs in the kitchen. On the 

top landing are all sorts of obsolete sporting guns. 

Yours, 

W. B. Yeats 
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Letter 59 

ALS: W. B. Yeats to Edmund Dulac 

July 19 /l92l7 Cuttlebrook House 

My dear Dulac, 

Macmillan says they have not received some music proofs 

from you. Did you get some proofs I sent some weeks ago? 

We are in a largish old house on the main street, amid the 

bad taste of four generations which, in my tradition-loving eye, al¬ 

most equals the good taste of one.- an engraving of Frith's "Railway 

Station" in the kitchen and a large piece of efflorescent silver won 

by a horse in 1827 on the late Victorian piano, and upstairs fowling 

pieces of obsolete pattern. Behind my chair is a monstrous piece of 

carved old oak bought by the last generation but one and of a shape 

wholly Victorian. I shall end by reading Charles Kingsley and liking 

him. 

Yours, 

W. B. Yeats 

Letter 60 

ALS: W. B. Yeats to Edmund Dulac 

July 17 /i922^714 Code 

Dear Dulac, 

Many thanks. I have spent a long fruitful day over the 

planisphere and begin to understand. I shall be anxious until I hear 

result of your re-examination. It is hard luck and folly that men like 

you should be put to such uses. That story is a puzzle like so many 
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(Letter 60, continued) 

others in which the double without knowledge of the self seems to 

wander. 

Yours, 

W. B. Yeats 

Letter 61 

ALS: W. B. Yeats to Edmund Dulac 

December 1 ÎViTlJ 82 Merrion Square 
Dublin 

My dear Dulac, 

When you send the Chinese pictures you will have, I think, 

to make a declaration as to contents of parcel. But the post office 

or parcel post office will explain and you had better register and 

insure and send me the bill for amount of that. 

Those last two nights when I dined with you I was very tired 
as 

and overflowed, almost always when tired, in phantastical scandalous 
A 

patter, a patter made all the worse for having lunched with a woman 

friend brought up like myself under the shadow of England1 s first 

emancipation in 1890 or so. It is my refuge from logic and passion 

and the love of God and charity to my neighbours and other exhausting 

things. Tell your friend to read "The Player Queen" and my note on it 

and she will understand. 

I am on the Irish senate and a probable income as senator, 

of which I knew nothing when I accepted, will compensate me somewhat 

for the chance of being shot or my house burned or bombed. We are a 

fairly distinguished body much more so than the lower house, and should 
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(Letter 61, continued) 

get much government into our hands. I have only spoken a few sentences 

in the house but cherish various projects. Relations of whom I have 

seen nothing call on me and are kind, and old cold^ acquaintances 

press my hand. 

I am working every morning on the philosophy which Werner 

Laurie is ready to accept with effusion. He would sign an agreement at 

once if I would let him, but I am insisting on his reading a hundred 

pages or so first. He may cry off when he does. The Senate does not 

meet til after lunch and so but gets my weariness. 

How long our war is to last, nobody knows. Some expect its 

end this Christmas and some equally well-informed expect another three 

years. However the nights are quieter than they have been since the 

start. I have heard neither bombs nor shot since my return. They 

burn houses in the suburbs instead. 

Yours, 

W. B. Yeats 

Letter 62 

TLS: W. B. Yeats to Edmund Dulac 

May 1 /19237 82 Merrion Square 

My dear Dulac, 

I arrive in London on May 21st. Can I come and see you on 

that night (Monday). Itfs the only night I can make arrangement for 

at present, as I have a lecture coming and don't know its date. The 

previous week I am lecturing in Scotland, and am giving this one lec¬ 

ture in London to earn the price of my ticket. 
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(Letter 62, continued) 

I am writing a new No play, much longer than the others, and 

intend to have it acted in my own drawing room here and am arranging 

the plot, etc., under George's eye that there may be nothing too diffi- 

16 
cult. 

Yours, 

W. B. Yeats 
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NOTES (GROUP IV, LETTERS 40-62) 

1. Dulac was designing the Great Wheel which illustrates A Vision, 

so the material from the "Speculum" which Yeats is sending him is 

presumably background reading for the design. On February 22, 

1919, Dulac wrote Yeats, "I have just received from Birnbaum the 

sum of h 5 as our joint share of the rights of 'The Hawk’s Well." 

I therefore send you half that you may invest it in bonds for the 

development of intelligence among actors." In his letter of 

March 13, Yeats thanks him. Finneran, p. 361. 

2. The Christ and Lazarus play was "Calvary" (1920). Anne was born 

24 February 1919. 

3. Yeats’s comment about Rummel is a reply to a letter from Dulac 

written 21 February. "You have heard, I suppose of Rummel’s es¬ 

capade, in the name of theosophy. As a man I have nothing to say, 

as an artist he has no excuse; no artist—even a musician—can be 

forgiven for making love under the unhealthy aura of Madame 

Blavatsky." Finneran, p. 362. 

4. The Yeatses gave up Woburn Buildings in 1919, and established a 

residence at 4 Broad Street, at Oxford. Hone, Yeats, p. 319. 

5. The play Yeats was working on was probably "Calvary." 

6. "Daisy Meadow" was Mrs. Fowler’s country house in Kent, where the 

Dulacs and Yeatses were frequent guests, and where they conducted 

✓ 
seances. 

7. John Quinn was informed by Birnbaum on March 21, 1918, that he 

would release the masks to Quinn "if the artist has authorized me 

to do this." Finneran, p. 365. This letter is published in Wade’s 

Letters, p. 661. 
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8. Typescript (Salkeld) /in pencil/ 

Memories of W. B« Yeats May 1940 

Biographers are handicapped by distance, but oppositely to 

horses; the shorter the distance, in point of time, the more dif¬ 

ficult the work. It is, alas, a fact, that during their life time, 

it is the foibles rather than the virtues of a great man that in¬ 

terest the reading public. Perhaps it is an unconscious expression 

of the average manfs genuine detestation of the genius: at all 

events, it is something which the most modest of "memoirists" 

must strictly keep in mind. 

To give one example only:—the very last thing I remembered 

about WBY /sic/ is probably the most earnest question that stu¬ 

dents of his work would like answered. I remember the occasion 

very distinctly, because I was trying to tease WBY myself, and did 

not, at first, pay very much attention to his answers, because 

I thought he was pulling my leg. Suddenly, as I joked with him, 

it did occur to me that the question I had put to him might very 

well be all-important to posterity. Namely "Whom did you venerate 

as a young man, Mr. Yeats?" His answer came without hesitation, 

and to me, as a great surprise at the time: "Tennyson." 

"You are joking Dr. Yeats!" 

"When I was a young man, Tennyson was the greatest poet: — 

of course there were other poets like Dowson..." 

Being myself:in that ridiculously youthful condition of 

agnosticism, which amounted to believing that every published 

poet was "no good," I asked him again and again. With the same 

result:—only that he added Wordsworth. When I mentioned Goethe 



and that I was translating—or rather attempting to translate— 

Faust» he said at once, rather sadly: 
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"Shelleyfs fragments have made further and complete trans¬ 

lation rather hopeless—haven1t they?" 

I nodded somewhat despondently, thus recalled. Suddenly, 

he turned, with that quick manner of his and asked me my birthday. 

I told him it was the 9th July 1904: His face cleared: he ex¬ 

claimed—almost in glee: 

"I knew it! Your number is 11 ! You have the same number as 

Goethe—the number of the Sun! Yes, perhaps you- can do it..." 

I have mentioned this, not so much for students of my trans¬ 

lation of Goethe, as for the benefit of those who understand the 

stars and the lore of the heavens of which I know nothing. 

I was first introduced to Dr. Yeats at the house of Madame 

Gonne MacBride, and made there an observation which I have since 

discovered to be true without exception: anybody met under ordin¬ 

ary circumstances, irrespective of distinction or charm, was in 

YeatsTs memory subjected to some unknown process the result of 

which would appear—according as the person concerned would find 

himself "known" or "not known" at subsequent meetings. But, in 

the case of anybody introduced by Madame Gonne herself—from ser¬ 

vant maid to art student (as I was at the time)—nothing about 

them was forgotten. Many a time I have heard distinguished men 

and women bewail Dr. YeatsTs "short sight," or "forgetfulness." 

But I have seen him cross a wide street to enquire the health of 

an ailing dependent of Madame Gonne*s—whom nobody but a hawk 

could have seen. This simple, emotional side to Yeats, was more 
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strongly developed in him than in anybody I have met—before or 

since. It was, in fact, the key to his character. His devotion, 

sympathy, and faithfulness to anybody whom he met through Madame 

Gonne—what class they might belong to soever, had to be seen to 

be believed. 

When I was 15 years old and had just been released from 

Mount joy Prison (the time of the 1st. Hunger-Strike) Madame Gonne 

asked me to come down for a few days to her cottage in Glenmalure. 

The cottage is "the last in the glen"—I put that in quota¬ 

tion marks, because it is thus it appears in the Stage Directions 

of The Shadow of the Glen by Synge who wrote that play about this 

particular cottage. A day or two after I had been there, learning 

by heart that water-filled silence which is so new to those who 

have long lived in cities, I saw, from halfway up Lugnaquilla, 

the tallest hill thereabouts, a jaunting-car approaching the Cot¬ 

tage. The car had to stop on the far side of a little river which 

had to be crossed on stepping stones. It was only then I saw that 

the solitary passenger was Yeats, and hastened down to meet him. 

His greeting was characteristic: "I hope youf11 excuse my ’country 

get-up,1" he said. I looked in vain for the ’country get-up.’ 

Then I noticed that he had pulled his ordinary socks up outside his 

immaculate tweed trousers, much as some cyclists do. 

He was tired by the journey and soon went to bed. 

I was up early the next morning, but not as early as Yeats. 

Coming down to breakfast at a very early hour, Madame Gonne smiled 

at me and said, 
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"Willie is booming and buzzing like a bumble bee, ..That 

means he is writing something.,." 

To my great surprise, Yeats, who appeared shortly, obviously 

preoccupied and absent-minded, asked me if I would walk up the 

glen with him. It was quite clear from his manner that the only 

company he really wanted was somebody he could talk completely at 

random to—to relieve his feelings, so to speak. 

We walked, threading our way among boulders and small stones 

along the river bank for nearly half an hour in comparative silence. 

By that I mean no word was spoken; but, all the while, Yeats kept 

up a persistent murmur—under his breath, as it were. Suddenly 

he pulled up short at a big stone and said: 

"Do you realize that eternity is not a long time but a 

short time?" 

I just said I didnft quite understand. "Eternity," Yeats 

said, "Eternity is in the glitter on the beetlefs wing...it is 

something infinitely short." I said that I could well conceive 

"Infinity" being excessively small as well as being excessively 

large. 

"Yes," he said, apparently irrelevantly, "I was thinking of 

those Ephesian topers." 

He pulled out of his pocket a very small piece of paper on 

which he had written eight lines which had been perhaps ten times 

corrected. It was almost impossible for me to read a line of it. 

I only saw one phrase which I knew was obsessing him at that time— 

for Yeats was at all times a man dominated—sometimes for weeks 

on end—by a single phrase: this one was "Mummy Wheat"—a phrase 
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destined to appear in a much later poem—a phrase he never forgot. 

The poem was quite shapeless at the time, but it was fascin¬ 

ating to watch Yeats at work on it. He was so obviously not con¬ 

structing it, but allowing it to take shape in his mind. It was 

the sound he had at the back of his mind—not the sense. I do not 

wish to be misunderstood: the whole mind, learning, taste and 

culture of Yeats stood, as it were, at the service of certain 

crude but essential sounds and rhythms which had made themselves 

imperative to be expressed by him. If it had been necessary for 

the poem’s sake to change his whole philosophy—all his beliefs— 

they would have been changed. But such a thing does not occur 

with a great artist: God tempers the tune to the voice. Per¬ 

haps we should have no great poetry otherwise. 

That night I sat up late, long after all the others had gone 

to bed and finished a water-colour picture of a weird centaur at 

the edge of a dark wood: in the foreground, in the shade of the 

wood, lay the nine /correction in pencil: seven/ Ephesian 

"topers” in a drunken stupor, while far behind on a sunny distant 

desert plain Elephants and the glory of a great army passed away 

into thej infinitesimal^distance. I had a special method of my own 

of doing water-colours at the time (indeed I have not changed 

much since). Next day I showed the picture to Yeats, who was even 

more distrait on account of the poem than the previous day. He 

looked at it so critically that I suddenly remembered that he had 

been an Art Student once. He peered at me over the top of his 

glassesfas was sometimes his habit. | 

"Who is your teacher," he asked. |l mentioned my teacher’s 
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name, j "What would he say about the fvaluesf in this picture?" 

"What are fvaluesf?" I asked. Yeats laughed that deep 

ferocious chuckle which was so typical of him: 

"Do you really tell me you donft know what 'values* are?" 

I said "no," and waited for instruction. 

"Well, I'm certainly not going to tell you! Perhaps this 

is the beginning of a new Art. 'Values’ were the bane of my 

youth!" 

As I really did not know, I let the subject drop, deter¬ 

mined to find out what "values" were at the earliest opportunity. 

WB remained in a state of trance that day, again asking me to 

walk out with him. This time 

T 

he made no reference to the poem, 

but talked continuously of the conception of the "Daimon" which 

was particularly interesting him at the time; he also told me the 

history of his play, "The Player Queen," which is still in my 

opinion the most interesting of Yeats's plays. He told me (per¬ 

haps with a faint reminiscence of Goethe's Faust in his head) 

that he had spent 20 years on the play, j That it had begun as a 

tragedy, and ended as a farce. 

Later that night, WB came down to supper with a perfectly 

clear countenance; it was plain that the poem was finished. He 

did not speak throughout the meal, yet I felt he would say some¬ 

thing before the night was through. When the ladies had withdrawn 

he produced a pigskin covered brandy-flask and a small beautifully 

written manuscript: "Your picture made the thing clear," he said. 

"I am going to dedicate the poem to you. I shall call it 'The 

Black Centaur.'" 
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It was then for the first time, I read those miraculous 

lines, one of which is: "Stretch out your limbs and sleep a long 

Saturnian sleep,. •8 * * 11 I was speechless with gratitude. 

But when the poem appeared, it was altered, it was corrected, 

and it was Medicated to some elsej_7 entitled, "On a Picture of a 

Black Centaur by Edmund Dulac." 

/The bracketed words in the last sentence are struck through, 

and the sentence concluded in ink^ 

"On a Picture of a Black Centaur by Edmund Dulac" was pub¬ 

lished in The Tower in 1928. 

The sections bracketed are not included in the excerpts Hone 

quotes (pp. 326-28). The section beginning "I was first introduced" 

is quoted, with much variation from this text, in Hone, pp. 314-15. 

8. Salkeld's memoir, and the speculation about the genesis of the 

centaur image, are discussed in the introduction. James Olney 

reads the poem to mean that, having been granted equal vision of 

the supernatural, mummy wheat, and the natural, wholesome food, 

the seer must be equally committed to both. 

James Olney, The Rhizome and the Flower : The Perennial 

Philosophy of W. B. Yeats (Berkeley: University of California 

Press, 1980), p. 244. 



153 

9. ALS: Mrs. Yeats to Edmund Dulac 

December 15, 1920 4 Broad Street 

Dear Mr. Dulac, 

Will you come to us on Tuesday after Christmas? (Monday 

is Bank Holiday). We are so looking forward to seeing you. 

Greetings from both to both, 

Yours, 

George Yeats 

Mrs. Tucker is George Yeats1s Mother. 

10. Alvin Langdon Coburn, a pioneer in artistic photography, was a 

mutual friend of Dulac and of Yeats. His photographs of the 

second performance of "At the Hawk’s Well" appear in Four Plays 

for Dancers. White, p. 86. 

ED to WBY January 13, 1921 

"I have made enquiries about the planisphere and find that 

one could have a block made and about 100 printed for something 

like t 10. Coburn and I would share the expenses with anyone who 

would like to join us. Do you know of anyone else interested? 

At that price they would come to 2/ each and one could probably 

put a number for sale at some shop where they sell astrological 

books and dispose of them, keeping only the number we want." 

Finneran, p. 375. 
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11. Dulacfs music, together with his "Note on the Instruments" was 

published in Four Plays for Dancers (London: Macmillan, 1921) 

on page 90. Walter Morse Rummelfs music for "The Dreaming of the 

Bones" follows it. 

12. Editorial note: "Dulac objected to a sentence in the Preface to 

At the Hawk* s Well in Harperys Bazaar (March 1917): fThe music 

was by Mrs. Mann and Mr. Foulds,T two of the musicians in the cast. 

Yeats omitted their names in the revised TNoteT in Four Plays for 

Dancers » and made clear that the music had been composed by Dulac." 

ED to WBY 

March 19, 1921 London 

"My dear Yeats, 

A disgusting mania for accuracy prompts me to call attention 

to the fact that in your note to the Hawk's Well you state quite 

rightly that the music at the first performance was by Mrs. Mann 

and Foulds. This I think will lead people to believe that the 

following pagès are their joint work." Finneran, p. 376. 

13. From April til June 1921 the Yeatses were at Shillingford, from 

July til September they were at Thame. 

14. TLS: Mrs. Yeats to Edmund Dulac 

August 16, 1922 Thoor Ballylee 
Gort 
Co. Galway 

Dear Mr. Dulac, 

The horoscope was sent an age ago, but I conclude from your 

letter to Willy that it has gone the way of many of our letters. 

I will send you another in a few days. Just at present I am 
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(Letter from Mrs. Yeats to Edmund Dulac, continued) 

emerging from a bad attack of rheumatism all over, and I canft 

do much. That is why I am typing this letter; it is easier than 

grasping a pen. 

Willy will write to you himself in a few days. At the 

moment he is busy over a new poem. 

Salutations to both from both, 

Georgie Yeats 

15. In the last line of the third paragraph, the word "cold" is 

left out in WadeTs transcription. Letters, p. 693. 

16. This letter poses interesting problems about the dating of "The 

Resurrection." Hone believes that the first sketch of the play, 

"more dialogue than play," in Yeatsfs words, intended for perfor¬ 

mance in Yeats’s drawing room, dates from 1925. Hone says, "It 

had been read out at 82 Merrion Square to a few people, a Cabinet 

minister among them, who were frigid" (Hone, Yeats, p. 417). It 

is dated 1931 in The Collected Plays and was published in Wheels 

and Butterflies in 1934. In the Introduction to it, in that 

book, Yeats writes, "This play, or the first sketch of it, more 

dialogue than play, was intended for my drawing room, where my 

"Hawk’s Well" had just been played" (Wheels and Butterflies, p. 91). 

My reason for dating the letter in 1923 is that the Monday 21 May 

which Yeats mentions could have been 1923 or 1928. "At the Hawk’s 

Well" was first performed in Dublin at Yeats’s house on 23 March 

1924, so I think some faulty memories are at play here. The 

Yeatses sold 82 Merrion Square in May 1928, so I scarcely believe 
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they were planning further theatricals in it at that time (Noble 

Drama» p. 231). 

It would be easy to assume that Yeats was wrong in calling 

21 May Monday, and that the letter was actually written in 1925, 

but he mentions in it that he is planning a lecture tour to 

London, and in the spring of 1925 (see letter 72) he writes that 

he has no prospects of visiting London. 
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GROUP V 

Letter 63 

ALS: W. B. Yeats to Edmund Dulac 

July 26 /JL923/ 82 Merrion Square 

My dear Dulac, 

Your letter came this morning, with its exciting news.^- 

2 
I send you my preface, in the rough, or rather Owen Aherne's. 

It will give you all the facts as I see them. The date is nothing, 

if you want early sixteenth century let it be 1524 or any date you 

please. I have not thought of any particular divine. He would cer¬ 

tainly be an astrologer and a mathematician and that is about all I 

know.^ 

I am just off to Senate 

Yours, 

W. B. Yeats 

Letter 64 

ASL: W. B. Yeats to Edmund Dulac 

October 14 /1923/^ 82 Merrion Square 

My dear Dulac, 

The portrait of Giraldus is admirable. I enclose the 

sketch for the diagram. The pencilled words all have to be in Latin 

and I will get the Latin I hope tomorrow. The man I count on for it 

was out yesterday. You can use any symbolism you like for the ele¬ 

ments - nymphs, salamanders, air spirits, or Roman gods or more 

natural objects. 
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(Letter 64, continued) 

I think perhaps the name "Giraldus" might as you suggest go 

under his portrait in contemporary handwriting. I think these two 

pictures are all that is really necessary. 

The book will be finished in I hope another month - it 

contains only a little of my system but the rest can follow. Werner 

Laurie is to publish it uniform with "The Trembling of the Veil." 

That introduction I sent you has been greatly rewritten and is much 

more authentic looking. It keeps the "modesty of Nature" in mind now 

and the canary is gone. I don’t know when I shall get to London and 

at the moment can think of nothing but writing out the system. The 

Mss. sent off I shall give myself three months more writing and perhaps 

produce here a Noh play if Civil War does not start again with the 

long nights. 

The round objects in the enclosed diagram are of course the 

lunar phases 1, 8, 15, 22 making new moon, half-moon, full moon and 

half moon respectively. They will be nasty things to draw, but your 

Kracow artist would not have drawn them very carefully. I can give 

the speculum what date you please. 

The Chinese pictures hang now in my study and are the great 

ornament of the room. 

Tea has just come so I must stop. I am most grateful to you. 

Yours, 

W. B. Yeats 

I doubt if Laurie would have taken the book but for the amusing de¬ 

ceit that your designs made possible. It saves it from seeming a 

book for specialists only and gives it a new imaginative existence. 

As I look at all the blots on this I envy your neat hands. 
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Letter 65 

ALS: W. B. Yeats to Edmund Dulac 

October 23 _/19237 82 Merrion Square 

Dear Dulac, 

I said I would send this letter on October 15, and on that 

day I was knocked down by a violent cold complicated by a slight 

operation on my nose (meant to cure colds) which induced four hours 

bleeding, I have only the last couple of days got back to work. 

Purser^ has sent me in Latin, put Pulchritudo at 15, Sapientia at 1, 

Tentatio at 8 and Dominâtio (or Potestas) at 22. I enclose Purser’s 

letter as his spelling may correct mine. 

We plan to set up "The Hawk’s Well" here in February and 

then some months later "The Dreaming of the Bones" or a new play. 

I am writing at a last highly technical chapter of my 

philosophy and that done will enjoy life writing Robartes’ Celtic 

romantic interpolations. 

Yours, 

W. B. Yeats 

Letter 66 

ALS: W. B. Yeats to Edmund Dulac 

November 25 /Ï9237 82 Merrion Square 

Dear Dulac, 

I arrive in London on Friday and George will follow me a 

day or so later. On December 5 we leave for Stockholm. Can we meet 

on Saturday or Sunday? Thanks ever so much for writing and forgive 

the shortness of this, but I have been writing letters to people all 
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over the world since breakfast it is now 5:30. 

Yours, 

W. B. Yeats 

I do not know what day George will arrive in London - perhaps not til 

Monday but I hope sooner. She has a Cuala industry sale here. 

Yours, 

W. B. Yeats 

Letter 67 

ALS: W. B. Yeats to Edmund Dulac 

December 22 _/192^7 Savile Club, Picadilly 

Dear Dulac, 

I rang you up the other day to find you out of town, but 

expected home next Friday. 

Will you dine with me, both of you, at the Ivy Restaurant 

next Friday evening at 7:30. For the moment I am a wealthy man, 

with much coin and gold and a gold medal - somewhat academic in de¬ 

sign - fresh from the cheers, crowds, and the smile of royalty. I 

have even gone up five steps backwards without falling and without 

preliminary practise.^ 

Yours, 

W. B. Yeats 

P.S. I shall probably return to Dublin on Saturday. 
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Letter 68 

TLS: W. B. Yeats to Edmund Dulac 

January 28, 1924^ 82 Merrion Square 

Dear Dulac, 

I have been a long time without writing and now only dictate, 

I hope you wonft mind a dictated letter, but my hand-writing is a 

dreadful thing to inflict upon anyone. I am still struggling with 

letters that have reached me from all parts of the world, and so a 

secretary comes to me for some time most days. I remember after the 

"Playboy row" in Dublin it was much the same. It would be very kind 

of you, if, when the railway strike is over, you would get some pic¬ 

ture packer, at, of course, my expense, to pack up the masks, etc., 

and make the necessary Customs declaration, and send them to me here. 

I want to begin arranging performances. The psychological moment has 

come, for Dublin is reviving after the Civil War, and self-Government 

is creating a little stir of excitement. People are trying to found a 

new society. Politicians want to be artistic, and artistic people to 

meet politicians, and so on. It seems to be the very moment for a form 

of drama to be played in a drawing room. 

It is quite amusing trying to create a society without 

hostesses and without wealth. If you know a hostess of genius and 

great wealth, you might tell her that here is an opportunity worth 

living for, especially if she will search her ancestors till she finds 

an Irish one. And after all if you go far enough back, everybody is 

descended from everybody. 

If anything brings you to a sale of Chinese pictures do not 

forget me. There is a space of 46 inches wide between two book cases 
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and I want a Chinese picture for that space» I donft imagine any 

Chinese picture is as wide as that. The two pictures you sent me are 

about 36 inches, margin and all, and that will do excellently. 1 shall 

have to get it framed, and I shall get it framed, as far as I can re¬ 

member the way yours are framed. I won’t specify what kind of a picture, 

except that you can pay a reasonable price for it. I wouldn’t mind 

h 20 for another "Henry VIII." I feel this is giving you a horrible 

amount of trouble, especially considering all that you have done for 

me already, and don’t do it unless it amuses you to go to an auction. 

I am just returning to work on "A Vision," having finished 

my essay on Stockholm, which I felt I had to do, as a kind of "bread 

and butter" letter to Sweden. I am still very far from finished, so 

there is no hurry about your design. I work for days and then find I 

have muddled something, and I have to do it all again, especially 

whenever I have to break new ground. 

Yours, 

W. B. Yeats 

Letter 69 

TLS: W. B. Yeats to Edmund Dulac 

February 25» 1924 82 Merrion Square 

My dear Dulac, 

I am dictating this to my wife. We hope to have a perfor- 

g 
mance of "The Hawk’s Well" in this house on March 23rd. I wonder if 

you would give the masks to Lennox Robinson who will be going to London 

at some date not yet fixed, but in about 2 weeks time, perhaps next 
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week. Would you lend us also the costumes? I think they are more 

sure to arrive in this way than dispatched by train, considering the 

number of strikes. I was afraid to take them with me for fear of 

having to open them on the pier for the Custom Officers, but I found 

when I got there that it was a simple business. Lennox will bring 

over a small box which can be opened and a good stock of tissue paper 

to pack them safely with. 

Certain new editions of my work which I have had to correct 

the proofs for have delayed the philosophy, but I expect that another 

month will finish the manuscript, but after that the typing will take 

some time, so there is no hurry about the diagram. 

We mean to attempt not only "The HawkTs Well,” but "The Dream¬ 

ing of the Bones." I think the acting and the music will be tolerable 

for we have the Abbey Company and orchestra to draw on, but the dancing 

9 
is sure to be bad. 

I see no immediate chance of being over, for I must give all 

my spare time to the vision. 

Greetings from both to both, 

W. B. Yeats 

Letter 70 

TLS: W. B. Yeats to Edmund Dulac 

July 4 1924 82 Merrion Square 

My dear Dulac, 

I am going to Aberdeen to get an Honorary Degree which I 

do not want. I will be in London on July 11th and if they can have 



164 

(Letter 70, continued) 

me at Garsington,"^ will go there on the Saturday. I wonder if I 

could dine with you on Friday, the 11th? 

I send you a copy of the "Irish Statesman" which you may 

not have seen - an old number - but it contains an enthusiastic ac¬ 

count of your music and the play. 

If you have anything very important to do on Friday the 11th, 

do not engage yourself to me, for I can go to Ricketts; will see you 

after I come back from Garsington, if I do go to Garsington. 

I write this long ahead, merely because I think I shall be a 

very short time in London. My vote will probably be wanted in the 

Senate and I shall have to hurry back, for we are at the end of the 

Session, when we are all supposed to work very hard. 

Yours, 

W. B. Yeats 
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NOTES (GROUP V, LETTERS 63-70) 

1. ED to WBY 

July 24 1923 

"I have done a sketch in pencil of the portrait of Gyraldus 

by an unknown artist of the early sixteenth century, if I cannot 

finish it in ink before I go away I shall take it with xne, and 

I would like a few particulars from you. 

Is the name rightly spelt Gyraldus? Had he any other? 

Would the date be of interest—it was sometimes added under 

the portrait after the name?—and if so what date would best suit? 
\ 

Any device to be incorporated? 

I will send it you when finished." 

Finneran, p. 439. 

2. Typescript, corrected in YeatsTs hand: 

"Mr. Owen Ahern1s /sic/ Introduction" 

This early version of the introduction to thq 1925 Vision 

is nearly identical with the published version up to the account 

of Aherne's quarrel with Robartes (1925 Vision, p. xxi). 

Before that, there are minor differences. At the top of p. 

xvi, Robartesfs second sentence, about how the old painters painted 

women, is not in the typescript. 

On pp. xvii-xviii, the list of pictures and emblems at the 

back of the old book is amended in Yeats1 s hand, apparently after 

a letter from Dulac questioning the necessity of placing the uni¬ 

corn in the center of the design of the great wheel. In the type¬ 

script, the "zodiacal signs were arranged in a circle with a unicorn 
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in the center, while in the corners of the diagram ^several words 

crossed out7 Biblical symbols.” 

In the published version, the "zodiacal signs were mixed with 

various unintelligible symbols—an apple, an acorn, a cup." The 

apple and the cup appear in DulacTs design. The unicorn, removed 

from the center of the diagram, is replaced in the published ver¬ 

sion of the text next to Giraldus, "a portrait of Giraldus and a 

unicorn." 

On 30 April 1925 Dulac wrote to Yeats from London, "Here¬ 

with the diagram. When it was done I remembered that in your des¬ 

cription of it you mention that the square in the center is occupied 

by a design of a unicorn. Thence the accompanying design of the 

Animal in question. If it is not absolutely necessary that the 

Diagram should incorporate it, leave it as it is, but if its pre¬ 

sence in the Diagram is of vital importance, the engraver can make 

the two blocks and fit that of the Unicorn in its proper place for 

purposes of printing. Otherwise it may be used as a tail piece 

somewhere else in the book." (Finneran, p. 426) 

In the 1925 Vision, the design of the Unicorn, printed on 

brown paper, is pasted in at the bottom of page 8. Its rearranged 

place is accordingly noted in the published version of this intro¬ 

duction. 

After that, there are only minor word-order differences in 

the typescript and the published version, until the paragraph 

which describes the quarrel. On page xxi, the paragraph beginning 

"Suddenly, however, our friendship was shattered," introduces a 

conclusion to the Introduction radically different from the type- 
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script which Dulac read and criticized. Here is the typescript 

from that point to its conclusion: 

It was only,however, on our return to London, on the eve of 

his final departure, that I understood that he was still the same 

passionate, capricious man I had known in my youth. At the time 

of our theological difference I had repudiated his whole view of 

life with vehemence, and because I could now consider any point of 

view dispassionately, and could even explain it to others without 

insisting on my own, he seemed to think I was no longer a Catholic. 

I had given much time and thought to his rambling notes and ill- 

drawn diagrams, and had shown that they interested me as religious 

history, and he had come to consider me, it seems,as his disciple. 

I was discussing the general arrangement of the proposed book, 

when I used these words: "In the Introduction I will of course 

explain my own point of view; that I concede to this Arabian system 

exactly the same measure of belief that an intelligent reader con¬ 

cedes to a Platonic myth." He flared up into a rage and said that 

I had lead him to believe that I was convinced; that I had indeed 

been convinced until my Catholicism gripped me by the throat; he 

even asked me if I had not taken the advice of some confessor and 

before the evening was out we had our old quarrel over again. He 

called upon me the next day, made some kind of an apology, and said 

that I must come to see Mr. Yeats, and that he had made an appoint¬ 

ment for us. At Woburn Buildings he told of his Arabic discover¬ 

ies, and spread out his diagrams upon the table, his notes, my 

written commentary, without even explaining that it was mine; and 
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after a couple of hours’ exposition, and answering many questions, 

asked Mr. Yeats to undertake the editorship. 

Mr. Yeats opened a large gilded Moorish wedding chest, took 

out a number of copy-books full of notes and diagrams, shewed that 

our diagrams and his were almost exactly the same: that our notes 

only differed from his because our examples and our general atmos¬ 

phere were Arabian, whereas his were drawn from European history 

and literature. 

flYou can only have found that all out," said Robarts /sic7 

who was pale and excited, "through the inspiration of God." "Is 

not that a rather obsolete term," said Mr. Yeats. "It came in 

the first instance quite suddenly. I was looking at my canary, 

which was darting about the cage in rather brilliant light, when 

I found myself in a strangely still and silent state and in that 

state I saw with the mind’s eye symbols streaming before me. That 

still and silent state always recurs in some degree when I fix my 

mind upon the canary." He then suggested that I should publish my 

book upon the philosophy of the Judwaylis /sic7 /parenthetical 

clause is inserted in Yeats’s hand above a carejt7 (for I had of 

course explain that /sic7 it was mine) at the same date as that 

upon which his book should appear. Michael Robarts seemed ready 

to forgive my unbelief, but I would not have his forgiveness, for 

I knew now that he would not accept any exposition of mine as ade¬ 

quate. Then Mr.Yeats suggested that I should write the preface to 

his book and annotate his text here and there. "That," he said, 

"will show that Robarts was the first discoverer and it will be of 

great value to the exposition. I will explain this philosophy in 



169 

its isolated abstract form, you in its concrete form as a part of 

history. Certain French and English poems which seemed vague and 

faint when first written have grown precise and solid now that 

they have influenced thought and literature." 

I accepted this proposal, but when we were out in the street 

once more I said, "I do not believe that story of a canary, he is 

keeping something back; those notes of his have had a much more 

humdrum origin. Are you quite sure that no other traveller has met 

the Judwaylis or found the Speculum of Giraldus?" Robarts would 

have none of my suggestions, and pointed out that Boehme had passed 

into "a walking trance /sic/" while contemplating a gleam of sun¬ 

light upon a brazen pot and so found philosophy. 

Owen Aherne 

December 1922 

/There is something amiss in the parenthetical phrase Yeats wrote 

in in the next to last paragraph, perhaps the past tense was in¬ 

tended. I think he meant "a waking trance" in the last sentence^/ 

Wade quotes part of this preface in his note to the letter 

from WBY to Dulac written October 14, 1923. He quotes from "He 

called upon me the next day," through "when I fix my mind upon 

the canary." Letters, p. 700 and n. 

3. WBY to Sturge Moore: 

18 August 1923 

"I find that Dulac has actually begun designs for my philo¬ 

sophy, or rather practically finished a portrait of Giraldus as 

frontispiece. He offered some time ago but I had not taken him 
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seriously as I know how busy he is. He says he wants to do also the 

big diagram to keep the two in harmony. If he does so I shall 

have to ask you to do something else for me instead. 

I have asked the Macmillan Company to get certain covers from 

you and if they consent this will be an occasion to press for pay¬ 

ment of their old account. I have also another job in my head." 

Ursula Bridge, ed. Yeats and Sturge Moore, Their Correspon¬ 

dence, 1901-1937 (London: Routledge and Kegan Paul, 1953), p. 49. 

This seems to be another occasion when Yeats had asked two 

artists to conceive of a design for him. Ricketts had designed 

the end-papers, with unicorns, for the Macmillan collected edition 

in 1922. 

3. ED to WBY 

September 30 1923 

"Here is the best I can do with Gyraldus. It is a little 

Tearly1 in style, but I think it better suited to a book of that 

kind than the 'Durer1 manner. One can argue that Mr. Gyraldus 

did not go to a first class artist as otherwise the book would 

be known." F inner an, p. 439. 

4. Published in Letters, p. 699. In the fourth paragraph, Wade 

transcribes the number 15 as 16. 

5. In this letter Yeats refers to the preceding one of October 14. 

His Latin expert was Professor Louis Claude Purser, who Jeffares 

says refused to sanction "Hominorum" as an irregular form of 

"Hominum" when Yeats had made the error: the wrong form appears 

under the portrait of Giraldus in the 1925 A Vision. Jeffares, 

p. 193. 
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6. Yeats described the Nobel Prize ceremony in "The Bounty of Sweden," 

in Dramatis Personae (New York: Macmillan, 1936), p* 365. 

7. This letter is published in Letters, p. 702. 

8. "At the Hawkfs Well" was first performed in Dublin at an "At Home" 

for members of the Dublin Drama League at Yeats fs house 23 March 

1924, with the Abbey Players, and Dulac?s music, masks, and cos¬ 

tumes. 

Sean 01Casey, who attended the performance, "candidly con¬ 

fessed" to Joseph Holloway that he could not understand it. In 

Innishfallen Fare Thee Well (1949) he wrote, "He remembered once 

when he went to the home of Yeats, in Merrion Square, to see 'The 

Hawkfs Well' played in the drawing room." 01Casey ended feeling 

"very put down, no theatre, no No-play." Noble Drama, pp. 231-32. 

9. Concern with the dancing, which "is sure to be bad," sent Yeats 

to Cambridge in 1927 to recruit Ninette de Valois to found a ballet 

school at the Abbey, de Valois, p. 104. 

10. Garsington was Philip and Lady Ottoline Morrell's great country 

house. 



GROUP VI 

Letter 71 

ALS: W. B. Yeats to Edmund Dulac 

July 25 /possibly 1924/ 82 Merrion Square 

Dear Dulac, 

Here is the advertisement I told you of. It was delayed by 

refusal of a Dublin printer to print it. - I mean the advertisement it¬ 

self. There have been many of new subscribers and I have great hopes 

of them.l 

Yours, 

W. B. Yeats 

Letter 72 

ALS: W. B. Yeats to Edmund Dulac 

/February 192_57 Capri 

My dear Dulac, 

We have been travelling about for the last months and go 

2 
to Rome next Monday to stay there a week. Then we go to London, 

where I shall stay a few days to get my manuscript into final order 

for the printer. I will then get the mystic design from you. I 

am very grateful. It will be the utmost value. 

We have had perfect weather - warm sun and brilliant sky, 

sea. One sits in the open air, or walks without a coat. In Sicily 

Pound and the driver of the Hotel Buso both wore smoked glasses, at 

Naples a short shower plunged the population into despair. Every cab 

horse was covered by a mackintosh, the horses1 heads put under a 
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mackintosh hat and every cab man unrolled a green umbrella. 

Yours, 

W. B. Yeats 

Letter 73 

ALS: W. B. Yeats to Edmund Dulac 

April 23 £1925/ 82 Merrion Square 

My dear Dulac, 

Yesterday I finished the book. For months past I have 

thought that I was in a week or so of the end but always I found 

something to rewrite, but now at last it is done and all that re¬ 

mains is for George to see that the corrected type script is legible 

and so forth. Can you send me your diagram - better register or in¬ 

sure it and let me know the amount - and we will send it on with 

3 
the Mss to Watt who will hand it over to Werner Laurie. 

The other day, without writing for leave beforehand, I see 

amateurs gave a performance or two of "The Hawk’s Well" in a theatre 

in Canada. I send you half the fee, as your music was certainly at 

4 
least half the entertainment. 

I had thought to see you in London, but I had to return 

suddenly for a debate in the Senate, and was only a few hours in 

London and spent all of those lying down. I am much better in health 

blood pressure almost normal again. It has really been the book I 

think that made me ill, for it has not been out of my mind for years. 

I have grown well as I got it out of my head. I am now a free man 

for the first time in years. I have not written a letter for months. 
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George has opened and answered all for me, but now I begin to write 

to my friends again. 

I do not know what my book will be to others, nothing, per¬ 

haps. To me it means a last act of defense against the chaos of the 

world and I hope for ten years to write out of my renewed security. 

Remember me to your wife. I wish I had some prospect of spending an 

evening with you both but I have had all the holiday I can afford for 

the present. 

Yours, 

W. B. Yeats 

Letter 74 

ALS: W. B. Yeats to Edmund Dulac 

May 5 JÏ925J 82 Merrion Square 

My dear Dulac, 

The designs are exactly right. "The Wheel" would take in 

the whole British Museum. George is at work on the material shape 

of my typed copy of the book, making it all clean and neat and to¬ 

morrow it goes to the publisher. I am starting upon a play in one 

act on the appearance of Christ to his disciples after his Cruci¬ 

fixion.^ I mean to have it played in this room. There will be no 

music I think and only four characters. I had sworn to do no serious 

work for a couple of months after throwing off this great load of the 

book, and I am already at work. 

I am sorry about your American ill-luck - That financial 

saint or yoga of yours sounded too friendly and beautiful! 
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Remember me to your household. I wish I saw some chance of 

getting to London but I wait upon economy for the present. 

Yours, 

W. B. Yeats 

Letter 75 

ASLi W. B. Yeats to Edmund Dulac 

May 13 /.192V 82 Merrion Square 

My dear Dulac, 

I have spent the day going through my papers, and now go 

to Galway for a week. On my return I shall go at the papers again. 

I hope to find your lecture. I have great masses of papers which 

have heaped up while I have been at work on the philosophy. Every 

cupboard is stuffed with them. They have to be gone through in any 

case, and after my return will take a couple of days. I am so sorry. 

A German called Oswald Spengler^ has hit on a number of the 

same ideas as those in my book. The American Dial has just published 

a long essay by him - the introduction to his work now being trans¬ 

lated - which might have been a chapter of "A Vision." He applies the 

fundamental thought to things outside my knowledge, but his thought 

and mine differ in nothing. It seems that the thought came to him 

suddenly and with great excitement. 

Yours, 

W. B. Yeats 
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Letter 76 

ALS: W. B* Yeats to Edmund Dulac 

November 18 /192J57 82 Merrion Square 

Dear Dulac, 

I have to go to London to attend a banquet of the Irish 

Literary Society, a body I founded years ago and so cannot neglect? 

It is a bore. As a compensation will you both dine with us at the 

Ivy Restaurant on Saturday, November 28 at 7. 

g 
If you could phone Whaley and bring him too I would be 

grateful. Having buried that quarrel I would like to plant a rose 

bush upon its grave. 

Yours, 

W. B. Yeats 

Letter 77 

ALS: W. B. Yeats to Edmund Dulac 

December 11 /192_57 82 Merrion Square 

My dear Dulac, 

I saw your picture at "The International" twice and found 

9 
it a very lovely thing. Forty years ago when men painted for a 

while the general themes of poetry, painting and religion it would 

have set all London talking and rich men competing for it. You have 

created a new type of Adam and Eve which had seemed impossible, an 

Adam too who looks with astonishment upon new born Eve as she 

upon the world seen for the first time. A dramatization as new as 

are the types. If you ever have it photographed may I have a copy. 



177 

(Letter 77, continued) 

I return your lecture. 

Yours, 

W. B. Yeats 

Letter 78 

ALS: W. B. Yeats to Edmund Dulac 

_/192j)7 82 Merrion Square 

My dear Dulac, 

Please tell the author of the "Jade Pavilion"”^ that I will 

write in a few days to thank her for that delightful book. For the 

moment I am packed with business of all sorts. 

I hear you have done a very fine medal. Can I have a photo¬ 

graph of that and of any similar thing you may have done. I am 

Chairman of the Committee on coinage design. The Free State is bring¬ 

ing out a silver and copper coinage of its own. There will be a lim¬ 

ited competition, each competing artist getting a fee, whether his 

work is accepted or not, and we are not limited to Irishmen. We shall 

probably arrange for a competition of 5 - 2 Irish to satisfy patriotic 

feeling. Of course I cannot judge which five of the world's artists 

shall be chosen. Where my friends are concerned I shall probably think 

it decent to merely present their work and let the others decide. We 

are only collecting photographs at present. Milles the Swede has how¬ 

ever sent a very fine medal. 

Every coin will have a harp on one side but we can put what 

we like on the other. I am pressing on the committee certain simple 

symbols which all can understand as expressions of national products - 
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say a horse, a bull, a barley sheaf, a salmon, a fox or hare and a 

greyhound. Somebody else urges symbols of industries, but we have so 

few industries I doubt the decorative value of a porter bottle. The 

government will have to pass our symbols, or prefer others. We will 

probably only insist on their being simple emblems or symbols and not 

pictures. 

Yours, 

W. B. Yeats 

The committee consists of Bodken, Dermot OfBrien, and OfCallahan of 

the National Gallery, a Cork silver smith, and myself. 

Letter 79 

ALS: W. B. Yeats to Edmund Dulac 

August 1 /1926/ Ballylee 

My dear Dulac, 

I do not think I acknowledged those admirable medals."^ 

The head of Cippico is especially fine. I did not write because an 

impassioned debate (on top of other things) in the Senate in which I 

almost got Shannon’s designs for the judges through, in spite of the 

judges and the government (It was defeated by one vote) knocked me up. 

I went to bed, returned here next morning, and it was some days before 

I recovered from head-ache and other signs of nervous strain. I go to 

Dublin on Tuesday next and shall be there all August. I shall probably 

during that month grow learned as to costs of medals - at least if all 

my insatiable committee demands come in. Milles has sent a most power¬ 

ful thing. We have asked the government to let us put on the reverse 
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of the coins a series of natural products, a horse (hunter), a salmon, 

a bull, a hen and chickens, a pig and a woodcock - one to each de¬ 

nomination* 

Yours, 

W. B. Yeats 

Letter 80 

ALS: W. B. Yeats to Edmund Dulac 

September 24 JJ-9Ï]] 82 Merrion Square 

My dear Dulac, 

I put various names before the coinage committee including 

12 
yours and Shannon's, and I showed them your work* They had to choose 

seven to whom the competition was confined, and it would help us, we 

know, with public opinion if you were Irish* I said that I brought 

before them the names of two friends but as they were my friends I 

could neither vote nor press them strongly on their attention. 

Shannon is known to be of Irish descent and he had already made de¬ 

signs for the judges' robes so he was chosen but you were not. Some¬ 

day however I shall hope to find some such work for you. 0 if they 

13 
would only let me lay my hands on the postage stamps. 

I go to London on October 4, and shall be there a couple of 

weeks. I shall bring back your medals. George comes too. 

Yours, 

W. B. Yeats 
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ALS: W. B. Yeats to Miss Beauclerk 

June 6 /19327 42 Fitzwilliam Square 
Dublin 

Dear Miss Beauclerk, 

14 
It was kind of you and Edmund to send your sympathies. 

I had come to Dublin for a few days to do necessary business arising 

out of the return of the Irish Players from America. I thought Lady 

Gregory better and had no anxiety. The Gregory family solicitor rang 

me up at 11:30 on the Sunday night and told me that he had a telephone 

message saying that Lady Gregory was dying and that he had been asked 

to find me. (I had been dining somewhere and he had failed to reach 

me earlier). I went to Coole by the earliest train but she had died 

in the night. She was indomitable to the end. The servants think 

that she knew some days before that she was dying for though she had 

been for months confined to her room on the same floor and could only 

move with great pain, she had on the Wednesday afternoon been helped 

downstairs that she might see all the chief rooms - "saying goodby," 

they thought. She attended to all duties, charities and habitual 

occupations until the day she died. The great old house full of 

tradition has died also, the family portraits and heirlooms are being 

brought to a house in Kildare. 

Yours always, 

W. B. Yeats 
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Letter 82 

ALS: W. B. Yeats to Edmund Dulac 

August fl933? Riversdale 

My dear Dulac, 

They played "The Hawkfs Well" at the Abbey two or three 

weeks ago.^"* I send you your share of the royalties. There have been 

other performances but all have been in private houses or at the 

School for Dancing where there was no money for either of us. Your 

part in the show, especially your music, was greatly admired. 

I shall bring out almost at once - September or early 

October - a book of poems containing "The Winding Stair" and almost 

everything I have written since. I have dedicated the book to you. 

There is a dedicatory letter in which I speak of your masks and 

your music. 

Here we are in the excitement of "the blue shirts." Fascist 

ideas started up in the country some two or three months ago and now 

they canft make the shirts fast enough. The government is like a 

disturbed ant-hill. 

Yours, 

W. B. Yeats 

Letter 83 

ALS: W. B. Yeats to Edmund Dulac 

September 27 /1933? Riversdale 

My dear Dulac, 

16 
I sent you my book a couple of days ago - not perhaps 

much that is new to you. I think you saw the last Cuala books. The 
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(Letter 83, continued) 

last poem was written a year ago. Since then I have written little 

but prose. My prose renews my verse by giving it foundations. 

I send you a snapshot of my daughter Anne in our croquet 

ground. It was taken last March, I think, but Michael I have not got. 

Something went wrong with the negatives and now he is back at school. 

I send you also a snapshot of George and myself taken with a kind of 

hurdy-gurdy rotagraph camera in the street. They take you there and 

then hand you a number with an address that you may buy a copy. I 

will send you Michael later. 

Yours always, 

W. B. Yeats 



183 

NOTES (GROUP VI, LETTERS 71-83) 

1. This letter is almost completely illegible, and I have not been 

able to date it nor to identify the advertisement which it mentions. 

I place it in 1924 jl_J because that summer Yeats was encouraging 

the publication in Dublin of a monthly review edited by F. R. 

Higgins and other young poets, To-Morrow. He wrote to Mrs. 

Shakespear on 21 June, f,I said to them fWhy not found yourself on 

the doctrine of the immortality of the soul, most bishops and all 

bad writers being obviously atheists?1 I heard no more till last 

night when I received a kind of deputation. They had adopted my 

suggestion and been suppressed by the priests for blasphemy.” 

Letters, p. 705. 

He contributed the poem, "Leda and the Swan,” to the publica¬ 

tion, which was immediately suppressed. Hone, Yeats, p. 361-62. 

On 26 July 1924 Yeats wrote to Mrs. Shakespear about the sub¬ 

scription circular for To-Morrow, "Here is the circular I told 

you of. Please subscribe and help a first beginning of new poli¬ 

tical thought." Letters, p. 707. 

2. Richard Ellmann quotes from this letter in Yeats, the Man and the 

Masks, but for some reason mis-dates it, believing it to have been 

written after the second edition of A Vision was published in 1937. 

The Man and the Masks, p. 291. 

3. A. P. Watt, the well-known literary agent, handled all Yeats1 s 

publishing arrangements. Letters, p. 351 n. 

Werner Laurie published the 1925 A Vision. 
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4. In a letter written 30 April 1925 Dulac thanks Yeats for the check 

he mentions in his 23 April letter, "It is generous of you as my 

music adds nothing to your beautiful plays," and in a postscript 

he asks Yeats "If you can lay your hands without trouble upon that 

’lecture1 of mine I should like to have it back" (Finneran, p. 462). 

In his 13 May letter to Dulac, Yeats assures him he is looking for 

it, but he does not return it until 11 December. Possibly the 

lecture was an undated essay on symbolism which appears in type¬ 

script among the Dulac papers at the HRC. On page six of the type¬ 

script Dulac discusses symbolism in modern literature, using "The 

Player Queen" as his example. The text of that section follows: 

Typescript essay on symbolism by Edmund Dulac, page 6: 

"In modern literature one of the best uses of symbolism has 

certainly been made by W. B. Yeats, and I shall take his Player 

Queen as my next example. The idea of the play is, roughly, that 

complete self-expression can only be accomplished when man and his 

image are united in the same person. This is shown by a strolling 

player, who, because she acts the part of a queen infinitely better 

than the real queen acts her part in life, ends by taking her place 

while the real queen, who has always been more concerned with sin 

and chastity, retires to a convent where she finds her proper 

image, which is that of a nun. All the chorus, from the drunken 

husband of the player queen to the chorus of supers, who find their 

proper expression when they dance round Décima with animal masks 

on their faces, and the crazy old man who brays like a donkey (when 

the Crown is about to change), all these are part of the same alle¬ 

gory that permeates the whole play. I consider this a perfect 
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example of a work where the meaning of the symbol comes out of the 

action. The language is simple and direct and if the inner signi¬ 

ficance of the play escapes you there is still for your enjoyment 

a perfectly coherent and highly entertaining work of art." 

5. Yeats’s reference to "starting" the "Resurrection" play in this 

letter supports Hone’s view that its first draft dates from 1925, 

but does not clear up the mystery of the earlier references. 

Dulac had been commissioned in 1923 to do an annual series 

of water-colors for the covers of American Weekly, the Sunday sup¬ 

plement of The New York Weekly American. He lost the job in 1925. 

White, pp. 116, 127. 

Typed notes prepared by Mrs. Yeats of extracts from Yeats’s 

letters to her concern matters which Hone had asked about. 

One of these six typed pages, that one containing notes from let¬ 

ters about Steyning, begins with the salutation: "Dear Joe," 

and is dated 14/12/40, from 46 Palmerston Road, Dublin. 

One of these typed pages bears the heading, written in 

pencil: "The Resurrection Play (early version)." These notes 

follow, in typescript : 

May 23, 1926 /written in pencil: 1925/ 

I read my play to Lady Gregory yesterday—She approves very 

fully. Thinks it right as it is without lyrics. What I want to 

discover however is if the folding and unfolding of the curtain 

to music and without words sung will have the ritual quality I 

want—I want barbaric music certainly—I think the music used at 
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the opening and close of "The Hawk’s Well" would do, at least for 

our performance at 82. 

/no date/ 

My play goes well but I am certain there will have to be 

a lyrical chorus—which could be detached if need be in performance. 

I think however the chorus with the barbaric gong and rattle will 

give the play an asiatic kind of solemnity and intensity. The 

chorus will be visible as in "The Hawk’s Well." 

May 22 

I think today will finish final version of play leaving out 

lyrics. It can be performed as an ordinary stage play without 

these lyrics and with drums and rattle off. I think however that 

it will gain in religious intensity if played like a Noh play, 

opening and closing of curtains, and musicians in sight of audi¬ 

ence, as this will give an element of ritual. If the play is 

good I may spend a part of the summer on the lyrics. We may how¬ 

ever perform it before I do this: I can write the lyrics pro¬ 

visionally as a kind of free verse to be spoken or sung, and put 

them into an elaborate form later, or leave them out of perfor¬ 

mance. I will not spend weeks on the lyrics till I am sure that 

the play is good. Its value to the reader must largely depend on 

the lyrics. 

/On the page containing mentions of Steyning, typedj^7 

October 13 (1937) The Chantry House, Steyning 

I think of writing a long Noh play on the Death of Cuchulain. 
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Wednesday (July 13 1938) Chantry House 

The prose draft of my play seems finished except for a kind 

of prologue. 

6. Oswald Spenglerfs The Decline of the West was published in German 

in 1918. Yeats wrote in A Vision, 1937, of Spengler's theories, 

"It was plain from the first that their exposition was based upon 

a single geometric conception." A Vision (1937), p. 11. 

7. In the last week of 1891, just after Parnells death, a meeting 

was held at 3 Blenheim Road, the Yeats residence, to found an 

Irish Literary Society in London. Prodigal Father, p. 167. 

8. Arthur Waley's The No Plays of Japan was published in 1921. 

9. Dulac wrote to Yeats on 19 November 1925 that his picture of Adam 

and Eve is exhibited at the "International Society" show at 

Burlington House. He adds that it was painted last September, and 

"is a real 'picture,1" echoing the dissatisfaction he felt as a 

painter in being constantly dependent on book illustrating in 

order to live. He offers Yeats a commission if he finds a wealthy 

buyer for it. Finneran, p. 464. 

Their mutual friend Sturge Moore wrote to Yeats on 14 Decem¬ 

ber that "Dulac1 s 'Adam and Eve' /is/ the most important thing he 

has yet done." W. B. Yeats and Sturge Moore, p. 60. 

10. Helen Beauclerk, Dulac1 s companion from 1923 on, published her 

first novel, The Green Lacquered Pavilion, in April 1926 with 

Dulac's illustrations. White, p. 123. 
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11, ED to WBY 20 July 1926: 

"Many thanks for your letter. As you know there is nothing 

I should love more than doing the Irish coinage and I am quite 

willing to take part in the Competition, although I am not likely 

to get the job. 

I am sending you two boxes: one containing a bronze cast 

of a propaganda medal done during the War, the other three casts: 

two of the Cippico medal and one of a plaquette done some years 

ago" (Finneran, p. 473). 

At the "International Show" in 1922, several of Dulac’s 

portraits were exhibited, including one of Count Antonio Cippico, 

a professor of Italian at University College in London (White, 

p. 110). Dulac had also designed a prize medal of the Count’s pro¬ 

file modelled after that designed by Piero della Francesca for the 

Duke of Urbino (White, p. 130). 

Among the works sent In to the coinage competition Yeats 

was especially impressed with those of Carl Milles, the Swedish 

sculptor. Several of his sculptures which Yeats probably saw em¬ 

body images which he used in his poetry. "Solglitter" (sunsparkle) 

was exhibited in Stockholm when Yeats went there in 1923 to re¬ 

ceive his Nobel Prize: it represents a Naiad riding a dolphin. 

A successful exhibit of Milles fs work was held in the winter of 

1926-1927 at the Tate Gallery. A Poseidon fountain designed by 

Milles at Gothenburg, executed during the years 1927-1930, the 

same time as Yeats’s Byzantium poems, shows human figures riding 

dolphins and unicorns in high relief around the basin (Melchior!, 

p. 214). 
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The impassioned debate about judicial robes took place on 

22 July 1926. 

12. Writing to Lady Gregory 3 December 1928, from Rapallo, Yeats re¬ 

ports, "The coins are all struck now, I think, except the pig. 

The artist /Percy Metcalfe/ had given the pig rather a large cheek, 

and as there is no sufficient market for pigs1 cheeks it has had to 

be reduced and that upset the general balance of the design." 

Hone, Yeats, p. 396. 

13. In May 1937 Yeats had the pleasure of receiving a letter with a 

stamp of DulacTs design on it (letter 99). 

ALS: W. B. Yeats to William Maxwell 

September 21 /Ï9312.7 Riversdale 

My dear Mr. Maxwell, 

You ask me to give "one sample instance of where the differ¬ 

ent designs occur." I think you must mean by this some source in 

book illustration, or other historical source. All the designs 

were especially drawn for the "Cuala Press." The "Red Hanrahan" 

design may be described as "the four aces of a pack of cards on 

a background of Castles and Towers." I find it difficult to ex¬ 

plain its symbolism. I associated the Four Aces with the Four 

Tarot Aces, and the Four Tarot Aces with four legendary Irish 

cities, which are named in my poem, "Baile and Aillinn," but it 

would carry you further than you perhaps want to were I to explain 

the reasons for this symbolism. It was known to certain people 

and it amused me to signal, as it were, to those people in the 
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designs in a book. Or in a phrase in the text. 

"The Candle Among Waves" is a symbol of a soul almost ex¬ 

tinguished by the world and the flesh, it was a vision seen by a 

friend of mine at a crisis in his life. The Leaping Unicorn, 

"Monoceros de Astris," is a symbol of the descent of spirit, and 

the later phrase I met nowhere except in the unpublished mss. of 

certain Kabbalists. 

I do not know, though I once did, the meaning of the "eagle 

and bird." I think the "eagle and sword" design by AE has some 

precise meaning and that it was used by AE circle in meditation, 

but I remember nothing about it. 

You asked my sister I think the authorship of the Emer 

design—the woman under tree. It was by Miss Elenore Monsell 

(now Mrs. Bernard Darwin). 

I am sorry not to be able to tell you who made the designs in 

my "New Stories of Red Hanrahan." I do not know whether the artist 

wishes to acknowledge them. I think for the present they should 

be anonymous. 

If you have anything further please let me know. Though I 

rather shiver when I come too near the brink of my mysteries, 

still there is no reason why I should not plunge. 

Yours, 

W. B. Yeats 

In 1931 William Maxwell compiled a bibliography of the books 

printed by Yeatsfs sister Elizabeth (Lollie) Yeats at the Dun Emer 
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Press and its successor, the Cuala Press. Thirty copies were pri¬ 

vately printed at the Cuala Press in 1932 (The Dun Emer Press, 

Churchtown, Dundrum, July 1903-September 1907; The Cuala Press, 

Churchtown, Dundrum, October 1908-July 1923; Merrion Square, 

Dublin, October 1923-October 1924; Lower Baggot Street, Dublin, 

from May 1925). 

In Maxwell’s copy of his bibliography, which is in the HRC 

Yeats collection, an autograph note in Yeats’s hand appears in 

the lower left hand corner of the verso page bearing the Emer de¬ 

sign, opposite the title page: 

”1 got Mrs. Darwin to make this little design, but it owes 

its character to Emery Walker, who took great trouble with it. 

Mrs. Darwin talked it over with him and I think redrew it more than 

once, that it might match the type. It represents Emer, Cuchulain’s 

wife. 

W. B. Yeats 

November, 1933" 

Maxwell refers to this design in his bibliography as the 

"lady and the Tree" design (Maxwell, p. 12). 

The Tarot design, a woodcut by Robert Gregory, appears in 

several volumes, including the first book of Hanrahan stories, 

Stories of Red Hanrahan, published at the Dun Emer Press in 1904 

(Bibliography, p. 157-58). Gregory drew also the waterfall, bell, 

and fish design which decorates many of the Cuala Press books, in¬ 

cluding Certain Noble Plays of Japan (1916), and the unicorn within 

a circle design. The candle among waves design by Sturge Moore 

decorates, among other Cuala Press editions, A Packet For Ezra Pound 
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(1929). Moore also drew the monoceros panel, and the eagle and 

bird design. His projected cover design for Four Plays for Dancers 

showed a hawk nailed to a board, to which Yeats objected, "the hawk 

is one of my symbols and you might rather crudely upset the sub¬ 

conscious" (Noble Drama, p. 255). 

In a letter to Ricketts written 5 November 1922 Yeats des¬ 

cribed his wife bringing the first two volumes of the green-cloth 

collected edition of his works from Macmillan and saying, "You 

have perfect books at last." Ricketts had designed the binding 

and the endpapers with the unicorn design for the edition, of 

which these two volumes were Later Poems and Plays in Prose and 

Verse. Letters, p. 691 and n. 

It is hard to explain Yeatsfs mysteriousness concerning 

the designs for the book he calls "New Stories of Red Hanrahan." 

In a letter to Lady Gregory written 3 December 1928, which Hone 

quotes (Yeats, p. 396), he wrote, 

"I am delighted that you like the pictures in Red Hanrahan— 

I wanted and have got something that suggests a carving on a stone 

in some little ruined chapel (say) on Insula Trinitatis in Lough 

Gara. Two Irish Catholic papers—one in Belfast and one in Glas¬ 

gow—have given the pictures great praise, so I think they are 

what I wanted." 

Hone identifies this reference in a note: Stories of Red 

Hanrahan and The Secret Rose. Illustrated and decorated by Norah 

McGuinness. Macmillan, 1927 (Yeats, p. 396). The early Stories, 

printed by the Dun Emer Press in 1904, Stories of Red Hanrahan: 

The Secret Rose, London: Rosa A. Bullen, 1917, and this Macmillan 
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edition of the Stories and The Secret Rose are the only editions 

in Wade’s Bibliography « (Pp. 72, 109, 157.) Two color plates 

and many black and white decorations appear in the Macmillan edi¬ 

tion. Norah McGuinness designed the costumes for "The Only Jealousy 

of Emer" and played the Woman of the Sidhe in a production at the 

Abbey in 1926 (Noble Drama, p. 246). "Sailing to Byzantium" is 

dedicated to her. 

14. Lady Gregory died in May 1932. Yeats’s poem about her, "Coole 

Park 1929" was published in The Winding Stair in 1933. He had 

spent most of the winter at Coole to be within her call. 

15. Miller gives 25 July 1933 as the date of performance (Noble Drama, 

p. 233). Richard Taylor quotes Ninette de Valois describing her 

performance of the Hawk’s dance as "abstract expressionism," and 

she gives the date as 22 July. Possibly there was more than one 

performance (Taylor, p. 130). 

16. ED to WBY 

October 2 1933 

"We have indeed received your book with your most charming 

personal inscription: we have read the dedication and again your 

beautiful poems: for all that we thank you once more." 

Finneran, p. 558. 

A small edition of The Winding Stair had been printed in 

New York in 1929 at the Fountain Press (Bibliography, p. 162). 

The Macmillan edition of 1933, with the dedication to Dulac, 

contained poems published in the New York edition and in Words 

for Music Perhaps, published at the Cuala Press in 1932. Wade 
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dates the composition of these poems from 1927 to 1932 (Biblio¬ 

graphy, p. 170). 

Recent Cuala Press books, besides Words for Music, were 

Stories of Michael Robartes and his Friends (1931) and A Packet 

for Ezra Pound (1929). 

TLS: Mrs. Yeats to Edmund Dulac 

February 1 _/19347 Riversdale 

Dear Edmund, 

Many thanks for your two notes. WBY is reconciled to the 

postponement. He had a slight relapse on Sunday night, and will 

be tethered to his bed for another week and to his own room for 

perhaps two weeks. He has had to cancel his lecture at the 

Royal Institution on March first. I don’t expect he will be able 

to get to London much before the middle of March. 

In the meantime he seems really better today (Thursday). 

Love to both from both, 

George Yeats 



GROUP VII 

Letter 84 

ALS: W. B. Yeats to Edmund Dulac 

November 6 /1934?7 Riversdale 

My dear Dulac, 

I want to thank you all for your most efficacious kindness 

when I was in London. I am at work on the new play about the severed 

head.l I have finished a first draft in prose and almost finished a 

draft in verse digging down through thought to find passion. It has 

grown into a most audacious thing. If I succeed with it it will /be/ 

the most powerful and strange of my dance plays. 

Please tell Miss Beauclerk that I made a mistake about Margot 

Collisfs birth hour. She was born at Richmond on September 25 1907, 

between seven and eight at night. I said September 27. This does not 

affect the main aspects which are round the Q except that it brings 

0 and -Jr closer. That puts with ^ 20 ty and /\ . u 
Q 20 is almost on the cusp of the ascendant if she was born 

about 7:30. That makes the horoscope stronger and more stable as far 

as the general life is concerned. 

Yours, 

W. B. Yeats 

Letter 85 

TLS: W. B. Yeats to Edmund Dulac 

November 21, 1934 Riversdale 

My dear Dulac, 

A couple of years ago Harry Partch, a California musician, 
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wrote for permission to write a musical score on a new system to my 

King Oedipus. I gave him permission, making some conditions which I 

forget. I never thought I should hear from him again. He turned up 

here a few days ago with a Carnegie scholarship to work on his score 

and to manufacture, or get manufactured four musical instruments suit¬ 

able for his music. He came hoping to get the Irish Players to give 

him a rehearsal of Oedipus, but found they were in his own country. 

He had with him a viola, made according to his principles. His whole 

system is based upon a series of notes within the range of the speaking 

voice, within that range he has found a series of minute intervals, 

more minute than quarter tones. He believes that he has rediscovered 

the foundation of Greek and Chinese music. He never sings or even 

chants to his viola, but always speaks, and every inflection and tone 

of his voice is recorded in the score. He is, in fact, working out 

what Florence Farr and I attempted but with a science and a knowledge 

of music beyond Florence Farr's reach. I want you to hear him, I want 

you to ask him to your studio and to bring his viola. I have given him 

a note of introduction of the usual formal kind which he will present 

to you in the next few days. I am most anxious to get your report. I 

do not think that his discovery is yet sufficiently worked out to help 

the work we are planning in London, but it may help one later. He 

speaks to his impressive music some sentences from one of the psalms 

and some translations of Chinese poetry. He has not yet attempted to 

deal with poetry where the unit of sound is a stanza or period, nor has 

he faced the problem of narrative poetry. He feels himself that he has 

to perfect his instruments and to leave the development to others. His 

own voice is weak and tends to be drowned by the notes. In America 
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(Letter 85, continued) 

others spoke when he played. He is a tall big-boned youth and I should 

think quite unworldly. I imagine he is poor and has no evening clothes. 

Yours, 

W. B. Yeats 

Aauto^ P.S. PartchTs address is 26 Upper Bedford Place W.S. 1. I ex¬ 

pect to be in London on December 7. I am kept here at present by Abbey 

Theatre and Irish Academy of Letters business. Ashley Dukes has put 

2 
off the play to Easter. I am pleased as that will bring 4 to my M.S. 

Letter 86 

ALS: W. B. Yeats to Edmund Dulac 

Monday ^December 10, 1934/ Savile Club 

My dear Dulac, 

Margot and I will dine with you tomorrow Tuesday as you so 

kindly suggested. 

3 
You may be right about "The Full Moon in March" but I am 

not sure. I thought you would say what you have said for I have been 

working at something opposed to the clean, bright, dry air of your 

genius. I do not understand why this blood symbolism laid hold upon 

me but I must work it out. If I had a volume of my poems I could show 

you when it began about six years ago. Such things come from beyond 

the will, they exhaust themselves as the mind turns to some opposite. 

I will discuss your suggested program with Margot. I imagine 

that Ninette^ will want to substitute "The Clock Tower" but I donft 

like "The Clock Tower," which is theatrically coherent, spiritually 

incoherent. 

Yours, 

W. B. Yeats 
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Letter 87 

ALS: W. B. Yeats to Miss Beauclerk 

March 4, _/193_57 Riversdale 

My dear Miss Beauclerk, 

I thank you for Doonefs letter, which I have sent on to 

Margot Collis (you have however doubtless told her its contents upon 

the telephone). 

I have been almost two months in bed (for the last few days 

however only a part of each day). But yesterday I went downstairs, 

out into the garden for a few minutes. A quaint life, sleep, fatigue, 

mitigated by bursts of energy limited by George and doctor - all my 

public work has been in crisis and I have had to attend to it. I feel 

like the Japanese magician who revolutionized the state whenever he 

got drunk and fell asleep. 

I shall be in London before rehearsals start. 

Yours always, 

W. B. Yeats 

Letter 88 

AL draft: Edmund Dulac to W. B. Yeats 

/19357 

My dear Yeats, 

I ought not to have offered to design dresses or scenery for 

your plays in the first instance. I cannot now dispose of spare time 

as easily as I did in the past. At the moment I am harried on the one 

hand by my American publisher and on the other submerged with work to 

do. That has developed since we first talked of your season. There 
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(Letter 88, continued) 

are a number of things I promised to the National Theatre committee, 

designs for a stamp, a postcard, a badge, a poster, etc.; there is a 

fight with the BBC that has assumed proportions that I could not fore¬ 

see when I accepted to criticize their activities in The Listener, de¬ 

signs for cover, jacket, and layout of a book of some of my American 

drawings'* that ]_ 1_J are going to publish, a jacket for Helenfs 

, i 6 
book, etc., etc. 

_/sic7* • .catching up with my promise to New York. So that I 

must cry off and I know you will understand. In a way, it may make 

things easier, I might have held up proceedings; Margot Collis tells 

me that there is scenery and perhaps dresses to be had that can be 

adapted; that would reduce expenses. I would have loved to go back to 

that happy atmosphere of'The Hawk's Well"production but - alas - things 

are too hard. It means that I can no longer afford such luxuries. My 

moral support remains unshaken; and after all the few dresses and 

curtain designs I would have contributed never were a very vital addi¬ 

tion to it. 

Hoping to see you tomorrow, 

Yours, 
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Letter 89 

TLS: W. B. Yeats to Edmund Dulac 

March 14, 1935 Riversdale 

My dear Edmund, 

I am puzzled. On March fifth Rupert Doone wrote to me about 

Guthrie producing my plays, telling me that he was giving Guthrie a 

note of introduction to me at your suggestion as Guthrie might be com¬ 

ing to Dublin. He also spoke of the committee meeting which was taking 

place next day. No one wrote to me about that committee meeting, so 

the day before yesterday I wrote to ask Miss Collis for particulars. 

Yesterday she wired "wrote long letter, very agreeable meeting, letter 

must be lost." The day before yesterday I had the enclosed letter 

from Ashley Dukes, and replied that I was perfectly satisfied with 

Guthrie producing two of my plays. "Full Moon in March," the Eliot 

and Auden plays to be produced by Rupert Doone. I am completely puz¬ 

zled by Ashley Dukes' letter (which I enclose). Judging by Miss 

Collis' telegram and the first sentence of Dukes' letter he must have 

been present at the committee meeting and assented to the Guthrie, 

Rupert Doone, arrangement. In the letter however he speaks of having 

had a later meeting with Doone (morning of March 12th). I can give 

no guess as to the meaning of this letter, but I am told he is very 

flighty until tied down by his wife. 

It seems to me plain that we shall have to get something in 

writing before actors can be engaged, etc. It is impossible for you to 

go about interviewing people. If things are as I suppose, if some mis¬ 

understanding has arisen, between Doone and Ashley Dukes, it may be de¬ 

sirable for me to come over, as I can see Eliot, Doone, Dukes, etc. 
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(Letter 89, continued) 

and give up my whole time to it for a few days. I could go over after 

next Friday, practically any date after that, but would only stay a 

week or two. I am almost well now. 

I know you are very busy but perhaps Helen would reply to 

this letter. 

Yours, 

W. B. Yeats 

Letter 90 

TL: Edmund Dulac to W. B. Yeats 

March 16, 1935 117 Ladbroke Road 
Holland Park W. 11 

Dear Yeats, 

I can make Ashley Dukes’s letter quite clear. A few days 

after the meeting to which Miss Collis refers, Dukes rang me up to 

say that things had taken a new turn. Originally the season was to 

be a season of your plays with an invitation extended to Eliot and 

Auden, who would have contributed two short plays. The proportion 

would have been: Yeats 1 * Eliot h + Auden Doone would have been 

just a producer called in. Dukes, however, objected to the two plays 

then suggested, i.e. Eliot’s "Sweeney Agonistes" and Auden’s "Dance 

of Death," as having been already done. He wanted something new, and 

the only new plays those two could offer were long plays occupying an 

evening each. The proportion then became: Yeats 1 * Eliot 1 « 

Auden 1. Eliot and Auden are dependent on the Group Theatre organiza¬ 

tion. The company for all the plays was to be the Group Theatre 
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(Letter 90, continued) 

company, Doone would have to adopt the Eliot and Auden plays for the 

Mercury stage and produce the lot, and Doone is the Group Theatre. 

Doone felt, therefore, that the season, instead of being a "Season 

of poetic drama with plays by Yeats, Eliot and Auden," should be called 

a "Group Theatre Season with plays by Yeats, Eliot and Auden." And 

the question is: Do you, in the circumstances, object to being pre¬ 

sented under the label of the Group Theatre? That is all. 

Apart from this question which is only a sentimental one, 

everything, in practise, remains as it was. Guthrie will produce "The 

Resurrection" but not "The Player Queen," which he does not "visualize." 

Doone will produce Eliot and Auden1 s plays, your "Full Moon in March," 

and possibly "The Player Queen." Should he find that, in addition to 

the Eliot and Auden plays, "The Player Queen" is too much for him, he 

would find a suitable producer. 

I told Dukes to write to you himself about this, since he 

and Doone were responsible for changing the label and you alone could 

decide whether you accepted the new one or rejected it. 

He rang up two or three days ago to say that you had written 

him in reply showing that his letter had been misunderstood - and no 

wonder! - and that he was writing again. By this time you will have 

had his second letter, which I hope will be clearer. 

There is, otherwise, no misunderstanding. If you say that 

you donft mind being presented by the Group Theatre, everything goes 

on as before. The only questions to be settled are (a) the producer 

for "The Player Queen" and (b) the problems of guarantors. Doone has 

promised to give an answer to these very soon. 
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(Letter 90, continued) 

If, on the other hand, you do_ object to the Group Theatre 

label, what will happen next is a question only you and Dukes can 

decide. 

My own opinion is that the point is not important enough to 

quarrel over. You had, if I remember right, approached the Group 

Theatre when you were looking for ways and means. At any rate it is 

quite unnecessary for you to come over now. Don*t worry, rest, and 

get quite well. 

Letter 91 

TL ^incomplete, torn off after 8 lines/ W. B. Yeats to Edmund Dulac 

March 16, 1935 Riversdale 

My dear Edmund, 

I am sorry I bothered you. I have had a letter from Ashley 

Dukes this morning which clears matters up. Rupert Doone^ had, it 

seems, insisted that the players shall be as far as possible selected 

from the Group Theatre. As long as those words "as far as possible" 

are borne in mind I have nothing to complain of. Certainly Ashley 

Dukes1 original letter suggested a different meaning. 
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Letter 92 

ALS: W. B. Yeats to Edmund Dulac 

March 19, 1935 Riversdale 

My dear Dulac, 

Thank you very much for your long and clear letter. I care 

nothing about labels. What I care about is that I must approve the 

cast, producer, and method of production of my own plays. A play is 

written for a certain method of production. 

Now if all are "Group Theatre" according to label, will 

Doone feel compelled to interfere? His name is associated with a 

certain method. You will remember that at our last committee I 

claimed the same control Pinero, let us say, would have had in case 

of his own work. 

Dukes in his last letter speaks of the players being selected 

from "The Group" as far as possible. I certainly will not find in the 

group the three chief players for "The Player Queen," and perhaps not 

for my other plays. I know that "the group" can dance. I know that 

they are adepts in concerted movement. I selected them for those rea¬ 

sons. I do not know that they can act. Doone of course must not pro¬ 

duce "The Player Queen." He has the wrong training. I shall probably 

g 
come over to see Tyrone Guthrie. I am much better. 

Yours, 

W. B. Yeats 
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Letter 93 

/Telegram/ 

March 21, 1935 

9 
Postpone committee meeting if possible. Crossing Monday 

or Tuesday. 

Yeats 

Letter 94 

TLS: W. B. Yeats to Edmund Dulac 

July 6 /1935/ Riversdale 

Dear Dulac, 

I thank you the gifts,^ from you and others, brought me by 

John Masefield.^ The drawing is a beautiful thing in itself and the 

giving of it has given me great pleasure. 

12 
I have one other beautiful gift. Two days ago there came 

from young Harry Clifton a huge piece of lapis lazuli carved with the 

semblance of mountains, with paths, water, trees, a little temple, a 

sage and his pupil by some Chinese sculptor. There is an inscription 

on the back but what it says I do not know. 

I shall be in London for a few days at the end of August or 

early in September. I go abroad in October, /and in thanking Ashley 

Dukes for his share in the gift I have asked him if he doesnft miss 

the plays as well as the winter^ (no left it out). 

I am well but am denied all exercise except croquet, the 

first command from a doctor that has given me unmixed pleasure. 

Yours, 

W. B. Yeats 

/The bracketed lines in the text are cancelled through^/ 
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Letter 95 

ALS: W. B. Yeats to Edmund Dulac 

Tuesday /193J>7 Riversdale 

My dear Dulac, 

Here is the ballad you so kindly said you would do music 

for; the singer to whistle at the end of each verse* I want it for 

14 
a Broadside* The crossed out part I have added a new verse to and 

made it into a separate poem. 

I am getting well and happily. 

Yours, 

W. B. Yeats 

Letter 96 

ALS: W. B. Yeats to Edmund Dulac 

July 1 _/193^7^^ Riversdale 

My dear Dulac, 

Back in my old round, croquet, writing in bed face to face 

with a Shannon lithograph, and Burne-Jones charcoal Ricketts gave me. 

The croquet mallet seems heavy but it will grow lighter as my muscles 

come back. Found my daughter counting the legs of a slater with a 

magnifying glass. She’s at present in love with a entymologist. 

He is 61/?7 and harmless. 

I sent the broadsides to you. When you are done with them 

please post them to 

Lady Gerald Wellesley 
Penns in the Rocks 
Withyham, Sussex 

The edition is almost sold out. 

Yours, 

W. B. Yeats 
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Letter 97 

ALS: W. B. Yeats to Edmund Dulac 

August 5 _/193^7 Riversdale 

My dear Dulac, 

I return your friendfs poems, he is obviously a sensitive, 

imaginative man, with an artistic future of some kind. More than 

that I will not say - the responsibility is too great. I have al¬ 

ways refused to pronounce upon the poetry of young men except in the 

very few cases where I have known their lives and their characters. 

One may do wrong whether one encourages or discourages. 

Did you get a poem I sent you called ,fThe Ballad of the 

16 
Three Bushes." You had promised to do music for it - an air re¬ 

peated in each verse or something to whistle between the verses. If 

you are too busy, or you detest that ballad, or the notes won’t come 

please say so. 

I am writing a lot of poetry and am in reasonably good 

health, and find it very pleasant being an invalid - one gets rid of 

bores, business and exercise. 

Love to you both, 

W. B. Yeats 
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NOTES (GROUP VII, LETTERS 84-97) 

1. 

2. 

3* 

4. 

"A Full Moon in March" is dated 1935. 

The proposed season of verse plays which Ashley Dukes sought to 

put on in 1935 is discussed in the Introduction. 

ED to WBY: 

9 December 1934 

"The flove and blood1 theme I find unpleasant; many people 

may find it so; contact with the elements of expression you have 

used is too close: the Queen is not remote enough and the swine¬ 

herd too vehement; they seem to have been forced into a kind of 

realism that is out of tune with the otherwise symbolical spirit 

of the play; in your other poems and plays one feels that the ex¬ 

pression is the concentration in one acute point of a power held 

< in reserve, the apex of a cone v In this one the position 

of the cone seems reversed > , the power behind the point is 

let loose without restraint and its effect depends on whether its 

impact strikes you in the right place or not: one has the feeling 

that the emotional impulse has run away with the hand that should 

direct its course." 

Ed. note: WBY had asked ED to write music for this play, which 

he did not do. Finneran, p. 566. 

Ninette de Valois was born Edris Stannus in County Wicklow. In 

1918 she was dancing with Sir Thomas Beechamfs Opera Company and 

remembers a ballet to a suite by Bach, with scenery and costumes 

designed by Edmund Dulac (de Valois, p. 68). This was a ballet 

to Bach's "French Suites" with designs commissioned from Dulac by 
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Beecham in 1915 (White, p. 77). 

She was directing a ballet school in Cambridge in 1927 when 

Yeats persuaded her to found the ballet school at the Abbey Theater 

(de Valois, p. 104). She quotes Yeatsfs 1916 note to "At the 

Hawk’s Well," in which he mentions that Ito had been hired by a 

New York theater, and muses, "perhaps I shall find another dancer." 

"In the late twenties W. B. Yeats found another dancer for fThe 

Hawk’s Well,1 for I danced this role myself. I was the first to 

achieve this distinction after Mr. Ito—and I even succeeded in 

wearing his costumes" (de Valois, p. 106). 

Yeats rewrote "The King of the Great Clock Tower" which is 

dedicated to her, and "The Only Jealousy of Emer" "so that the 

’Queen1 in the former and the ’Woman of the Sidhe’ in the latter 

could be interpreted by me in dance mime, wearing masks for both 

roles" (de Valois, p. 106). 

Evidently de Valois did not know about the performance at 

Merrion Square in 1924, nor of various other productions of the 

play. 

This letter is published in Wade’s Letters, p. 830. 

ALS: Mrs. Yeats to Edmund Dulac 

Tuesday January 21 (or 22?) /January 22 1935/ Riversdale 

Dear Mr. Dulac, 

Willy returned with a chill—very cold journey from London 

and is now recovering from a congestion of the left lung - you 

might pass on this information (as from yourself!) as letters are 
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being looked for and have not arrived. From which you can gather 

that he has discoursed largely on the subject. 

He is getting well, but it may be rather slow, by that I 

mean that he won't be out of his room for another week. 

Love to both from both, 

George Yeats 

5. Beginning in February 1931 The American Weekly ran eleven cover 

designs by Dulac illustrating eleven episodes from Ovid and called 

"Love Stories the Ancients Believed In," which were reprinted in 

Good Housekeeping, with a text by Hugh Ross Williamson. In 1935 

the plates and text were published in book form by Country Life, 

edited by Williamson, and titled, Gods and Mortals in Love (White, 

pp. 144-48). "Europa and Zeus," in this series, appeared as a 

Weekly cover on 15 March 1931 (White, p. 204). 

In his index, White says that the Country Life book was 

published in 1936 (p. 204). 

6. Helen Beauclerk's book, The Mountain and the Tree, was published 

in London by Collins in 1935, with a dust wrapper designed by 

Dulac (White, p. 169). 

7. ALS: Rupert Doone to Edmund Dulac 
5 Albany Terrace 

18 March 1935 N.W. 1 
Welbeck 3810 

My dear Edmund Dulac, 

I am afraid I have a little bad news. Tyrone Guthrie who 

was to have produced, as you know, Yeats1 plays in the proposed 

season has fallen through, as his next production, "Hervey House," 

has been put forward two weeks. Which means it would be impossible 
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(Letter from Rupert Doone to Edmund Dulac, continued) 

for me to produce five plays even if the committee should desire 

it, with three weeks rehearsals only. I have therefore decided, 

before it is too late, to retire from the scheme altogether. 

I very much regret having to do this, so much interest hav¬ 

ing been shown. 

With best wishes to you and Mme. Dulac. 

Hoping to meet again in the near future, 

Yours truly, 

Rupert Doone 

I have written to Yeats, Ashley D., Eliot and Miss Collis ex¬ 

plaining my intentions. If it is considered desirable explain 

myself further in person 

8. Typed copy: Ashley Dukes to Rupert Doone 

March 19, 1935 

My dear Rupert, 

You may be right or wrong to withdraw, but I think there is 

no doubt of the badness of the reasons you give in your letter to 

me. 

Let me take them consecutively: 

With all respect to Guthrie, his cooperation in producing one 

or even two of Yeats’s one-act plays cannot be thought an absolute 

essential to the season. I am sure that Yeats himself would not 

feel it to be so. At this stage it is rather absurd to speak of 

his inability to do it as a "last straw.” Such difficulties are 

constantly arising in any dramatic enterprise. 
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(Letter from Ashley Dukes to Rupert Doone, continued) 

You state it as a fact that even if the theatre were full 

every night, it would be impossible to make the season pay. But 

we have already had figures before us which show that two-thirds 

capacity will pay all running costs, and capacity will ensure that 

the production costs are paid also, and the guarantors will not be 

called upon. The production costs of course include fees to the 

directors, and the running costs the payment of L 3 weekly to the 

cast. 

You speak of the difficulty of money, but my own proposed 

contribution can be reckoned at nearer h 200 than h 100 if the loan 

of the theatre is included. We had also estimated reasonably that 

only one additional guarantor of h 100 is required, and this diffi¬ 

culty, (which faces all enterprises) cannot be insuperable either 

at this stage. 

You speak of the shortage of rehearsals—but I had made it 

clear that the Mercury is available (or was available) at all mater¬ 

ial times between now and the end of July. And the dates of the 

season of course depend simply on readiness with the plays. 

Yours sincerely, 

A.D. 

9. The Group Theater finally produced Auden’s "The Dance of Death," 

Auden and Christopher Isherwood’s "The Dog Beneath the Skin," 

and Eliot’s "Sweeney Agonistes" at the Westminster Theater in 1935. 

Margot Collis participated in the "Yeats Festival" at the 

Little Theater, given on 28, 29, and 31 October 1935. Three plays 



213 

were performed: "The Pot of Broth," "The Hour Glass," and "The 

Player Queen." In the last, Margot played the title role on the 

31st but only a minor part—probably the Queen—on the first two 

nights. Ninette de Valois had played the role of the Queen in 

"The King of the Great Clock Tower," an earlier version of "A Full 

Moon in March," on 30 July 1934 (Finneran, pp. 566-67). 

10. ALS: Mrs. Yeats to the Dulacs 

July 16, _/19357 Riversdale 

This is a brief thank you for telegram and needs no reply! 

Dear Helen and Edmund, 

I think Willy really enjoyed his birthday - Forty-one tele¬ 

grams, including yours, the "presentation book," and so on. He 

was none the worse for the journey over but all these excitements 

have tired him, he looks rather pale. 

Many thanks for the cheque for "Robin Goodfellow." 

Yours affectionately, 

Georgie Yeats 

11. The John Masefields came and stayed with the Yeatses over Yeats’s 

seventieth birthday. The trip to Majorca was postponed until 

the end of November. 

12. ALS: WBY to Mrs. Gwyneth Foden 

July 6 /Î935j Riversdale 

"...Tell the Swami that last night came from a rich young 

Englishman a great piece of Lapis Lazuli carved by some old 

Chinese artist with the semblance of a mountain with a little 

temple among trees half way up, and a path leading to it and on 
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(Letter from W. B. Yeats to Mrs. Gwyneth Foden, continued) 

the path an ascetic with his pupil. The ascetic, pupil, and 

little temple prophesying perhaps the Swami and myself at Mallorca..." 

13. The Ten Principal Upanishads, put into English by Shree Purohit 

Swami and W. B. Yeats (London: Faber and Faber, 1937, rpt. 

1952). 

In the preface Yeats notes that they had not health nor money 

to travel to India to translate into natural English speech the 

Sanskrit, so they did it at Majorca. 

ALS: W. B. Yeats to R. A. Scott-James 

Friday June 5 /Î9367 Savile Club 

Dear Scott-James, 

Here is the prose, my preface to Margot1 s narrative, also 

my poem. I will send a selection of her poems in a few days. 

Yours, 

W. B. Yeats 

/Typescript7 

Preface: 

I was in Majorca, I was breakfasting in bed at 7:30 when 

my wife announced that Margot Collis had arrived. Some two years 

ago she had asked my help to found a poets1 theatre. Of distin¬ 

guished beauty of face and limb she had been a successful provin¬ 

cial actress, managing her own company, but had come to London 
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(Typescript, continued) 

because her husband, Raymond Lovell, hoped for a career on the 

London stage. Her father1 s name was Roddick, and she wishes when 

we speak of her as a poet to be called Margot Roddick. I brought 

her to see Dulac the painter, and Ashton the creator and producer 

of ballets, subtle technical minds with an instinctive knowledge 

of the next step in whatever art we discussed. I asked her to re¬ 

cite some poems. She had all the professional elocutionist fs bag 

of tricks, but rehearsed by Ashton and Dulac substituted a musical 

clarity pleasant to a poet's ear. In a few days she had lost it 

and returned unconsciously to the bag, but what can be done once 

can be done again. I had never seen her act, but after thirty 

years I know from the mind of man and woman what they can do upon 

the stage when they have found their legs, judging that mind 

perhaps from the way they sink into a chair or lift a cup. There 

was something hard, tight, screwed-up in her, but that dissolved 

by success she might be a great actress for she possessed a quality 

rare upon the stage, or, if found there, left unemployed, intel¬ 

lectual passion. She had set her heart upon my "Player Queen," 

where the principal character suggests the opportunity she had 

lacked, seemed indeed in some sense of the word herself. 

Ashley Dukes offered us the Mercury Theatre and I formed a 

committee, Dulac, Ashton, Doone of the Group Theatre, T. S. Eliot, 

Ashley Dukes, Margot Roddick and myself. There were many meetings; 

I went to Ireland, was ill, returned, some differences arose, Doone 

withdrew, the committee seemed about to dissolve; Ashley Dukes de¬ 

cided to form a poets’ theatre without our help, but not as we had 
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(Typescript, continued) 

intended a repertory theatre. He began with the play that came 

first on our list, "Murder in the Cathedral." 

I gave Margot Roddick permission to arrange for a perfor¬ 

mance of "The Player Queen" wherever she could, said all I cared 

about was that she should play the principal part, and returned 

to Ireland. Presently she wrote that the Little Theatre would 

produce it if I allowed the manager 's charming daughter to play 

the part on Monday, Margot Roddick to play it on Thursday; a dis¬ 

tinguished actor had suggested this arrangement and advised its ac¬ 

ceptance. I went to London and at the fall of the curtain made 

the usual complimentary speech, not knowing that the Little 

Theatre would not keep its promise, had never any intention of 

keeping it, had not called a single rehearsal. Margot Roddick 

played with exquisite distinction a minor part which gave no 

opportunity for a complete expression of herself. I think, had 

the Little Theatre not broken faith, catastrophe would have 

been averted. 

Meanwhile I had discovered Margot's poetry. She sent me 

passionate, incoherent improvisations, power struggling with that 

ignorance of books and of art which has made the modern theatre 

what it is. I criticized it with some vehemence and the improvi¬ 

sations became coherent poems. I selected half a dozen which have 

something of Emily Bronte's intensity for an anthology which I 

have compiled for the Oxford University Press. She wrote from 

time to time, most letters contained a poem or poems, but these 

poems lost form; she had fallen back as after the Ashton and Dulac 
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(Typescript, continued) 

rehearsal» It was not now a falling back into convention, but an 

obsession by her own essential quality, passion followed passion 

with such rapidity that she had no time for deliberate choice, so 

long as she got something on to the paper that had a meaning to 

herself she seemed indifferent to scansion and syntax, whatever 

came quickest sounded best. I got angry and told her to stop 

writing. After that almost every day came some big packet of 

verse. I was busy with Shree Purohit Swami, we were translating 

the Upanishads; I left the packet unopened, or thrust the contents 

into some drawer unread. And now she had come with no warning to 

defy me in my own house, she covered my table with fragments that 

seemed at moments magnificent in their tragedy. 

II 

She has just been to see me. I am in a London hotel a 

fortnight after these events about to be described. She came into 

the hotel lounge leaning upon a stick, when I asked about her 

broken knee-cap said it hurt a good deal, we spoke of the account 

of her four days' madness written at Barcelona on her first day of 

sanity. I said I had discussed it with a friend, he thought I 

should keep it back for some volume of memories written when she 

had had too many years of success for anybody to doubt her sanity. 

She was indignant. "What, go through all that and not tell my 

friends about it? Besides, nobody will read my poetry, but when 

they think I am mad they will. If necessary, I will publish what 

I have written at my own expense;" then she asked me to add some¬ 

where this sentence, "Since I came back to London I have found 
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(Typescript » continued) 

that some Christian friends blame Shree Purohit Swami. He had 

nothing to do with it. He was the first man to make a belief in 

the spiritual life credible to my intellect. I owe him whatever 

peace I have found." 

W. B. Yeats /autograph/ 

/There follow in the typescript the poem, here called 

"Margot Ruddock," which begins, "That crazed girl," and "Margot 

Ruddockfs Reminiscences," which were published in The Lemon 

Tree.7 

The London Mercury, ed. R. A. Scott-James. July, 1936, 

vol. xxxiv, no. 201, p. 206. 

"Poems: by Margot Ruddock: Prefatory Notes on the Author 

by W. B. Yeats." The published Prefatory Notes differ in several 

places from the typed Preface in HRC. The location of Margot*s 

visit, Majorca, is not named in the Mercury Preface. The second 

paragraph, beginning "Ashley Dukes," is omitted in the Mercury, 

and so is most of the following paragraph, the part blaming the 

Little Theatre, omitted. Part II of the HRC typescript is omitted 

altogether in the Mercury. The published preface goes on into 

quotations from the poems, without further comment, and is followed 

by the texts of Margot1 s poems. The poem by Yeats, "That crazed 

girl," is not included in the Mercury Preface. 



219 

Margot Ruddock, The Lemon Tree, with an introduction by W. B. 

Yeats (London: Dent, 1937). 

The Yeats poem, "At Barcelona" ('That crazed girl"), opens 

the volume, then Yeats*s introduction begins on page ix. It is 

the same as that which was printed with the selection of her poems 

in The London Mercury, but there is an additional section, marked 

"2," quoted on page 39 of the Introduction, and dated December 

1936. 

/The sections bracketed are not published in The Mercury.7 

14. In late 1936, Yeats and Dorothy Wellesley, planning the collection 

of ballads they would edit jointly in Broadsides, decided to write 

ballads of their own. The March and September, 1937, issues of 

Broadsides contain Yeats’s "The Three Bushes" and Lady Gerald’s "The 

Lady, the Squire, and the Serving Maid," variations on what Yeats 

claimed in a subtitle to be "An Incident from the ’Historia mei 

Temporis* of the Abbe Michel de Bourdeille." Although Yeats had 

begun "The Three Bushes" as a jeu d’esprit, he became so involved 

with it that he went on to write six songs developing the meta¬ 

physical considerations in his originals. 

Garab, pp. 87-89. 

15. I date this 1 July letter 1936 because the Broadside for March 

1937 (Number three) published music by Dulac for "The Three Bushes" 

and the bound volume for the year added a Foreword on Music and 

Poetry by Dorothy Wellesley and W. B. Yeats. Broadsides: A Collec¬ 

tion of New Irish and English Songs, 1937. (Dublin: The Cuala 

Press, 1937. Reprinted for the Irish University Press, Shannon, 
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1971. Number 1 (New Series), January 1937 - Number 12, December 

1937. Not paged.) Besides Dulac, the composers included in this 

volume are W. J. Turner, Arthur Duff, Frank Liebich, Hilda Matheson, 

Art OrMurnaghan, and Hilaire Belloc. 

Hilda Matheson, a close friend of Dorothy Wellesley (Hone, 

Yeats, p. 475), became Director of the Joint Broadcasting Commit¬ 

tee of the BBC (Letters, p. 849). 

The slater which so absorbed Anne Yeats is a wood louse. 

16. In this letter Yeats refers to the letter of 5 August, number 95. 
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Letter 98 

ALS: W. B. Yeats to Edmund Dulac 

May 4 _/1937/ Riversdale 

My dear Dulac, 

Here is a letter written in timid hope. My broadcast'*- of 

my own poems is fixed for July 3 and I am also to carry on a debate 

on some other date. They asked Stephens to debate with me but he 

would not - said he felt shy or something of the kind. Will you de¬ 

bate with me, I would write a series of vehement propositions about 

the arts, you would write a reply. I would write another note. Then 

we would go over it all and elaborate it into a violent row. Then 

one or other would say that he hoped the audience believed we were in 

earnest and one or other draw attention to the fact that the red sig¬ 

nal was still in the sky. BBC would give h 15.15 each and might be 

got to give more. We would last 20 minutes. 

Then (and this is near my heart) if I select 6 or 7 of my 

poems - five let us say to be spoken two to be sung or chanted will 

you be my musician. We can publish the music afterwards. It may 

turn out a model for a whole movement. You would be paid of course. 

I find that Margotfs singing was liked better here than her 

speaking, it was much praised. 

I have had a letter from an indignant woman who thought "the 

letter from our stage manager" was a real letter and that my program 

was made frivolous by the BBC. 

Yours, 

W. B. Yeats 
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Letter 99 

ASL: W. B. Yeats to Edmund Dulac 

May 18 /193]J Riversdale 

My dear Dulac, 

2 
Somebody else's letter brought me the new stamp today - It 

is a lovely thing. Yesterday I compared the stamps from the two last 

reigns collected from old letters - two versions of George V. This is 

what your critics should do. It is I think the first English stamp 

since postage stamps were invented which is well-designed. 

I had hoped that you had merely delayed your reply to my 

suggestion that you arrange the music for my broadcast on July 3 that 

you might put on your letter the special coronation stamp which is all 

your own. I shall hope. I shall broadcast six or seven poems two 

perhaps to be sung or in part sung. I am too busy with other things 

to decide on the poems. They have to make a more or less dramatic 

sequence. 

Perhaps it would be best to do nothing about the debate 

until we have met and hammered it out in talk. There too there must 

be drama and a public theme. I have yet to submit your name to the 

BBC - This I will now do. 

Yours, 

W. B. Yeats 

I am in pleasant correspondence with this lady. Circumstances have 

3 
brought my Indian expedition to an end. 
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Letter 100 

ALS: W. B. Yeats to Edmund Dulac 

May 27 _/Ï932/ Riversdale 

My dear Dulac, 

I shall go to London on June eighth. I wrote some days ago 

4 
to Turner about service flats but have not yet heard from him. As 

time is getting on I suppose I had better take rooms at the club for a 

few days. Is London still full. 

On Wednesday night at an Academy Dinner I heard "The Three 

Bushes" sung to your music. I never saw an audience more moved, a good 

many joined in the chorus but softly and with evident feeling. Gogarty 

was in the chair and made a speech about it. "We are at a great his¬ 

toric moment, a moment as important as that which saw the birth of 

Elizabethan lyric and its music," and then at intervals he jumped up 

and made another speech, sometimes about the Elizabethan lyric, some¬ 

times that he might say "Did you once see Shelley plain?" and then at 

his fourteenth speech, Starkey, ("Raggle Taggle") who was quite as 

drunk as Gogarty ran and stood between the tables waving a fiddle 

about his head and cursing us, "Damn you all, damn, I say damn, I have 

gone all over the world looking for people who fjust enjoy themselves.1" 

Then glaring at Gogarty, who was trying to silence him, "I am a fid¬ 

dler, I am not a movement, I am a fiddler, I am a bloody fiddler - 

Hell!" Then he began to play getting as much noise as possible out of 

his fiddle with Gogarty beaten down. After that our proceedings 

lacked method, somebody sang "Who fears to speak of Ninety-eight" at 

the piano and Gogarty continued to make speeches when ever anything 

could be heard; he denounced De Valera, various personal enemies and 
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(Letter 100, continued) 

repeated old ballads. Fortunately I had turned out the waiters and 

stood with my back against the door so there was no danger of their 

returning. Everybody had enough bottles beside him. The dinner began 

at 7:30 and when I left at 11:30 nobody had left. I have had a letter 

from Starkey this morning praising the method of your music which unites 

"poetry and music in the true original way," and is the start of "a 

new movement" and "an art of infinite subtlety of rhythms with music 

faintly pencilling in the rhythms of the verse." 

Here is the broadcast I propose for the BBC. "The Three 

Bushes" is too long and would make unity of theme impossible, and 

would probably be barred out on moral grounds. 

"September 1913"(spoken) or "A Political Prisoner" (spoken) 

"The Rose Tree" 

"The Curse of Cromwell" (sung - two voices) 

"The Irish Airman" 

"Running to Paradise" 

"The Happy Townland" (spoken and sung) 

"The Song of Wandering Aengus" (spoken) 

These poems give me the opportunity I want for comment and 

in the first four poems I have the great advantage of a public theme. 

The first four are the tragic, real Ireland, the final three, the dream. 

I would like you to set "The Curse of Cromwell" remembering that it may 

be sung by two voices, the woman (Margot) singing the chorus. In "The 

Happy Townland," though I would be delighted if you set the whole, all 

you have to do is to set the "little red fox" lines. I suggest that 

the poems be knit together by flute music, selected and arranged by 
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you, and on such a flute as you approve. If you like we could publish 

something of it all. Of course we publish your music. 

"The Curse of Cromwell" (of which I send a copy) was sung 

at the dinner to an Irish folk tune and it (the setting) was so infin¬ 

itely inferior to your setting of "The Three Bushes" that I long for a 

setting by you. If necessary it could be sung by one voice, man or 

woman. 

My correspondence with the lady is all that I could wish and 

I am grateful to you. 

Yours, 

W. B. Yeats 

BBC wants contents of broadcast by June seventh. 

If the fact that I cannot undertake to close on any particular 

note would not put out the flutist, I would speak several of the poems 

myself. If I could speak all except what is sung, I would let Margot 

sing "The Curse of Cromwell." 

Letter 101 

ALS: W. B. Yeats to Edmund Dulac 

June 1 1937 Riversdale 

My dear Dulac, 

I enclose a letter from Turner about flats.^ I wonder if 

they would like me for so short a period, say a month or six weeks, 

either flat sounds ideal. I have taken a room at the Athenaeum for 

a week. I have a locker of clothes there and have asked E.S.^ to 

meet me there on Wednesday (I cross Tuesday, seventh). She is nursing 
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her sister who has had a slight motor accident and I do not yet know 

if she can get to town, I may hear tomorrow. If all is as I would 

have it, I may consult her about my domestic arrangements. 

Yesterday I found a letter by George Barnes, some weeks old, 

in which he asked me, if possible, to include in my next broadcast 

"Mad as the Mist and Snow." That has suggested a different, and I 

think better, list of poems. I shall speak in three places. 

Speech by WBY 

(1) On a Political Prisoner (spoken) 

flute 

(2) The Red Rose Tree (spoken) 

flute 

(3) The Curse of Cromwell (sung) music by Dulac 

speech by WBY 

(4) The Irish Airman 

flute 

speech by WBY 

(5) Mad as the Mist and Snow 

flute 

(6) Sailing to Byzantium 

flute 

(7) He and She p. 66 Full Moon in March (sung) Music by 

Dulac 

If you have not A Full Moon in March I will of course send 

it. "He and She" was my wife’s suggestion. She said it would make 

a perfect song. 
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I saw Higgins said that my use of the word "shivers" made 

it impossible for singing. He means I suppose that it barred out a 

repeated air. My wife thinks the word would not cause you any diffi¬ 

culty. I think "The Curse of Cromwell" and "He and She" are among my 

best lyrics. I can manage to bring those three last poems into a 

single theme. 

George Barnes talks of suggesting a theme for our debate. 

I think we shall find our own. 

Yours, 

W. B. Yeats 

Letter 102 

TLS: W. B. Yeats to Edmund Dulac 

June 3, 1937 Riversdale 

Dear Dulac, 

I have had a letter from Barnes and sent him the enclosed 

suggestion for a subject.^ My idea is to work it all up into a kind 

of drama in which we will get very abusive, and then one or other of 

us will say with a change of voice, "Well I hope they have taken all 

that seriously and believe that we will never speak to each other 

again." The other will say "Stop! The signal is still on, they can 

hear us." Then the first speaker will say, "God," or if that is 

barred out by the BBC, "Hell." 

/autograph/ 

Thank you so much for your telegram. The reason why I sug¬ 

gested the shorter period is that I am expecting _/a visit/ from an 
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American ex-revolutionist^ who is to make a presentation to me. I 

shall have to return to Dublin sometime in July. He talked of coming 

on July 1, but I could delay til the fifteenth and heaven knows when 

he will really come. 

I thank your taking so much trouble about the flat. 

Yours, 

W. B. Yeats 

Letter 103 

ALS: W. B. Yeats to Edmund Dulac 

June 25 Jl93]j Steyning 

My dear Edmund, 

g 
I am relieved about Margot - but I must pay that money - 

it is my show. I enclose cheque. I had thought of giving her just 

that sum; but I knew she would refuse it from me. I think she may 

be angry enough to accept it from you. 

It is a joy to me to know that now we can get your music 

right. 

I hated the thought JlJ_ rehearsing Margot again and not get¬ 
ting it right or keeping her right yet I did get her right once. 

Affectionately, 

W. B. Yeats 
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ALS: W. B* Yeats to Edmund Dulac 

Sunday /July 4 193/7^ 52 Holland Park 
W. 11 

My dear Dulac, 

After every event that has envolved much feeling there 

are wrongs and rights that are best undiscussed. 

You are an expert in musical notes but not in words. 

I am an expert in words but not in musical notes. I hoped and shall 

hope that Behemoth and Leviathan may meet. 

Last night I gave a long interview to the representative of 

the News Chronicle. All most the whole interview was a eulogy of 

your music, your art, your personality. All I said in criticism was 

a single sentence "But during the songs, being a poet, I was jealous 

for the words." What she has made of it - she was very intelligent - 

or the papers will print, is heaven knows. 

Yours, 

W. B. Yeats 

Letter 105 

TL: Edmund Dulac to W. B. Yeats 

Sunday July fourth, /Ï93/7 

Dear Yeats, 

After all the storms and troubles it is important that the 

position should be cleared up. 

When you asked me to write music for your recital I told 

you: 
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a) that I did not pretend to be a composer, 

b) that I had not invented a new style of singing poetry, 

c) that to invent such a style and to train performers would be the 

work of years, 

d) that all I could do was to give such a background to recitations 

as the reciter himself would produce with a harp in his hands. Also 

that I would write two songs that were meant to be sung not chanted. 

You heard me say all that and when I first showed you my efforts you 

disapproved. I offered at the time to withdraw all the music and let 

you do the recital your own way. You refused. When I insisted you 

became vehement and said, "Damn everybody, your music will be done." 

I had no reason to believe that every effort would be made 

to put all sorts of difficulties in my way. Your behaviour at the 

two rehearsals was extremely unfair and very disturbing. As far as 

the performance went the only two items that were efficiently done 

were the two songs. Margot was incredibly bad, Baddeley was throaty 

and nervous, especially at the start, and the damping of the harp 

accompaniment so that it was almost inaudible had for result that the 

ear, aware of some music, was constantly straining to hear what it 

could be at the expense of both poem and accompaniment. 

All could have gone smoothly and made a much better show 

if it had not been for that queer emotional bias of yours that has 

not a shred of justification behind it. You behave like a man who, 

knowing nothing of painting, would say I know and have said that oil 

painting is a beastly medium, therefore anything painted in oils must 

be bad. You pass Margot1 s performance - she murdered your poem and 
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was “plummy11 and theatrical - and you jib at the very real efficiency 

of Miss Goossens and of Miss Groves* Out of four hours of rehearsal 

they had not quite fifteen minutes to read over the songs. Think of 

what they might have done if I had been given an hour with them. 

All this is due to sheer prejudice on your part. You have 

no knowledge of music and no feeling for it. You say that in Dublin 

they do what you want; what you want seems to be the theosophical 

ladyfs ululations to The Hawk's Well, twenty years ago, Margotfs 

crooning, and the music for your other recitals, all of which is 

amateurish village green, arty, and would make any one with the 

slightest taste for good stuff shiver down his back. Some of your 

Dublin friends may like that sort of thing but I have repeatedly 

told you that you and your poems were worth better than that. More¬ 

over how do you know these Dublin friends would not have approved 

of a recital properly and efficiently done? With more trust and less 

regard for the doubtful taste of a minority and a willingness to work 

together instead of "playing the tiger" one could first of all have 

found good reciters; they would have been shown by you how to inter¬ 

pret the poems, then how to work with the harp's accompaniment, which 

is what all the poets and bards did (on very definite musical modes). 

Thus the music which I had written on purpose - with no end of 

trouble - to emphasize and underline your verse would have had its 

full value. Reducing it to next to nothing was merely irritating to 

the ear. You did all this because you cannot musically distinguish 

between "a tune played on a harp" while someone recites and a pure 

and simple accompaniment such as I had tried to achieve. It was 
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music behind recitation; therefore must be heard as little as possible. 

That sort of attitude is absurd enough, but when it is linked with em¬ 

phatic declarations that I had produced anything according to my own 

ideas, the whole thing becomes ridiculous. 

I had not been given a chance to produce anything, and I 

have no new ideas about the recitation of poetry to music. I hope you 

will get that well into your head and abstain from repeating those 

things publically. I do not wish to appear foolish because you choose 

to persist in a deliberate error. 

Had you definite ideas it would have been a different matter. 

I would have known from the start where I stood. As things are, for 

the sake of some nebulous conception that you can only test by the 

amateurish taste of a few people in Ireland, everybody has had far more 

trouble and worry than the occasion warranted, and you did everything 

you could to queer my pitch. It really makes no sense. 

Letter 106 

ALS: W. B. Yeats to Edmund Dulac 

July 6 /Ï937J Penns in the Rocks 

My dear Dulac, 

Here is a surprising letter from George. Please put it in 

an envelope and return it to me here. I want to show it to George 

Barnes. It may help Margot. 

Yours, 

W. B. Yeats 

It was George who said you were the right person to set 
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"He and She," I hope you will let me have the music. I want her to 

go over it with somebody. 

Letter 107 

TL: Edmund Dulac to W. B. Yeats 

July 7, 1937 

Dear W.B., 

George is very kind and generous. Her "of course" about 

the singer is a bit of a give-away though. 

I don’t know what you mean by wanting George to go over the 

music with somebody. This music is entirely without pretense, it has 

no new notion behind it. It was done entirely to please you under the 

impression that after all you had said and written to me about The 

Hawk’s Well and other songs, that sort of music was what you wanted. 

I have now learned through the bitter and unexpected experience of 

the last two weeks that for reasons too obscure to discover it is the 

very thing you dislike. What is there left to say? 

I am not likely to set any more of your poems and don’t 

see the point of submitting to God knows what kind of criticism what 

will never be used again. If, however, George wants the music for 

herself I can get a copy made from the original, which Barnes is keep¬ 

ing for the BBC files. 

I also know now that, on certain grounds, one can never be 

sure of where one stands with you. Some muddled prejudice may turn 

up to spoil an apparently happy collaboration. I cannot afford to add 

such worries to the work of preparing a broadcast. My part in our 
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projected debate had therefore better be cancelled. Barnes can, no 

doubt, provide you with another opponent. 

Yours, 

Letter 108 

ALS: W. B. Yeats to Edmund Dulac 

Thursday _/July 8 193_/7^^ Penns in the Rocks 

My dear Dulac, 

I meant nothing by "go over" except that George would like 

somebody to sing it for her. George’s dislike of the singer surprised 

me even more than her approval of Margot. I have no doubt I shall like 

your new music as much as I have liked your old when I have heard it 

sung. It has not yet been sung because one half the ancient art of 

song concerns the words. Your (or should I say Barnes’ ) modern young 

woman had never heard of the English language. 

Yours, 

W. B. Yeats 

I am a violent man and I am sure that I said and did much 

that I should not and for that pardon. 

Yours, 

W. B. Yeats 

I had told my wife that I disliked the singer but her letter 

filled me with astonishment for on the subject, music, we have never 

been in agreement. She has, I think, generally disliked "folk" settingsf 

I had indeed awaited her letter with alarm. Of one thing you may be 

quite certain - she means exactly what she says. 
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Why not choose for the theme of our public discussion modern 

music and singing* There we have a real difference and in this will 

rouse much interest and passion. 

I have just written a manifesto on the subject intended for 

publication in the bound volume of Broadsides. (I may publish it 

first in The Listener.) I read it to my co-editor, Dorothy Wellesley, 

yesterday, and she agrees to sign with me, but has asked me to make 

it more ferocious which I am now attempting to do. She is suffici¬ 

ently musical not to be able to listen to a certain passage in 

Beethoven without bursting into tears but her hatred of the treatment 

of words by modern singers and musicians rises to a frenzy I cannot 

touch. She is both musician and poet. If we do this discussion I 

shall not lack expert advice. 

Letter 109 

ALS: W. B. Yeats to Edmund Dulac 

Saturday /July 10, 193/7 Penns in the Rocks 

My dear Dulac, 

I am systematically sending you what information I have. 

Lionel Felden, head of Indea broadcasting, told Hilda Mathe- 

son that the broadcast was perfect, would have interested Indea and 

that "the music was exactly right." 

Turner writes to me condemning us all, more or less, except 

Clinton-Baddeley when not speaking with notes and your singing wench 

though her words were "not always audible." Margot he thought 

"horrible."11 
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In today1 s New Statesman he says that the poet who writes 

for music must "eschew the slightest attempt to write poetry." (The 

nine muses lived before modern music was discovered.) He devotes a 

whole article to us next week and will no doubt make us all sit up. 

We may as well make friends for we are both cats in the water but. 

Yours affectionately, 

W. B. Yeats 

Letter 110 

ALS: W. B. Yeats to Edmund Dulac 

/received Tuesday, July 13, 193/7 /written in7 Penns in the Rocks 

My dear Dulac, 

BBC sent batch of letters - nothing of any importance, 

somebody wants to know if your music is published, somebody is read¬ 

ing Margot Ruddock’s poetry, five people want autographs. There is 

the usual letter, with no address, from Nelly Whelan, an old model of 

my father’s. She must be 90. When I was a child she was a beautiful 

young woman. Potter's jjf] mistress. She became a board school teacher. 

My father taught her Latin. 

Edith Shackleton fetches me today. 

Yours, 

W. B. Yeats 

12 
Read Turner in the current New Statesman. 
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ALS: W. B. Yeats to Edmund Dulac 

July 15, /1937/ The Chantry House 
Steyning, Sussex 

My dear Dulac, 

13 
I am most grateful for your typed notes. They are most 

valuable. I have never accused you of writing "organized" music or 

questioned your music in any way. I have questioned a method of 

singing it. When in Dublin we have played "The Hawkfs Well," the 

songs of the chorus have been sung by O’Neill, a Cathedral singer. 

He was accustomed to singing folk songs and the words were fairly 

intelligible. I was not satisfied because I wanted, and could not 

then get, a singer trained in a theatre. I have now that singer, a 

man called Stephenson, and when he sang "The Three Bushes" there was 

not a word, not a cadence I would or could have changed. 

You say that poetry cannot be changed but all my life I 

have tried to change it. Geothe said that all our modern poetry is 

wrong because subjective, and in the part in "The Battle of the Books" 

connected with the fable of the bee and the spider Swift has said the 

same. All my life I have tried to get rid of modern subjectivity by 

insisting on construction and contemporary words and syntax* It was 

to force myself to this that I used to insist that all poems should 

be spoken (hence my plays) or sung. Unfortunately it was only about 

a year ago that I discovered that for sung poetry (though not for 

poetry chanted as Florence Farr chanted) a certain type of "stress" 

was essential. (I would like to discuss this with you.) It was by 

mastering this "stress" that I have written my most recent poems 
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which have, I think, for me, a new poignancy, 

I want to get back to simplicity and can best do it, I be¬ 

lieve, by writing for our Irish unaccompanied singing* Every change 

I make to help the singer seems to improve the poems. A man of my 

ignorance learns from action. 

Yours, 

W. B. Yeats 

My "Manifesto" says some of the things you say in your notes. 

Letter 112 

TL: Edmund Dulac to W. B. Yeats 

July 16, 1937 

Dear W.B., 

A few more efforts and I think we will get all this business 

right. To begin with I donft know where or when I said that poetry 

could not change. I always emphatically declare that I know nothing 

of poetry; that is; I cannot read with any sort of real interest any 

poet of the last 300 years. I always add: the only poetry I can 

read is that of W. B. Yeats and of some of our modern poets, and that 

precisely for the reasons you say in your letter: It can be spoken; 

it is free from special language, inversions and twists which, for 

me, make the rest of the poets unreadable. 

So there is some phrase of mine you must have misunderstood. 

Next concerning music. The singer Miss Groves was an emer¬ 

gency measure. Here a few words of preliminary explanation. The only 

firm conviction I hold about the singing of poetry is that it must be 
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modal and not tonal « I can give reasons for this. The modern musi¬ 

cian thinks naturally of a tune in a key. There are very few musicians 

today who can get into the modal mood. Even in Ireland they may use 

what you call the "gapped” scale but they produce with it tonal melo¬ 

dies. Duff's music for the "Broadsides" is entirely tonal. 

Then there is the audience which is, even more than the musi¬ 

cian, incapable of getting into the modal mood. When listening to an 

unaccompanied tune they will hear in their heads the tonal harmonies 

they are used to. The result is that if one gives anybody but an 

accomplished musician singer a modal tune to sing he will drop into a 

tonal turn at the first opportunity. If unaccompanied, the audience 

will supply mentally the wrong kind of harmonization, and there is the 

further danger of a singer innocently "helping" an unaccompanied tune 

on the piano or the harp with unsuitable harmonies. It is therefore 

essential that the tune should be fool-proof and sung by a fool-proof 

musician. The accompaniment in the case of a song is one of the means 

of fixing the modal character. I feel its presence to be essential. 

Also, in the present state of affairs in our Western world, the propor¬ 

tion of unaccompanied melodies that can stand by themselves and have 

real character is about one in a thousand. 

Bearing in mind all these points, it is possible to get a 

singer to do these things properly if he is a good musician as well, 

but the amateur musician is hopeless. 

To go back to the Groves versus Margot question: Having 

taken every care to see that the music I had done should keep its 

proper character, I was given Margot as a singer. After playing the 

tune to her several times in the studio she arrived at the BBC, and 
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the first thing she did was to fall into the trap of the tonal drift. 

She had to sing: 

and she kept singing this: 

That is why I asked for a trained musician. 

/There is no musical notation in this typed draft^ 

Letter 113 

ALS: W. B. Yeats to Edmund Dulac 

July 17 _/1937/ Chantry House 

My dear Dulac, 

I thank you for your letter, which I will go into with 

14 
Higgins, and with Turner if I can get hold of him. About that re¬ 

hearsal. I had certain materials and I had two rehearsals before 

performance. Furthermore much experience with Florence Farr's pupils 

and others had taught me that no singer, who is not first and foremost 

a speaker, can speak or sing a line of poetry with poetical vitality. 

I quite literally rehearsed for weeks "a trained singer" and an able 

and willing woman, a friend of Miss Horniman's. At the end her words 

were not flesh and blood, but veal. They had been drained before I 

began my work. Miss Allgood - she is now probably spoilt by opera - 

could do all I wanted because all her voice-production had been taught 

her by an actor, Frank Fay, a fine verse-speaker. 

Now about music. Certain Irish songs - "Who Fears to Speak 

of Ninety-Eight?", "The West's Awake," "Johnny I Hardly Knew Ye," as 

sung by quite ordinary men and women are the most powerful speech ima¬ 

ginable. I have tried to add to these songs certain songs printed in 
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The Broadsides, You might look at my Parnell poem for instance in the 

January number of the present Broadsides, (The elder Mrs. Shackleton 

says "the music seems as modal as anybody could want.") I give no 

opinion on the music for these poems except that sung by almost anybody, 

not "a trained singer," they are more powerful in their effect on a 

crowd or upon me than if merely spoken. That seems to me a sufficient 

justification for the present. I want to write, and to get people to 

write, singable words, and I can only do so by working with singers who 

are also speakers. 

Much of what you say against "tonal music" I have heard from 

Higgins. Probably Duff, who is not particularly Irish or learned, 

knows little anything else. Higgins claims to have found a more learned 

and competent man. Duff has gone to the BBC in Belfast. He is I am 

told a good musician. 

With love to both, 

W. B. Yeats 

Letter 114 

TLS: W. B. Yeats to Helen Beauclerk 

/193]7 Riversdale 

Dear Helen, 

I think you must have got me wrong. I think what I may 

have said was that Pierre Duhem's "Système du Monde"^ (four vols, 

Librairie Scientifique, A. Hermann et Fils, Paris, 1917) was essen¬ 

tial to anybody who wanted to get a grasp of the myth and philosophy 

of the Greeks, Romans, and of our own Middle Ages. It summarizes the 
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physics, cosmogeny, and the philosophical bearings of both through 

all the centuries, up to the Renaissance. 

I have dictated this to George as there is a post to catch. 

Anne has written amusing accounts of her journey and arrival. Did 

Edmund send her that introduction he promised? She would be very 

grateful for it. 

Yours, 

W. B. Yeats 

Letter 115 

TLS: W. B. Yeats to Helen Beauclerk 

December 4 1937 Riversdale 

My dear Helen, 

Thank you for that introduction sent to Anne; but for some 

sort of chill on my liver and lights I would have written to you some 

time ago to tell you that there is a fifth volume which brings Le sys¬ 

tème du monde to the end of the Thomas Aquinas period. A learned 

priest came to see me a couple of weeks ago and told me about this 

volume. The author died in 1916 and left two volumes ready for the 

press which would bring it up to date. The French Government seem to 

have withdrawn their financial support at his death. 

/Autograph notej7 

16 
I am toiling through a little work editing Pitanjali for Swami. 

Yours, 

W. B. Yeats 

/I give Yeats's spelling of Pitanjali, which is, for once, clear^/ 
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Letter 116 

ALS: W. B, Yeats to Edmund Dulac 

Monday, September 12 /Î93&7 Riversdale 

My dear Dulac, 

F. R. Higgins^ is in London and will be for the next ten 

days. I wish you would ask him round? He has all Irish folk songs 

in his head and he and I are doing a collection of Irish songs with 

music for Macmillan. He is the root of my theory. 

He has no address except care of Sir Henry Macmillan, 

Macmillan and Co., St. Martin’s Street, Leicester Square. He is so 

mysterious about his address that I am sure a lady is involved but 

I know he wants to meet you. 

Yours, 

W. B. Yeats 
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NOTES (GROUP VIII, LETTERS 98-116) 

1. Following the publication of The Oxford Book of Modern Verse Yeats 

had lectured and read a program called "Modern Poetry" for the BBC 

on 11 October 1936. Clinton-Baddeley had read Yeats’s poems on 

the program, "In the Poet’s Pub" on 2 April 1937, and he and Margot 

Ruddock alternated in reading another selection on 22 April, called 

"In the Poet’s Parlour." In the 3 July 1937 broadcast, "My Own 

Poetry," Olive Groves was the professional singer and Marie Goossens 

played the harp. Yeats made another broadcast with Margot reading 

and singing his verse on 29 October 1937 (Bibliography, pp. 412-16. 

Wade says of the proposed debate that Dulac "offered to take 

Stephens’s place"). Jajnes Stephens, author of "The Crock of 

2. Stamps for the new reign were issued at George Vi’s coronation in 

May 1937. Dulac and Eric Gill, finalists in the competition, were 

selected to design a stamp jointly, the one to which Yeats refers. 

Dulac was, however, given the commission to design a special coro¬ 

nation stamp, a double portrait of the King and Queen. This Yeats 

anticipates. White, p. 173. 

3. After Yeats underwent the Steinach operation in March 1937, he 

wrote to the Swami declining to make a lecture tour in India be¬ 

cause, he said, the operation had revived sexual desire, and he 

intended not to repress it. McHugh, p. 117. 

4. W. J. Turner, music critic for The New Statesman, helped find 

Yeats rooms in London. He was also a poet, whose poems Yeats in¬ 

cluded in the Oxford Book of Modern Verse. 
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In publishing this letter, Wade cut the account of the irre¬ 

gular proceedings, dropping the section between "Elizabethan lyric 

and its music," and "I have had a letter from Starkie." 

Letters, p. 890. 

Walter Starkie, Raggle-Taggle: Adventures With a Fiddle in 

Hungary and Roumania (London: J. Murray, 1933). 

Typed copy: W. B. Yeats to Mrs. Llewelyn Davies 

June 2 /Ï9377 Riversdale 

My dear Moyra, 

Thank you for that extract. I cannot remember the lady, alas. 

I am off to England again on Tuesday and broadcast again on July 3. 

You were only asked to the dinner at the last because only 

at the last moment did we get Stephenson. His singing of my Three 

Bushes was a lovely thing and there was great enthusiasm. A little 

later he sang my Curse of Cromwell and the audience made him sing 

it over again. Our movement of song-making seems launched. There 

were songs by 0TConnor and Higgins (one of his a masterpiece). 

On the whole I am glad you did not come. The lawless irres¬ 

ponsible Gogarty was in the Chair and proceedings were rowdy. It 

lasted from 7:30 to 1:30. I left about 11:30 and was the first to 

go. Gogarty made numberless speeches and sometimes called himself 

to order - "Chairman is talking too much." "Chairman must sit 

down," and so on. The drinks were potent, though I turned out all 

the waiters and kept my back to the door till danger of their 
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(Letter from W. B. Yeats to Mrs. Llewelyn Davies, continued) 

return was over. (I did not want reports in the press.) 

Yours, 

W. B. Yeats 

5. ALS: W. J. Turner to W. B. Yeats 

May 29, 1937 29 Sussex Place 
Regents Park 
London N.W. 1 

My dear Yeats, 

Delphine has looked at several houses which contain flat¬ 

lets and the best she has seen is 52 Holland Park where they have 

a flatlet of one small room and bath for 30/- a week and it is on 

the first floor. They have a larger one at 40/- which she says is 

very nice. The people have just turned this extremely nice old 

house into flatlets and would be willing to make special arrange¬ 

ments according to your will. If Dulac could go to see the place 

he could let you know precisely. 

I received the Broadsides. I shall take the first chance 

of writing about them, but just now I have so much opera etc. to 

write about that I cannot get it in. 

Yours, 

WJT 

6. The Dulacs had introduced Yeats to friends who were especially 

hospitable to him in these last years, Edith Shackleton Heald 

and her sister Nora, the two foremost women journalists of the 

day. Nora was editor of The Lady, and Edith was the first woman 

to break to the top of The Evening Standard, where she was 
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principal drama critic (White, p. 134). Their beautiful village 

house at Steyning became a welcome retreat for Yeats when he was 

in England. In this letter he mentions that E.S., Edith Shackleton, 

was meeting him in London to help him with his domestic arrange¬ 

ments. 

TLS: George Yeats to Joseph Hone 

December 14, 1940 46 Palmerston Rd., 
Dublin 

Dear Joe, 

There isn’t much about Steyning in the letters but I have 

dug out some scraps. 

’’June 16 (1937) From Penns 

On Sunday I went with the Dulacs to the Shackletons. They 

have a charming old house in the middle of an old country town— 

house, furniture, pictures, garden all perfectly appropriate. 

Yesterday the younger of them motored me here.” 

ED wrote to WBY 3 June 1937 that he has booked a room at 52 

Holland Park, will take Yeats there when he arrives. 

"I had lunch with Barnes the other day and we talked about 

the debate and the poetry broadcast. He is enthusiastic about 

your methods of training people in the speaking of verse and your 

own delivery. He wants the debate to be controversial. It will 

have to be a sham fight. There is no point on which, I feel, we 
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disagree so very strongly. He does not mind what subject we 

choose. Tentatively I suggested, 'Is Art an escape from Life?,M 

Finneran, p. 589. 

7. The visiting ex-revolutionist whom Yeats expects was the repre¬ 

sentative of a Testimonial Committee for W. B. Yeats formed in 

America. Dr. Patrick McCartan, the ex-revolutionist, and James 

Farrell, a steel magnate, called on Yeats to make the presenta¬ 

tion. Letters, p. 891, n. 

8. ALS: Margot Collis Lovell to Edmund Dulac 

June 6, 1937 14B Ladbroke Road W. 11 

Dear Mr. Dulac, 

Thanks very much, and I quite realize the position, but I 

certainly wouldn't take money for work I hadn't done, and want at 

all costs to work for the BBC. 

There is no more fuss. I accept the inevitable, and get a 

woman singer by all means. Ï can't think why WBY makes such a mess 

of absolutely everything. I have written him. He is changeable 

as the weather and not to be depended upon to do anything unless 

his reputation is at stake. I hate scenes and rows and only 

turned last night because you go on and on sitting down under 

things and people think they can go on playing you up. And one 

has to pull up occasionally not that it ever seems to do any good. 

Please don't say any more about it to anyone. I take it I am at 

least capable of "The Curse of Cromwell," and I'm sorry about the 

others. 
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(Letter from Margot Lovell to Edmund Dulac, continued) 

Yours sincerely, 

Margot Lovell 

I thought WBY liked my doing his work, evidently that too is an 

illusion. Why ask me in at all, I wrote him. Why lead one to be¬ 

lieve things not so. 

ED to WBY: 

June 24, 1937 . London 

"Margot has just rung up. She says I have not given her a 

chance, and that if she has only fThe Curse of Cromwell1 to do 

she will throw up the job and it will be my fault that she does 

not get her fee. So I have sent her a cheque for four guineas 

which is what the BBC promised to pay, urging her to break her 

contract. I communicated with Barnes and I think he also would 

feel relieved if- for this particular program - you kept to per¬ 

formers who can thoroughly be relied upon." 

Finneran, p. 591. 

9. ALS: WBY to Francis Higgins 

July 1 1937 The Atheneum 
Pall Mall SW1 

My dear Higgins, 

What did the Academy meeting decide? And when is the ban¬ 

quet? I shall be over for it of course. 

Listen to my broadcast on Saturday. Dulac has done the 

music - admirable and some new effects but a deplorable professional 
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(Letter from WBY to Francis Higgins, continued) 

singer who is everything I hate. I have insisted that the announcer 

say that she produced not by me but by Dulac. 

Please let me know about /scratched out/* I plan to get 

to Dublin about July 20. 

Yours, 

W. B. Yeats 

Hone quotes largely from George Barnesfs full account of the 

broadcast series. Hone says of the incident, "He had a sudden 

quarrel in the BBC studios with his collaborator, who, like other 

musicians had hitherto shown him a remarkable indulgence. How¬ 

ever, Mrs. Dulacfs tact led to a compromise." 

Hone, Yeats, p. 459. 

Joseph Holloway was a passionate theater-goer who wrote a 

detailed account of every play, every rehearsal he attended. He 

was present at all stages of the Abbey’s development, and left 

twenty-two manuscript volumes of reportage. Back in the early 

days at the Abbey, he described Yeats rehearsing the cast of "A 

Pot of Broth.: 

"A more irritating play producer never directed a rehearsal. 

He’s ever flitting about and interrupting the players in the middle 

of their speeches, showing them by illustration how he wishes it 

done, droningly reading the passage and that in monotonous 
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sing-song." Prodigal Father, p. 277. 

The Irish Academy of Letters Banquet was held August 7; 

Yeats announced his financial gift from the Testimonial Commit¬ 

tee. (Hone, Yeats, p. 460) 

A plate illustrating John Unterecker’s essay, "Yeats and 

Patrick McCartan," gives the date as August 17. Liam Miller, ed., 

The Dolmen Press Centenary Papers: 1965 (Dublin: The Dolmen 

Press, 1977), opposite p. 381. 

10. Wade places this undated letter after the July 15 letter which 

Yeats wrote from the Healds1 at Steyning. It is, however, a reply 

to Dulac’s letter of July 7. On July 13, Yeats left Penns-in-the- 

Rocks for Steyning (letter 110). Therefore the Thursday of this 

letter must be July 8, written at Penns. The "manifesto" which 

it mentions actually takes on in argument W. J. Turner’s July 10 

article, but Yeats must have revised the "manifesto" after Turner’s 

article appeared. The "manifesto" appears as the Foreword to the 

bound volume of Broadsides published at the Cuala Press, 1937. 

Wade left off the last paragraph, concerning the "manifesto," 

when he published the letter. Letters, p. 893. 

11. W. J. Turner wrote to Yeats on July 9, giving a critique of each 

of the poems and songs performed on the July third broadcast. He 

warns Yeats that he has written an article which will run the fol¬ 

lowing day on "Music, Words, and Action," and that it will be 
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followed by a sequel "dealing especially with the verse-speaking 

performance of your poems and the two previous broadcasts with 

your introduction at the BBC" (Finneran, p. 590). 

The column of July 10 is concerned with opera, and Turner*s 

thesis is that words are lost when music is sung, and properly so. 

He allows no place for poetry in a sung libretto. 

"When there is poetry music is superfluous and, when there is 

music, poetry is superfluous." In order to appreciate the music, 

Turner explains, one should forget or ignore the words, once you 

understand what is going on, and for that the plot precis in the 

program is really all you need. 

In his concluding paragraph, he turns to music and action: 

"Now, on the other hand, what goes perfectly with music is 

action. Action separated from words and joined to music has pro¬ 

duced the art of ballet...The choreographer is free to express all 

he can...Not so the poet. The poet must eschew rigidly the slight¬ 

est attempt to write poetry. He can only write a dramatically 

and rationally relevant text. The art of poetry lies outside. I 

shall elaborate this theme a little more in my next article, taking 

for my subject the recent readings of poetry with music given at 

the BBC under the direction of Mr. W. B. Yeats." 

The New Statesman and Nation: The Weekend Review. Fourteenth Vol¬ 

ume (New Series) July 3 to December 25, London: 1937. Pp. 71-72. 

In the follow-up article, which appeared July 24, "Music and 

Words," Turner sets out an aesthetic theory which considers words 

as the most abstract of art forms, which assault the senses in two 
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ways, aurally, and visually, through the images they conjure. The 

visual arts, in contrast, appeal to the eye alone; music, to the 

ear alone. 

"Poetry speaks both to the ear and to the eye. But as a 

single approach is always stronger than a double approach, so 

poetry can never compete with music for the earfs attention." 

Turner approves that, in a revolt from the "virtuosity" of 

the fin-de-siecle poetic technique which Yeats had mastered, he 

has returned to "the second simplicity" in his poetic style. 

Alluding to "the excellent new series of Broadsides in which verse 

is wedded to music, published in Dublin by The Cuala Press," he 

poses his big question: 

"Is it not significant that in his revolt from virtuosity Mr. 

Yeats has had a strong and persistent desire to wed poetry again 

to music?...I believe that every gifted poet has desired to write 

dramas and songs which would appeal to unspoilt, unsophisticated 

but passionate and vital human beings. 

Mr. Yeats has written many lyrics which are really songs and 

should be sung, but who is to compose the music for them? Cer¬ 

tainly not the expert modern musicians using the diatonic scale... 

devised for keyboard instruments.The old ballad-singers and 

folk-singers did not use keyboard instruments and depended en¬ 

tirely on their melodic line which fitted their words like a 

glove, both being generated together. In Ireland the tradition 

of folk-song being not yet quite extinct, Mr. Yeats is haunted by 

the possibility of his lyrical songs being sung. He himself sings 

them in a sort of chant which is not unmusical, though it is not 



254 

music as professional musicians understand it. But the old folk- 

singers.. .used to go flat or sharp as they wished for the sake of 

expression. When modem musicians have recorded these songs they 

have generally falsified them by fitting them to the procrustian 

bed of the diatonic scale and given them a keyboard accompaniment... 

It is conceivable that music, like poetry, needs regenerating by 

a return to a more natural expression. Artifice is not art: art 

is the marriage between reality and imagination. If the imagina¬ 

tion is utterly free and unchecked it seems to become sterile. 

Similarly, reality without imagination is a dead photographic 

realism. But a true marriage between words and music may be 

fertile.” The New Statesman, p. 146. 

12. ED to WBY: 

July 12 1937 London 

"I saw Turner’s article and the threat at the end. As this 

silly quarrel of ours has made people think I had definite views 

about poetry-singing that I was trying to put over. So I had 

Turner to tea yesterday, told him roughly the circumstances of my 

association with the recital and that my practical views on poetry¬ 

singing and reciting were merely concerned with improving very 

slightly upon what a number of people were doing and that they had 

no pretensions whatsoever and that in this quarrel you had been 

tilting at shadows. 

Of the recital he said: Margot was bad. Baddeley quite good 

in one or two things, the recitation with harp acc. did not come 

off, my first song was fairly good, the second quite good and very 
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well sung. 

He asked me what my views were about poetry-singing and I 

enclose on a separate sheet what I told him. Those views are 

purely theoretical. 

...I am glad we have all simmered down. Some obscure griev¬ 

ance in you must have wanted an outlet. _/lf/ found it in these 

discords let us rejoice it is over. 

Yours also and always affectionately, 

ED" 

Finneran, p. 591. 

If the typescript, "Music and Poetry," is indeed the "typed 

notes" included with this letter, for which Yeats thanked Dulac 

on July 15, then the essay was written in response to Dulacfs con¬ 

versation with Turner, described in this letter. 

ALS: Edith Shackleton Heald to Edmund Dulac: 

July 14, 1937 The Chantry House 

My dear Edmund, 

Many thanks for the enlargements and for the songs for Ruth. 

She is greatly pleased. The Poet was pleased, too, by your hatchet- 

burying letter. He is in perfect agreement with your thesis and 

rather wondering what he has been fighting about! He is tired after 

a week of tempestuous grand ladies but seems happy here. 

Queer about Turner. I suppose it is just that he has stupid 

eyes (But how could anybody forget Helen!) but one could make up a 



256 

dozen fantastic explanations! I hope you have a nice party with 

Nora tonight. 

Edith 

13. This letter is published in Wade's Letters, p. 892. 

Typed article by Edmund Dulac: 

Music and Poetry 

In our western world the Poet and the Musician parted company 

some three hundred years ago. Everywhere else they are still on 

the best of terms. In fact they are still inseparable all over the 

East, Africa, and in some parts of Europe wherever the musical side 

of the partnership has been lucky enough to escape the attentions 

of the academic musician or the folklorist. 

Eastern, ancient, and "folk” poetry consists mostly in story¬ 

telling or lyric poems with direct symbol-images, part of a common 

psychological background. The musical expression is modal and in 

both poems and music the emphasis is on the universal value of al¬ 

ready classified modes and themes. 

Our Western, post-Renaissance poetry is an entirely personal 

affair with an indirect appeal. At the same time Western music 

also sets up a claim for individual expression, discarding the sym¬ 

bolism of the mode, keeping only two amorphous scales from which 

the "composer" can, with imaginary freedom, extract his material. 

The musical expression is tonal. The emphasis is on the individual 

value of particular, invented themes. Both poetry and music having 

assumed a new character are thus competing to satisfy the same need 



257 

hence the gradual drifting apart. 

In consequence, "composers11—especially in the nineteenth 

century—are primarily concerned with music and the noise quality 

of the singer’s voice. The poem set hardly counts; the singer even¬ 

tually takes care that it does not count at all; the limit of con¬ 

tempt on the part of both composer and singer being reached in opera. 

Well-meaning but mis-guided "artistic" souls have, at times, 

endeavoured to improve relations between poetry and music by de¬ 

vices such as: 

Intoning of the neo-par sonic variety; 

Improvised chanting by gifted amateurs "with no musical 

training but a natural melodic instinct;" 

Irish and other "folk" tune adaptations; 

Recitations to existing works of defunct or living com¬ 

posers; etc. 

Taking it for granted that none of these can be considered 

as acceptable solutions by sensitive and respected persons, is it 

possible to revive the old poet-musician association with any sort 

of success? 

The obvious answer is that it is, provided those concerned 

are willing to reform entirely on ancient and Eastern lines our 

musical system as applied to poetry. Which would mean: 

Making a distinction between poetry that need not be recited 

with music: versified prose, verse where meaning is the first con¬ 

sideration, plays—except for occasional lyrical passages—etc., 

and: poetry that need be sung: story-telling, lyrical poems, etc., 

and of course songs; 
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Dividing these into musical categories and inventing inodes 

to suit them: 

Training the poet to become a musician and the musician to 

master the poetic categories. 

As the poetry-loving public could not be expected to undergo 

in time the necessary training, publication of poetry in book form, 

even with the music, would have to be suspended and replaced by 

public or private recitals by the poets. While adding to the joys 

of life this last aspect of an otherwise ideal scheme might, however, 

be enough to spoil its chances from the start. 

Nevertheless efforts should not be abandoned. A number of 

modern composers have very successfully collaborated with poets. 

I cannot mention them all. Some will say Debussy. With Debussy, 

the man is willing, the musician is weak. We only get "compos¬ 

ers’" songs with pseudo-modal settings, Sauce Paris 1905. But 

Stravinski has done it again and again: "Noces," "Symphonie des 

Psaumes," etc. Perhaps the best is "Reynard the Fox" and "Perse¬ 

phone," if one forgets Miss Ida Rubinstein. Walton’s "Facade" 

was also a good, though more specialized, attempt. Which shows 

that intimate collaboration can be achieved provided the musician 

shows respect and intelligence and, when not a genius, is willing: 

To restrict his melodic compass in most cases; 

To vary the bar-extent of his tune according to the character 

of the poem from a mere musical emphasis of rhythm to the more 

coloured pattern suggested by "song;" 

To concentrate not necessarily on the metre but on the rhythm; 

To disregard the usual harmonic and tonic constructions, and 
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also, perhaps, to consider the possibility of establishing a new 

system of notation keeping staff, notes, and stress points, but do¬ 

ing away with keys, bars, and the necessity for "endings." 

In the absence of a fixed musico-poetical system, the re¬ 

sults will depend entirely on the musician. The Stravinski brand 

will adapt themselves naturally, the others should be encouraged 

to stick for the moment to the quiet rhythmic noise-accompaniment. 

Musicians, especially those at the training stage, might 

benefit from a closer acquaintance with ancient and non-European 

music. Gramophone records exist that are relatively easy to pro¬ 

cure. I would recommend those from the Balkans—Bulgaria, Serbia, 

Greek songs that are not too Arabic in character, those from 

South and Eastern Russia—as published by the Research Department 

of the Soviets, those from India—avoiding the "virtuosi"—and 

from Java and Bali. 

"The overall effect produced by his /Ë.D. ’s7 music is dreamy, 

misty, ’atmospheric,1 nearer to the music of the early impression¬ 

ists, like the early Eric Satie and some Debussy.. .The music of 

Dulac requires the percussion players to improvise accompaniment 

to their ’imagination and taste.1 The effect of spontaneity thus 

achieved is of the same order as Yeats’s clapping of hands or beat¬ 

ing the drum in the recitation of poetry; but it is far removed 

from usage in the Noh, where spontaneity is demanded of the players, 

but without allowance for any of them to play as their fancy leads." 

Hiro Ishibashi, "Yeats and the Noh," in Dolmen Press Yeats Centen¬ 

ary Studies; 1965, p. 139. 
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In a diary from 1914, Ricketts mentions going to the Dulacs 

to hear a performance of Indian music, Self-Portrait, p. 221. 

White says Dulac1s music rather resembles that of Satie, 

whom Dulac knew in Paris, of an improvisatory character like our 

experimental music. White, p. 81. 

Malins wrote about the score for "At the Hawkfs Well": 

"Sometimes it is insensitive to the rhythm of the words which are 

straight-jacketed against their natural accents." Malins, p. 503. 

He describes the modal scale of Dulac's music, a "modal scale 

with whole tones between the fourth and fifth and seventh and 

eighth degrees." Malins, p. 500. 

In 1920 Puccini came to London for the first performance there 

of his "Trittico," conducted by Beecham. He mentioned to Beecham 

that he was looking for Chinese music, and Beecham referred him to 

Dulac. Dulac knew no Chinese music, but when Puccini wrote to him, 

Dulac sent him the pentatonic tunes he had composed, and Puccini 

used them in "Turandot." White, p. 111. 

14. In Letters on Poetry Dorothy Wellesley quotes from several in which 

Yeats alludes to the broadcast and the quarrel, without giving names. 

June 27 1937: "Do listen to me on July third. ...has had vio¬ 

lent scenes about his music, but you will find it interesting, and 
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the speaker the best yet" (p. 155). 

July 7 1937: "Higgins came in three nights ago, approved our 

manifesto, said my broadcast was a failure, and blamed...in the main, 

thought his music good but...; said no singer trained on the diatonic 

scale can sing poetry; said all respectable people in Ireland sang 

according to that scale, but that he and all disreputables sang in 

the ancient fmodesf" (p. 156). 

This letter of 13 August I transcribe from the HRC collection: 

"My quarrel with Dulac." 

"My quarrel with.. .and your illness so knocked me up that I 

have gone back to my old rigorous diet" (p. 157). 

WBY to Edith S. Heald: 

August 2, 1937 Riversdale 

"F. R. Higgins and I are, I think, to edit for Macmillan a 

book of a hundred Irish songs old and new - a good many are already 

in the Broadsides. 

"...The Irish Academy of Letters Banquet to the deputation 

from my American benefaction will be next week, songs by Higgins 

and myself. Higgins sings his own and mine are to be sung by an 

Abbey actor. The Committee has selected my ?Curse of Cromwell1 

(to Dulac1s music), a melancholy biographical poem you do not know 

with the burden ’Sang Plato’s ghost, "What then?"’ and my gay poem 

about the pilgrimage to Lough Derg. 

The deputation consists of Pat McCartan, ex-revolutionary, 

and Farrell, a steel magnate. For the sake of the last a great 
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effort will be made to keep the Academy respectable for one even¬ 

ing. The presence of women has no longer a restraining influence - 

they recognize no limit except when they recognize little else - 

I speak of Dublin. 

Yours aff’y 

WBY" 

Ed. note: The banquet for Dr. McCartan was given on 17 August. 

He had brought YeatsTs gift from the American Testimonial Commit¬ 

tee. The Irish song book never appeared. Hone says the banquet 

was 7 August. P. 460. Finneran, p. 895. 

WBY to Edith S. Heald: 

August 6, 1937 Riversdale 

"You ask what people here think of Dulacfs music. I have 

met nobody who did not like it, and nobody who liked his singer. 

The only criticism I have heard was from Higgins, who said, ’Good, 

but too complete in itself - its completeness drew attention from 

the words.1" Finneran, p. 895. 

ALS: W. B. Yeats to Olivia Shakespear 

October 12 The Chantry House 

My dear Olivia, 

I send you A Vision. Read the preliminary stories *lj 

]_a line crossed out7 but no you have read them. Read that ?_7 

on page 42 about a new J_ ?_7 story /_ ?_7* As I turn the pages I 

find here and there the best prose I have written and much passion. 
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I have not been to see you because I keep out of London as 

much as possible, and I am now here, now with Dorothy Wellesley. 

My plans are fairly clear now. I shall go to Monte Carlo 

for three months from January. The Shackletons can look after me 

there for a month and I must persuade other friends to come out 

from time to time. 0 my dear do come. Life there is very cheap 

now and you are strong-minded enough to keep away from the Tables. 

I shall be at Cap Martin I think. 

Yours, 

W. B. Yeats 

In A Vision (1937), on page 42, Denise de LfIsle Adam begins 

the story of her complicated amours. 

15. Pierre Duhem, Le système du monde : Histoire des doctrines cos- 

mologiques de Platon a Copernic, 10 vols. (Paris: N. Hermann et 

Fils, 1913-1959). This work is quoted widely throughout A Vision. 

Michael and Anne were at school in Switzerland. 

16. Yeats had written an introduction to the SwamiTs translation and 

annotation of Patanjali's Aphorisms of Yoga. In 1936 they were 

in Majorca together to translate the Upanishads. The Man and the 

Masks, p. 279. 

Hone cites Patanjali, Yeats, p. 462. 

Ellmann believes that Asia, or India, was to Yeats a symbol 

of the will to erase, to demolish, which he also saw native, in 

circularity, to the West. Eminent Domain, p. 16. 
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Gitanj ali was a work by Tagore for which Yeats wrote a pre¬ 

face. Eminent Domain, p. 64. 

Geoffrey N. Watkins, in an essay in Yeats and the Occult, 

"Yeats and Mr. Watkins1 Bookshop," writes that it was his father 

who introduced Yeats to Shri Purohit Swami. "This association led 

finally to the publication of new English versions of Ten Principal 

Upanishads and of Patanjali’s Aphorisms of Yoga." Watkins, as his 

father had before him, owned Watkins Bookshop, the most famous of 

all occult book stores. His father, Yeats’s friend, was John M. 

Watkins (p. 309). 

Geoffrey Watkins wrote Virginia Moore of a small group 

called The Society of the Three Kings which included his father, 

Algernon Blackwood, and Yeats, about the turn of the century. 

V. Moore, p. 133. 

17. TLS: W. B. Yeats to Francis Higgins 

December 24, 1938 Hotel Ideal Séjour 
Cap Martin, France 

My dear Higgins,... 

/autograph post script/ 

I have almost finished my "Death of Cuchulain." It will 

enlarge my next book of verse. It is a play with a dance in it, 

but not for the multitude. 
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A SELECTION FROM THE LOVE POETRY 
OF WILLIAM BUTLER YEATS 

THE CUALA PRESS 
CHURCHTOWN 

PUNDRUM 
MCMXIII 

Figure 1. Emer, designed by Miss Elenore Monsell. 
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DISCOVERIES; A VOLUME OF ESSAYS 
BY WILLIAM BUTLER YEATS. 

DUN EMER PRESS 
DUNDRUM 

MCMVII 

Figure 2. Robert Gregory’s design of a unicorn in a 

circle. 



REVERIES OVER CHILDHOOD AND 
YOUTH BY WILLIAM BUTLER YEATS 

THE CÜALA PRESS 
CHURCHTOWN 

DUNDRUM 
MCMXV 

Figure 3. Sturge Moore's panel with a leaping 

unicorn. 



STORIES OF MICHAEL ROBARTES AND 
HIS FRIENDS: AN EXTRACT FROM A 
RECORD MADE BY HIS PUPILS: AND 
A PLAY IN PROSE BY W. B. YEATS. 

THE CUALA PRESS 
DUBLIN, IRELAND 

MCMXXXI 

Figure 4. Edmund Dulac’s unicorn in a rectangle. 
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Figure 5, A bookplate designed by Sturge Moore in 1918 

for Mrs. Yeats. 
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Figure 

a 

6. Edmund Dulac's cartoon of W.B. Yeats as 

puppet manipulated by the Abbey Players. 
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Figures 7 and 8. Edmund Dulac's designs for costumes 

for "At the Hawks's Well." Left, the Guardian of the 

Well; right, Cuchulain. Published in Four Plays for 

Dancers in 1921 
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Figures 9 and 10. Edmund 

tûmes for "At the Hawk's 

Dulac's designs for cos- 

Well." Left, the Old 

Man; right, a Musician 



Figure 11, Edmund Dulac's mask for Cuchulain 
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Figure 12. Edmund Dulac’s design on the 

used in the first production of "At the 

cloth 

Hawk's 

Well II 
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To be sung •without accompaniment as they unfold the curtain, 

I call to the eye of the mind A well long choked up and dry And 

boughs long stripped by the wind, And I call to the mind's eye Pall . or of an ivory 

feâjSmé 
face Its lofty di$-so-Iute air, A man climbing up to a place The salt sea wind has swept bare. 

I have dreamed of a life soon done. Will he lose by that or win? A mouther that saw her 

son Dou*bIed o-vera speckled shin Cross-grained with nîne-ty years Would cry, *4 How 

little worth Were all my hopes and fears And the hard pain of his birth 1** 

Figure 13. Edmund Dulac’s setting of the first 

chorus of "At the Hawk1s Well• 



Figure 14, Sturge Moore's binding design . 
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Figure 15, Charles Ricketts's design for the 

endpapers for the Macmillan Collected Edition. 



When she was old and dying, 
The Priest came where she was; 
She made a full confession. 
Long looked he in her face, 
And O, he was a good man 
And understood her case. 

O my dear, O my dear. 

He bade them take and bury her 
Beside her lady’s man, 
And set a rose-tree on her grave. 
And now none living can 
When they have plucked a rose there 
Know where its roots began. 

0 my dear, 0 my dear. 
W. B. Yeats. 

Figure 16. Dulac’s music for "The Three Bushes, 

published in Broadside, March 1937, 



TABLE OF CONTENTS 
Red Hanrahan, Page i 
The Twisting of the Rope, *5 
Hanrahan and Cathleen the daughter of 
Hoolihan, 25 

Red Hanrahan’s Curse, 3° 
Hanrahan’s Vision, 40 

The Death of Hanrahan, 47 

Figure 17, Robert Gregory’s Tarot design, the 

frontispiece for Stories of Red Hanrahan, 

published by the Dun Enter Press in 1904, 
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