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ABSTRACT 

TWO INTERPRETATIONS OF MASK; 

A STUDY IN NIETZSCHE AND YEATS 

E. Eric Muirhead, Jr. 

Because the issue of Friedrich Nietzsche's influence upon 

William Butler Yeats has been recently addressed by a number 

of Yeats scholars, and because their arguments are often 

marred by misconceptions of Nietzsche's thought, this study 

undertakes, for the sake of a clearer picture of the aesthetic 

views of each of these men, a detailed analysis of one concept, 

that of the mask, for which it has been claimed by certain 

Yeats critics (Richard Ellmann especially) that a definite and 

important case of Nietzsche's influence upon Yeats does exist* 

In Chapter One a review of the literature on Nietzsche in 

Yeats criticism undertakes to clarify basic misconceptions, 

which can only serve as obstacles to a proper comprehension of 

Nietzsche's concept of mask* Chapter Two analyzes this concept 

as it was developed by Nietzsche over three books; The Gay 

Science « Thus Spoke Zarathustra, and Beyond Good and Evil, The 

exegesis makes clear that by this concept Nietzsche meant a form 

of concealment. Chapter Three then analyzes Yeats's concept of 

mask, drawing upon writings composed as early as 1904, and con- 

dudes' that by "mask" Yeats meant a form of revelation. The 

word "mask" is thus seen to denote very different things? as em¬ 

ployed by each man in his mature writings, and the question of 

an influence on this point is then argued to need a fundamental 

re-interpretation. 



CONTENTS 

INTRODUCTION   1 

CHAPTER ONE: CLEARING MISCONCEPTIONS: NIETZSCHE 
IN THE YEATS LITERATURE ... 9 

CHAPTER TWO: MASK AS CONCEALMENT: NIETZSCHE 
AND THE DILEMMA OF TRUTH ... 31 

CHAPTER THREE:. MASK AS REVELATION: YEATS AND 
THE PRINCIPLE OF THE SOUL ... 51 

CONCLUSION     67 

NOTES     71 

BIBLIOGRAPHY 82 



INTRODUCTION 

I think that all happiness depends on the 
energy to assume the mask of some other 
self; that all joyous or creative life is 
a re-birth as something not oneself, some¬ 
thing which has no memory and is created 
in a moment and perpetually renewed. 

William Butler Teats 

Whatever is profound loves masks; what is 
most profound even hates image and parable. 

Friedrich Nietzsche 

The relationship of Friedrich Nietzsche's thought to 

the work of William B. Teats has drawn increasing attention 

from Teats scholars in recent years. It is known that Teats 

read Nietzsche as early as 1902 with great enthusiasm,^ and 

his name appears several times in Teats's prose, as well as 

p 
in one poem, "The Phases of the Moon." The problem of 

establishing a relationship here is complex: the thinking 

of each man evolved over many years and manifests itself 

in a number of different works, each one of which could 

legitimately be viewed as a stage in a vast intellectual 

autobiography; but whereas Teats strove to attain a compre¬ 

hensiveness of vision only a "system" could satisfy (as in 

A Vision itself), Nietzsche throughout his creative life 

abjured such systematization in favor of a Socratic dialec¬ 

tic ism; ^ and finally, Teats never actually discusses an 
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idea of Nietzsche, analyzing it for what it may mean, 

but at best only mentions a concept in association with 

Nietzsche's name without elaboration, and what little 

about Nietzsche there is in Teats's work suggests that 

Yeats only took from Nietzsche's thought what already 

suited him and his own intellectual intentions, sometimes 

distorting what Nietzsche really meant. The question of 

influence becomes especially slippery by reason of this 

last point. 

Let us look briefly at two such references. In "Blake's 

Illustrations to Dante," included in Ideas of Good and Evil, 

Yeats analyzes a distinction he argues Blake to have made, 

that between the "worldly" philosophy of "pagans" and the 

"divine" philosophy of "Christians," the former espousing 

action in the world, the latter contemplation and the imagi- 

L 
native intellect. In speaking of Blake's vehemence against 

the pagan philosophy, Yeats sayst 

One is reminded of Shelley, who was the next 
to take up the cry, though with a less abun¬ 
dant philosophic faculty, but still more of 
Nietzsche, whose thought flows always, though 
with an even more violent-current, in the bed 
Blake's thought has worn. 

Yeats draws a fascinating parallel here, and one he makes 

again in a letter to Lady Gregory*.^ Yet the parallel is not 

argued, only stated, and the remarkable assurance with which 

he asserts that Nietzsche's "thought flows always...in the 

bed Blake's thought has worn," creates more doubt than con- 
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fidence in the reader. We certainly cannot discuss here 

the question of Nietzsche's affinity to Blake. We only 

wish to show how Yeats could breeze over the complexities 

of Nietzsche and the major questions concerning his place 

in Western intellectual tradition, simply in order to use 

his name. "Nietzsche" is presented to us here more as a 

metaphorical term for some kind of vitality of mind which 

impressed Yeats, than as the complex philosopher who bore 

the name. 

In Book Five of A Vision, "Dove or Swan," Yeats speaks 

on men of imagination struggling to "express the new emotion 

through the Creative Mind, though fit instruments of expres¬ 

sion do not yet exist, and so to establish, in the midst of 

our ever more abundant primary information, antithetical 

7 
wisdom."' He includes Nietzsche among these men, and sayst 

They were begotten in the Sistine Chapel and 
still dream that all can be transformed if 
they be but emphatic; yet Nietzsche, when the 
doctrine of the Eternal Recurrence drifts be¬ 
fore his eyes, knows for an instant that noth¬ 
ing can begso transformed and is almost of the 
next gyre. 

Yeats here equates his notion of history as the turning of 

the gyre through primary and antithetical historical phases 

with Nietzsche's concept of the eternal recurrence. The 

point is that the process of historical change cannot be 

altered by imaginative men asserting their genius, but is 

subject to the systematic and geometric laws of change sym- 
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bolized by the revolving gyre* When Nietzsche realizes 

the eternal recurrence, Yeats is telling us, he understands 

the laws outlined in A Vision. But, as we shall see in 

Chapter One, the eternal recurrence is not a historical 

phenomenon in Nietzsche's view (nor does it have anything 

to do with reincarnation, a parallel implied in the above 

passage, for the laws of A Vision depend inextricably for 

their realization upon the reincarnation of souls)* By 

assuming that the eternal recurrence is an historical con¬ 

cept, Yeats distorts Nietzsche's real idea considerably. 

Once again, we see he does not explicate the idea he draws 

from Nietzsche, but simply states it. 

With such distortion the actual result of Yeats's 

fascination for Nietzsche, how then does one approach the 

matter of "influence"? To begin with, that Yeats interpreted 

Nietzsche to fit his own scheme of ideas is only to be ex¬ 

pected of a poet and playwright in whom the creative impulse 

(and concomitant impulse to rework older material) overleaps 

all "scholarly" concerns. This accords with Harold Bloom's 

theory of poetic influence: the great poet must wrestle with 

his tradition and bend it to accommodate his own aspirations 

and intentions, necessarily altering the real intention or 

9 
design of those great poets preceding him. But if the self¬ 

definition of the poet requires this altering of his intel¬ 

lectual predecessors, the question yet remains, must the 

self-definition of scholars treating that poet also require 

such altering? Here we approach a matter central to the 
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rationale of this thesis. All too often in the literature 

on Yeats we find references to Nietzsche that are at best 

misleading, at worst blatantly false. The treatment of 

Nietzsche's influence has suffered from confusions and mis¬ 

conceptions at the hands of Yeats enthusiasts apparently 

unwilling to take the time to understand Nietzsche himself. 

As a paradigm for the objective treatment of "influence" I 

offer Bloom's study of Yeats and the Romantic tradition, 

which distinguishes between what an earlier poet, such as 

Blake, actually said and meant in his work (as well, of 

course, as can be critically determined), and what clinamen 

or swerve the later poet, Yeats, made from that meaning in 

re-interpreting him. "Influence" in this context is thus a 

matter to be viewed in the perspective of both men at issue. 

In Yeats scholarship to date, whenever the question of 

Nietzsche's possible influence has come under analysis, his 

own thought has not been accorded a sufficiently objective 

appraisal for the meaning of those concepts which came later 

to intrigue Yeats and be re-interpreted by him. The result 

has been that scholars who have written on this question not 

only have fostered confusions about Nietzsche, but, in doing 

so, have also failed to do complete justice to the originality 

or distinctness of Yeats's own thinking with respect to those 

ideas considered to be derived from Nietzsche's influence. 

It is the object of this study to institute an objective 

appraisal of the question of Nietzsche's "influence" upon 

Yeats by analyzing at length one idea claimed to be such an 
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arch or bridge of common thought between these two mens 

the idea of the mask. By this analysis we intend to clarify 

certain essential distinctions in the aesthetic views of 

each man, so that a clearer picture of their differences 

may be obtained. It shall be our argument that by "mask*' 

Nietzsche meant concealment. a defense on the part of the 

philosopher-artist to hide both from himself and from 

others the full implications of what he knows, which is, 

briefly stated, that truth as a notion is questionable 

philosophically, and that as a result no ultimate values 

or reasons can be posited to explain or justify the world. 

Mask thus conceals the loss of all significance, formulated 

powerfully in the famous dictum, "God is dead.” Further, it 

shall be our argument that by "mask” Teats meant something 

very different, antithetical in fact: revelation through the 

act of assuming the appearance of another personality, thereby 

breaking the bounds of individuation that normally confine 

one to his temporally and bodily defined self, and opening 

one to the full limits of human experience in communion with 

other minds in the condition of the Anima Mundi. This ex¬ 

perience is the accomplishment of imaginative art, and it is 

the "mask" which makes that art possible. Donning the mask 

of one's anti-self, chosen by the imagination to be the most 

different from one's own self of those personalities not im¬ 

possible of being assumed, creates the necessary conflict 

that allows one's passion to be purified and transfigured 

into the condition of soul, and life to be made beautiful 
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and worthwhile. Mask as Yeats conceived it reveals to the 

individual a reality greater than his mere corporeality 

and bondage to time, a suprasensual world of eternal veri¬ 

ties. On the other hand, mask as Nietzsche conceived it 

conceals from the individual the bitter and painful realiza¬ 

tion that there is no ultimate reality we can know, and af¬ 

firms in the creative act which fashions it only the will 

to life itself (as will to power) and that will's deter¬ 

mination to justify life even with falsehoods in order to 

keep it from death. 

Nietzsche's idea of the mask cannot be understood apart 

from his philosophy and the three concepts integral to it: 

the Ubermensch, the eternal recurrence, and, at the root of 

his philosophical thought, the will to power. Detailed expli¬ 

cation of these does not lie within our province in this study, 

but there have been published in English two books on Nietzsche's 

thought which assume this task admirably: Walter Kaufmann's 

Nietzsche : Philosopher. Psychologist « Antichrist (the most 

complete analysis of Nietzsche in any language, and includes 

a critical review of all major treatments of the man and his 

thought in English or German prior to its publication), and 

R. J. Hollingdale's Nietzsche.^ By reference to these books, 

when not to Nietzsche himself, it is our intention to elucidate 

something of Nietzsche's philosophy through the review of the 

literature in Chapter One. This will lay the necessary ground¬ 

work for the discussion of Nietzsche's concept of mask which 

follows in Chapter Two. In Chapter Three we shall undertake 
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an exegesis of Teats's concept of mask, tracing its 

evolution from writings composed as early as 1904, and 

discuss the possible relationship of this concept to 

Yeats's creative work as a poet and playwright. A brief 

conclusion will offer a summary and a final word con¬ 

cerning the argument. 
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CHAPTER ONE 

CLEARING MISCONCEPTIONS î NIETZSCHE 

IN THE TEATS LITERATURE 

The distortion of Nietzsche in Teats scholarship to 

date is consistent with two different intentions: on the one 

hand, to discredit Nietzsche as confused or anarchic, and 

rate Teats's ideas as a development beyond him (F. A. C. 

Wilson), or, on the other hand, to present a Nietzsche who 

is already "Teatsian," and so beg the very question of in¬ 

fluence from the start (Morton Seiden, Robert Snukal, Patrick 

Bridgwater, and Denis Donoghue). Another critic, Richard Ell- 

mann, can hardly be accused of distorting Nietzsche, but his 

analysis (in The Identity of Teats) suffers from oversimpli¬ 

fication and incompleteness. On the question of the mask he 

fails to understand that Nietzsche and Teats mean very dif¬ 

ferent things.^ The thesis that is the ultimate subject of 

our study will make this failing all too evident once it is 

fully elaborated. But for the time being we must concern 

ourselves with the distortions of Nietzsche which have been 

perpetrated by Teats scholars, for only by clearing them 

away will we bring into view the real horizons of Nietzsche's 

thought and the essential dilemma that haunts his landscape. 

F. A. C. Wilson approaches the question of Nietzsche in 

12 
a discussion of Teats's play, Calvary. He concerns himself 

solely with The Birth of Tragedy (1872), Nietzsche's first 
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book, and the significance for Yeats of the distinction 

made in this work between the Dionysian and Apollonian 

states of consciousness. But Nietzsche, though commended 

for giving Yeats enough confidence to develop his own 

notion of Self,^ is chided for "febrile speculations” 

and "illogical transitions," and then dismissed for his 

conception of the illusory nature of the Apollonian state. 

Wilson then asserts that "Yeats knew much more of Indian 

philosophy" than Nietzsche, and recognized the contempla¬ 

tive world not to be illusory, but "trustworthy" (as if 

Indian philosophy had anything to do with Nietzsche’s 

argument).^ Wilson concludest 

Nietzsche, it seems to me, was a man of 
violent and thus unphilosophical tempera¬ 
ment; Yeats was far more tolerant and, on 
metaphysical questions, far better informed. 
In the field of subjective religious ex¬ 
perience, Nietzsche had of course everything 
to learn from him, and in the negative or 
objective field, though both men had to 
build upon merely theoretical understanding, 
Nietzsche deliberately alienates the whole 
body of Christian mysticism, which Yeats 
retrieves. The result, if I am not mistaken, 
is that Yeats converted a minor and erratic 
theory into one of first importance, and 
conferred on Nietzsche’s arguments a distinc- 
tion they do not in themselves perhaps deserve. ^ 

To begin with, Nietzsche was never concerned with 

mysticism in his work, but with the rational analysis of 

experience and thought, whether aesthetic, moral, or other- 

16 
wise in nature. Secondly, part of Nietzsche’s philosophical 

task as he assigned it to himself was the careful and ex- 
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17 
tended evaluation of the very possibility for metaphysics. 

The Birth of Tragedy, for the aesthetic dualism it posits, 

initiates that task, because if art as appearance is illusory, 

one must face the further possibility that metaphysics and 

its claim of a reality beyond the experienced phenomenal 

world is also illusory. Thirdly, to argue that Nietzsche's 

was an "unphilosophical temperament" makes no sense, for 

the man conceived a philosophy, he made it his life's work, 

and the "will to power" stands as its central concept (W. Kauf¬ 

mann: "Properly understood, Nietzsche’s conception of power 

may represent one of the few great philosophic ideas of all 

time." 7)# Fourthly, that the thoughts expressed in The Birth 

of Tragedy represent "a minor and erratic theory" is highly 

suspect on two counts: (1) the book has been very influential 

in aesthetics (the question whether its thesis is right or 

wrong is not the issue here), and aestheticians do not demon¬ 

strate a need to call upon Yeats in order to make sense of 

it; CZ) the dualism of Apollo versus Dionysus presented in 

this book is continually worked and reworked by Nietzsche 

through his later writings until it is finally subsumed in 

the monism of the will to power, so that The Birth forms an 

20 
integral part in Nietzsche's philosophic growth. Wilson's 

argument is that Yeats did Nietzsche a favor by redeeming 

the few decent elements in his thought. This point of view 

can be dismissed as mere prejudice, not scholarship at all. 

Other Yeats critics have misrepresented Nietzsche for 

a very different reason: their overeagerness to establish 
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an influence of his thought on that of the Irish poet. We 

review them in turn. Morton Seiden argues that Nietzsche 

provided Yeats with critical "analogues" for developing 

ideas he himself had earlier adopted as a young man and 

theosophist ï. 

In 1903 [actually 1902] he read the works 
of Friedrich Nietzsche, three of whose 
cardinal principles he accepted immediate¬ 
ly: the great man is a protagonist in that 
drama which is the historical process; his¬ 
tory alternates, in cycles of endless re¬ 
currence, between Dionysian (or anarchic) 
and Apollonian (or severely disciplined) 
epochs or civilizations; and each new age, 
the opposite to whatever it succeeds, brings 
with it a "transvaluation of values. 

It is noteworthy that Seiden presents us with no specific 

sources in Nietzsche for these "cardinal principles." That 

is because there are none. Each of these "principles" is 

misconceived. Nietzsche's "great man," who in his highest 

manifestation of power and self-control is the Übermensch. 

is a supra-historical figure, not historical. He is a man 

who appears now and again throughout history (see The Anti¬ 

christ , section k), but is not "great" because he is a pro¬ 

tagonist in history; quite the contrary, he is "great" be- 

23 
cause he steps out of history. ^ Secondly, history for 

Nietzsche does not alternate "in cycles of endless recur¬ 

rence." The eternal recurrence (die Ewige Wiederkehr). as 

he formulated it in The Gay Science (section 3^-1) and in 

Thus Spoke Zarathustra ("On the Vision and the Biddle," 
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"The Convalescent," and "The Seven Seals," all in Part 

Three), is a supra-historical phenomenon as well, and 

serves Nietzsche fundamentally as a test of an indi¬ 

vidual’s strength or desire to live. As Hollingdale 

makes clear, the eternal recurrence poses a question, 

that is its significance: "What 6tate of being would 

be necessary for the idea of its unending recurrence, 

of its eternity, to be not merely an endurable but ac- 

2.b 
tually the most highly desired idea?" Kaufmann 

elaborates on this matter of recurrence as it pertains 

to the historical and supra-historical perspectives at 

issue here: 

One should recall the description of the 
supra-historical point of view. From this 
perspective, one "does not envisage sal¬ 
vation in the process, but...the world is 
finished in every single moment and its 
end (Ende) attained. What could ten new tears teach that the past could not teach?" 
’from section 1, "On the Use and Disadvan¬ 

tage of History for Life"} This passage— 
and indeed the whole conception of the 
supra-historical—represents the ground 
out of which the later doctrine of eternal 
recurrence grew, just as the Ubermensch 
developed out of the insight that "the 
goal of humanity cannot lie in the end 
tEndeT"but only in its highest specimens" 
[from section 9 of the same}. Both con¬ 
ceptions depend on Nietzsche’s denial of 
indefinite progress—of what Hegel called 
the Bad Infinite—and they suggest the 
possible infinite value of the moment and 
the individual«£5 

These arguments discount as well Seiden's third 

"cardinal principle," that epochs or cycles alternate 
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as Dionysian and Apollonian, respectively, for there 

simply are no "cycles” to begin with. Furthermore, the 

claim for a cyclical "transvaluation of values" (this is 

a mistranslation from Nietzsche's Urnwertung aller Werte, 

which translates instead as "revaluation of all values") 

must also stand as untenable. By his notion of the re¬ 

valuation of all values Nietzsche did not mean a cosmic 

event affecting history by issuing in new eras or epochs, 

but much more simply the radical questioning of all values 

and presuppositions by the philosopher in the tradition of 

Socrates, a questioning Nietzsche conceived as having been 

lost for a long time due to an overwhelming predominance of 

Christian moralizing and systematic philosophizing over the 

more modest, if also more devastating, Socratic method of 

26 
philosophical investigation; 

What we see in Seiden's presentation of Nietzsche are 

principles not at all truly Nietzsche's, but very similar 

indeed to those of Yeats in A Vision. That cycles of his¬ 

torical change recur in the form of alternating primary 

and antithetical epochs and that these bring in turn alter¬ 

nating changes in those values extolled by society, are 

arguments integral to Yeats's analysis of history. The great 

men of whom Yeats speaks in A Vision, the many persons both 

literary and heroic who exemplify the phases pertinent to 

their individual development on the one hand, and, on the 

other, to the over-all character of the era in which they 

happen to live, are historical figures (whether legendary, 



15. 

not "real” persons, is not the point). They are men por¬ 

trayed as under the influence of time, itself registered 

in the changing phases of the moon. They are in no way to 

be equated with the Ubermenschen, or supra-men, envisioned 

as the great men by Nietzsche. Too much of what Seiden 

attributes to Nietzsche is already too characteristic of 

Teats for his argument to endure analysis. 

Another example of misrepresentation is Robert Snukal's 

portrait of Nietzsche, drawn to buttress his argument that 

Yeats participates in a philosophical tradition of neo- 

27 
Kantianism. He tries to make Nietzsche a neo-Kantian and 

precursor of Yeats in this traditions 

Nietzsche believed in the survival of the 
soul after death and in reincarnation, and 
both these beliefs seemed to be intricately 
connected to his cyclical theory of his¬ 
tory. In fact, Nietzsche’s historical 
theory, like Yeats's, seems deliberately 
intended to provide the secular blessedness 
Yeats invokes in ’A Dialogue of Self and 
Soul', and is helpful in explicating poems 
like 'Lapis Lazuli'. All post-Kantian 
speculation that took as its starting 
point the nature and function of the nou- 
menal soul, implied the survival of the 
soul after death, at least to the extent 
that the soul was thought to be a part 
of Absolute Ego.... 

Again, there are no specific sources given, for none could 

be found. Nietzsche never asserted a doctrine of reincar¬ 

nation, and devoted himself assiduously to rebuking, on 

the basis of his naturalistic value theory, any belief in 

29 
immortality or the soul's survival after death. The soul, 
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as he argued in the voice of his Zarathustra, is only "a word 

for something about the body" (M0n the Despisers of the Body,” 

Part One, Zarathustra). It dies when the body dies. Further, 

Nietzsche professed no notion of an "Absolute Ego." As Zara¬ 

thustra says, once again in "On the Despisers of the Body,* 

the ego, the "I," is only that which the body "does," or,, con¬ 

ceived as a theoretical construct, is only something which 

serves the body (as in the same way "spirit" and "sense" al60 

serve it).. The defining element in Nietzsche's naturalistic 

value theory remained always the body and its striving for 

health (envisioned ultimately as a manifestation of the will 

to power).. We can say even further that nothing in Nietzsche's 

conception of reality may be termed "absolute." He argued 

that we know only appearances, we know only those things 

which are amenable to perception and empirical analysis. A 

supra-sensual reality or plane of existence is not something 

we can know.. It becomes evident that Snukal's treatment of 

Nietzsche is another example of wish-fulfillment. Yeats 

himself asserted the existence of a suprasensual world (the 

Anima Mundi) in Per Arnica Silentia Lunae and later in A 

Vision, where he made elaborate justification for the im¬ 

mortality of the soul. Snukal elsewhere in his book defines 

the Absolute Ego as a "collective human mind."^® This is, of 

course, again reminiscent of Yeats's Anima Mundi. Snukal not 

only is very wrong about Nietzsche, but portrays him as one 

already suspiciously like Yeats himself, as already sus¬ 

piciously "Yeatsian.* 
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Possibly the most comprehensive attempt to argue 

Nietzsche's significance in English letters is that of 

31 
Patrick Bridgwater in his book, Nietzsche in Anglosaxony. 

This book includes the most detailed argument for Nietzsche's 

influence on Teats yet available in the literature. But Bridg¬ 

water's case suffers from misconceptions and assertions made 

without support. To begin with, Bridgwater quotes the passage 

from Seiden discussed above, and states his agreement with 

the three "cardinal principles." To support this position he 

quotes from Yeats's On the Boiler: "When a civilization ends, 

task having led to task until everybody was bored, the whole 

turns bottom upwards, Nietzsche's 'transvaluation of all 

values*."^ From our analysis of Seiden's "principles" we 

know that Teats is wrong about Nietzsche here; the "trans¬ 

valuation of all values" has nothing to do with civilizations 

ending or beginning, it is not an historical concept» Quoting 

Teats on Nietzsche simply does not enhance Bridgwater's argu¬ 

ment that Nietzsche actually conceived the historical prin¬ 

ciples being attributed to him, principles, as we have seen, 

"Yeatsian" in substance and not "Nietzschean." Bridgwater 

has no clearer conception of Nietzsche's supra-historical 

notion of recurrence and the revaluation of all values than 

Seiden did before him. He, too, speaks of Dionysus and Apollo 

33 
as "historical opposites." In their presentation of Nietzsche 

both men merely follow in an error Yeats himself had made, as 

evident both from the remark quoted immediately above, as well 

as from the passage out of A Vision quoted in the Introduction. 
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Either Teats did not understand the eternal recurrence and 

the revaluation of all values, or else he chose, not to under¬ 

stand them. This is a problem to which Bridgwater and Seiden 

are oblivious• 

Bridgwater goes on to assert that Teats found his notion 

of self and anti-self "confirmed" in Nietzsche. He adds: 

•..after all, Nietzsche's all-important 
doctrine of self-overcoming (Selbstffber- 
windung) really means the overcoming of 
antiself by self. Nietzsche, like Teats, 
is very much concerned with the relation¬ 
ship between the self and its mask.... It 
is after his reading of Nietzsche that 
'mask' becomes a favorite term of Teats. 
There is an obvious parallel between (i) 
the dialogue between self (Hie) and anti¬ 
self (Ille) in the poem 'Ego dominus tuus* 
(cf. also the poem 'A Dialogue of Self and 
Soul'), and (ii) Zarathustra's communing 
with his own soul (= antiself) in 'Of the 
Great Longing' or his distinction between 
'I' and 'Self'....5^ 

There is no reason to assume that "after all," the "soul" 

to which Zarathustra addresses himself in "Of the Great Long¬ 

ing" (Part Three) is his "antiself.." This is heavy-handed and 

begs the question. This section of Zarathustra follows "The 

Convalescent," Zarathustra has overcome his hesitation to 

recognize the eternal recurrence, and he speaks of his soul's 

overfullness now that he has done this. He is also hinting 

at his future need to return to men and give of his overfull¬ 

ness to them. Nietzsche's intention here is celebration and 

not at all the making of psychological distinctions. As it 

is, Zarathustra, in "On the Despisers of the Body," has al- 
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ready questioned the validity of distinguishing soul, spirit, 

or ego from the body itself. They are all manifestations of 

the one principle, the body. This view of the body is a re¬ 

sult of Nietzsche's concept of the will to power, which 

Nietzsche finally conceived around the time he composed Part 

One of Zarathustra. The body he understood as the will to 

power expressing itself in human life. 

We have already made mention of this monism at the 

foundation of Nietzsche's developed philosophy, and the fact 

that the early dualism (aesthetic, however, not psychological) 

between Apollo and Dionysus was eventually subsumed by it. Let 

us add at this juncture an important point often overlooked. 

The übermensch of Zarathustra and the Dionysus of Nietzsche's 

later writings are not synonymous with the Dionysus of The 

35 
Birth of Tragedy. Whereas he is all passionate intensity 

and the dismemberment of individuation in The Birth. Dionysus 

has become in the later writings the embodiment of passionate 

intensity controlled by the individual. The later Dionysus is 

a man of sublimated passion (Nietzsche was the first to use 

this word in the modern sense; it was used in this sense only 

later by Freud),, sublimating by virtue of the will to power 

in order to form and express the limits of passion available 

36 
to him. Several terms are employed by Nietzsche to embody 

this principle of sublimation, as outlined in Hollingdale: 

Sublimierung (from sublimieren). Aufhebung (from aufheben; 

this is the term used by Hegel for the process by which his 

dialectic works), Überwindung and Selbst-Uberwindung. as well 
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T7 
as Verge is tigung (spiritualization). ' The crucial word 

for us here is Selbst-uberwindung. Bridgwater associates 

it with what he posits as a psychological dualism: .self- 

overcoming (Selbstüberwindung) really means the overcoming 

of antiself by self." This, we now see, is mistaken. Selbst- 

uberwindung is the expression not of a dualism posited in 

the psyche, but of a monism, the will to power. As Holling- 

dale makes clear in an exposition of this point, the will 

to power remains the same in essence, but changes its objec- 

38 
tives through the process of sublimation or self-overcoming. 

No dualism can even be implied by Selbstüberwindung» The 

"‘obvious parallel" between Nietzsche and Yeats, which Bridg¬ 

water claims, cannot be said to exist» 

However, it must be granted that Bridgwater has good 

cause to think Yeata's conception of self and anti-self was 

"confirmed" by the dualism of Dionysus and Apollo as pre¬ 

sented in The Birth of Tragedy (Yeats's favorite among 

39 
Nietzsche's works according to Bridgwater ). It is not with¬ 

in the scope of our analysis to pursue this point, though 

it is a matter which must be treated eventually if the full 

story of Nietzsche's influence on Yeats is to be told. What 

is important for us to make clear here is that the mature 

idea of the mask as presented in Beyond Good and Evil is not 

the same idea of the mask we find in Nietzsche's first book, 

for the very reason that the dualism of that book has be¬ 

come, by the time of Zarathustra. a monism, the will to 

power, so that no longer is it "as an aesthetic phenomenon 
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that existence and the world are eternally justified*' 

(section 5 of The Birth)« but rather is it as the will 

to power. 

It is not necessary to pursue Bridgwater's study of 

Nietzsche and Yeats any further, except to point out that 

what misconceptions continue to appear are due to the fact 

that he fails to understand the development of Nietzsche's 

philosophic position after The Birth of Tragedy, and assumes 

the Dionysus of the later works to be the same as the god’ 

Nietzsche first portrays. He even refers to the Superman 

(tTbermensch) as the "totally subjective man" in opposition 

to the Apollonian or "objective" man, failing to see that 

the 'Ubermensch, as Nietzsche conceived him, subsumed in his 

very being both these poles of consciousness, and was, 

furthermore, embodied most successfully in Nietzsche's view 

by none other than the poet Goethe (see Twilight of the Idols « 

"Skirmishes of an Untimely Man," section 49)*^ Due to this 

failing Bridgwater's analysis, for all its many suggestions, 

remains superficial and inaccurate. 

One of the most interesting discussions of Nietzsche in 

41 
the Yeats literature is that of Denis Donoghue. Unlike all 

others who have concerned themselves with Nietzsche’s pos¬ 

sible influence on Yeats, Donoghue draws not on The Birth of 

Tragedy and its Apollo and Dionysus in order to make his 

point, but on the root concept of Nietzsche's philosophy, 

the will to power. It is his argument that Nietzsche was 

the most influential author Yeats studied, even more so than 

j_i  i. m^   i.1.^ m-L J .A ni 
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given is Yeats's notion of "consciousness as conflict" and 

his revelry in what Donoghue calls the imagination of power, 

the pitting of opposites against one another in poem and 

play in order to assume control over them: 

It is my understanding that this sense 
of consciousness as conflict is the most 
important article in Yeats's faith as a 
poet and that he committed himself to it, 
at whatever cost, in the first years of 
the new century... If he could convert 
mere division, a pathetic fact of life, 
into conflict, a technique of poetic 
energy, he could take the harm out of 
the world's success and make an heroic 
drama even from the materials of osten¬ 
sible failure#^ 

Not Unity of Being itself, but the struggle to achieve 

it becomes for the twentieth-century Yeats the end or goal 

43 
for his creative urge. After quoting the well-known remark 

from The Autobiography. "Only the greatest obstacle that can 

be contemplated without despair rouses the will to full 

intensity," Donoghue proceeds to argue that Yeats's pre¬ 

occupation with the mask (and the anti-self from whom the 

mask is taken), resulted from a realization that reverie, the 

home sought by the Imagination in Symbolist art, could no 

longer gratify him, but instead only assertion of will against 

resistance; only through will could the Imagination develop 

44 
what potential for passionate intensity lay within it. 

"Symbolism offered the possibility of establishing a con¬ 

tinuous life of energy at a level beneath that of time and 

history, but it did not help Yeats to understand his own 
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4 5 
moment in historical experience." What Yeats missed in 

Symbolism and his own early art was the "theatrical ele¬ 

ment," and trance or reverie, the communing via symbol with 

suprasensual verities, could no longer accomplish for him 

the aesthetic wholeness or comprehensiveness he desired, 

but now only gesture; "In gesture there is no distinction 

46 
between content and form: gesture is the dance of attitude." 

It is Donoghue's contention that Yeats's new interest 

in a willful art or, synonymously, an agonistic art, was 

the result of his discovery of Nietzsche and the concept 

of will to power. It is not our intention to analyze Donoghue's 

portrait of Yeats (it is beyond the reach of this particular 

study), but only his exposition of Nietzsche. A major weakness 

manifests itself immediately, for he quotes largely not from 

Nietzsche's completed work, but from the Nachlass. the notes 

Nietzsche left behind on his collapse in 1889, assembled 

later by editors under the direction of his sister, and pub¬ 

lished after his death as The Will To Power. Donoghue ap¬ 

parently assumes (as have many others) that these notes are 

Nietzsche's final statements on the different issues with 

which they deal, but they are not. Hollingdale's evaluation 

of the Nachlass is to the point: 

Essentially it is the contents of 
Nietzsche's notebooks and stands in 
the same relation to the works he him¬ 
self published or intended for publica¬ 
tion as the litter of a sculptor's work¬ 
shop does to his finished statues.•• The 
key to a balanced understanding of the 
Nachlass is the knowledge that most of 
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Nietzsche's finished works originated 
in similar notebook entries, and are 
consequently a selection from that body 
of material of which the Nachlass is the 
portion not selected. That the Nachlass 
is reject material is the first datum 
for its assessment.^7 

Donoghue bases his presentation of Nietzsche's will 

to power on four quotations from the volume by that name. 

The first, section 884, speaks of the "strong German type," 

and describes him as "existing blithely among antitheses, 

full of that supple strength that guards against convic¬ 

tions and doctrines by employing one against the other and 

48 
reserving freedom for itself." Goethe is cited as one 

such "strong" type. But if one looks at the note preceding 

this one (section 883), he finds Nietzsche to have written, 

in speaking of the society of his day, "The great synthetic 

man is lacking, in whom the various forces are unhesitatingly 

harnessed for the attainment of one goal." What society 

possesses instead is the "multifarious man," and Goethe is 

cited as "the most beautiful expression of the type." There 

is little question that Nietzsche values: the synthetic man 

intent on one goal, not the multifarious man, who, as the 

"strong German type," is seemingly lauded in the next note. 

What then is Nietzsche's position? One cannot tell for cer¬ 

tain from these notes of 1887, but we know from the section 

on Goethe in Twilight of the Idols (written the year after) 

that he chose to publish a portrait of Goethe praising him 

as exemplary of what he had called the synthetic man in 
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his notes, and as doing more than just "existing blithely 

4 9 
among antitheses." 

I refer to just one other of these quotations in 

Donoghue.'^ From section 696 of The Will to Power: 

It is not the satisfaction of the will 
that causes pleasure••.but rather the 
will’s forward thrust and again and 
again becoming master over that which 
stands in its way. The feeling of 
pleasure lies precisely in the dissatis¬ 
faction of the will, in the fact that 
the will is never satisfied unless it 
has opponents and resistance. 

And yet, if we look at a published statement on this theme, 

section 2 of The Antichrist, we find: 

What is good? Everything that heightens 
the feeling of power in man, the will to 
power, power itself. 
What is bad? Everything that is born of 
weakness• 
What is happiness? The feeling that 
power is growing, that resistance is 
overc ome.5^ 

Here the "feeling of pleasure" is not the "dissatisfaction of 

the will," as it is in the note, but the feeling "that resis¬ 

tance is overcome." Not just resistance is desired, not just 

conflict, but resolution as well. We may safely say at this 

point that Donoghue’s exposition of the will to power suffers 

from one essential fault: he fails to comprehend that the 

will to power is not the mere setting of one’s self against 

obstacles (for Nietzsche the obstacles concerned were largely 

ideas), but further, through the process of sublimation and 
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rational inquiry, it is the overcoming of those obstacles 

and their subsequent integration into a greater whole, a 

whole defined ultimately as the individual himself. Sub- 

limierung is a process of integration, not splitting, and 

makes of passion and idea a unity, not a battleground. The 

battle is to be fought, surely, but it is also to be con¬ 

cluded in triumph or defeat, not maintained indefinitely. 

Reason forms passion by controlling it, mastering it, and 

that is the will to power, not the mere venting of passion 

in conflict. It is curious, but in trying to shift attention 

away from Yeats's debt to William Blake and assert a greater 

debt to Nietzsche, Donoghue overlooks one element of real 

affinity between Blake and Nietzsche: "Energy is the only 

life and is from the body, and reason is the bound or out¬ 

ward circumference of energy" (The Marriage of Heaven and 

Hell).52 

That Donoghue fails to understand the will to power as 

sublimation is evident from one brief remark: "In Heraclitus, 

as in Nietzsche, energy displaces knowledge as 'the good,' 

action replaces concept."55 We are not concerned here with 

Heraclitus, but the "as in Nietzsche" is disturbing. Energy 

in Nietzsche's view does not replace knowledge, but is bounded 

by it (knowledge understood as thought gained through rational 

inquiry, not facts catalogued away in the memory), nor does 

action replace concept, but concept becomes the embodiment 

of passion and a kind of activity itself. That ideas are 

lived is a succinct statement of what Nietzsche conceived 
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philosophy to be. Ecce Homo, his autobiography, is personal 

testimony to this conception of the philosophic life. 

Donoghue's error leads him even further astray. In an 

analysis of On the Boiler and the late poem, ’’Three Songs 

to the Same Tune," he writes of Teats, "Sometimes he lauds 

war for Nietzsche's reason, that it hardens the muscle," 

thoroughly misunderstanding that when Nietzsche speaks of 

war and warriors he is speaking metaphorically of the strug¬ 

gle on the field of thought (that is, when he does not have 

the opposite intention, as in the first Untimely Meditation, 

of condemning the glorification of war in the new German 

Reich of his day).^ Kaufmann cites a notorious passage from 

Zarathustra ("On War and Warriors," Part One), to clarify 

this matter: 

"You should love peace as a means to new 
wars—and the short peace more than the 
long,” has often been cited out of con¬ 
text to show that Nietzsche was a fascist. 
Nietzsche, however, is surely not speak¬ 
ing of ’’war" in the literal sense any 
more than he is speaking of soldiers. It 
is the quest for knowledge that he dis¬ 
cusses, and he evidently believes that 
it need not be an entirely private af¬ 
fair: it can be a contest, as it was in 
Socrates' day; and the goal might be „ 
truth rather than winning an argument• 

Donoghue's basic misconception also leads him to the 

assertion, made in his discussion of the Cuchulain plays, 

that "Cuchulain is an Irish hero, but he is also a Dio- 

56 
nysian Superman." But as we have already seen, the 

Dionysus of Nietzsche's developed thought, the Ubermensch. 
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is above all a thinker, devoted to rational inquiry and 

the full expression of his passions as they are sublimated 

and formed conceptually. Cuchulain is impulsive, that is 

one of his distinctions. Nietzsche's Dionysus, however, 

as he says of Goethe, is "highly educated" and "self- 

controlled," and certainly neither of these attributes 

can be applied to Cuchulain. Here we see that in his ef¬ 

fort to dramatize the will to power as mere conflict of 

opposites, Donoghue has also fallen prey to the same con¬ 

fusion of others, equating the early Dionysus of The Birth 

of Tragedy with the Ubermensch. the embodiment of the mature 

concept of power. Eager to parallel the notions of will em¬ 

ployed by Nietzsche and Yeats, Donoghue jumps to conclusions 

and, in reaching beyond a few very exciting suggestions on 

the question of influence, loses his way trying to create a 

Yeatsian version of the will to power, which simply does 

not exist. 

To what degree Yeats and Nietzsche differ on the ques¬ 

tion of will, in fact to what degree they differ on any of 

a number of questions, philosophic or aesthetic, only be¬ 

comes fully manifest in treating the idea of the mask. With 

respect to Nietzsche it is of the utmost importance to under¬ 

stand that the major philosophic concept he developed, the 

will to power, and the other concepts related to it, the 

eternal recurrence, the revaluation of all values, the con- 

57 
cept of a beyond good and evil, are all masks. Nietzsche 

conceived the world of becoming, of appearance in flux, to 
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be all we can know. As he says in the "first proposition," 

section 6 of "'Reason' in Philosophy," Twilight of the Idols : 

"The reasons for which 'this' world has been characterized as 

•apparent' are the very reasons which indicate its reality ;; 

any other kind of reality is absolutely indemonstrable.'* But 

if "truth" is something always in change, the best a philoso¬ 

pher can do is seek the fundamental nature of that change as 

something itself which is a matter for change (this is funda¬ 

mental to Nietzsche's critique of the possibility for doing 

metaphysics).. Out of the whirl of appearance man names elements 

that emerge and so gives them a durability only possible in a 

name ; and man maintains that durability through use of the 

name as long as it can be warranted in experience. 

That the idea of the mask first really took hold of 

Yeats's imagination when he read Nietzsche, is the contention 

58 of Richard Ellmann. That Yeats came to use the word "mask" 

in a similar sense to Nietzsche's use of the word, as the 

necessary acting in the world of the imaginatively sensitive 

individual, is a further contention of Ellmann. 7 Our argu¬ 

ment, as it is developed through the next two chapters, will 

make it clear that by "mask" these two men meant very dif¬ 

ferent things, something Ellmann does not recognize. As we 

shall see, if Yeats was influenced by Nietzsche's idea of 

the mask, either he misunderstood it or he intentionally over¬ 

looked Nietzsche's meaning, for there is no hint in his writ¬ 

ings on the mask of the terrible isolation and pain embodied 

in Nietzsche's concept of it} rather, there is fundamentally 
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expressed, a belief in eternal truths, and a hope of sal¬ 

vation from this brief corporeal life* 
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CHAPTER TWO 

MASK AS CONCEALMENT: NIETZSCHE AND 

THE DILEMMA OF TRUTH 

The mature idea of the mask that Nietzsche ultimately 

conceived is developed over three books, written one after 

the other: The Gay Science (l882)>, Thus Spoke Zarathustra 

(completed in 1885), and Beyond Good and Evil (1886). A 

fifth book was added to The Gay Science for a new edition 

of 1887, and completes the sequence with which we are con¬ 

cerned here* If it is true that "Nietzsche had not much 

systematized his reflections about the mask," as Ellmann 

writes, still it was more than just "full of suggestions."^ 

It was, even as early as The Gay Science, an advanced idea, 

though in that work the word is rarely used. 

At the point in his philosophic development when 

Nietzsche wrote this book he had come to a realization 

utterly terrifying to him: the profound questionableness 

of truth as a philosophic notion. Truth, he could now see, 

was no more than description, it was not explanation (as an 

example of this argument at work, on the question of cause 

and effect, see The Gay Science, section 112); truth is the 

description of reality demanded by man's situation at any 

point in time for the sake of the best, most healthy means 

of maintaining the species, or societal units of it, against 

the "chaos" of the world and the many dangers inherent in 



32. 

the instability that would certainly exist if there were 

no knowledge of certain things as "true.” The extent to 

which truth comprehends nothing of the world is expressed 

with remorseless directness: 

The total character of the world, how¬ 
ever, is in all eternity chaos~in the 
sense not of a lack of necessity but of 
a lack of order, arrangement, form, 
beauty, wisdom, and whatever other names 
there are for our aesthetic anthropo¬ 
morphisms... Let us beware of attributing 
to it fthe universe] heartlessness and 
unreason or their opposites: it is neither 
perfect nor beautiful, nor noble, nor does 
it wish to become any of these things; 
it does not by any means strive to imi¬ 
tate man. None of our aesthetic and 
moral judgments apply to it. Nor does 
it havë any instinct for self-preserva¬ 
tion of any other instinct; and it does 
not observe any laws either. Let us be¬ 
ware of saying that there are laws in 
nature. There are only necessities...• 
Once you know that there are no purposes, 
you also know that there is no accident; 
for it, is only beside a world of purposes 
that the word "accident" has meaning. Let 
us beware of saying that death is opposed 
to lifis. The living is merely a type of 
what is dead, and a very rare type. (The 
Gay Science, section 109) 

But if truth is not something that can be known, at 

least as the word is usually employed, and if truth instead 

is description imposed on the world for the sake of creating 

order, and a description that necessarily changes: as cul¬ 

tural and intellectual development brings into play new 

necessities, then truth is actually a condition of untruth.^ 

This conclusion receives succinct expression in section 4 of 
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Beyond Good and Evil:. "To recognize untruth as a condi¬ 

tion of life—that certainly means resisting accustomed 

value feelings in a dangerous way; and a philosophy that 

risks this would by that token alone place itself beyond 

good and evil.” 

That it is dangerous is altogether important. Nietzsche1 

did not conceive his philosophy as nihilistic, but as per¬ 

forming the substantive act of unveiling the nihilism al¬ 

ready at the bottom of man's effort to foster self-apprecia¬ 

tion through positing anthropomorphic "truths”" and then be¬ 

lieving them actually to be truths. He did not himself argue 

nihilism, he simply saw it where it already was, lurking 

62 
like a big worm in the core of a little apple. The danger 

of the "death of God” appalled him. As Kaufmann writes of 

Nietzsche: .while he was keenly aware of the sense in 

which the existence of God might diminish the value of man, 

he was no less aware of, if not altogether overwhelmed by, 

the manner in which the nonexistence of God would threaten 

63 
human life with complete loss of all significance.” It is 

with his realization of the threat of nihilism to life that 

Nietzsche turns from the mere unveiling of deceptions 

paraded as truths (as important and difficult as that is), 

to the positive act of seeking out what is essentially of 

value for man in the world, irrespective of whether truth 

can be appended to it or not; and the resolution to his 

dilemma comes not from philosophy, but from instincts it 

is life itself. The will to power as a concept is philoso- 
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phy, it is not life as such, and Nietzsche recognized its 

tentative nature as an attempt, after extensive examination, 

to understand life rationally and then offer a "truth" of 

fundamental importance founded on that understanding (see, 

as an illustration of this recognition, Beyond Good and Evil 

section 36)* But life itself is "from the source" and simply 

is, independent of philosophy's effort to communicate "what 

64 
lies at the source»" In this sense truth becomes at best, 

and this is not an inconsequential "at best," the knowledge 

of life asserting itself; but such a knowledge can never be 

summarized, because all truth, as something stated, proves 

itself to be mere perspective and interpretation, and, as 

such, untruth. But if truth is something incapable of being 

stated, and life is recognized as the source and end-all of 

human knowledge, the only answer left to the problem of 

65 
communication is: mask. ^ For life demands communication, 

and it is knowledge which occupies the most important part 

of our "communiques" in an advanced society. We have to 

speak of what we know, that is what Nietzsche calls the 

"genius of the species" (The Gay Science, section 354). 

But, as Nietzsche goes on to say of that "genius," what 

can be communicated so that all members of a society under¬ 

stand it, is by that very fact necessarily common. Han's 

individual existence cannot find a home in the thoughts of 

"consciousness," at least insofar as consciousness is under¬ 

stood, as it is by Nietzsche here, to be that self-conscious 

ness which is required for making oneself known through 
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communication to any other member of the societyt 

My idea is, as you see, that consciousness 
does not really belong to man's individual 
existence but rather to his social or herd 
nature; that, as follows from this, it has 
developed subtlety only insofar as this is 
required by social or herd utility. Conse¬ 
quently, given the best will in the world 
to understand ourselves as individually as 
possible, "to know ourselves," each of us 
will always succeed in becoming conscious 
only of what is not individual but "average." 
... Fundamentally, all our actions are al¬ 
together incomparably personal, unique, and 
infinitely individual; there is no doubt of 
that. But as soon as we translate them into 
consciousness they no longer seem to be. 
(The Gay Science, section 35^) 

It is for this reason, because "fundamentally, all our 

actions are altogether incomparably personal," that Nietzsche 

calls upon art and philosophy to be creators of value in the 

world. In place of the common mask that is language as em¬ 

ployed by all for the sake of "herd utility," Nietzsche calls 

for a mask expressive of the individual. The rationale is 

one of health, not only of the individual, but also of the 

species (see "what preserves the species," section k, The Gay 
Science, and further, "the great health," section 382 of the 

same), and that health is the squandering of the spirit only 

creators may indulge, a squandering that by its very nature 

creates "truth" by creating masks for what otherwise would 

be lost in chaos. 

Only as creators 1— This has given me the 
greatest trouble and still does:- to realize 
that what things are called is incomparably 
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more important than what they are. The 
reputation, name, and appearance, the 
usual measure and weight of a thing, 
what it counts for—«originally almost 
always wrong and arbitrary, thrown over 
things like a dress and altogether 
foreign to their nature and even to 
their skin—-all this grows from genera¬ 
tion unto generation, merely because 
people believe in it, until it gradual¬ 
ly grows to be part of the thing and 
turns into its very body. What at first 
was appearance becomes in the end, al¬ 
most invariably, the essence and is 
effective as such... We can destroy on¬ 
ly as creators. —But let us not forget 
this either: it is enough to create new 
names and estimations and probabilities 
in order to create in the long run new 
"things." (The Gay Science. section 58) 

For in the end, "One thing is needful.— To 'give style' 

to one's character—a great and rare art!" (The Gay Science, 

section 290) Art is a falsifier, because it makes through 

use of words (or of whatever medium it chooses) a permanence 

that is mere illusion, only lasting as long as the words 

continue to embody life for those who hear them spoken. As 

do the "truths" espoused by philosophy, art imposes order 

where otherwise order would not exist. It is life living, it 

is also life falsifying in order to live. It is life as mask. 

Yet our analysis so far has not completely grasped one 

critical element in all this, what is, in fact, the "will" 

at work in art and philosophy once they are understood to 

be but masks. That element is the profound pathos of him 

who has come to the realization that life lacks all sig¬ 

nificance but itself, that life is the determiner of its 

own values, that, in the end, "God is dead." The madman who 
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makes this pronouncement in The Gay Science (section 125) 

is deeply affected by the state of things* We see another 

example of this in Zarathustra himself, who resists recog¬ 

nition of the eternal recurrence; it terrifies him to 

think of it, and he pushes it away from his thoughts until 

he simply can do it no longer, until he must embrace it to 
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continue living. Nietzsche himself experienced the same 

emotional struggles as these figures he created (as told 

in Ecce Homo), alternately fear, sickness, fragility, then 

courage, health, strength* The latter only came when he 

could embrace his own acute loneliness as his life's most 

exultant expression of itself, when he could, as his Zara¬ 

thustra, gladly will the return of all his pain and suffer¬ 

ing just as it had been, when he could desire "the nuptial 

ring of rings, the ring of recurrence" ("The Seven Seals," 

Part Three, Zarathustra) to wed him to eternity, though 

eternity as bodily suffering life, not as any "heavenly" 

existence* The import of this is that the philosopher and 

artist who knows what Nietzsche knows, must protect himself 

from his own propensity toward nihilism and death, since 

he finds himself utterly alone on the edge of a new found 

truth, an endless abyss opened before him now the old truths 

have dissolved into mere interpretation and now "the human 

intellect cannot avoid seeing itself in its own perspectives, 

and only in these." (The Gay Science * section 37^) Ultimate 

truths are no longer possible, and as Nietzsche dwells on the 

alternative, a deep-felt pathos begins to emerge: 
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Rather has the world become "infinite” 
for us all over again, inasmuch as we 
cannot reject the possibility that it 
may include infinite interpretations « 
Once more we are seized by a great 
shudder; but who would feel inclined 
immediately to deify again after the 
old manner this monster of an unknown 
world? And to worship the unknown 
henceforth as "The Unknown One"? Alas, 
too many ungodly possibilities of inter¬ 
pretation are included in the unknown, 
too much devilry, stupidity, and foolish¬ 
ness of interpretation—even our own 
human, all too human folly, which we know* 
(The Gay Science, section 37*0 

That the protection against nihilism and our "human, 

all too human folly" is the raison d'etre of art is made 

manifest in the preface he wrote to the second edition of 

The Gay Science (1887)* Written after Zarathustra and Beyond 

Good and Evil, the thoughts here expressed bring together- 

all that those two works had devoted to mask, though the word 

itself does not appear in these remarks* We see in the préfaça- 

how protecting oneself from nihilism necessarily entails con¬ 

cealing by means of art the profound depths of uncertainty 

and confusion with which Nietzsche's "truth" has endowed one, 

and from which one must convalesce in order to live: 

How the theatrical scream of passion now 
hurts our ears, how strange to our taste 
the whole romantic uproar and tumult of 
the senses have become, which the edu¬ 
cated mob loves, and all its aspirations 
after the elevated, inflated, and exag¬ 
gerated! No, if we convalescents still 
need art, it is another kind of art—a 
mocking, light, fleeting, divinely un¬ 
troubled, divinely artificial art that, 
like a pure flame, licks into unclouded 
skies* Above all, an art for artists, for 
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artists only! We know better afterward 
what above all is needed for this: cheer¬ 
fulness, any cheerfulness, my friends— 
also as artists: let me prove it* There 
are a few things we now know too well, we 
knowing ones: oh, how we now learn to for¬ 
get well, and to be good at not knowing, 
as artists! 

And as for our future, one will hardly 
find us again on the paths of those Egyp¬ 
tian youths who endanger temples by night, 
embrace statues, and want by all means to 
unveil, uncover, and put into a bright 
light whatever is kept concealed for good 
reasons* No, this bad taste, this will to 
truth, to "truth at any price," this youth¬ 
ful madness in the love of truth, have lost 
their charm for us: for that we are too 
experienced, too serious, too merry, too 
burned, too profound* We no longer believe 
that truth remains truth when the veils are 
withdrawn; we have lived too much to be¬ 
lieve this* Today we consider it a matter 
of decency not to wish to see everything 
naked, or to be present at everything, or 
to understand and "know" everything* (The 

£2Z Science, "Preface for the Second Edi¬ 
tion," section k) 

This is an astonishing statement for Nietzsche to make, 

for it is of course he himself who had always been guilty, 

and would continue to be guilty, of "this bad taste, this 

will to truth, to 'truth at any price*.'" He needs art in 

order to veil from himself that which he persists in knowing 

and exploring further. He needs art, it is now apparent, in 

order to be a philosopher at all* to be someone with such a 

penchant for "bad taste•" We see that art and philosophy com¬ 

plement one another, for art as "a pure flame" is something 

only philosophers (as "convalescents") create, and this art 

in turn brings them health and life where the relentless 

search for truth would otherwise erode the zeal to live 
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Though the word “mask'* is itself infrequently employed 

in The Gay Science, our exegesis of pertinent aphorisms 

makes clear that a concept of mask is being developed by 

Nietzsche nonetheless; it is implicit in his analysis of 

art* The word appears more frequently in Beyond Good and 

Evil, where the idea of the mask receives its most force¬ 

ful and explicit treatment* This book, Nietzsche wrote 

Jacob Burckhardt, "says the same things as my Zarathustra, 

but differently, very differently*" ' In Zarathustra "mask" 

appears in only two contexts, though they are critical for 

a comprehensive understanding of Nietzsche's use of this 

word. It is in Beyond Good and Evil, however, that we find 

the theme clearly stated: the purpose of the mask is conceal¬ 

ment* But here the idea is broadened to include not just con¬ 

cealment as a means of protecting the philosopher-artist from 
* 

tumbling into the abyss of truth's ultimate questionableness, 

but also as a means of protecting him from the others who 

cannot comprehend his profundity and could only hurt him or 

themselves if they were given the opportunity to glimpse 

what he himself knows (this facet of concealment is funda¬ 

mental to Nietzsche's concept of the "noble spirit" neces¬ 

sarily isolated from the "rabble"—see, for example, section 

270 of Beyond Good and Evil), Yet the essential notion at 

work in Nietzsche's concept of mask remains the same through¬ 

out this new application of the idea to the isolation of the 

philosopher from the too curious crowd. 

In employing "mask" for this new purpose Nietzsche still 
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makes it clear that the philosopher needs the mask's pro¬ 

tection because his search for truth might otherwise de¬ 

stroy him. We see, further, to what degree all words for 

what is true or what is of ultimate value are themselves 

mere masks, and how great is the philosopher's dilemma, 

being forced to choose words that are only cloaks in order 

to dig behind words that are only cloaks. From sections 230 

and 289 of Beyond Good and Evils 

Here {i.e., in the "basic will of the 
spirit," the will to powerj belongs also, 
finally, that by no means unproblematic 
readiness of the spirit to deceive other 
spirits and to dissimulate in front of them, 
that continual urge and surge of a creative, 
form-giving, changeable force: in this the 
spirit enjoys the multiplicity and crafti¬ 
ness of its masks, it also enjoys the feel¬ 
ing of its security behind them: after all, 
it is surely its Protean arts that defend 
and conceal it best. 

This will to mere appearance, to simpli¬ 
fication, to masks, to cloaks, in short, to 
the surface—for every surface is a cloak— 
is countered by that sublime inclination of 
the seeker after knowledge who insists on 
profundity, multiplicity, and thoroughness, 
with a will which is a kind of cruelty of 
the intellectual conscience and taste... 
These are beautiful, glittering, jingling, 
festive words: honesty, love of truth, love 
of wisdom, sacrifice for knowledge, heroism 
of the truthful—they have something that 
swells one's pride. But we hermits and mar¬ 
mots have long persuaded ourselves in the 
full secrecy of a hermit's conscience that 
this worthy verbal pomp, too, belongs to 
the old mendacious pomp, junk, and gold 
dust of unconscious human vanity, and that 
under such flattering colors and make-up 
as well, the basic text of homo natura must 
again be recognized. (Beyond Good and Evil, 
section 230) 
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In the writings of a hermit one always 
also hears something of the echo of the 
desolate regions, something of the whis¬ 
pered tones and furtive look of solitude; 
in his strongest words, even in his cry, 
there still vibrates a new and dangerous 
kind of silence—of burying something in 
silence... The hermit does not believe 
that any philosopher—assuming that every 
philosopher was first of all a hermit— 
ever expressed his real and ultimate 
opinions in books: does one not write 
books precisely to conceal what one har¬ 
bors? Indeed, he will doubt whether a 
philosopher could possibly have "ultimate 
and real" opinions..•• Every philosophy 
is a foreground philosophy—that is a 
hermit's judgment: "There is something 
arbitrary in his stopping here to look 
back and look around, in his not digging 
deeper here but laying his spade aside; 
there is also something suspicious about 
it." Every philosophy also conceals a 
philosophy; every opinion is also a hide¬ 
out, every word also a mask. (Beyond Good 
and Evil, section 289) 

The opening sentence of section 289 recalls Zarathustra's 

remark: "It is my favorite malice and art that my silence has 

learned not to betray itself through silence." ("Upon the Mount 

of Olives," Part Three)0 It is clear that by mask Nietzsche 

means an appearnace created self-consciously for concealing 

oneself from others and adopting a stance which is, as it 

were, a stopping place for the spirit, a way of living and 

acting consistent with the one thing that is "needful": "To 

'give style' to one's character—a great and rare art! It 

is practiced by those who survey all the strengths and weak¬ 

nesses of their nature and then fit them into an artistic 

plan until every one of them appears as art and reason and even 

weaknesses delight the eye," (The Gay Science « section 290) 
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Of this acting Nietzsche also says it isf "Falseness with 

a good conscience; the delight in simulation exploding as 

a power that pushes aside one's so-called 'character,' 

flooding it and at times extinguishing it; the inner crav¬ 

ing for a role and mask, for appearance , ...** (The Gay 

Science , section 361) 

This brings us to the single most exciting, if also 

most perplexing, remark Nietzsche ever made on the mask, 

the opening sentence of section 40, Beyond Good and Evil:: 

"Whatever is profound loves masks; what is most profound 

69 
even hates image and parable." Within this statement are 

held, in miniature, all the ramifications of Nietzsche's 

concept of mask. But exegesis requires we return to Thus 

Spoke Zarathustra. where, in Part Two, Nietzsche clarifies 

what he means by image (Bild) and parable (Gleichnis). They 

are words which bespeak appearance when it is construed as 

representing something permanent, something not of "time 

and becoming" but stable and everlasting, something "true" 

in the old sense. For example, in "Upon the Blessed Isles," 

Zarathustra says, "All the permanent—that is only a parable. 

And the poets lie too much."^ This is a characteristic 

double-entendre of this work. Whereas we always recognize 

any attempts to word ultimate truths as only efforts tor 

"represent" them, and not "be" them, Nietzsche inverts the 

matter by turning what we would consider the permanent or 

ultimate truth behind the representation into the very 

parable itself, retaining, however, a hint of the usual 
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meaning of parable. Flaying on words here, Nietzsche is 

pressing toward the idea that the parable is the truth, 

just as the "apparent” is the "reality" in his "first 

proposition" (Twilight of the Idols). That this is his 

meaning becomes evident in the remark with which Zarathustra 

follows the one above: "It is of time and becoming that the 

best parables should speak: let them be a praise and a justi¬ 

fication of all impermanence." The double-entendre is, how¬ 

ever, maintained, even enhanced, for now parable is used 

by Nietzsche to mean something which actually doea stand 

for something else, in this case "impermanence"} and yet, 

because impermanence is identified with appearance through¬ 

out the book of Zarathustra, and with parable as one example 

of appearance, the very separation made in the above remark, 

of parable from the "impermanence" for which it is to stand, 

remains all the same an identity. If this word-play is mad¬ 

dening, it also accomplishes a purpose, for having identified 

the "permanent" with parable in the first of the two remarks, 

Nietzsche not only has shaken our confidence in words, but, 

with a degree of mischievousness (he always loved the word 

boshaft), he also has forced "permanence" into the position 

of being itself mere appearance that represents, as- parable, 

"impermanence." Playing on the idea of "apparent" and "real," 

he has inverted (or, if you like, subverted) the age-old 

notion that impermanence is only an appearance behind which 

exists the permanent (as "truth" or Platonic Form or God), 

all to the ultimate effect of questioning the validity of 
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such dichotomies in the first place* 

We find the same problem, but much more simply expressed, 

in Nietzsche's use of "image." In "On Immaculate Perception" 

Zarathustra asks, "Where is beauty?" and answers, "Where I 

must will with all my will; where I want to love and perish 

71 
that an image may not remain a mere image." There is "image" 

and there is "mere image." The latter is a picture which rep¬ 

resents something that is itself simply accepted as existing 

behind the picture. The former, however, is in Nietzsche's 

conception something consciously created as the thing which, 

as image, and solely as image, is in and of itself complete 

and the valued thing in our perception of "reality." Once 

again, the thing supposedly represented, the thing for which 

the image is supposed to stand as- a mere "appearance" of it, 

is identified by Zarathustra with the representation itself, 

the apparent and the real are merged and shown to be one. 

A particular example of image which, as image, is of value and 

•• 

complete in itself, is the ïïbermensch. who, as we have seen, 

is "self-controlled," a passionate being with style to his 

character, a Goethe: 

But my fervent will to create impels me 
ever again toward man; thus is the hammer 
impelled toward the stone. 0 men, in the 
stone there sleeps an image, the image of 
my images. Alas, that it must sleep in 
the hardest, the ugliest stone! Now my 
hammer rages cruelly against its prison. 
Pieces of rock rain from the stone: what 
is that to me? I want to perfect it; for 
a shadow came to me—the stillest and 
lightest of all things came to me. The 
beauty of the overman £ÜbermenschenQ came 
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to me as a shadow. 0 my brothers, what 
are the gods to me now? ("Upon the Blessed 
Isles," Part Two, Zarathustra) 

Both "parable" and "image" are treated as false or dead 

(like the unhammered stone) if they remain static represen¬ 

tations of reality, or as true and alive if they become 

formed expressions of the self-conscious will (will to power) 

asserting itself as a creative force in "time and becoming.** 

We have already seen how self-conscious the creative act 

applauded by Nietzsche must be (The Gay Science, section 58! 

"Only as creators I"). The meaning of this self-consciousness 

active in the will of the creator is addressed, albeit 

ironically, in Zarathustra’s claim, "The poets lie too much," 

a claim reiterated and explained in "On Poets," Here Zara¬ 

thustra includes himself among them: 

...we do lie too much. We also know too 
little and we are bad learners; so we 
simply have to lie... This, however, all 
poets believe: that whoever pricks up 
his ears as he lies in the grass or on 
lonely slopes will find out something 
about those things that are between 
heaven and earth... And especially above 
the heavens: for all gods are poets' 
parables, poets' prevarications. Verily, 
it always lifts us higher—specifically, 
to the realm of the clouds: upon these 
we place our motley bastards and call 
them gods and overmen... Ah, how weary 
I am of all the imperfection which must 
at all costs become event! Ah, how weary 
I am of poets! ("On Poets," Part Two, 
Zarathustra) 

Poets "lie too much" and yet they "simply have to lie." 



The poet, or, as we may also include him, the philosopher, 

must lie because all truth is perspective and for that 

reason untruth, and yet the poet or philosopher may lie 

too much if he does not comprehend this condition of all 

truth, that it is falsehood, and still believes in the 

irrefutable truths, in God, or gods, or whatever is '‘above 

the heavens*." This is the meaning of the first reference to 

mask in Zarathustra* in "On Immaculate Perception," where 

Zarathustra admonishes those who believe they can perceive 

something purely as it exists in and of itself, the so- 

called "pure perceivers":. "Behind a god's mask you hide from 

yourselves, ip your 'purity'; your revolting worm has crawled 

into a god's mask*" The "god's mask," just as "image" and 

"parable" before, is something which represents something 

else * in this case the notion of divinity which is embodied 

in the idea of an ultimate truth of things as perceived* But 

in the context of the passage this matter is implicitly ques¬ 

tioned by Nietzsche; the god and his mask are both urged upon 

us as illusions emblematic of the illusion of "pure perception." 

Poets or philosophers or "pure perceivers" hide from themselves, 

Nietzsche tells us, by wearing masks unself-consciously adopted, 

if they think any truth can exist as such which is not also 

a contrivance of the mind of men* They hide from themselves 

their own creative will* Nietzsche's philosopher, on the 

other hand, fashions truth self-consciously as a mask he can 

wear, as a style of life and of thought he can adopt* The 

whole matter turns on the question whether what is called a 
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truth is known to be still a lie by the one proclaiming it, 

and thus a self-consciously adopted mask, or whether it is 

not so known, and must remain an unconscious lie, an unself¬ 

consciously adopted mask, a "mere image." Mask, image, and 

parable may all be either self-consciously fashioned, created 

things, and thus "true," or else accepted things (dogma), and 

thus "false." This distinction is addressed in a note of the 

l880*s: 

Every act is misunderstood. And one must, 
in order not to be continually crossed, 
have his masks. Also in order to seduce.— 
Rather associate with those who consciously 
lie, because only they can be consciously 
truthful. The common truthfulness is a 
mask without consciousness of the mask. 
(My translation)^ 

With this we return to section 40 of Beyond Good and Evil: 

"Whatever is profound loves masks; what is most profound even 

hates image and parable." There can be little question that 

by "mask" in this statement Nietzsche means mask self-consciously 

created and adopted by the philosopher-artist in order to pro¬ 

tect and to express himself; whereas by "image" and "parable" 

he means mask that is unself-consciously adopted as a "true" 

representation of reality, he means a "common truthfulness" 

(gewohnliche Wahrhaftigkeit). Nietzsche asserts only "whatever 

is profound" may have the courage to face the nihilism his 

philosophy has bared, and be able to respond by a gaya scienza 

of song, dance, and poetry, in short, of masks joyfully assumed. 

That the philosopher-artist suffers all the same for his know- 
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ledge Nietzsche never forgets, and nowhere perhaps in all 

his writings is this suffering more expressly admitted than 

in the song which sings of a poet's despair, "Das Lied der 

Schwermut" ("The Song of Melancholy") from Part Four of 

Zarathustra. It is here that mask (Larve) is faced for the 

little it is in the end, a mere attempt of "a fool, a poet" 

to picture the world and make it real. It is significant that 

though in Zarathustra the song is sung by the magician, and 

is thus dissociated from Zarathustra himself, the same song, 

newly entitled "Nur Narrl Nur Dichterl" ("Only Foolî Only 

Poet!"), appears in the Dionysus Dithyrambs manuscript of 

1888, a manuscript which bears the motto: "These are the 

songs of Zarathustra which he sang to himself to endure his 

73 
ultimate loneliness." In this song we see the danger for 

Nietzsche's philosopher-artist if he ever lose the self- 

control Nietzsche admired so much in his Dionysian, Goethe. 

For the pathos of his loneliness and isolation may overwhelm, 

even destroy him: 

Bei abgehellter Luft, 
Wenn schon des Thau's Trostung 
Zur Erde niederquillt, 
Dnsichtbar, auch ungehort— 
Denn zartes Schuhwerk tragt 
Der Troster Thau gleich alien Trost-Milden—: 
Gedenkst du da, gedenkst du, heisses Herz, 
Wie einst du durstetest, 
Nach himmlischen Thranen und Thau-GetrSufel 
Versengt und nriide durstetest, 
Dieweil auf gelben Gras-Pfaden 
Boshaft abendliche Sonnenblicke 
Durch schwarze Baume urn dich liefen, 
Blendende Sonnen-Gluthblicke, schadenfrohe? 
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"Der Wahrheit Freier? Du? — so hohnten sie -- 
NeinI Nur ein Dichteri 
Ein.-Thier, ein listiges, raubendes, schleichendes, 
Das”lugen muss, 
Das wissentlich, willentlich^lugen muss: 
Nach Beute lustern, 
Bunt verlarvt, 
Sich selber Larve, 
Sich selbst zur Beute— 
Das — der Wahrheit Freier? 
Ne ini Nur NarrI Nur Dichter! 
Nur Buntes redend, 
Aus Narren-Larven bunt herausschreiend, 
Eerumsteigend auf "lugnerischen Wort-Brucken, 
Auf bunten Regenbogen, 
Zwischen falschen Eimmeln 
Und falschen Erden, 
Herumschweifend, herumschwebend,— 
Nur NarrI Nur Dichter!”' 

Bei abgehellter Euft, 
Wenn schon des Monds Sichel 
Grun zwischen Purpurrothen 
Und neidisch hinschleicht i: 
-- dem Tage feind, 
Hit jedem Schritte heimlich 
An Rosen-Eangematten 
Einsichelnd, bis sie sinken, 
Nacht-abfrarts blass hinabsinken: — 

So sank ich selber einstmals 
Aus meinem Wahrheits-Wahnsinne, 
Aus meinen Tages-Sehnsuchten, 
Des Tages -mude, krank vom Lichte, 
— sank abwarts, abendwarts, schattenwarts: 
Von Einer Wahrheit 
Verbrannt und durstig: 
— gedenkst du noch, gedenkst du, heisses Eerz, 
Wie d® du durstetest?— 
Pass ich verbannt sei 
Von aller Wahrheit. 
Nur NarrI 
Nur Dichteri' 



CHAPTER THREE 

MASK AS REVELATION: YEATS AND 

THE PRINCIPLE OF THE SOUL 

Possibly the best introduction to a discussion of Yeats's 

idea of the mask may be his statement, from a diary kept in 

1930, of the "three essentials": "I would found literature on 

the three things which Kant thought we must postulate to make 

life livable—-Freedom, God, Immortality."*^ Yet, at the root 

of these "three essentials" it can be argued there lies one 

even more fundamental for Yeats : the principle of the soul. 

Briefly, the soul was the one reality he considered of value 

as an artist, a suprasensual vital principle underlying all 

being in the world, whether as the soul of the individual or, 

more comprehensively, as the "soul of the world," the Anima 

Mundi (after Henry More). This principle of the soul is the one 

sanction for freedom in Yeats's thought, because the empiric 

world of nature and society he considered to be the victim of 

mechanical laws with which science might be concerned, but not 

he. The soul is also of God, or, true to the geometrical de¬ 

sign of A Vision, of what Yeats calls there the Thirteenth 

Cone. Thirdly, the soul is immortal, whereas the body and all 

organic life are of time and change and decay; the soul itself 

is perpetual in an eternal scheme of things, whether pursuing 

the rounds of reincarnation elaborated in A Vision, or finally 

attaining its rest in the Godhead. 
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As the vital principle of life, the soul is the medium 

in and through which passion expresses itself, and passion 

remained Yeats’s major single preoccupation throughout his 

creative life. He conceived it to be the fountain of all 

great art, but this is only because in experiencing it Yeats 

thought we approached the condition of the soul, and came 

closer to that state of soul the more we strove to purify 

passion from the effects of bodily and temporal existence. 

Pure passion he conceived as essentially the "condition of 

fire," spoken of in Per Arnica Silentia Lunae as the spiritual 

76 
reality beyond the "terrestial condition.”' Yeats elaborates 

on the soul's residence there: 

When all sequence comes to an end, time 
comes to an end, and the soul puts on the 
rhythmic or spiritual body or luminous 
body and contemplates all the events of 
its memory and every possible impulse in 
an eternal possession of itself in one 
single moment. That condition is alone 
animate, all the rest is fantasy, and 
from thence come all the passions and, 
some have held, the very heat of the 
body.?? 

Passion, though it is of the disembodied soul, reveals 

itself in art by being embodied in symbol, or Image as Frank 

Kermode chooses to call it: "The Image, indeed, belongs to no 

78 
natural order of things. It is out of organic life....” It 

belongs instead to the Anima Mundi. Although as an object with 

form the Image, or symbol, is chosen from amongst objects in 

the empiric world of the five senses, because it has been en¬ 

dowed through tradition with suprasensual meanings it has be- 
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come something no longer of this world, but of the soul 

and the soul's passion, it has become something universal* 

This is the raison d'etre of art as Yeats conceived it: art 

gives form to the passion that is of the "condition of fire," 

that reality in which the disembodied soul takes "possession 

of itself in one single moment;" it gives form to the Anima 

Mundi and allows the bodily creature of time to enter upon 

eternal verities and escape the "pushing world." This concept 

of art takes shape over several scattered passages in Yeats's 

work and attains its most concise expression in the mature 

concept of self and anti-self, and, concomitantly, of mask* 

What we see in Yeats's most basic formulations on this ques¬ 

tion is a recognition that art must reach beyond the world of 

time and change, into a deeper world where alone the imagina¬ 

tion can find sustenance and life be rewarded* From "Certain 

Noble Plays of Japan" (1916): 

All imaginative art remains at a distance 
and this distance, once chosen, must be 
firmly held against a pushing world* Verse, 
ritual, music, and dance in association 
with action require that gesture, costume, 
facial expression, stage arrangement must 
help in keeping the door* Our unimaginative 
arts are content to set a piece of the 
world as we know it in a place by itself, 
to put their photographs as it were in a 
plush or a plain frame, but the arts which 
interest me, while seeming to separate 
from the world and us a group of figures, 
images, symbols, enable us to pass for a 
few moments into a deep of the mind that 
had hitherto been too subtle for our 
habitation.79 
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The "deep of the mind" is the one reality Teats 

recognized. The natural world, as something merely to be 

observed, was actually an interference to attaining the 

visionary reality in this "deep of the mind"; naturalism, 

in fact, "leaves man helpless before the contents of his 

80 
own mind." These contents are the images mirrored in the 

mind by observation. In speaking of the "three essentials" 

Teats makes it clear what he seeks in art is something 

supra-naturals "Because Freedom is gone we have Stendhal's 

'mirror dawdling down a lane'; because God has gone we have 

realism, the accidental, because Immortality is gone we can 

no longer write those tragedies which have always seemed to 

me alone legitimate—those that are a joy to the man who 

8l 
dies." Life's only justification is not in anything we can 

see or sense, anything "external," but is in a sacred impulse 

which comes from within. In the 1904 Samhain Teats wrote: 

Every argument carries us backwards to 
some religious conception, and in the 
end the creative energy of men depends 
upon their believing that they have, 
within themselves, something immortal 
and imperishable, and that all else is 
but as an image in a looking-glass. So 
long as that belief is not a formal 
thing, a man will create out of a joy¬ 
ful energy, seeking little for any ex¬ 
ternal test of an impulse that may be 
sacred, and looking for no foundation 
outside life itself.82 

Literature must "measure all things by the measure not 

of things visible but of things invisible." 
83 As Teats explores 
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his concept of art and works to found an aesthetic on 

truths not born of this empiric world, a new element, 

conflict, begins to emerge. This is because passion is 

not possible without struggle; as he was to say much later: 

84 
"Passion is conflict, consciousness is conflict." Conflict 

occurs because passion, by its very nature as conceived by 

Teats, requires it to purify itself, to set itself apart 

from all unnecessary attributes and achieve the "condition 

of fire." Conflict, however, is described in Per Arnica 

Silentia Lunae as of the "terrestial condition," whereas 

85 
the "condition of fire is all music and all rest." Is 

there a discrepancy? No, for analysis makes it evident that 

though Teats in this work can speak of "two realities," they 

are not altogether exclusive of one another. A. Vision elabo¬ 

rates on just this point. Conflict there is presented as of 

the essence of the spiritual world; even the soul's journey 

between death and birth, described in Book III, involves 

stages of conflict and struggle. The "condition of fire" is 

not really devoid of conflict at all, or it would be devoid 

of passion, but the conflict is transfigured in this supra- 

sensual realm, it is a pure condition of soul, no longer en¬ 

tailing, or suffering, body, time, and the "momentary breath." 

From "Byzantium": 

At midnight on the Emperor's pavement flit 
Flames that no faggot feeds, nor steel has lit, 
Nor storm disturbs, flames begotten of flame, 
Where blood-begotten spirits come 
And all complexities of fury leave, 
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Dying into a dance, 
An agony of trance, 
An agony of flame that cannot singe a sleeve. 

Passion is the ruling theme, but passion that is of the 

soul, that is "in an eternal possession of itself in one sin¬ 

gle moment." Yet to attain it and the transfigured conflict 

in which it participates in the condition of fire, it is neces¬ 

sary to undertake the conflict of the terrestial condition first, 

to set one's self in opposition to some challenge that is "of 

86 all things not impossible the most difficult." This is the 

meaning of two critical references to Coriolanus and "the law" 

in the Samhain of 1904, where the lineaments of the later con¬ 

cept of conflict begin to emerge: 

We, who are believers, cannot see reality 
anywhere but in the soul itself, and see¬ 
ing it there we cannot do other than re¬ 
joice in every energy, whether of gesture, 
or of action, or of speech, coming out of 
the personality, the soul's image, even 
though the very laws of Nature seem as 
unimportant in comparison as did the laws 
of Home to Coriolanus when his pride was 
upon him. Has not the long decline of 
the arts been but the shadow of declining 
faith in an unseen reality?87 

And again: 

If the subject of drama or any other art 
were a man himself, an eddy of momentary 
breath, we might desire the contemplation 
of perfect characters; but the subject of 
all art is passion, and a passion can on¬ 
ly be contemplated when separated by it¬ 
self, purified of all but itself, and 
aroused into a perfect intensity by opposi- 
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tion with some other passion, or it may 
be with the law, that is the expression 
of the whole whether of Church or Nation 
or external nature. Had Coriolanus not 
been a law-breaker, neither he nor we had 
ever discovered, it may be, that noble 
pride of his, and if we had not seen 
Cleopatra through the eyes of so many 
lovers, would we have known that soul of 
hers to be all flame, and wept at the 
quenching of it? If we were not certain 
of law we would not feel the struggle, 
the drama, but the subject of art is not 
law, which is a kind of death, but the 
praise of life, and it has no commandments 
that are not positive.88 

This last passage is especially significant, for it 

combines a number of different elements from Yeats's develop¬ 

ing aesthetic. The "subject of art is passion," but notice 

that this passion can only be realized when "aroused" by 

opposition. Yeats cites two possible opponents: another 

passion, or the law. These two opponents are not distinguished 

clearly, but one can venture that Yeats is speaking exclu¬ 

sively here of opposition in the terrestial condition. Cer¬ 

tainly the laws of "Church or Nation or external nature" or, 

as in the previous passage, the "laws of Rome," are of this 

earth-bound, temporal existence. Let us conjecture at least 

that by "some other passion" Yeats also means the terrestial 

experience of an individual, of "a man himself," when passion 

is asserted "in every energy, whether of gesture, or of ac¬ 

tion, or of speech, coming out of the personality," in order 

to transcend bodily limitations and awake to the vision, the 

89 
"revelation of reality" spoken of in Per Arnica. That the 

opposition Yeats has in mind in the above passage is of the 
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terrestial condition, and is not in and of itself supra- 

sensual in nature, is evident from his final statement: nIf 

we were not certain of law we would not feel the struggle, 

the drama, but the subject of art is not law...but the praise 

of life.” Law, if not the "subject of art," is still necessary 

for the struggle by which passion is aroused to fullest in¬ 

tensity and purified to become like "fire." Only in this 

fashion can the "praise of life" become the subject of art. 

We see here the beginning of Yeats’s later concept of self 

and anti-self. We also see an early version of the later con¬ 

cept of mask. Had we "not seen Cleopatra through the eyes of 

so many lovers, would we have known that soul of hers to be 

all flame•••?"'The opposition of which Yeats is speaking, it 

begins to be apparent, is set self-consciously in motion by 

the artist when he represents the protagonists in a dramatic 

conflict through different eyes; by this means we see beyond 

appearance to the very "soul" of him or her most central as 

a participant in the drama, and experience a transfigured 

passion. 

The idea at issue here is developed further in a pas¬ 

sage from an incomplete work, The Poet and the Actress (1915)» 

quoted by Richard Ellmann: 

Now the art I long for is also a battle, 
but it takes place in the depths of the 
soul and one of the antagonists does not 
wear a shape known to the world or speak 
a mortal tongue. It is the struggle of 
the dream with the world—it is only pos¬ 
sible when we transcend circumstances and 
ourselves, and the greater the contest, 
the greater the art.... 
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In every great play—in Shakespeare for 
instance—you will find a group of charac¬ 
ters—Hamlet, Lear, let us say, who express 
the dream, and another group who express 
its antagonist••.. 

Those who try to create beautiful things 
without this battle in the soul, are merely 
imitators, because we can only become con¬ 
scious of a thing by comparing it with its 
opposite.90 

Art has thus become an agon of the imagination, where the 

"dream," or passion itself, contests with the world and the 

world's limitations in order to purify and realize itself. 

Critical for us now is the statement that this struggle "is 

only possible when we transcend circumstances and ourselves," 

and that "we can only become conscious of a thing by comparing 

it with its opposite." This is the very foundation of Yeats's 

concept of mask. We transcend circumstances and ourselves by 

assuming the pose (i.e., the gesture and speech) of another 

personality in different circumstances, and yet we can only 

become conscious of what that pose might be if we compare it 

with our own as if to an opposite. This is the meaning of the 

anti-self. It is the mask most difficult of assuming and yet, 

and the paradox is only apparent, it is the only mask we can 

successfully assume for the sake of the transcendence we de¬ 

sire. In Per Arnica Silentia Lunae Yeats, true to his spiri¬ 

tualist nature, posits a Daimon behind the anti-self, a spirit 

from the Anima Mundi: 

...the Daimon comes not as like to like 
but seeking its own opposite, for man 
and Daimon feed the hunger in one another's 
hearts. Because the ghost is simple, the 
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man heterogeneous and confused, they 
are but knit together when the man 
has found a mask whose lineaments per¬ 
mit the expression of all the man most 
lacks, and it may be dreads, and of 
that only.91 

Teats adds: 

When I think of life as a struggle with 
the Daimon who would ever set us to the 
hardest work among those not impossible, 
I understand why there is a deep enmity 
between a man and his destiny, and why 
a man loves nothing but his destiny.92 

The nature of destiny in Teats’s aesthetic is explored 

at length in his later work, A Vision, and there he explains 

as part of his "system” why it is that a poet’s work is "the 

man's flight from his entire horoscope, his blind struggle 

q 3 
in the network of the stars.But the essential point for 

us is already clear, that destiny is a man's place as it is 

defined in a spiritual scheme of things. one far surpassing 

in scope the limits of his individualized life, one where soul 

and passion are transcendent, where completeness actually 

exists beyond the fragmentation and decay of this corporeal 

world, and art can claim a supernatural sanction. In order to 

glimpse that other world, even if only momentarily, one must 

struggle to overcome his incompleteness; this involves that 

task "of all things not impossible the most difficult,” 

realizing one's soul and the pure passion only one's soul 

can experience, by means of a remarkable contest with one¬ 

self, trying to be the opposite of what one is, or at least 
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seems to be, by acting oppositely, by donning the mask of 

one's anti-self and trying to be as that mask commands one. 

In this act is the happiness of art, of life. In this is the 

impetus to continue to work and to struggle against this 

world's limitations: 

I think that all happiness depends on the 
energy to assume the mask of some other 
self; that all joyous or creative life is 
a re-birth as something not oneself, some¬ 
thing which has no memory and is created 
in a moment and perpetually renewed.9^ 

It may of course be asked at this juncture, how impor¬ 

tant is Yeats's concept of mask for an understanding of his 

creative work as poet and playwright? That the concept of 

mask which Nietzsche conceived is integral to his particular 

philosophy and artistry, that, in fact, he cannot really be 

understood apart from that concept, we have demonstrated al¬ 

ready. But is Yeats's concept of mask integral to his own 

creative achievement in like fashion, such that the latter 

cannot be understood without that concept? This is a diffi¬ 

cult question, and we offer only suggestions to help clarify 

the matter. Outside his prose the word "mask” appears in only 

two works he published: The Player Queen (from The Collected 

Plays) and "The Mask" (from The Collected Poems); and as the 

poem was originally written for the play (and was first pub¬ 

lished as "A Lyric from an Unpublished Play"), the first 

stanza still appearing in the play's final version of 1922, 
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one could speak here of just one work. The reason the word 

and concept received so little treatment in his creative 

writing was made known by Teats in two remarks he made in 

published material. In the ’•Notes” to The Player Queen, he 

wrote £ 

I began in, I think, 1907» a verse 
tragedy, but at that time the thought 
I have set forth in Per Arnica Silentia 
Lunae was coming into my head, and I 
found examples of it everywhere. I wasted 
the best working months of several years 
in an attempt to write a poetical play 
where every character became an example 
of the finding or not finding of what 
I have called the Antithetical Self; and 
because passion and not thought makes 
tragedy, what I made had neither sim¬ 
plicity nor life... At last it came into 
my head all of a sudden that I could get 
rid of the play if I turned it into a 
farce ; and never did I do anything so 
easily, for I think that I wrote the 
present play in about a month....95 

Earlier, Yeats had written in Per Arnica: 

When I had this thought [of the mask] 
I could see nothing else in life. I 
could not write the play I had planned, 
for all became allegorical, and though 
I tore up hundreds of pages in my 
endeavor to escape from allegory, my 
imagination became sterile for nearly 
five years and I only escaped at last 
when I had mocked in a comedy my own 
thought.96 

The Player Queen, though certainly a farce, still 

embodies successfully the concept of mask as Yeats had 

finally conceived it. Décima, born in poverty and forced 
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to wander the countryside as a player in a small troupe, 

longs to be queen* Her deepest imaginative longings are 

centered on that desire. And lo! with the resolution of the 

intricate conflicts and confusions of this funny play, 

Décima becomes queen. She realizes her anti-self by working 

to assume that mask which for her is the most difficult of 

those not impossible, and in so doing experiences trans¬ 

figuration:: her whole manner at the play's end is uplifted, 

"purified," as she manages her new role with sureness and 

authority. 

The poem called "The Mask" just as successfully em¬ 

bodies the concept by that name, and does it succinctly: 

'Put off that mask of burning gold 
With emerald eyes.' 
'0 no, my dear, you make so bold 
To find if hearts be wild and wise, 
And yet not cold.' 

'I would but find what's there to find, 
Love or deceit.' 
'It was the mask engaged your mind, 
And after set your heart to beat, 
Not what's behind.' 

'But lest you are my enemy, 
I must enquire.' 
'0 no, my dear, let all that be; 
What matter, so there is but fire 
In you, in me?' 

The penultimate line in the poem equates passion with the 

wearing of the mask, passion pure as fire itself. The woman 

in this dialogue (it is she speaking the final three lines 

of each stanza) knows that this passion is all there is in 
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life of value; the man, who wants to pull away her mask 

and see "what's behind,"1 has yet to learn this truth so 

central to Yeats's thought. 

Central, yes, and yet it is astonishing that in all 

his vast canon of creative work Yeats published no more 

than this play and this poem as self-conscious embodiments 

in his art of the idea of the mask so fundamental to the 

aesthetic theory he was developing at length in his ana- 

97 
lytical writings. If we look at the concept of "anti-self," 

the correlate of "taask" in his thought, we find it occurs 

only once in Yeats's creative work, in "Ego Dominus Tuus," 

where Ille says: 

I call to the mysterious one who yet 
Shall walk the wet sands by the edge of the stream 
And look most like me, being indeed my double, 
And prove of all imaginable things 
The most unlike, being my anti-self, 
And, standing by these characters, disclose 
All that I seek;98 

This poem stands as a preface to Per Arnica Silentia 

Lunae. and serves as an explication in verse of the thoughts 

contained and elaborated in the essay as a whole; much of its 

significance as a dramatic dialogue is dependent on its re¬ 

lationship to the essay. The concept of anti-self has inspired 

little more than a commentary on itself in this poem, what 

is almost at moments little more than a lecture delivered by 

Ille to Hie on the subject of the "anti-self." This was not 

the simplicity Yeats sought in his art, and echoing his criti- 
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cism of the early efforts he had made to fashion of The 

Player Queen a tragic verse play, that what he had created 

"had neither simplicity nor life," Yeats was to write in 

1925î "I can now, if I hare the energy, find the simplicity 

I have sought in vain. I need no longer write poems like 

*The Phases of the Moon’ nor ’Ego Dominus Tuus,'"'^ 

It is all too evident that the aesthetic theory Yeats 

founded on the concept of the mask could not become for him 

the stuff of his art, except in the few instances cited above. 

As a poet or playwright he could not create by trying to 

transcribe ideas into art ("my imagination became sterile 

for nearly five years"). But can it therefore be asserted 

that the concept of mask is only of limited value in under¬ 

standing the creative achievement of Yeats? Almost certainly 

not. Yeats was a thinker, if not always a clear and precise 

one, and he wrote reams of analytical pages trying to sort out 

and clarify his thoughts. That all this intellectual activity 

did not affect his art would be a most questionable point of 

view to take. We cannot investigate the problem at any length 

here, but raise a few points for consideration. It is of 

importance to note that it was not until after he had con¬ 

ceived and developed his concept of mask that Yeats wrote 

those plays in the manner of the Japanese Noh theater for 

which he is largely recognized as a playwright. His use of 

masks and highly stylized patterns of gesture and speech, his 

setting of events in far away places, as well as his use of 

drum, gong, and zithar on the stage, all create in these plays 
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a distancing effect, as if what is happening is remote 

like a dream. We are reminded again of those remarks quoted 

early in this chapter from "Certain Noble Plays of Japan": 

"All imaginative art remains at a distance and this distance, 

once chosen, must be firmly held against a pushing world.•• 

Our unimaginative arts are content to set a piece of the world 

as we know it in a place by itself...but the arts which interest 

me ...enable us to pass for a few moments into a deep of the 

mind that had hitherto been too subtle for our habitation." 

Thinking on the mask Teats clarified his belief in the 

soul and the suprasensual world of eternal verities (the Anima 

Mundi) to which that soul has access, for it was only by don¬ 

ning the mask, Yeats finally conceived, that the imaginative 

process is set in motion which purifies and transfigures the 

soul. Art, as the donning of masks, thus gains truths far 

greater than the empirical world of corporeal life can offer 

for one’s contemplation and pleasure. The best art is, in fact, 

the wearing of masks. All else is "unimaginative" art. Even 

if in his creative work Yeats says little about the aesthetic 

theory based on the mask, his art almost certainly received 

powerful inspiration from that theory, and cannot be properly 

understood apart from it. 
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CONCLUSION 

In Teats's aesthetic the mask reveals» By that is 

meant it opens to the consciousness of one willing to don 

it and to act as if it were his natural self( a supra- 

sensual reality not available to the senses. Mask is the 

means in Teats's aesthetic of achieving vision; it is the 

"perceptual" means, symbolized by the new eyes with which 

it endows the self. This concept of revelation is based on 

the one conviction Teats never seriously questioned, that 

there is such thing as «■ soul and that it exists independent¬ 

ly of the body, at least insofar as the soul is imperishable 

and continues to exist after the death of the body. The 

individual soul partakes of the Anima Mundi. a collective 

"soul of the world," and through this collectivity has ac¬ 

cess to the Godhead, what is called the Thirteenth Cone in 

A Vision. This suprasensual world houses for Teats eternal 

verities which themselves are reflected in the temporal 

world as, microscopically, the course of events in an indi¬ 

vidual's life, or, macroscopically, in those of a culture's 

history. Life is justified in and through this suprasensual 

world, even life in all its contradictoriness. For Teats God 

is not dead and man has more than his mere temporal being 

upon which to found values and significances. By donning 

the mask and breaking down the limitations of individuation 

he discovers as a revelation the greater reality beyond 
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those limits, and indeed, if but for the moment, enters 

in vision the "soul of the world.'* 

In Nietzsche's aesthetic we do not find this view, 

but, on the contrary, the view that mask conceals. The 

philosopher-artist knows of no "other world," of no soul, 

certainly not of God or of Immortality. They are all false¬ 

hoods which he has been forced to recognize as such through 

his persistent search for truth. That search has brought him 

to the startling and uncomfortable realization that whatever 

is claimed as truth is, by its very nature as perspective 

and interpretation, also untruth, and, further, that it is 

sometimes necessary, even in the knowledge of its false 

character, to proclaim an idea as truth for the mere sake 

of giving order to a world we ultimately do not know to have 

any after patient examination of it, a world that, for all we 

know, is simply chaos. What is called truth, no less than 

what is called falsehood, is therefore necessarily mask. Art 

is also mask, fashioned in order "to 'give style' to one's 

character." In each case, whether as philosophy or art, the 

mask hides from the individual the nihilism, the loss of all 

significance, at the root of existence. The mask also conceals 

the pain he suffers for this knowledge from those others who 

could never take the realization of what he knows and who 

would only hurt him or themselves if they were ever to ap¬ 

prehend it. These are the people who are still able to be¬ 

lieve in some ultimate criterion for truth, still able to 

believe in God, but only because they do not know that unself- 
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consciously they mask with their beliefs the very nihilism 

consciously and painfully present to the philosopher-artist 

(and are therefore, in Nietzsche's view, the real nihilists). 

In addition, the individual's separateness can never be over¬ 

come, and only increases as he searches further the question 

of what is truth. There is never more that can be known of 

an individual than the masks he wears, and if they are as 

sophisticated as those the philosopher-artist continually 

contrives for himself, they make the person "behind" es¬ 

pecially difficult to comprehend. He is condemned to a ter¬ 

rible loneliness only broken by rare moments of profound 

contact with others who also comprehend the meaning of the 

madman's declaration, "God is dead," and who know the only 

hope is for a gaya scienza of song and dance. In a wonderful 

echo of the lines Beethoven himself composed for the opening 

of the choral part of his Ninth Symphony, Nietzsche concludes 

the book he considered his most personal, The Gay Science, 

rejoicing that he at least has his song: 

"No! Not 6uch tones! Let us strike up 
more agreeable, more joyous tones!" 

Is that your pleasure, my impatient 
friends? Well then, who would not like 
to please you? My bagpipes are waiting, 
and so is my throat—which may sound a 
bit rough; but put up with it, after all 
we are in the mountains. At least what 
you are about to hear is new; and if you 
do not understand the singer, what does 
it matter? That happens to be "the 
singer's curse." His music and manner 
you will be able to hear that much bet¬ 
ter, and to his pipes—dance that much 
better. Is that your will? 
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The notion that art is the donning of masks is alone 

the only point of consonance between Nietzsche and Teats 

on the issue we set before ourselves at the beginning of 

this study: what did each man mean by this most intriguing 

and provocative word? The mask is donned for very different 

reasons, the aesthetic concepts of each man are vastly dif¬ 

ferent, opposed in fact, and it becomes apparent that if 

Yeats was infatuated by Nietzsche's idea of the mask and 

adopted it as his own, he greatly altered it nonetheless, 

remaking it in his own image, and gave us a whole new con¬ 

cept to think about. If "influence" did exist on this ques¬ 

tion of the mask, then Teats performed a clinamen that is al¬ 

most a complete turn-around, for he came to uphold with his 

own concept a position Nietzsche would have found intolerable, 

a position from which The Gay Science had been a declaration 

of freedom. Nietzsche espoused no more than corporeal life 

asserting its life-energy, its will to live (its will to 

power), and in that was his delight. Teats delighted con¬ 

versely in invisible realities and the thought of eternal 

truths that could be experienced. The two men could not have 

posed more different answers to the question of what is life, 

art, and the mask. Can anyone seriously argue again a close 

parallel in the aesthetic views of Nietzsche and Teats? 
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elicit reactions quite inappropriate to 
what lies behind them. 

58. Ellmann, p. 95. 

59. ibid., pp. 93-^. 

60. ibid., p. 93» 

61. A poetic expression of this is found in one of the 
many aphoristic poems (#55) which precede Book One 
of The Gay Science (in a "Prelude in German Rhymes"): 

Der Realistische Maler 

"Treu die Natur und ganz!"—Wie fangt er's an: 
Wann ware je Natur im Bilde abgetan? 
Unendlich ist das kleinste Stuck der Welti — 
Er malt zuletzt davon, was ihm gefallt. 
Und was gefallt ihm? Was er malen kannl 

62. See Kaufmann, Nietzsche, pp. 96-IIO, for a discussion 
of Nietzsche and nihilism. 

63. ibid., p. 101 
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64. Karl Jaspers, NietzscheAn Introduction to the 
Understanding of his Philosophical Activity, trans. 
Charles Wallraff and Frederick Schmitz (Tucson, 1965), 
p. 405. The German edition originally appeared in 
1936. 

65. For a discussion of this matter which partly inspired 
some of these remarks, see Jaspers, Nietzsche, pp. 
402-12; also pp. 220-1. 

66. It can he said that the major concern of Nietzsche's 
Thus Spoke Zarathustra. from the late sections of 
Part Two through Part Four, is the problem of recog¬ 
nizing the eternal recurrence (Would I gladly will 
it all again, ecactly as it's already happened?). 

67. Quoted by W.. Kaufmann in F. Nietzsche, Beyond Good 
and Evil, trans. W. Kaufmann, p. x. 

68. Section 289 from Beyond Good and Evil also recalls 
section 575 from Dawn (Hollingdale *s translation of 
Die Morgenrote is Daybreak), quoted in Hollingdale, 
p. 67. 

We aeronauts of the spirit ! All those brave 
birds which fly out into the distance, into 
the farthest distance—it is certain! Some¬ 
where or other they will be unable to go on 
and will perch down on a mast or a bare 
cliff-face—and they will even be thankful 
for this miserable accommodation! But who 
could venture to infer from that, that there 
was not an immense open space before them, 
that they had flown as far as one could fly? 
All our great teachera and predecessors have 
at last come to a stop...it will be the same 
with you and me! But what does that matter 
to you and me! Other birds will fly farther ! 
This insight and faith of ours vies with 
them in flying up and away; it rises above 
our heads and above our imjptence into the 
heights and from there surveys the distance 
and sees before it the flocks of birds 
which, far stronger than we, still strive 
whither we have striven, and where every¬ 
thing is sea, sea, seal—And whither then 
would we go? Would we cross the sea? Whither 
does this mighty longing draw us, this long¬ 
ing that is worth more to us than any 
pleasure? Why just in this direction, 
thither where all the suns of humanity have 
hitherto gone down? Will it perhaps be said 
of us one day that we too, steering west- 
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ward hoped to reach an India—but that it 
was our fate to be wrecked against infinity? 
Or, my brothers? Or?— 

It is noteworthy here that Hollingdale cites this 
passage to demonstrate the kind of spirited effort 
Nietzsche called upon to counteract the '’nihilistic 
devaluation" that is expressed, for example, in 
another aphorism, 265, from The Gay Science (Hol¬ 
lingdale, p. 67)£ 

Ultimate scepticism. What then in the last 
resort are the truths of mankind?—They are 
the irrefutable errors of mankind, 

69, "Ailes, was tief ist, liebt die Maske; die aller- 
tiefsten Dinge haben sogar einen Hass auf Bild und 
Gleichniss." F, Nietzsche, Gesammelte Werke, Musarion- 
ausgabe (Munich, 1920-9), vol, XV, p, 55. 

70, "Ailes Unvergangliche— das ist nur ein Gleichniss I 
Und die Dichter lügen zuviel," Musarionausgabe, vol, 
XIII, p. 108. 

71, "Wo ist Schonheit? Wo ich mit allem Willen wollen 
muss ; wo ich lieben und untergehen will, dass ein 
Bild nicht nur Bild bleibe." Musarionausgabe, vol, 
XIII, p, 160, 

72, Musarionausgabe, vol, XIV, p, 204: 

Jede Handlung wird missverstanden, Und 
man muss, urn nicht fortwahrend gekreuzt 
zu werden, seine Maske haben, Auch um 
zu verfuhren,—Lieber mit Solchen um- 
gehen, die bewusst lügen, weil nur sie 
auch mit Bewusstsein wahr sein konnen. 
Die gewohnliche Wahrhaftigkeit ist eine 
Maske ohne Bewusstsein der Maske, 

73, The Portable Nietzsche, p, 345» See also pp, 346-7. 

74, Musarionausgabe, vol, XIII, pp, 376-9» Kaufmann's 
translation (The Portable Nietzsche, pp, 409-12) 
of these stanzas: 

In dim, de-lighted air 
When the dew's comfort is beginning 
To well down to the earth, 
Unseen, unheard— 
For tender is the footwear of 
The comforter dew, as of all that gently comfort— 
Do you remember then, remember, hot heart, 
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How you thirsted once 
For heavenly tears and dripping dew, 
Thirsting, scorched and weary, 
While on yellow paths in the grass 
The glances of the evening sun were running 
Maliciously around you through black trees— 
Blinding, glowing glances of the sun, mocking your 

pain? 

"Suitor of truth?" they mocked me; "you? 
No! Only poet! 
An animal, cunning, preying, prowling, 
That must lie, 
That must knowingly, willingly lie: 
Lusting for prey, 
Colorfully masked, 
A mask for itself, 
Prey for itself~ 
This « the suitor of truth? 
No! Only fool! Only poet! 
Only speaking colorfully, 
Only screaming colorfully out of fools' masks, 
Climbing around on mendacious word bridges, 
On colorful rainbows, 
Between false heavens 
And false earths, 
Roaming, hovering~ 
Only fool! Only poet! 

In dim, de-lighted air 
When the moon's sickle is beginning 
To creep, green between crimson 
Reds, enviously-- 
Hating the day, 
Secretly step for step 
Scything at sloping rose meads 
Till they sink and, ashen, 
Drown in night-- 

Thus I myself once sank 
Out of my truth-madness, 
Out of my day-longings, 
Weary of day, sick from the light— 
Sank downward, eveningward, shadowward, 
Burned by one truth, 
And thirsty: 
Do you remember still, remember, hot heart, 
How you thirsted? 
That I_ be banished 
From all truth, 
Only fool! 
Only poet ! 
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75» Explorâtions. p. 332. 

76. W. B. Yeats, Mythologies (New York, 1969), pp. 356-7. 

77. ibid., p. 357. 

78. Frank Kermode, Romantic Image (New York, 1957)» P* 92. 

79. Essays and Introductions. pp. 224-5. 

8°. ibid., p. 405. 

81. Explorations, p. 333. 

82. ibid., p. 151. 

83. ibid., p. 161. 

84. ibid.. p. 331. 

85. Mythologies, pp. 356-7. 

86. ibid., p. 332. 

87. Explorations. p. 170. 

88. ibid., p. 155. 

89. Mythologies^ p. 331. 

90. Quoted in Ellmann, p. 105. 

91. Mythologies, p. 335. 

92. ibid.« p. 336. In Per Arnica Yeats follows this passage 
with an analogy (p. 336): 

I am persuaded that the Daimon delivers 
and deceives us*, and that he wove that 
netting from the stars and threw the net 
from his shoulder. Then my imagination 
runs from Daimon to sweetheart, and I 
divine an analogy that evades the intel¬ 
lect. I remember that Greek antiquity has 
bid us look for the principal stars, that 
govern enemy and sweetheart alike, among 
those that are about to set, in the 
Seventh House as the astrologers say; 
and that it may be 'sexual love,' which 
is founded upon spiritual hate,' is an 
image of the warfare of man and Daimon; 
and I even wonder if there may not be 
some secret communion, some whispering 
*î n +:Vio daY*TT Kofuoon Dn mnn anH cwa- 
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Compare this with a passage from the much later 
composition, On the Boiler (1939) '• 

••.for Heraclitus was right. Opposites 
are everywhere face to face, dying each 
other's life, living each other's death. 
When a man loves a girl it should be be¬ 
cause her face and character offer what 
he lacks; the more profound his nature 
the more should he realize his lack and 
the greater be the difference. It is as 
though he wanted to take his own death 
into his arms and beget a stronger life 
upon that death. (Explorations. p. 430) 

93» Mythologies. p. 328. The notion of the mask in its 
essentials is not developed any further in A Vision, 
only elaborated in the context of the complicated 
geometrical design of the book's "system." For this 
reason no reference is made in the text to Mask as 
one of the Four Faculties (A Vision, p. 73ffTT”and 
the scheme of the twenty-eight phases of the moon 
defined by these Faculties. One quotation suffices 
to indicate that the notion of mask as we have pre¬ 
sented it remains the same in A Vision (pp. 83-4)î 

When I wish for some general idea which 
will describe the Great Wheel as an 
individual life I go to the Commedia 
dell' Arte or improvised drama of Italy. 
The stage-manager, or Daimon. offers 
his actor an inherited scenario, the 
Body of Fate, and a Mask or role as un¬ 
like as possible to his natural ego or 
Will, and leaves him to improvise through 
his Creative Mind the dialogue and de¬ 
tails of the plot. 

94. The Autobiography, p. 340.. 

95* The Variorum Edition of the Plays of W. B. Yeats, 
ed. Russell K. Alspach (London, 19^)» p. ?6l. 

96. Mythologies, p. 334. 

97» See A. Norman Jeffares, "Yeats's Mask," English 
Studies 30 (Dec., 1949)» pp. 289-98, for a discussion 
and analysis of unpublished papers in which Yeats 
struggles self-consciously for a clearer conception 
of the idea of the mask at a time when it had taken 
a great hold on him, late in the first decade of this 
century. 

Qfi _ WirtVinl ftiri os . ■n - ^Ph * Also T r» TVi A fînl 1 Ari'fcAd POATHR - 
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99» From the 1925 edition of A Vision, quoted in A. 
Norman Jeffares, A Commentary on the Collected 
Poems of W. B. Yeats (Stanfordt 1962), p. 195» 
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