
Chapter V 

Culmination of vision in The Tower 
A poet speaks out of some spiritual passion in words and types and 

metaphors that draw one's imagination as far as possible from the 

complexities of modem life and thought. 

(W.B.Yeats: Essays and Introductions: 1961:191) 

I remember that when I first began to write I desired to describe outward 

things as vividly as possible, and took pleasure, in which there was, perhaps, 

a little discontent, in picturesque and declamatoiy books. And then quite 

suddenly I lost the desire of describing outward things, and found that I took 

little pleasure in a book unless it was spiritual and unemphatic. 

(W.B.Yeats: Essays and Introductions: 1961:189) 

The world of imagination is the world of Eternity. It is the Divine bosom into 

which we shall go after the death of the vegetated body. The world of 

imagination is infinite and eternal, whereas the world of generation or 

vegetation is finite and temporal. 

(W.B.Yeats: Essays and Introductions: 1961:151) 

A poet must be philosophical above everything, even about the arts, for he can 

only return the way he came, and so escape from weariness, by philosophy. 
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{W.B.Yeats: Essays and Introductions: 1961:193) 

In the Essays and Introductions, W.B. Yeats sorts out the vocation of 

a poet. "He mus t make his work a part of his own journey toward 

beauty and truth" (1970:207): 

He has to withdraw so much of his thought out of his life 

that he may leam his craft... he should never be without 

style, which is but high breeding in words and in 

argument (Yeats: 1970:253). 

Yeats's journey toward truth and beauty-the culmination of his vision-

finds an effective outlet in The Tower poems. Yeats wrote to Olivia 

Shakespeare shortly after The TbUJerwas published in 1928, 

I was astonished at its bitterness... Yet the bitterness 

gave the book its power and it is the best book I have 

written (1969:170). 

In this phase of his poetic career, Yeats is deeply troubled with his 

growing consciousness of "decrepit age", which forms the very hub of 

The Tower poems. There are two obvious reasons of this bitterness—his 

illness whish brought Yeats to the brink, of death in 1917 and the terror 

of the British forces of repression which posed a real threat to all the 

artistic and aristocratic qualities Yeats valued dearly. Images of sterility 

and desolation apparently seem to dominate The Tower poems but the 

vision implicit in this phase also gives u s alternative; for a sense of 

regrets and bitterness that afflict the poet to a large extent does not 

become the sole determinant of this phase. Thus, The Tower describes 

a journey that begins in, a world of regrets and lamentations, and 

progresses to a state of spiritual and intellectual gain. 
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When The Tower was published in 1928, of which "Sailing to 

Byzantium" is a representative poem, Yeats was in his sixties. Having 

lost the youthful power of physique, he was passing through a spell of 

melancholy and hence clutched at the powers of psyche. The 

Byzantium of 10^ century opulence became his fictional sanctuary to 

which he voyaged across the seas of time and space in the post-

independent Ireland. In this, the poet confronts the problem of ageing 

with verve and determination. 

The poem opens with the complaint of an aged man who is on a 

mental voyage out of his native country, which is given to youth and 

sensual pleasures. The opening word of the poem "that" indicated that 

the poet has already turned his back upon the country of youth 

because it is not fit for the life appropriate to the old men. So the old 

poet feels insecure: "That is no country for old men" (Yeats: 1955:217). 

The poem then goes on to evoke the life of the country, from which the 

old man feels alienated, in vigorous lines, full of natural imagery linked 

to the season of summer. The word "dies"—referring back to "Those 

dying generations"—is a reminder to the poet of what is the underlying 

reality, bu t it does nothing to disturb the young "in one another's arms" 

(1955:217). They are said to be "caught in that sensual music", the 

word "caught" implying a trap, that of mortality, of which they are 

unaware. The young men and women are caught up in the sensual 

urge of generation, which is only a process of death. They are all 

drifting on the stream of flux and are heartily revelling in sexual 

delight, necessary for keeping the world of procreation and death in 

motion. But soon an alternative is offered: "Monuments of unageing 

intellect" (Yeats: 1955:217). The sculptural image supersedes the 

musical in the search for something beyond the cycle of natural 
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change, and 'intellect' is offered a s opposed to the senses in the world 

of the young. 

The second stanza focuses on the condition of age, in the 

undignified image of the scarecrow. But again there is an alternative; 

"Soul", strikingly personified in human terms, can transcend its own 

condition, its "mortal dress" (1955:217) of the body, clapping and 

singing in an ecstasy which it can teach itself by studying the assertion 

of super sensual values. An aged man's mellowed vision leads him on a 

quest away from his country and across the seas and the time to an 

imaginary one. In a similar fashion, Tennyson's Ulysses is restless to 

travel towards the unattainable world of the ideal: 

I am part of that I have met, 

Yet all experience is an arch 

Gleams that untravelled world whose margin fades 

Forever and forever when I move. 

(Fifteen Poets: 1999:409) 

The third stanza is addressed to some unnamed sages who stand in 

god's holy fire in a world of perfection like that represented in the 'gold 

mosaic' in a Byzantium wall. The sages are asked to "come" and "be the 

singing masters of my soul", teaching' the higher wisdom which the 

ageing man needs (1955:217). The intensity now increases all the more 

as the line helps to create the note of anguish a t the human body. The 

stanza, however, ends with a confident appeal to be "gathered"- a 

protective word- "into the artifice of eternity" (Yeats: 1955:218). This 

suggests an achieved perfection beyond time. 

The fourth stanza meditates on the eternity by stating confidently 

that "once out of nature", the poet will not take his "bodily form from 
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any natural thing" (1955:218). There is a suggestion of the idea of 

reincarnation here, with "the artifice of eternity", splendid and valuable, 

singing forever to the Emperor and his "lords and ladies" (1955:217). A 

splendid artefact has superseded the "birds in the trees" of the country 

of the young in the first stanza. 

In "Sailing to Byzantium", the poet rejected wholesale the 

quagmire of birth-death cycle and craves to be transfigured into an art 

object. In this poem, we also find the hopeful side of Yeats in his 

equation of the Byzantium of yore with the Ireland of the future in its 

insightful and artistic excellence. There is a suggestion of spiritual 

journey reaching tranquility. Thus, the poem reriiains a 'monument* for 

us, as it was for Yeats. 

The title poem of The Tower opens in a vigorous address to the 

poet's heart about the problem of age. It clearly thus relates in theme to 

"Sailing to Byzantium", but now the "I" seems closer to ordinary reality. 

The poem conveys an urgent concern about the poet's present plight: 

he is an ageing man, but his imagination and senses are more active 

than even before in his life. Exploring the dilemma of old age, when the 

body is frozen, decayed and misshapen, the poem begins with a breast-

beating expostulation: "What shall I do with this absurdity** (Yeats: 

1955:218). "Decrepit age" has been fastened onto the poet's "troubled 

heart" like "A sort of fettered kettle of the heel" (Yeats: 1955:219). The 

word "caricature" sets the tone of the poem: old age may be a 

caricature, but the poet further caricatured old age a clattering tin can, 

curiously separable from the poet*s dog's body. And again like the 

scarecrow old man of "Sailing to Byzantium" - the poet can in this 

absurd condition no longer sing sensual songs: "It seems that I must 

bid the Muse go pack" (Yeats: 1955:218). He can cultivate instead 
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philosophy, represented by Plato and Plotinus, who deal with 'abstract 

things' and can help the poet to do so. All these summoned to answer a 

question arising from the problem of Part I: Did they all "rich and poor", 

being old, "rage / As I do now against old age?" {1955:221) The poet 

allows others to leave the world, but retains his own creation, 

Hanrahan, to whom he addressed another question: 

Does the imagination dwell the most 

Upon a woman won or woman lost? 

(Yeats: 1955:222) 

Part III of the poem gives a speedy and resolute effect, in keeping with 

the decisive state of mind. He has come to a conclusion, and can make 

his will, leaving his pride to "upstanding men", fisherman, 

representatives of human energy and skill. The strong positive value 

referred to here is associated with a particular group of people: 

...people that were 

Bound neither to cause nor to State, 

Neither to slaves that were spat on, 

Nor to the tyrants that spat, 

The people of Burke and of Grattan 

That gave, though free to refuse ^ 

(Yeats: 1955:222-223) 

Yeats's passionate commitment to the tradition as such is usually 

described as Anglo-Irish or the protestant Ascendancy. 

Evidently Yeats's sense of himself as part of the Anglo-Irish 

tradition, and the pride that he feels, enable him to achieve the 

confidence of his new declaration of faith, in which he dismisses Plato 

and Plotinus. Instead of accepting their transcendentalism, to which 
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man is nothing but subordinate, the poet asserts a kind of humanism: 

it is man who created "death and life... out of his bitter soul" (Yeats: 

1955:223). The sun, moon and stars are human creations, and man is 

even able to go beyond death: 

...being dead, we rise, 

Dream and so create 

Translunar Paradise. 

(Yeats: 1955:223) 

This is an extraordinary affirmation, based on faith in the human 

ability to dream in the human imagination. After this assertion the 

poetry becomes quieter, for, the poet asserts how he has made his 

peace in preparation for death. He comes to believe that remorse is at 

last futile and destructive in life. In this, Yeats seems to have been 

inspired by Blake's vision: 

... an old man, feeble and tottering, but not in spirit and 

life, not in the real man, the imagination, which liveth 

for ever. In that I am stronger and stronger as this 

foolish body decays (1970:138). 

Yeats comes to realise that man is somehow freed from the wreck of his 

body if he can learn to transform it all into song. Thus, in the 

concluding portion of the poem, Yeats attains a remarkable 

transfiguration: 

Now shall I make soul, 

Compelling it to study 

In a learned school 

Till the wreck of my body, 

Slow decay of blood, 
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Testy delirium 

Or dull decrepitude, 

Or what worse evil come— 

The death of friends, or death 

Of every brilliant eye 

That made a catch in the breath— 

(Yeats: 1955:224). 

Soul has to be rebuilt through an unflinching devotion to his own 

philosophy, which will make him forgetful of all the accidents and 

mishaps of life— the decrepitude of body and the decay of heart. All 

these evils will then fade away like clouds on the horizon or the sleepy 

notes of drowsy birds in the gathering gloom of night. "The Tower" 

revolves round one conflict— the conflict between the contemplative 

soul and the passionate heart that lives through experience. The soul 

wins the round, and the poem ends facing towards eternity, 

"Meditations in time of Civil War^ is one of the memorable poems 

occasioned by the troubled times of civil war (1921-22) which posed a 

great threat to all the noble houses including the tower itself which was 

very near to the depredations of destructive forces. The poem begins 

with a section, "Ancestral houses", which moves with a dignified 

meditative slowness as it ponders over- the values represented by the 

great houses of the Anglo-Irish aristocracy. The first stanza evokes 

civilized and leisurely way of life, free from "ambitious pains", 

symbolized by the "fountain". But belief in this way of life is dismissed 

as "mere dreams". The third stanza argues that houses were created by 

"violent bitter" men seeking to create in stone a sweetness and 

gentleness antithetical to their own natures . The final stanza repeats 

the paradox with enhanced force, making u s think upon the disturbing 
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suggestion tha t bitterness and violence are the necessary spurs to the 

creation of civilization. 

In "My Table", the "sword" has remained unchanged over the 

years, its changelessness is a function of man's "aching heart", which is 

aware of change. The tradition was passed on unchangingly too, and its 

inheritors came to share t h e soul's unchanging look'. The section is 

quite interesting as the unchanging beauty of the sword is contrasted 

with the changing phases of civilization. 

"My descendants" meditates on the possibilities of heredity, 

without confidence. The descent into "common greenness" strikes a 

strong anti-Nationalist note. His descendants may "lose the flower", 

become degenerate; if so he would like the "stark tower" to become a 

ruin again, only be a habitation only for the owl. Section V intioduces 

the civil war directly. The tower is visited by representatives of both the 

Republican Irregular and the Government forces. The poet himself goes 

back towards his chamber with a great sense of loneliness. Section VI 

culminates in ballad-like appeal to the honeybees to build their nest in 

that house left empty by starlings. The natural feeling of the first stanza 

gives way to the powerful evocation of the violence of the war in the 

second and third. There is a sense of confusion: 

Yet no clear fact to be discerned: 

That dread young soldier in his blood 

(Yeats: 1955:230) 

The last stanza of this section sums up the errors of the previous years 

with an emphasis on England rather than a positive sense of national 

unity: 
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More substance in our enmities 

Than our love; 

(Yeats: 1955:231) 

In these circumstances, the poet's only answer is a kind of prayer 

to the honeybees. These creatures have, of course, a long history as 

symbols of creativity and constructive action. They also attractively 

symbolise the spirit, which Ireland needs to heal its wounds and lead it 

to fulfilment, a spirit which is associated with nature rather than with 

the abstract fantasies. The poet successfully integrates his private 

experience with the needs of the whole nation. 

The last section is strange, as the poet climbs on the top of 

the tower and sees a mist sweeping over the countryside under a 

sword-like moon. In the final stanza, the poet leaves the "brazen" 

hawks behind to make a choice of the poet's life rather than that of a 

man of action. He realizes that the satisfaction of worldly success would 

never have been enough for him. The final sentence is a confident 

assertion that the poet's vocation still "suffices" him, as it has always 

done. He can find satisfaction in an "abstract joy" and in trying to read 

the "wisdom of daemonic images" which have brought Yeats 

intimations of immortality in old age (Yeats: 1955:232). 

"Nineteen hundred and Nineteen" is thematically connected with 

"Meditation in the time of Civil War", when the growing fury of the 

British mercenary soldiers, the Black and the Tans, had brought home 

to Yeats the growing murderousness of the times likely to bring about 

the total destruction of all values of life. The poem seems to suggest 

that chaos envelops the European scene. The poet em.phasizes that 
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lovely things are in reality guaranteed no survival. Not one authentic 

work of Phidias remains. Men who had thought, "All teeth were drawn" 

discover to their ut ter amazement that they are "but weasels fighting in 

a hole" (1955:233). These things lead to the melancholy meditation on 

the banishment of social and moral values, which once formed the rich 

possession of the poet and his compatriots. 

The poem scales the dizzy height when the poet 

conjures up the apocalyptic vision of a civilization being trodden down 

by the cruel forces of darkness. Yet there is a kind of cold comfort. 

These weasels fighting in a hole are, in the abstract, man, and, "Man is 

in love and loves what vanishes'* (Yeats: 1955:234). Seeing always the 

double nature of all things, Yeats cannot paint a picture so bleak so 

entirely to eliminate the artist. The aged poet is now able to face with a 

kind of equanimity the destruction of social institution. The 'ghostly 

solitude' that exhilarated and appalled is now an accepted condition of 

life. Though the end is coming, though the second coming brings its 

rough beast out of the two thousand years of stony sleep, the poet 

incorporates the dragon into art. Chaos is coming, Yeats angers: men 

move to the "barbarous clangour of a gong" (Yeats: 1955:234). Yet at 

the same time those men are artists. Though the music they dance to is 

"barbarous', "All men are dancers' ' (1955:234). 

"Hammer your thoughts into unity" was for Yeats a vision he 

sought for a long time. "Among School Children" seeks union of body 

and soul, beauty and suffering, wisdom and labour, tree and one fruit, 

artist and art. It is an ideal of personality embodied in poetry, and one 

seeks it by undertaking in poetry a quest. In this quest, the poet 

attempts to overcome loss by fitting it, through an act of self-
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interpretation, in a harmonius pattern thus making his life into a unity. 

"Among School Children" enacts such a quest. 

The "kernel" of "Among School Children" was Yeats's "old 

thought" that "life prepares for what never happens". This "old thought" 

suggests that one aspect of the problem is of harmonizing one's present 

with one's past. The poet feels the need for this harmony strongly; as 

Lawrence Lipking has argued, poets tiy to interpret their pasts in a way 

that will enable them to see what they have done as necessary 

preparation of their present work. The poet seeks to create a tradition 

of himself, to define himself and his work. His is a quest to write a 

poem, which might provide the sense of an ending that would 

encompass and make sense of all he had previously experienced. 

In Yeats's vision of unity in "Among School Children", Maud 

Gonne represents both his ideal and loss. Yeats remembers the 

moment of their youth in which their "two natures blent /Into a 

sphere". But he knows it well that moment is fleeting, that he never 

achieved a lasting union with Maud Gonne. Yet jus t as, in their youth it 

had been the memory of tragedy that had led to that moment of unity, 

here also it is loss that will "set its maker to the work" (Yeats: 

1970:329). A Vision provides one explanation. It states: 

The relation of man and woman is so far as it is 

passionate, reproduces the relation of man and Daimon 

(Yeats: 1970:27). 

Yeats's desire for union with Maud thus would be more than simply the 

desire of love to achieve its object, because passionate union with a 

woman symbolises a unity. 
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Indeed, "Among School Children" does not really seek union with 

Maud at all, for an ideal with her could exist only in a fantasy of past. 

Maud is important in the poem because she had been important to 

Yeats. What the poet's object here is not to imagine a passionate union 

with her, but to accept his loss of her and then negate it by 

understanding and justifying it. It would then take necessary places in 

his life, and form part of a harmony. Yeats's task is to unify the sixty-

year-old smiling man with the one who shared moment with a "Ledaen 

bodj^. If Yeats cannot reconcile his experience with Maud with a 

harmonious view of his life, the quest farts. In the midst of considering 

his own past and possible connection to Maud""And I though never of 

Ledaean kind/Had pretty plumage once"—he stops: "enough of that, / 

Better to smile on all that smile (Yeats: 1955:243). Yet the poem and 

the quest go on past the fourth stanza, where he leaves Maud behind. 

The quest never leads smoothly to its end; instead, at the 

moment when it seems to fail, it may engender a new process or turn 

into a vision. Yeats's A Vision suggests that a poet's attempt should be 

"to relate that which is lost that which has snatched it away, to the 

image of desire" (1970:142). The poem urges that the limited and 

personal search for unity through Maud Gonne has exhausted itself, 

and what takes its places is a new inquiry concerning unity more 

impersonally. Although in the stanzas Yeats's personal concern 

disappears, (recalling his own age, and in the scarecrow image 

concluding stanza VI, which recalls his self- characterization at the end 

of stanza IV), they consider the problem of connecting the part with the 

whole in a more general way. Indeed, Yeats sees unity as a broad 

problem transcending his particular case. 
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In the fifth stanza, Yeats portrays a mind looking at two isolated 

stages in a temporal process. The problem he presents seems to be the 

bodily decrepitude of the man "with sixty or more winters on his head" 

(1955:244). The problem stems not simply from that decrepitude but 

also from the viewpoint of the man's mother. The situation Yeats 

proposes is one in which the mother sees both an old man and a baby-

but only an old man and baby. From this perspective, Yeats suggests, 

the mother will see no "compensation for the pang of his faith/Or the 

uncertainty of his setting forth" (1955:244)? Man's life will seem a 

failure unless one can see a process as a unity in which everything 

necessarily includes everything else. 

In stanza VI, which portrays Aristotle, and Pythagoras, Yeats follows 

up the relationship between creator and creation, which wais implicit in 

his example of mother and child. But in seventh stanza, Yeats's 

attitude gives rise to such a question—can a creation represent a 

creator? Yeats has examined mother's images, which mirror a son but 

cannot encompass the latter's past as well as present. By contrast, 

nun 's images- religious icons- can connect man and his ideals. The 

stanza begins from the similarity between the situation of nuns and 

mothers, to the distinction between them-

But those the candles light are not as those 

That animate a mother's reveries, 

(Yeats: 1955:244) 

But then back to their similarity -

And yet they too break hearts 

(1955:244) 

The reference "presences" in stanza VII can symbolize "heavenly glory" 

which holds out an ideal of the poet. Now in Yeats, discouragement 
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resulting from unsatisfied desires is purified: "the passions, when we 

know that they cannot find fulfilment, become vision" (Yeats: 

1966:341). In his Autobiographies, Yeats describes a parallel process: 

art come(s) when a nature ceases to judge itself, 

exhausts personal emotion in action or desire so 

completely that .something impersonal, something that 

has nothing to do with action or desire, suddenly starts 

into its place, something which is as unforeseen, as 

completely organized, even as unique, as the images that 

pass before the mind between sleeping and waking 

(1970:200). 

Thus in the iinal stanza, Yeats is able to construct a vision of his ideal. 

"Among School Children" is an effort to synthesize a "sixty- year-old 

smiling public man", the aged one-time lover, and the would-be 

philosopher into something organic as a "chestnut tree". The "chestnut 

tree" is neither "the leaf, blossom, or the bole", which finds essence in 

all parts of itself, which indivisibly exists. The tree is a whole living 

creature, the blossom inconceivable without the great roots; the dancer 

in the dance is an indissoluble unity. In this context, the figure of the 

dancer is an important one in late nineteenth century, as Frank 

Kermode showed in Romantic Image: 

There is tormenting contrast between these images and 

the living beauty. And out of the contrast grows the need 

for a poetic image which will resemble the living beauty 

rather than the marble or bronze. No static image will 

now serve; there must be movement, the different sort of 

life that a dance has by comparison with the most 

perfect object of art. (1957:85) 
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This would suggest that the poem ends with a satisfying and 

convincing assertion of life. But an American critic, Yvor Winters has 

his own way of saying things, 

The body is always bruised to pleasure soul; wisdom is 

always bom out of midnight oil or something 

comparable (1960:14) 

Although there is an element of grim t ruth about the comment, 

but it seems to deny the right of the poet to use his imagination to 

create images of perfection which is surely one of the pleasures that 

literature and art can give, "Among School Children" is, thus, a 

construct from the destructive ravages of time a final justification of 

life, which is brought about, according to F.R. Leavis, by "a perfect 

cogency of musical logic". 

"All souls' night", the final poem in TTie Tower poems is an 

elaborate poem in which the poet tries to summon and address the 

sprits of the dead. All Souls' Night falls on November and is dedicated 

by the Christian church to the remembrance of the departed souls and 

prayers for their peace and tranquility in purgatory. 

The opening stanza creates an atmosphere of midnight mystery, 

leading to the suggestion that "A ghost may come" to "drink form the 

wine-breath" while the "gross palates" of the living consume the 

misacted itself. The poet is seeking an audience, the second stanza tells 

us , "Because I have a marvelous thing to say"- something so 

remarkable that the living mock at it (Yeats: 1955:256). He, therefore, 

seeks to impart it to a mind that can retain its serenity: 
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...stay 

Would in mind's pondering 

A mummies in the mummy-cloth are wound. 

(1955:256) 

The simile gives a strange physicality to "mind's ponderings"- a 

physicality which enables to protest and enclose the mind itself. 

The next six stanzas are devoted to summoning three 

approximate spirits from among Yeats*s dead acquaintances: -William 

Thomas Horton (1864-1919), a painter and "illustrator of mystical 

scenes"; Florence Farr Emery (1864-1917), an actress who had worked 

in the Irish literary theatre with the young Yeats; and Mac Gregor 

Mathers (1854-1918), one of the founders of the occultist order of the 

Golden Dawn to which Yeats belonged in the 1980s. 

The last two stanzas, like those of "Among School Children", 

rise towards ecstasy. Names are dismissed as nothing: all that matters 

is that those summoned, are spirits with finer elements than those of 

the living, who, therefore, constitute the audience he wants for the 

"mummy truths" he has to tell. The t ruths of the esoteric tradition to 

which Yeats, like his three friends, are hidden from the living 

nevertheless preserve their fineness. Here "mum.m.y" is the symbol of 

the old hoary wisdom, which the poet has mastered. 

The last stanza achieves its sense of ecstasy by the repetition 

of "such thoughts". The first six lines affirm the power of vision given by 

the "thought" to pierce beyond the material world to those of the spirits 

of the damned and the blessed souls dance in ecstasy. The confidence 

of the poet in the value of his "thoughts" gives him complete security, 
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like that of the "mummies in the .mummy-cloth". His achieved attitude 

is one of serenity: "I need no other thing" (Yeats: 1955:259). 

The poet himself, in the course of "All SoulsTMight" has become 

a spiritualized voice who achieves the security of spiritual vision. What 

poetry can convey better than other forms of writing is a sense of 

experience, in this case the experience of powerful vision finding 

security in the spiritual. The pilgrim's progress from sublunary world to 

the transluniar celestial vision comes to colour The Tower poems. 

For Yeats, especially in this phase of his poetic career, 

poetry is not his means of livelihood but of self-realisation."He who lives 

does not work". "One must die to life in order to be utterly a 

creator"(Mann: 1964:149}. Yeats " is the fountain alike of the creative. 

imagination and the mystic life"(Underhill: 1960:74). His poetry 

"presents itself to our gaze all a t once, it almost always succeeds in 

snatching us , although only for a few moments, from subjectivity, from 

the thralldom of the will, and transferring u s into the s ta te ' of pure 

knowledge"(Schopenhauer: 197:1966). Yeats seems to have been 

inspired by Eastern philosophy: 

East and west seem each otherls contratries—the East 

so independent spiritually, so ready to submit to the 

conquerer; the West so independent politically, so ready 

to submit to its Church (1961:432) 

"I had found something of what I wanted"(1961: 429)~Yeats's belief as 

such connects him with an Indian monk, Purohit Swami. He feels that 

"the Indian approaches through vision, speaks continually of the 

beauty and terror" of existence (1961:431): 
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The care for the spontaneity of the soul seems to me 

Asia at its finest... 

The third eye, no physical organ, but the mind*s direct 

apprehension of the truth, above all antimonies, as the 

mark itself is above eyes, ears, nostrils, in their duality— 

'Splendour of that Divine Being.' 

The soul has but one life to find or lose salvation 

(1961:427,436,437). 

Rabindranath Tagore has also "stirred" Yeats's "blood as riothing for 

years" (1961: 387) to achieve a complete cosmic vision in The Tower 

phase: 

I so much admire the completeness of his life. 

These lyrics ... display in their thought a world I have 

dreamed of all my life long. 

We fight and make money and fill our heads with 

politics—all dull things in the doing—while Mr. Tagore, 

like the Indian civilization itself, has been content to 

discover the soul and surrender himself to its 

spontaneity. (1961: 388, 390, 394) 
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