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Yeats's poetic drama is not just "remote, spiritual and ideal." His is dramatic with its form changed, transforming the audience's experience of the play. The theatre becomes a mystical experience: a union between actor, spectator, and dramatist, which helps them reach transcendence beyond individual stories. I examine the dramaturgy in his play The Only Jealousy of Emer. First, my essay analyzes the complex system of mise en abime which mirrors the experience of the spectator. Then, it attempts to interpret Cuchulain's dream, his almost complete union with Fand, at the core of the system, as an image of the spectator's own mystical experience. My essay shows how Yeats presents what an ideal spectator should experience in his plays and how he tries to emulate the spectator's reaction he is hoping for.

주제어: 에머의 유일한 질시 , 신비적, 청중의 경험, 메타극, 꿈 저자: 아리안 머피는 소르본 대학교와 UCD의 박사과정 연구원이며 동경 국제프랑스 고등학교의 문학교사이다.

____________________________________

Yeats dreams of a "remote, spiritual and ideal" theatre ("The Theatre," CW IV, 150). It has generally been understood as a poetic theatre, dealing with philosophical and metaphysical matters, which is an incomplete understanding.

Yeats's remote drama is not a closet drama or a drama for the mind like that of Mallarmé. Yeats's ideal of a "spiritual theatre" not only evokes a new philosophy for the theatre and a new style of writing, but it also has a dramaturgical meaning. Being spiritual does not simply mean to talk about spiritual matters; it changes the experience of the audience. The theatre becomes the new way by which the audience can take part in a mystical experience:

We who care deeply about the arts find ourselves the priesthood of an almost forgotten faith, and we must, I think, if we would win the people again, take upon ourselves the method and the fervour of a priesthood. (. . .)

We must baptize as well as preach. ("Ireland and the arts," CW.IV 150)

Art is an initiation to access another level of reality and theatre is the art where the communal aspect more closely resembles a sacred rite. Yeats's extensive reading in the sacred origins of tragedy, his interest in the Noh as a religious theatre shows his quest for a form that would bring back a spiritual communion of the audience. It raises the question of the means by which to obtain such an experience. Yeats's dramaturgical quest, his numerous dramatic experiments, revolve around finding an answer for this question. It might be in The Only Jealousy of Emer that Yeats finds the most suitable answer.

I. The gyre of the mise en abime

The first dramaturgical means is to represent such a theatrical-mystical experience on stage. The dramaturgy of The Only Jealousy of Emer works on a complex system of mise en abime made of several plays embedded within each other, like several concentric circles. It probably has the most complex structure of all Yeats's plays. The novelty of the dramaturgy it implies has been studied; 1) our point of view is that of the reception of the play. The mise en abime reflects the different types of experiences that the spectator of Yeats's play undergo.

At the threshold of the story

Georges Forestier, who analysed metatheatre in the baroque movement, points that in most plays that rely on theatre within the theatre, one of the characters plays the role of story-teller or of stage director, either telling a narrative, or organising the performance, for another character, who plays the role of listener or spectator.

On the first circle of the gyre, the muthos, or story, has not started yet;

the spectator remains outside. As in Yeats's other dance plays, the musicians play the role of the meta-directors/storyteller for us, their speech being addressed directly to the audience of the play. Martin Puchner analyses the figure of the poet, the bard, the musician omnipresent in Yeats's plays and shows it changes the form of the theatre, which always bends towards non-dramatic mode: Martin Puchner calls it "diegesis" after Plato, which here is the equivalent of the "epic" mode, as opposed to the "dramatic" mode. But this change in the mode of discourse also has a repercussion on the reception of the play, on the posture of the spectator, because by creating such figures

Yeats also creates his ideal audience.

Yeats was taking the Noh theatre as a model for his musicians. They are particularly close to their Japanese ancestors in The Only Jealousy. Contrary to the Greek choir, who sometimes intervenes in the story of the play, in the Noh, the chorus, ji-utai, who accompany the story with chant, keep an extra-diegetic role throughout: they sit stage-left, absolutely static, in a different dress from that of the characters and unmasked. In The Only Jealousy, unlike in some other dance plays of Yeats, like the ji-utai, Yeats's musicians remain silent after their introduction, outside of the story until the very end when they fold the curtain again.

The musicians' role is twofold: they sing a poem, then introduce the characters of the play. I will come back to the role of the two poems they utter before and after the folding and unfolding of the curtain, which is at the periphery of the story, where the story has not yet started or is already completed. First, let us talk about their second role, which is the most obvious. It happens not fully outside of the story, but at its threshold.

The striking utterance, "I call before the eyes" (l 29), starts that second role of the musicians. As the musicians are outside of the muthos, their indications give us a direct idea of Yeats's spiritual theatre. This incantation sounds like a magic spell. It does not simply point at all the images that the audience is going to witness but it makes them appear. In Yeats's idea of a set, our imagination only relies on those words: he did not want any realistic design or props, apart from a screen. So the musicians are both stage-director and shaman who make images, spirits, appear for us. In turn, because they address directly to us, they define the role of the audience: they are put in the position of subjects of a mystical experience. Yeats had the habit of rewriting his plays with the intent to render his plays less abstract, making the speech more real, the characters more psychologically acceptable, and the action more tense. It shows that the start of his quest, its core, is the spiritual aspect of his plays, but that he was also fully conscious that it was necessary to nourish for his spectator more traditional dramatic material. However, Emer's failure at the end of the play can be read as the sign of failure in that kind of realistic play.

The traditional play

However, in

The mythical play

The third circle is the first spiritual circle. The other world is made visible when three supernatural characters appear: Bricriu, then the Ghost of Cuchulain, and Fand. Emer's role reverses on the third circle. This level reflects the spectator's second kind of experience. The play is based on Irish mythology: the heroes of the Ulster cycle and the supernatural people of Irish mythology, the Sidhe. The experience resembles that of an Abbey theatre goer who expects to see the myths of Ireland retold on stage.

At that level, Eithne moves to the background and another scene is happening before her eyes, of which Emer becomes the spectator. After having introduced himself, Bricriu becomes the stage-director. Emer asks Eithne to "come" and the musicians call for a vision: "Come closer to the bed/ That I may touch your eyes and give them sight" (ll 187-88; my emphasis). The actor is the Ghost of Cuchulain, who becomes visible to Emer only then. The audience of The Only Jealousy of Emer knows he has been here as the stage directions mention he is on stage from the unfolding of the curtains. From the beginning, the audience is given the vision of the whole thanks to incantations of the musicians, but only gets to understand thanks to the progress in the gyre of the plays within the play. The audience understands at the same time as Emer sees.

It seems to be a more interesting experience, but this experience of spectator is still incomplete. First, the spectator, Emer, is unable to see without direct guidance. As Eithne-spectator has to be directed by Emer-director to be able to see reality, so does Emer-spectator have to be guided by Bricriu-director to see beyond reality.

Then, Emer is as slow to act as Eithne has been. She remains a spectator when she is asked to become an actress. On the circle of reality Eithne-spectator has been invited to act in Emer's play, on the circle of mythology, Emer-spectator is invited by Bricriu-director to become an actress, by crying out she renounces Cuchulain's love forever. As Emer has been reproaching Eithne to be too passive, now it's Emer's turn to be reproached to "stand gaping there" (l 289). Finally, she takes action, but ironically, it is at the exact moment she enters the Ghost and Fand's play by uttering "I renounce Cuchulain's love forever" (l 297) that the play disappears: the Ghost and Fand vanish hearing the words. As a spectator, she is unable to unite with the actors and characters.

Alexandra Poulain in her analysis of the same play has rightfully shown that the Ghost of Cuchulain exemplifies the actor, who is visible to the audience but is shut off from the audience who is hidden from his sight and hearing: Although that mythological play within the play presents a new content, different from the first realistic play within the play, the mythological play still shows a very traditional relationship between actor and spectator, who are irremediably separated by the fourth wall of traditional theatre.

The last play: the mystical union

The system of plays within the play stops here, according to Alexandra Poulain, never reaching to Cuchulain, whose figures proliferate on the stage (94) as a sign of its loss of identity. However, Cuchulain is not as absent as it seems. Another circle of the gyre needs to be added, where, in turn, Cuchulain plays the role of spectator. Indeed although Emer is the spectator of the Ghost of Cuchulain and Fand, Fand is not Emer's own vision; she belongs to Cuchulain's dream.

Thus Cuchulain is the last spectator at the centre of this gyre of directors/spectators. He sees his vision without the mediation of any story-teller/ stage-director. At the opposite end of the musicians who on the outside were addressing to no character-spectator, there is a spectator left with no director to direct his vision. Having a direct access to the vision, his experience resembles more that of a mystic than a theatre-goer's.

The mythical circle is already addressing spiritual matters but keeping the traditional separation between the audience and the characters. Emer, the spectator, is never able to reach Cuchulain. The external voice of Bricriu/story-teller maintains the distance by constantly recalling the scene as a creation, an imitation. On the last circle, on the contrary, the union is complete: Cuchulain is at the same time spectator and actor and almost lives a moment of total unity by kissing Fand. There is no more re-presentation, but the pure vision, self-explanatory not translated through discourse.

Interestingly, in Fighting the Waves, the rewriting of the play for the dancer Ninette de Valois, who refused to speak, makes the last circle even more extremely opposed to the first circle: the dance is completely mute, no word is uttered between Cuchulain and Fand. Thus, not even Cuchulain comments on the vision: he is pure spectator, fully united with the vision, identifying with its vision. Ninette de Valois comments on the union that she feels is achieved between audience and actors:

the vision of Yeats . . . became a unifying effort between players and audience . . . and we were completely one; nights when the playing of the to understand the nature of the revelation. 2) Generally speaking, in Yeats's language, dream and reverie (or "revery" as Yeats often writes it) are equivalent to a mystical "trance" or ecstasy.

3) The French verb "rêver," to dream, from which reverie derives, etymologically originates from a verb meaning "being in trance."

The dream in The Only Jealousy has the same mystical resonance. The dream is the opening of this world to another world, normally unknown to us. Cuchulain's dream resembles what the spectator's experience should be in Yeats's idea of a theatre:

It was only by watching my own plays that I came to understand that this reverie, this twilight between sleep and waking, this bout of fencing, alike on the stage and in the mind, between man and phantom, this perilous pathos on the edge of a sword, is the condition of tragic pleasure and to understand why it is so rare and so brief. (preface to Plays for an Irish Theatre, ix)

To talk about his experience-and what should be our experience-as a spectator, Yeats uses images that are strangely similar to the concrete representation of his play: the "reverie" evokes the dream of Cuchulain; the "twilight between sleep and waking" resembles the ghost of Cuchulain wandering in his familiar form before he gets accustomed to the freedom of sleep, the state "between man and phantom" again is like Cuchulain that Bricriu calls "phantom" (l. 192), and the "bout of fencing, alike on the stage and in the mind" resembles Cuchulain's struggle to decide which path to choose between reality and the absolute.

Like a religious symbol, the dream has several layers of meaning. Firstly, seen from the realistic play within the play, it is a real dream, born from the loss of consciousness when drowning in the sea. Cuchulain is asleep, his "senseless image" (l 82) being represented by a motionless actor lain on a bed. As Eithne who will never guess, the spectator does not yet know the nature of his dream. That first type of spectator's experience seems emptybecause there is no vision-, and erroneous, because it creates a false sense of joy. Eithne rejoices when Cuchulain wakes up, because she thinks that she is the one who brought Cuchulain back to life, when she missed the whole tragedy of Emer and Fand's story.

Secondly, in the second play within the play, at the mythical level, the dream is already the manifestation of another world. Like magic, which works on concrete symbols, it is the concrete form of the spiritual. At that level the dream is the coming of a woman of the Sidhe into the real world. Strangely, it is more concrete than reality. The real body of Cuchulain is called an "image" (l 86). Whereas, when Emer thinks the woman of the dream is a "lie," Bricriu contradicts her: "A dream is body" (l 208), more concrete even than the dreamer. Emer sees a dangerous attractive woman, the romantic figure of the temptress, luring him to his death. The spectator's experience is that of the adept of magic who relies on the power of images on the mind to reveal useful messages for his life. Thanks to the images, Emer understands what she needs to do in real life. She has a vision of a supernatural woman taking away the ghost of Cuchulain, but it is on the real level that she acts.

Because of the vision, she leaves Cuchulain to her rival in the real world, Eithne.

In the third play within the play, Fand, the beautiful perfect woman, is more than the temptress. She corresponds to phase fifteen of the moon in Yeats's system. Phase fifteen, perfect subjective beauty, is not just another step of reincarnation; it is an impossible dream: the goal where all reincarnations lead without reaching it. It represents the call for the absolute and resembles the quest of the great mystics.

Several mystical images-the ray of light, the kiss-assimilate Fand with the divine reaching down to the human in ecstasy. In the traditional representation of ecstasies, the divine is represented by rays of light. The same way the mystic has trouble recognising the divine when it happens, Cuchulain wonders: "Who is it stands before me there/ Shedding such light from limb and hair" (l 220). The kiss, which can be read on the mythical level as the rewriting of the Sleeping Beauty kiss, becomes at that mystical level a symbol of the mystical union, as it is in Saint John of the Cross. His poem, Living Flame of Love, ends with "el beso del alma a Dios."

In that interpretation of the dream, Fand and the death she offers are not a threat to Cuchulain's being anymore, but pure beauty that offers "freedom." Saint John of the Cross talks in a very similar manner of the "union of the soul": Unlike in orthodox religious mysticism, in Yeats's particular spirituality, the divine is not external. It is a creation, "raised into being" (l 13), by the "sedentary soul" (l 9) who "imagine [s] [it] within/ The labyrinth of the mind" (ll 23-24). The beauty is self-created, at the same time subject and object.

Fand is at the same time the object of Cuchulain's dream, the dream of all wearied warriors (ll 211-16), and her own creation. Both the Ghost of Cuchulain and Fand are self-created: The Ghost of Cuchulain in his dream "has taken his familiar form" (l 219) and Fand "dreamed herself into that shape" (l 203). Cuchulain is making himself one with her, and reinventing himself in her, making himself part of the fifteenth phase. In a similar manner, some mystics, such as Master Eckhart, whom Yeats read, go as far as saying that in losing oneself, and getting elevated, the mystic is one with God and takes on his nature.

For the mystics that describe such a union, it is always a very brief instant. The poem at the end of the play suggests too that the union that Cuchulain escapes from is only ephemeral. Being human, he cannot stay in that state, which is translated, in Yeats's image: man needs to turn towards more earthly beauty.

That very last interpretation of the dream is the most spiritual. However, in the dream represented in The Jealousy of Emer, all those layers of meaning are concomitant, literal, symbolical and mystical, or to use a biblical term, "anagogical." 4) The dream is, that is, the simple sleep of a hurt body, the magical symbol of a temptress, and the more profound symbol of a mystical union.

It helps us understand apparent contradictions within the symbols. For example, Cuchulain is both the passive dreamer, who is subject of an enchantment, and the esoteric mystic who actively creates himself. In fact, Fand is at once the Irish mythological temptress and the one that brings true freedom, depending on which reading we make. Yeats thinking of theatre and thinking of the "little-known convictions" that he mentions in his preface is one and the same. He changes the form of his drama thanks to them.

Reflecting our own dream

The tragic passion of Emer and the mystical union of Cuchulain are the images that offer Yeats's ideal theatrical experience. However, how does the spectator come to live, in his turn, similar experiences to those shown on stage?

Emer's tragic passion is lived by the audience through identification. As in a classical tragedy, the spectator identifies with Emer's dilemma, her passion of jealousy and love; the spectator identifies with the character's passion and The Mystical Experience of Dream in W. B. Yeats's The Only Jealousy of Emer pain, experiences terror and pity, only to be purged of those passions at the end. Emer renouncing Cuchulain's love is like our catharsis: like her, we renounce passion, because we have fully lived them through the mimesis.

But Cuchulain's mystical union is harder to identify with. The spectator cannot simply have the same mystical experience as Cuchulain just because he is watching Cuchulain and Fand's union. If we only watch someone else's dream we are no more than the spectators of Cuchulain's drowning, as Emer describes them in their "dumb stupor." We need to make something out of the dream. Georges Forestier writes about the special way catharsis works in theatre within the theatre:

Et c'est par l'expérience de la catharsis que nous sommes ramenés au vrai: d'abord l'illusion, puis la rupture de l'illusion; la folie, suivie du réveil de la folie. ( 227) It is through to the experience of catharsis that we are brought back to reality: first the illusion, then the shattering of the illusion; madness, followed by the awakening from madness.

In his analysis of Synge's Deirdre, Yeats explains in detail what the response he expects from a spectator is:

That is Deirdre's cry at the outset of a reverie of passion that mounts and mounts till grief itself has carried her beyond grief into pure contemplation (. . .) the player, whose art had seemed clumsy and incomplete, like the writing itself, ascended into that tragic ecstasy which is the best that artperhaps that life-can give. (. . .) we knew that the player had become, if but for a moment, the creature of that noble mind which had gathered its art in waste islands, and we too were carried beyond time and persons to where passion, living through its thousand purgatorial years, as in the wink of an eye, becomes wisdom; and it was as though we too had touched and felt and seen a disembodied thing. ("The Tragic Theatre," CW.IV 174; my emphasis)

The events happening to the Synge's characters do not matter; the spectator does not identify with any moral issues, whether Deirdre, Naoise or Conhubar was right or wrong. It is not Deirdre's life but her concrete pain at her lover's death that triggers the spectator's response. The union starts "beyond" the pathetic moment. The classical understanding of catharsis is based on pity and terror for the heroes actual misfortunes. It is what the spectator experiences with Emer's tragic dream. However, in Yeats's idea of catharsis, the meaningful purgation comes after, beyond the contingency of the story. After all is done, the reverie is the aftermath. It is shared at the same time by the character, the actor, and the spectator. All of them become the creation of the author, "the noble mind," as exemplified by Synge, which is more fully applied to Yeats. What constitutes "tragic pleasure" is a mystical union, that is much more than a simple identification with a character's passions.

The experience of the spectator seems thus to be lived in two moments:

the moment of the story is followed immediately by the moment of the reverie. During the first part, the spectator is passive. Only then, identification is possible. In The Only Jealousy of Emer, that first part ends with Emer sending out a cry like Synge's Deirdre does. The spectator barely has the time to come back to Emer as his centre of attention. As soon as Emer utters the cry, "I renounce Cuchulain's love for ever" (l 297), the story ends surprisingly abruptly: Cuchulain comes back to Eithne with no discourse, neither from him nor from Emer, to comment on the experience they have just lived. He only mentions the emotional result: "I have been in some strange place and am afraid" (l 304) Ironically the only comment comes from Eithne who did not take part in the dream. Thus ends the illusion and the spectator seems at a loss.

Yeats ends the play abruptly leaving Emer's renunciation hanging, with no conclusion, to let the reverie commence. It is the spectator's turn to be creative. The last poem, which starts after the story is over, plays an important role in the reverie Yeats tries to emulate in the spectator. If the meanings of the poems at the beginning and the end of the play have been much discussed, their function within the play still remains unclear.

The parallel with Brecht's distancing effect has been made. Brecht also uses the idea of two levels of theatre; he does not refuse identification during the action of the play, but he forces the spectators to extract themselves from it at times, to be able reflect upon it. Yeats's poems resemble Brecht's device. However, they do not serve the same purpose at all. Yeats is not teaching us the meaning of his play; the poems do not offer an explanation.

If he did, it would be a strange explanation, more obscure than its object.

I suggest that Yeats's use of poetry and musicians to break the illusion is close to the use that mystic writers make of poetry. The mystic does not write at the same time as he experiences the union with God: at the moment of ecstasy, he is deaf and mute; only soon after does he understand and feel the need to transcribe his experience into words. Teresa of Avila expresses the two moments:

[The soul] is thoroughly awake to God, though fast asleep as to worldly things and to ourselves ; for in truth, during the short time that this lasts, she is almost senseless and unable to think on anything, even if she wished. (. . .) But you will ask me how the soul saw it or understood it? I answer, she did not see it then, but afterwards she sees it clearly; and this is not so much a vision as a certitude which remains in the soul, and which God only can infuse into her. (Teresa,5th mansion,I,cited by Brémond 158) Henri Brémond, who worked on the links between poetry and mysticism, explains that out of those two moments, the one that brings light is the aftermath, because the ecstasy itself is a passive moment when the mind cannot reflect.

Ainsi l'extase n'est pas lumière, mais génératrice de lumière; ainsi le rayon obscur que l'union mystique a laissé au centre de l'âme éclaire la circonférence. Qu'est-ce que ce rayon obscur ? C'est le demi-souvenir indéfinissable de l'expérience passée. ( 162) Thus the ecstasy is not the light, but generates light; thus the obscure ray of light that the mystical union left at the centre of the soul illuminates the circumference. What is this obscure ray of light? It is the undefinable half-remembrance of the past experience.

Yeats's "tragic ecstasy" functions similarly: the spectator experiences a mute and dumb ecstasy while watching the event of the play, but afterwards is left with an extraordinary sense of light, of "wisdom." The poetry of the musicians serves to deal with that experience. It is not an explanation of the story; it is a poetical translation of the "tragic ecstasy." In Fighting the Waves, the text in prose has been simplified to make it more accessible to its audience, but Yeats let those two poems unchanged, leaving them as obscure.

The poems of the musicians help create the spectator's dream on the model of Cuchulain's mystical union. They function like a poem by a mystic who tells what he has lived in ecstasy through poetic images.

The first poem serves as an entry into the dream. The theme is the creation of "beauty," which is the face of the absolute that Cuchulain will encounter.

The poem prepares us for the ecstasy, where one is left senseless, "beyond hearing or seeing" (l. 11). The last poem lingers on at that "outset of a reverie of passion" that has started with Emer's renunciation. With the same word as Emer was using, the poem shows that we are "dumb," still under the spell of the ecstasy: , etc." (ll 21, 22, 24, 25, 26) to raise that loveliness into being? The questions turn towards the cause, the origin. And at the end the musician asks: "Why does your heart beat thus" (l 305) then "What makes your heart so beat?/ What man is at your side?" (ll 331-32). The questions turn towards the purpose, the quest. Numerous critics have wondered whose loveliness and whose "statue of solitude the first and last song's questions refer to: Fand, Eithne or Emer. But those answers remain at the level of the story, of the illusion. If the poems are addressed to the audience, then the questions raised in the two poems might point at us as well: whose mind has created that loveliness, who is the man leaving behind the beating heart of the statue? The answer to the second question seems simple, but that Yeats is asking this question may be that the answer is not simply Cuchulain. The mirror construction of the play invites us to answer both questions that may have asked by the same person. One of the possible answers is us, the spectator of Yeats's spiritual drama. If the spectator does not live the experience of the play fully, he is leaving the play unchanged, shutting "the door" (l 318) on beauty as he exits the theatre.

If he lives the theatrical experience fully, he may be able to conceive such a perfect beauty in his own mind. In a way, he becomes "baptised" in Yeats's art.

In The Only Jealousy of Emer, the dream is a mystical experience, represented on stage for Cuchulain or Emer, but also lived by the spectator, a complex experience that we, modern readers of Yeats, rarely get to live.

Experiences like that of the "Dance Players" ensemble, who performed The Only Jealousy of Emer with a special reflexion on how gesture and movement can integrate the spectator within the play, show the way Yeats's dance plays can be lived again as real theatrical experience.

Notes 1) See, for example, Martin Puchner and Alexandra Poulain.

2) It has often been said that the title of the play suggests that the main character is Emer, instead of Cuchulain. The title definitely suggests that the attention is not only restricted to Cuchulain. It points neither to Cuchulain nor to Emer, but to the object of Emer's jealousy. And it is strikingly equivocal, not naming the woman Emer is jealous of, Eithne or Fand, or even asserting that the object of that jealousy is a concrete woman. An answer will be found in the dream. 3) When recalling his esoteric experiments, we know that Yeats uses both words, "dream" and "reverie," to refer to the trance-like state: "When two people, between whose minds there was even a casual sympathy worked together under the same symbolic influence, the dream or reverie would divide itself between them, each half being the complement of the other; and now and again these complementary dreams, or reveries, would arise spontaneously." ("The Trembling of the Veil," CW. III, 208) 4) "The fourth sense is called anagogical, that is to say, beyond the senses; and this occurs when a scripture is expounded in a spiritual sense which, although it is true also in the literal sense, signifies by means of the things signified a part of the supernal things of eternal glory." Dante Alighieri. Il Convivio (The Banquet). Trans. Richard H. Lansing. Garland Library of Medieval Literature, 1990.

  players and the watching of the playgoers was made aware of the far-reached exploration of a poet's mind. This liaison produced an unearthly quietness.(Step by Step, quoted by Richard AllenCave 10) Where the gyre starts with story-tellers outside of the story, it ends with a complete pure image without intermediaries, a mystical play.However, at the very last minute, Cuchulain/ the spectator is again separated. When Emer renounces Cuchulain's love, the movement goes outward again: Cuchulain retreats from his dream, Emer is left by Bricriu, the circle of reality of the first play within the play remains: the stage shows Emer, Eithne and Cuchulain back in reality, with the defeat of Emer. It is a very brief return.Then again the movement goes further out and comes back to the beginning of The Only Jealousy, to the musicians folding the curtains for us with a song.The play mirrors our own experience. That the figures of storytellers/stage-directors multiply on stage makes us reflect on our role of listener/spectator of the story. The several meta-spectators reflect the experience of an ideal theatre audience: unlike the dumfounded crowd watching Cuchulain dying like a ridiculous "cattle," the spectator attending The Mystical Experience of Dream in W. B. Yeats's The Only Jealousy of EmerYeats's play must live a spiritual experience. Different levels of plays bring him step by step closer to the true mystical experience that Yeats is dreaming of in "The Irish Dramatic Movement": "Ritual, the most powerful form of drama differs from the ordinary form, because everyone who hears it is also a player" (CW VIII 43).Martin Puchner writes: "The technique of a stage divided between diegesis and dance is tied to the difficulty of negotiating the relation between the present world and the mythical worlds-from Cuchulain to Jesus-that these plays depict." (136). Indeed, in The Only Jealousy of Emer, the form of the play within the play is intrinsically linked to the search for a mythical world, or more generally speaking, a spiritual one, but the mix of the real world and the mythical, the mix of epic mode and dramatic mode, might not be a "difficulty" after all, but a conscious image of our complicated path towards the spiritual world.II. The experience of a dreal1. The nature of the dreamIt is important now to examine the nature of that spiritual experience.The key lies at the core of that gyre of mise en abime. At the centre of the play is Cuchulain's dream. When he presents the ghost of Cuchulain, Bricriu saturates several lines of verse with the word dream, polyptoton ("make him dream/ And in that dream, as do all dreaming shades," ll 196-97; "A dream is body/ The dead move ever towards a dreamless youth/ And when they dream no more return no more;/ And those more holy shades that never lived/ But visit you in dreams." ll 218-22). It is not only Cuchulain's experience: what all the characters of the play are focussing on is Cuchulain's dream. The dream becomes an experience for each of them, Eithne, then Emer, and Cuchulain himself. The nature of the dream allows us

  than in any Baroque play: several characters assume the roles of director or spectator in turns and at times exchange roles. According to Martin Puchner, it is a sign Yeats has a "difficulty of keeping mimesis and diegesis apart" (134). But the uncertainty between the roles and exchange from extradiegetic role to diegetic role is actually serving the multiple interpretation of the experience. We have to read their role symbolically, to interpret what they teach us about Yeats's idea of a theatrical experience.Each of them assigns us in turn a new role of listener/spectator.

	The Mystical Experience of Dream in W. B. Yeats's The Only Jealousy of Emer
	actor following the Emer's injunctions which are like stage directions for the stone to go further. Because Yeats's idea of a spiritual theatre is entirely new
	movements and words Eithne has to pronounce to save Cuchulain ("Call on to its audience, and because to be able to live a spiritual experience in the
	Cuchulain now"; "Bend over him;/ Call out dear secrets till you have touched theatre the audience must adhere to it, Yeats starts with what the audience
	his heart"; "Then kiss that image" (ll 115, 116, 136) and Emer corrects her will accept without questioning. As the spectator is unable to enter another
	when the scene is not played as should be: "Those words sound timidly" (l world unknown to him abruptly, he has to enter through reality, through what
	119). Emer progressively takes control and seems to know what to do to he knows already, through what reassures him because he knows the codes of
	bring back Cuchulain to life. those realistic plays, in order to be able to be brought further afterwards.
	When we look at the kind of play Emer is preparing here, it appears that
	this first play within the play is a traditional one, dramatic and realistic.
	Firstly, the play Emer is directing is an Aristotelian dramatic play based on
	action. Emer has a plan to bring Cuchulain back to life. However, her plan
	backfires. At the end of the play, when several circles of plays within the
	plays have been played, the story returns briefly to the stage of Emer and
	Eithne, but Emer has become a powerless director, defeated by her own play,
	silently watching Eithne boasting of having brought Cuchulain back to life,
	unable to tell her there is another level Eithne does not know because it does
	not belong to that realistic level. Emer's only cue, "Cuchulain wakes" (l 218),
	evoked in that is in the form of a stage direction that signals her that it is both her success
	narrative: those kings watching Cuchulain drown "all stood wondering / In of the plan and her defeat because by bringing him back she is really losing
	that dumb stupor like cattle in a gale" (l 77-78). Those spectators refer to the him forever.
	people unable to comprehend images, and by extension to understand Yeats's Secondly, the play is realistic. Although the characters are heroes of the
	own plays. This narrative remains non-dramatic, only relating the story Irish mythology, queen Emer is simply a bereft wife here and the warrior
	(Aristotle's "epic" mode), not manifesting it (Artistotle's "dramatic" mode), Cuchulain, a simple dying sick man. Although set in an ancient past, the
	the images she talks about having been actually represented on stage in On conflict is based on the bourgeois issue of marital love and infidelity.
	Baile's Strand. Alexandra Poulain shows that Emer's wish ("I have that hope, the hope that
	Emer becomes the stage-director of a proper dramatic scene when, seeing some day somewhere /We'll sit together at the hearth again" ll 100-01)
	Cuchulain, Eithne thinks he is dead, but Emer refutes her. By saying "express[es] a sort of nostalgia of that bourgeois drama (. . .) from which
	"Cuchulain/ He is not dead" (ll 58 and 84) twice, like the musicians, she Yeats intended to break away" (91). The reason Yeats uses the type of drama
	creates reality: he is not dead because she says he is not. Eithne becomes an that he rejects is that it is the first stage of the muthos: it is the stepping

The Only Jealousy of Emer, the musicians are not the only ones assuming the role of storyteller/stage-directors. The mise en abime gets much more complex

The second circle of the gyre is the first layer of the muthos: it is the love triangle between Emer, Eithne and Cuchulain. This is the circle of reality, as those are the only characters of the play that are not coming from the other world. Emer takes on the role of storyteller and stage-director in that circle of reality. Eithne is the spectator of reality who is invited to learn the story of Cuchulain and to look at an immobile actor: the real body of Cuchulain lain on his bed. As the musicians, Emer's first words are an invitation "Come" (l. 50). Then, she becomes a story-teller, telling in a long speech the story of Cuchulain's death, with vivid detailed descriptions of the characters of that past scene. Another group of spectators is

  The Mystical Experience of Dream in W. B. Yeats's The Only Jealousy of Emer I have dissolved the dark That hid him from your eyes, but not that other That's hidden you from his (ll 189-91)

  It is born from the "cries" of Emer and Eithne. Cuchulain is still drawn towards Emer and seems worried crouching on the floor. It is of Emer The Mystical Experience of Dream in W. B. Yeats's The Only Jealousy of Emer At the end, when the Ghost of Cuchulain is willing to forget Emer and his past fully, the scene escapes us: Bricriu describes what is happening behind the curtain, outside the spectator's view, and outside Emer's and our view as well,

	but it is only audible:
	Hear how the horses trample on the shore,
	Hear how they trample! She has mounted up.
	Cuchulain's not beside her on the chariot. (. . .)
	Cuchulain's foot is on the chariot-step. (ll 291-96)
	he is dreaming when Fand appears and asks him about his haunting
	"memories" (l 229) Emer appears then as a hindrance to the freedom and the
	forgetfulness that Fand offers. The Ghost of Cuchulain, a "dreaming shade,"
	even seems to have dreamed in that form because of that old memory

This is the union of the nature of the soul, in solitude, cleansed from all impurity, natural, temporal, and spiritual, with the Bridegroom alone, with His nature, by love only-that of love which is the only love of the spiritual marriage, wherein the soul, as it were, kisses God when none despises it nor makes it afraid. For in this state the soul is no longer molested, either by the devil, or the flesh, or the world, or the desires (Spiritual Canticle, St. XXII 11)

There is another dream of Cuchulain: what threatens the Ghost of Cuchulain to "banish rest and make him dream" (l 196) is not Fand, strangely.

calling. Without Emer, there would be no image of Cuchulain at all. Fand as well seems to have "hurried" (l 202) and appeared as a woman because Cuchulain is escaping.

  Peter Ure scoffs at Yeats's mysticism: if Fand offers that absolute of phase fifteen, then what would Emer be saving Cuchulain from? He writes: It even suggests that Yeats's desire to put some of his 'little-known convictions' into his latest portrait of a Woman of the Sidhe, to plant in Ireland what he plucked in Byzantium, may have distorted his sense of the theatre-that Fand is what she is and offers what she does offer because Michael Robartes grasped at the pen. (77)

  The Mystical Experience of Dream in W. B. Yeats's The Only Jealousy of Emer But Yeats wishes us to go further, to transform "passion" into "wisdom." He concedes that we have no choice but to get out of the state of complete beauty, to leave the union with that "statue of solitude," to go back to reality, to separation. Like Cuchulain, we have to forget the dream we have just had. However, the song is like a warning: it criticises in advance the forgetfulness we might have, and reminds us of what unique experience we have left behind. It shows us again the statue of solitude with a beating heart so we do not leave her like a dumb crowd unable to understand the dream they have lived. The two poems of the musicians are there to make us reflect on what the spectator will see or what he has seen. The first poem's questions deal with the creator: "How many centuries" (l 7) did the sedentary soul spend and "What death .../ What bonds, / what pursuing

And we though astonished are dumb Or give but a sigh and a word, A passing word.

(ll 315-17; 328-30; 341-43) 
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