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The French Symbolists recognize Villiers de l'Isle-Adam as a forefather, but he does not have the status of master as much as Mallarmé does. But, in the other branch of Symbolism, the Belgian Symbolism, which, by its influence, is as important as the French one, Villiers is a mentor, and particularly for Maeterlinck.

In Ireland, Yeats also acknowledges Villiers

3

Yeats knows that in Axel, the far too long debate between Axel and the Commander is defective and adramatic but it does not matter as it is part of the ceremony. Yeats has memorized some sentences of the play as he would for a prayer and he is deciphering the meaning of the text as if it was a sacred book written in an ancient language.

Maeterlinck speaks in very similar terms about Villiers when he recalls meeting Villiers in Parisian Brasseries with other disciples of the master, although the age tints the memory with irony:

Ces mystères étaient célébrés à voix basse comme une messe secrète, dans un coin sombre d'une brasserie empestée de pipes et de relents de bière et de choucroute, dans le vacarme de conversations crapuleuses ou de l'ignoble rire de filles chatouillées, parmi le fracas des commandes de tête de veau à l'huile ou de pieds de porc, des bocks et des plats entrechoqués et de la mangeaille He represents a version of Yeats's dream of the poet in his tower, as he lives surrounded by his books, secluded form the world in a remote castle. In Yeats's and Maeterlinck's plays, we find magi characters who have a special connection to the supernatural. Forgael in The Shadowy Waters, of course bears the same suffix el, god, as "Axël". Forgael is also close to Janus: Forgael is able to control Dectora's mind and make her fall in love with him, the same way Janus is the puppet master of Axel and Sara who seems to have planned, much before they knew themselves, their encounter, their love and their decision to commit suicide. In Maeterlinck's later play, Joyzelle, Merlin on his island is close to Shakespeare's Prospero, but he is even more estranged from the affairs of the world than his Shakespearean model, more like a magus who is able to master his own soul, represented by Arielle. Like Janus, he is not gifted with special magical powers, he has just managed what any human being would if they strived to achieve it. j'aurais beau leur dire que tu sommeilles ici, et leur montrer du doigt ta grâce éblouissante, ils ne te verraient point... Il faut que chacun d'eux te découvre en lui-même ; il faut que chacun d'eux entr'ouvre comme moi le tombeau de sa vie et vienne t'éveiller ainsi que je t'éveille... (Joyzelle, I, 1, p. 172 ) it were vain for me to tell them that you are sleeping here and to point to your dazzling grace: they would not see you… Each one of them must find you within himself; each one of them must open as I do the tomb of his life and come to awake you as I awake you now. (Joyzelle, I, 1, p. 2) 5 For Yeats and for Maeterlinck, Villiers offers the model of an achievable magus. It is important for both of them that Villiers provides a terrestrial image of the magus, who is grounded in its time.

The Philosopher among the Symbolists

Seeing Villiers as a magus, Yeats and Maeterlinck mostly emulate him for his ideas. Although not a real philosopher, Villiers was much more invested in theoretical thinking than his fellow poets so he strongly influenced the thought of his generation. His philosophy rests on a strong rejection of materialism. From this original rejection are born the different ideas that Villiers promotes. Firstly, his Idealism, which he nourishes from readings of Hegel, or rather publications made for general readership which summarizes Hegel's thought. He reads the philosophers quickly to find food for his own thought. Alan Raitt, who analyses Villiers's influence on Symbolism, notes that the ideas of Symbolist writers on Idealism are a lot vaguer that Dorothy Knowles asserts in her thesis about Idealism in the theatre. They derive more from Villiers's reading of Idealist philosophers than from a direct knowledge of Hegel or Schopenhauer. And as Villiers's Idealism is an arranged Idealism to match his own ideas, so is the whole Idealism of the French Symbolists more Villierean than Hegelian. The Idealism of Villiers and the Symbolists does not retain Hegel's objectivity. Villiers goes far beyond Hegel's model when he makes reality the product of our thought. He pushes it towards an illusionist philosophy when he goes as far as saying that the world being subjective you can model it according to your will. In the "cruel tale", "L'Elu des rêves", the protagonist, a poet, discovers that the destitute old man living next door to him is in fact hiding a treasure under his mattress. The old man has lived a happy life dreaming of what he could do with his treasure: "Pouvant incorporer mes rêves, je les possédais comme réels…" ("being able to incorporate my dreams, I possessed them as if they 6 were real…). In Axel, Janus, Axel's master, expresses the same idea: "tu n'es que ce que tu penses" (634) ("you are only what you think").

Yeats alone follows Villiers's Idealism. Whereas Maeterlinck's anguished early plays never offer imagination as a solution for the world's misery, in his early plays, Yeats is close to Villiers's idea that imagination can offer an escape from this world. The Shadowy Waters is based on Villiers's Idealism, but even before Yeats knew Villiers, in The Land of the Heart's Desire, the heroin, Maire, escapes to a faery land. That faery land can be read as Tír na nÓg, the concrete land of the celtic mythology but it can also be read as an illusion based world created by Maire's imagination itself. Indeed, some elements of the play suggest that the faery land could be the product of Maire's imagination: Maire is the only one who reads in the house; the others consider reading a vain activity and imagination useless;

the faery appears at the moment she calls her to escape this mean world. In his early years, Yeats was fascinated by Villiers and by Axel, mostly because of its illusionist spirituality.

The sentence that Yeats keeps quoting from Villiers is always: "as for living, our servants will do that for us" (for example he quotes it in Per Amica Silentia Lunae, 97).

However, the later Yeats does not agree with the extreme Idealist philosophy of Villiers anymore; he ceases to conceive imagination as a means of escaping the world and does not oppose the world to the imagination anymore. Because Yeats's main interest in Villiers was his idealism, when Yeats turned the page of idealism, he thought he had nothing to do anymore with Villiers, and the French Symbolists in general. In his later years, Yeats can thus say that Villiers was an early influence and dismisses it for his later play. However, Villiers and Yeats have many other points of concurrences. They cannot be called direct "influences" as was Villier's idealism but it is striking that at the same time, the same thoughts brought similar forms on the European stage. Villiers share the natural symbol of the forest that surrounds the characters, isolate them from the rest of the world, make them live in darkness. The darkness is also a suggestion of the invisible often used in Villiers's, and then in Yeats's and Maeterlinck's plays. Yeats and Villiers particularly share the Rosicrucian symbol of the rose. The Roses-Croix are linked to the heroes of Axel in many ways: Roses-Croix once lived in the convent from which Sara escapes; she acquires esoteric knowledge through Roses-Croix books; the ancestors of the heroes also belong to that order. A real rose, picked up by Sara in the snow when she was leaving the convent, which she then plucks over Axel's head, becomes the last symbol of the play. Yeats's personal involvement with Rosicrucianism, in the Golden Dawn order, is well documented 1 . Like in Axel, the symbol of the rose is important in Yeats's The Shadowy Waters. Here, the rose is not a real object, but the rose is the main symbol used to decipher the message of the birds: Old stories about mystic marriages, Impossible truths ? Thus, Yeats, and Maeterlinck, after Villiers, bring symbolism further than many Symbolists: symbols are much more than images, they bear a real esoteric power.

Villiers's dramaturgy: a forefather to surpass

Villiers is not the initiator of Yeats's and Maeterlinck's philosophy, but they found in him a character who lived his life in agreement with his ideas and whose work is the accomplishment of his philosophy in literature. They read Axel both as the textbook of Symbolist philosophy. However, one should not confuse the thought and the form of the play, or dramaturgy. Although Villiers's thought was a direct influence for Maeterlinck and Yeats, Villiers's dramaturgy was neither a model for Maeterlinck nor for Yeats. For that matter, Yeats declared that Villiers's poetics had "shaped" his prose fiction, Rosa Alchemica, but he says nothing about his drama.

Not that Villiers's dramaturgy repeats that of his contemporaries. As Geneviève Jolly points out, it is very original in the framework of the very standardised end the century drama, but Villiers takes a path that will end up a dead end for modern drama. At times, Villiers's drama is close to the old Romantic melodrama, at times, it looks like Villiers tried indeed to invent a new form, close to what Jean-Pierre Sarrazac called the "rhapsody" of modern drama: he innovates in blurring the frontiers of the genres of poetry, essay and novel.

However, by doing so, his drama takes on a form impossible for the stage.

Villiers, before Ibsen or the 20 th century experiments, mixes the genre of the essay and that of drama. Villiers calls it himself a "drame philosophique" (philosophical drama). But, the integration of philosophy in his plays is often at the cost of the performativity. They He is the last-born of a post-baudelairean Romanticism, and, through his prose, which is sometimes too evenly taut, too dazzling, we find here and there some shreds of an old-fashioned Sublime, where the overblown sentence or word is detrimental to the thought.

Straight after, he hastens to qualify this judgement on his master:

Ce sont des déchets qui brûlent encore au coin de quelques pages, mais que la haute pensée qui les a rallumés en passant enveloppe de sa flamme. ( 728) They are the waste that are still burning at the corner of some pages, but that the high thought, which relighted them while passing, enfolds with its flame.

What Maeterlinck says about his prose is also applicable for Villiers's dramaturgy which has more links to Romantic melodrama than to modern drama.

Villiers also calls his drama "dramatic poem", mixing the genre of poetry with drama.

It was appealing to Yeats who was trying to create a poetical drama. However, Villiers proves to be a hopeless model, because Villiers has lost his dramatic power as he borrowed 11 from the genre of poetry. Blurring the genre will lead, in his case, to yet another type of "spectacle dans un fauteuil", like the Romantics'. Incidentally, Villiers calls his drama "poème dramatique" (dramatic poem), not "drame poétique" (poetical drama). If there is any dramaturgical influence on Yeats, it is not of Villiers himself but of the Symbolists's reading of Axel. Yeats was indeed more touched by the Symbolist staging of Axel by Paul Larochelle in La Gaîté than by the dramaturgy.

A closer look at Villiers ideas on theatre shows that Villiers's centre of reflexion were not dramaturgical matters. In the preface of The Revolt, Villiers get enraged at the state of the contemporary theatre and he contemplates the possibility of a new type of drama.

But he does not specify how it will be. In fact, the revolution he considers is more in the content than in the form. The form of La Révolte, with its uninterrupted dialogue between husband and his wife, is original but Villiers does not lay claim on it and he even calls an "inexperience" the original silent scene, the "Scène muette", at the end of the second scene.

Maybe, at the beginning, Yeats did not think differently from Villiers when Yeats first mentioned that he was writing on a The Shadowy Waters, calling it "a wild mystical thing carefully arranged to be an insult to the regular theatre goer" (28 March 1894, CL, 384). But soon, for Yeats, the form became as much a source of questioning as the ideas.

Villiers's two admirers find some formal ideas in his works but almost in spite of The characters of Villiers, even Janus, do not correspond at all to this description. They have very long speeches, unlike the almost mute characters of Maeterlinck, and what they say is often very complex thoughts, unlike the simple remarks on the light or the weather of Maeterlinck's characters. Sometimes, Villiers seem to put into practice his idea. For example, the introduction of Sara and Axel, the protagonists of Axel, is surrounded by a mystery. Sara's only words in the whole first part devoted to her is "no". Axel does not appear at the beginning of the "tragic" part, devoted to him, but rather, he is presented by other characters speaking about him. When he arrives, he prefers to use only few words with his unwelcome guest and not to explain his reasons for challenging him to a duel. However, when asked to make himself clear, like all the other characters, Axel becomes very loquacious. And so does Sara at the very end. The silent mystery around the heroes is somewhat broken. Hence the suggestions of form that Maeterlinck can find written in Villiers's words is not applied by his master in his own drama.

Maeterlinck and Yeats admired Villiers's drama, but not as an accomplished example of the Symbolist drama they strove for, rather because it was opening a path to the sacred in drama. They took up the ideas of Villiers and found a dramatic way to express them.

The question of Villiers's influence on Yeats

The critics make too quick an association between the form and the ideas borrowed from Villiers. They assume that as Yeats borrowed Villiers's Idealism, he also borrowed his form. And correspondingly, as Yeats abandoned Yeats's Idealism he would have abandoned the Symbolist form. The idea of a "symbolist period" of Yeats's drama needs to be questioned.

First, the influence of Villiers's philosophy on Yeats is not limited to his Idealism.

His occultism was even more a model for Yeats of the way it could be brought into modern drama. And Yeats's occultism did not stop with his Idealism. Then, Villiers does not really belong to Symbolism when one observes the form.

Villiers's dramaturgy is not as influential as some say, even in the early plays by Yeats.

Unlike what numerous critics have suggested, even Yeats's early drama of the 1900's does not owe much to Villiers's dramaturgy. When W. York Tindall calls The Shadowy Waters "a translation of Axel in nautical terms" (250), he is right about the ideas but mistaken if we consider the dramaturgy of both plays. Margaret Rose interestingly enlarges the Symbolist drama to authors who are not generally associated to it, like Yeats. But when she analyses It has often been noticed that the end of Yeats's The Shadowy Waters is very close the end of Axel3 . Indeed, the couples of both plays choose to abandon the pleasures of the world.

Axel and Sara commit suicide in front of the treasure they have just found, Forgael and Dectora leave the treasure they have also found to the other sailors and the couple chooses to continue their wandering on a deserted ship, which they know will also lead to their death.

Maeterlinck does not write about leaving behind the pleasures of the world. But the fourth act of Alladine and Pallomides finds the heroes in a very comparable situation. Alladine and Pallomides fall to their deathconsciously, unconsciously, it is purposefully left unclear -in 15 an underground lake. Right before their death, there is no material treasure like in Yeats's and Villiers's plays, but there is an illusory treasure that the heroes believe is there around them, although it is only an illusion. In Maeterlinck's play, contrary to the other two, there is a whole other act following that scene.

In each play, the discovery of the treasure, whether real or illusory, is followed by an epiphanic moment, then by the death of the heroes. In the three plays, the epiphany comes with a sudden light appearing on the couple. In the three plays, the subsequent death produces a similar image: a couple embracing each other, in their death or on their way to their death.

The three dramaturgical elements of the treasure, the light and the last embrace seem identical at first sight, but, in the nuances in the way they are represented, they reveal a lot about the common mysticism of Villiers's drama and his successors', and about their resolutely different dramaturgy.

The light

First, the play on light and sound is very close in the three scenes. The setting is a secluded location. Axel and Alladine and Palomides also have the similarity of being set in an underground space, the vault and the cave of the castles, where the couple is cut off from the rest of the world. The Shadowy Waters does not express the isolation by a vertical separation from the rest of the world, but the isolation from land on the dark sea is as great, and, at the very end, the two heroes are left alone, as Axel and Sara and Pallomides and Alladine were.

In the three plays, the outside is a source of anxiety. In Yeats, the threat is present rather obviously: the sailors, who want to kill Forgael, are on stage with the couple. In Villiers's and Maeterlinck's plays, the outside world remains offstage and only penetrates the lover's retreat through sound. In Axel, the loggers, "les tueurs de forêt" according to Sara, and then the wedding party singing, who represent the profane world, are heard in the distance at the 16 moment when they commit suicide. The bangs on the door of the cave frighten Alladine and Pallomides as they imagine it is the enemies coming to attack their love.

During that scene, the space is particularly dark within plays that already were generally set in rather dark atmosphere. It is midnight in the crypt of the Auërsberg family, the place where Pallomides has been captive is set in the "ténèbres" ("obscurity") and at the end of The Shadowy Waters, "The scene darkens" (16). However, within that very dark space, firstly, around the characters appears a halo of light that announces the encounter of love.

Sara is observed by Axel opening the treasure vault and "au centre de tout ce rayonnement où se multiplie, en mille et mille réfractions, la double flamme funéraire de la lampe et du vacillant flambeau" (654) ("at the centre of all the radiation, where the double flame of the funerary lamp and the faltering torch multiply itself into hundreds and thousands of refractions") ; Alladine, who is blindfolded, does not see that she is in the light of the lake but Pallomides can see and admire her: "Vous êtes au bord de ce qui nous éclaire" (504) ("you are at the edge of what brings light to us"); "there is a ray of light upon the figures" (16) in

The Shadowy Waters. That first light makes the recognition of the lovers materialise.

A second light, that time much stronger, completely transforms the scene to make the characters and the setting appear utterly new. In Axel, the morning light appears suddenly through the underground window, which makes Sara shiver: "Sara, s'écriant: -Le jour! L'aurore! Axel! … -Regarde! Quel avenir levant!" (670) (Sara, exclaiming: The daylight! The dawn! Axel! … Look! What a rising future!"). In Maeterlinck's scene, the light is progressively increasing: "Ne te semble-t-il pas que la lumière augmente? -Quand j'ai ouvert les yeux, je ne distinguais rien; et maintenant, tout se découvre peu à peu." (508) ("Don't you think that the light is growing stronger? -When I opened my eyes, I was not able to distinguish anything; and now, everything is unfolding slowly"). Just when all the sailors go 17 away in the Shadowy Waters, "the light grows stronger" (18). That second light is not just a symbol of love; that bright light renders the epiphany concrete on stage.

In Axel, while the sun is rising through the basement window, the choir of Axel's servant is heard singing: The change is expressed through a light metaphor. At that moment, the possibility that a transformation, the death of the old world, might be accomplished on earth seems possible.

Through love, the real world is starting to transform, with the materiality of the sunrise as opposed to the sunset of the song, and to offer itself to the lovers. Sara and Axel seem to live a full moment of epiphany before the renunciation of the end. For three pages, Sara imagines all the countries they could visit with their treasure, all the different lives they could have. Sara cries "Ô volupté de vivre!" ("O the delight of living!"). Happiness seems reached: "Je suis heureux" ("I am happy") says Axel (671). Afterwards, Axel talks about this moment as "intensité d'existence" (an "intensity of existence"), "moment idéal'" (673). It is sacramental:

Sara raises the curtain of the window as the choir sings: "Buvons!" (670) ("Let us drink") 18 However, the tragic ending is already prefigured. Although, we learn in the next scene that Axel had let himself go, to dream those "rêves" "si beaux" (671) (so beautiful dreams), he is not speaking during the ecstasy scene, only Sara expresses her enthusiasm. The music in the background foretells the ending. The second couplet of the choir tints the joy with a sense of anxiety over the uncertainty of life: The epiphany cannot be prolonged because of the knowledge that real life does not match the dream. The epiphany is based on Villiers's extreme Idealism which believes the idea, or the dream, is more real than the material world: "C'est bien en RÉALITÉ que nous sommes devenus nos âmes!" (672) ("Indeed, we have become our souls in REALITY"). The moment has already taken place fully so only death is possible. The moment has been fully lived, "accomplished" (673), hence it is over and cannot be repeated.

The light of the epiphany in Maeterlinck is not as direct as Villiers's, it is a fantastic one: it filters through the blue water and green waves of the underground sea. In the underground, the laws of physics do not apply. The sea fantastically becomes a source of light coming from the bottom. It takes time for the characters to see it as a light. At first, they think 19 they are in the dark and the eyes have to get used to it. That "lumière surnaturelle" ( 509 The second element is the treasure. In Axel, the epiphany follows the discovery of the treasure and seems to result from it. The treasure is the means to transform Axel and Sara's world. However, soon the reader/spectator understands that transformation is only possible in imagination. The treasure has no present material bliss. For that matter, as soon as Axel and Sara discover it, the delight of the treasure is replaced by delight of encountering of each other and the beginning of love, so the treasure is almost forgotten. The treasure comes back to Sara's mind when she imagines the future life they will be able to live thanks to it. The treasure is thus not a present object of pleasure but serves only the possible. The epiphany happens through imagination, which the object of the treasure helps to project. First, it is a concrete "possible" in a real future, as the treasure is the means to travel the world. But quickly, the treasure loses its concrete use: in the dream of Sara, the money soon does not seem necessary anymore (she imagines being a simple nomad for example). The treasure is no longer a concrete object, it becomes a symbol of that ideal dream. As Axel understands that any accomplishment of the dream would defile it in the last part of the denouement, the treasure will be lost for everyone when the heroes die with its secret. Dramaturgically, Villiers seems to hesitate between giving the treasure a concrete use or a symbolic meaning. It reveals the hesitation of the characters who have the hope of a concrete accomplishment of the dream, but later believe it is impossible.

The ecstasy of Alladine and Pallomides is represented in a completely different way.

As we have seen, it does not sit with Maeterlinck's philosophy to offer an alternative to the present world. No imagination of the future is given through language. The epiphany happens in the present and through images. Afterwards, in the second part of the end of Axel, Axel says they have just lived a full moment of intensity in the present, but in fact, at that moment the joy was found only through a projection in the future. The epiphany never seemed Then the place is transformed too. Right before the heroes fall, there is an epiphanic moment which transforms the ghastly underground into a fantastic palace with "pilliers éclatants", "portes d'or", "grandes salles bleues", covered with "fleurs immobiles et étranges", "roses bleues" and "pierreries"(508-510) ("dazzling pillars", "golden gates", "big blue gates", "immobile and strange flowers", "blue roses" and "gems"). In both plays, the epiphany comes with a concrete representation of a treasure on stage. However, the images play a different role. Whereas the treasure of Axel becomes a pure symbol of the dream, the numerous images of Alladine and Palomides are an active symbol of the transformation that is lived fully here and now, in front of the eyes of the characters, and in front of the eyes of the spectators. The epiphany is not based on a concrete treasure that is as perishable as the world, but on a transfiguration through love. The dream materialises on the stage. The present being the tense of drama, the images are hence much more dramatic.

Yeats has yet another way to rewrite Axel's epiphany. In The Shadowy Waters, there is a treasure but it is not shown on stage. It is in the other boat that does not appear and is only 22 mentioned through discourse. It is however precisely described in discourse for the spectator to imagine. Aibric reports:

We have lit upon a treasure that's so great Imagination cannot reckon it.

The hold is fullboxes of precious spice, Ivory images with amethyst eyes, Dragons with eyes of ruby. The whole ship Flashes as if it were a net of herrings. ( 17) It can be imagined through words, but will not be represented because Yeats understood showing it would offer it as a solution to the dream. But, contrary to what happens in the first part of the end of Axel, the possibility of an accomplishment through riches is not even considered. Only Dectora imagines for a moment that they could live happily in this world like Sara did: "Carry me/ to some familiar place. /Have we not everything that life can give/ in having one another?" Forgael simply dismisses the possibility in two words: "I cannot -I am going on to the end." (17) Like the famous "Non" of Axel and Sara against the life of the monastery or the life of the occult ascetism.

There cannot be any transformation possible in this world like in Maeterlinck's play.

There cannot even be any hesitation like in Villiers's. Hence, the stage does not transform to express the epiphany. The stage of Yeats is even more minimalist than Maeterlinck's. Dectora chants of all the wanders of that world they leave behind. This simple vision of the world wonders is yet another treasure, closer to Maeterlinck's treasure than Villiers's riches, but not more than the treasure of the boat is the treasure of the world's wonders shown on stage. Visually, it is in what is missing on stage that Yeats reveals where the essential is. The stage is a negation: it shows the revelation cannot come in this world but from a world that is not representable. Because the negation of the world is represented on stage and not just through words, it is much more powerful that the simple "no" of Axel and Sara which is constantly contradicted by Villiers's ornate stage. In The Shadowy Waters, what matters is what is not shown, precisely the "high invisible ones", as Yeats calls them in his introductory poem of the 1900 edition. In the early versions of the play, the invisible ones had a name and a shape, they were the Fomorians. But even the birds who call Forgael to follow them are not visible anymore in the latest version of the play, as the other world cannot be expressed by images.

The union of the lovers

The last image is that of the lovers united in death. It represents the mystical union. In Axel, the last scene is a mute one: in a scene reminiscent of Romeo and Juliet, the couple drinks poison then falls in an eternal embrace. However, it is not the last image. Villiers refuses to keep it a pure symbolic image of the ideal love. At the end, a gold coin falls, "troublant le silence du lieu terrible où deux êtres humains viennent ainsi de vouer eux-24 mêmes leurs âmes à l'exil du Ciel". (677) ("disturbing the silence of the terrible place where two human beings just dedicated their souls to the exile of the heavens") With the sound of the wind that is heard from the outside, the treasure once again becomes material, not just symbolic, and belongs to "le bourdonnement de la Vie" ("the humming of life") that the heroes chose to abandon. So, with the last image of the life that continues beside the dead bodies, we understand that the character's hesitation between ideal and material is also Villiers's who refuses to give a definitive answer.

The same pre-Raphaelite image of the woman's hair covering the lover's body is used in Yeats and Villiers. But Yeats uses the dramatic image in a meaningful way. Literally, the couple hides their faces in Dectora's hair so they do not see anymore. As we have seen, it materialises the refusal of the world's treasure. It also shows that the couple only exists for themselves now, Forgael "cannot put [her] from his sight for ever" (18). The union in the ideal dream is complete in Yeats.

The union of the lovers is a purely mystical one in Yeats's and Maeterlinck's plays.

They imitate the image of Villiers but go much further. In both plays, the characters do not really have a story. They are not individualised so they can represent ideal lovers. They fall in love without knowing anything of each other, and without the spectator knowing anything about them either. In the first version of The Shadowy Waters, before Yeats knew the Symbolists, Dectora had a story. She was a queen who had left the castle of her father with Aleel, a harpist. It the latest versions, she is a queen without origin. In Alladine and Palomides, like in any of Maeterlinck's first plays, the characters meet by chance and fall in love without even really talking. In both, time does not matter, as Dectora underlines. Her dead husband at her feet seems an old story for Dectora. In Axel, the idea was there to be free from a story and be reborn as an empty character for love. When Axel asks Sara about her name, she first refuses to say it in order to be defined only as her present self, Axel's love.

Ariane Murphy 25 25 But once again, Villiers does not make the idea materialise in his dramaturgy. Axel and Sara have a story, and a long one, with ancestors that the spectators have been told about. When Sara wants to forget about her past, Axel cannot help wondering who she is, asking for her name, wanting to find out more about her ancestors, and asking her how she arrived at his castle, breaking in some way the very dramatic silence of love.

The idea of an ideal love is present in the three plays but love does not take the same place. In Alladine and Palomides, love is the purpose. In the last dialogue before their fall, the couple acknowledges their love ("Alladine, L'enlaçant tristement: Je t'aime encore, Palomides. / Palomide: Je t'aime aussi, mon Alladine." 512). In this way, in this later one act play, Maeterlinck is already close to his second drama, which is much brighter than his early drama and which conveys the idea of salvation through love. For Yeats and Villiers however, the union of the lovers is not the end. Love itself becomes a symbol of something higher.

When the sailors leave, Dectora mostly rejoices in finding herself alone with her love for ever. For Forgael, the quest is not eternal love specifically. He is looking for immortality and love is only the means to reach it: "Beloved having dragged the net about us,/ And knitted mesh to mesh, we grow immortal" (18). The idea of growing towards immortality is strikingly similar to the last line of Axel: "Maintenant, puisque l'infini seul n'est pas un mensonge, enlevons-nous, oublieux des autres paroles humaines, en notre même Infini!" (677) Once again although the idea is similar in Yeats and Villiers, Yeats knows better how to transform the idea in a visual dramatic effect. Unlike in Axel, the last image cannot be of the lovers if the love is not the purpose. It has to be a symbol of that rebirth. The last image is that of the harp burning on stage. We have said that symbols of the invisible are impossible, but there is one sign of that mystery in the burning harp. It is not the symbol of the outer world but the symbol of that rebirth: "that old harp awakens of itself" like a phoenix. It just does not say where it is going.

What are the dreams made of?

Observing those three scenes, we can see that Yeats is very close to Villiers in his thought. The epiphanic moment is a promise of an outer world. Both plays are turned towards an unknown future. However, Villiers is more hesitant in his Idealism. The happiness seems to be past already; it happened in the moment of imagination, which has fully accomplished the dream. So, death at the end might not be the fulfilment that the heroes claim it is, but simply a defeat upon realising the impossibility of the dream. Yeats does not let his heroes linger on their past, the whole play is turned towards the future, what comes after the event that we witnessed, and that cannot not be shown to us.

Maeterlinck's play is the opposite: it shows the realisation of the ideal in this world here and now. In his first plays, Maeterlinck was very far from Villiers's idea that one can create the ideal he strives for through imagination. However, the influence of Villiers's philosophy strangely touches him in his later theatre. Alladine and Palomides is one of the latest plays of his first period, and already, one can feel how love seems to be the new means to reinvent the world here and now as it will be the case in Aglavaine and Sélysette. However, it fails, and contrary to the hesitation in Axel, it is a complete failure. As there is no promise of another life beyond this one, death is a defeat. Before the final silence, leaving the earth means the end of love and all promises, because all the promises possible are here on earth, the sun and the "soft green things": La voix de Palomides: Alladine, où vas-tu? On dirait qu'on t'éloigne... Then, even those elements are not really integrated in the action, they fail to become real dramatic objects. The action on the play is only happening through the language, always bringing the play on the verge of shifting towards a narrative form. The epiphanic moment strikingly relies on words: the treasure shining could have become a silent scene of ecstasy, but the real ecstasy only happens through the long tirade of Sara who imagines their future, even forgetting the actual treasure at her feet.

On the contrary, Yeats and Maeterlinck rely on visual elements to create the epiphany.

In Maeterlinck, the cave transforms under the spectator's eyes to express the immanent epiphany of love, that Maeterlinck is starting to believe in. Yeats relies on a contrary effect.

To express the idea of the ideal only achievable in another world -a similar idea to Villiers's 28 -Yeats transcribes it into a dramatic language: the world disappears from the heroes' eyes concretely under the hair of Dectora. He refuses to represent the treasure, the treasure of riches of Villiers and the simple treasures of the world of Maeterlinck. They remain in the poetry of the words but unlike Villiers where the words are drowning the drama, the fact that the treasures remain in the language only makes sense within the frame of the drama. I disagree with Denis Donoghue when he asserts that Yeats's play becomes non dramatic, becoming a simple poem. The language is not a substitute for the drama, it is dramaturgically meaningful not to represent them as the epiphany does not happen within this world. The 

  gloutonnement mastiquée. Nous avions l'impression d'être les officiants ou les complices de je ne sais quelle cérémonie pieusement sacrilège, dans l'envers d'un ciel, qui nous était tout d'un coup révélé. (Bulles bleues, 727) Those mysteries were celebrated in a low voice like a secret mass in a dark corner of a brasserie infested by pipes and the reek of beer and sauerkraut, in the din made by crapulous conversations or by the ignominious laugh of girls that one tickles, in the noise of the orders of veal heads in oil or pork feet, of clattered pint glasses and plates and of the glutinously chewed grub. We got the impression of being the officers or the accomplices or some piously sacrilegious ceremony, in the other side of a heaven, that was suddenly revealed to us. 4 For Maeterlinck and Yeats's Symbolism, an off-kilter Symbolism which is more truly mystic, Axel is becoming the Bible of the movement. It is almost as though in encountering Villiers, Yeats and Maeterlinck became initiated to a new sect which could unite art and the sacred. Villiers himself is a sort of magus like his own character in Axel, master Janus, who also resembles Yeats's own magus, Michael Robartes. Axel is the ideal version of the master.

7

  Both Yeats and Maeterlinck share with Villiers his taste for occultism. Like his idealism, Villiers's strong belief in occultism and a general mystic attitude towards life was born form his rejection of materialism. Again, it is rather superficial according to Alan Raitt but Villiers's occultism influenced the whole Symbolist generation. Occultism is a trait of the epoch of the end of the 19 th century and both Yeats and Maeterlinck had a more thorough experience than their predecessor, Villiers. Yeats had a very early practice, and Maeterlinck later also practised and wrote numerous texts about Occultism (The Great Secret, 1921, for instance traces the history of esoteric and occult spirituality through the whole world). But, before other Symbolists, Villiers sensed that it could have to do with literature. More than any of the Symbolists, Villiers's use of symbols is a real association between poetry and occultism. Unlike Mallarmé, Villiers is a real mystic, whose Symbolist ideas largely exceed a formal goal. The symbols, the correspondences, which in Mallarmé are the source of a new aesthetics, take on a esoteric meaning in Villiers's work. For Maeterlinck, Villiers is the main role model. Blake was Yeat's model for the occult power of symbolic poetry, but Yeats finds in Villiers the opening of the path for a modern occult poetry. Villiers, Maeterlinck and Yeats share the idea that the world is not limited to what it seems. Their world is always doubled by an outer world beyond the materialist world. The poet has the role of intermediary between the two worlds. Yeats had already come to the same conclusions with Blake. Before Yeats discovered Villiers, his first three plays already express this aspiration for a world beyond the visible one. However, in Yeats's first plays, the other world is a concrete one, a Christian other world as the Hell of Countess Cathleen, or a pagan on as the land of faeries of The Land of Heart's Desire. Upon contact with the Symbolists playwrights, Yeats changes his focus. The outer world is not a concrete, albeit invisible, kingdom anymore in Yeats's next plays. What matters is not the place itself, but the way it reveals itself in the present world through symbols. The unknown brings forth the revelation of it and the interpretation of those signs in this world. In Villiers's, Maeterlinck's and Yeats's plays after 1900, through esoteric symbols, through symbols of nature, the characters get insights of what awaits beyond them. Maeterlinck and

I

  have but images, analogies, The mystic bread, the sacramental wine, The red rose where the two shafts of the cross, Body and soul, waking and sleep, death, life, Whatever meaning ancient allegorists Have settled on, are mixed into one joy.For what's the rose but that ? miraculous cries, 1 See George Mills Harper, Yeat's Golden dawn, London: Basingstoke, Macmillan press,

  become very didactic and the long speeches are impossible to play. Axel was performed a Villiers's death but only for an initiated audience and at the cost of numerous cuts. It explains why Maeterlinck cannot help but ending the chapter on his master in Bulles bleues by a less laudatory remark, which shows that Villiers is not a model for a modern form:Il est le dernier-né d'un romantisme post-baudelairien et, dans sa prose parfois trop uniformément tendue, trop resplendissante, on trouve ça et là quelques lambeaux d'un sublime désuet où la phrase ou le mot ampoulé fait tort à la pensée.(728) 

  himself. Thus, the treatment of the characters in Maeterlinck is strikingly in line with what Villiers says about his characters: Villiers writes about his main characters that they are silent mysterious characters. But in his dramaturgy, Villiers does not apply his ideas: in his plays, the characters contradict those words by continually talking. Maeterlinck will apply literally the idea in his form, creating famously mute shadowy creatures. The depiction of the mage from Axel, Janus, could be directly applied to the characters in Maeterlinck's early drama: 12 Quand il apparaît, il nous surprend comme un inconnu. Lorsqu'il parle, événement rare, ce qu'il dit, bien que toujours simple, semble comme le reflet d'entre deux miroirs : on s'y perdrait à l'infini. (569) When he appears, he surprises us like a stranger. When he speaks, which is rare, what he says, although it is always simple, seems to be the reflection between two mirrors: one could lose oneself in the infinite.

  Yeats's sources, she tends to assimilate the dramaturgy of Villiers and Maeterlinck under the same title of "Symbolist drama". Yet, the forms of Symbolist drama she highlights in Yeats's work are not Villiearan, they are almost all derived from Maeterlinck's dramaturgy. If one considers that Villiers is an important source of ideas, but not a source of forms, the link with symbolism should not be reduced to Villiers, nor should it be limited in time with the period when Yeats was fascinated with Villiers's idealism. Formally, it is important to compare Yeats with other Symbolist playwrights from the young 14 Symbolist generation to see the common lines of evolution between the Irish playwright and his francophone contemporaries. I will try to show that even in Yeats most Villierean play, The Shadowy Waters, Yeats goes beyond the Villier's model in terms of forms, and by doing so, he goes on a path that brings him close to the one chosen by Maeterlinck. Three dream scenes I will compare the ending of Axel with two similar scenes in Maeterlinck's and Yeats's plays. Alladine and Palomides by Maeterlinck was published along with Interior and The Death of Tintagiles in the collection Trois petits drames pour marionnettes, which Yeats knew. It was notably published in 1894, the same year Axel was first staged in Paris, a performance that Yeats attended, and the same year Yeats started to work again on his play that he had started in the eighties, The Shadowy Waters. Yeats might not have known the collection so early 2 , but it is striking that around the same time those two plays by Yeats and Maeterlinck use Villiers's work and transform it into a modern drama.

  Adieu l'orgueil noir du Passé de fer: Avec nous s'éteint sa lueur profonde! Pareil au coucher d'un soleil d'hiver, Pareil au coucher d'un soleil d'hiver, Tu meurs, ancien monde (670) Good bye the dark pride of an iron Past With us dies its deep glow! As the setting of a winter sun As the setting of a winter sun You die, old world.

  Va! Tu nous suivras dans le grand sommeil, Avenir! -Buvons, puisqu'ainsi tout change! -Et que sonne, enfin, le clairon de l'Ange … S'il est un réveil! (670) Go! You will follow us in the great sleep, Future! -Let us drink, since everything changes! -And let the bugle of the Angel finally sing… If there is an awakening!

  ) ("supernatural light") is the cause of the transformation of the cave into a marvellous castle. But the magic is fragile. It works only as long as the light is tenuous. Maeterlinck has an original way to play on the ordinary symbolism of light. The bright light and the sun do not symbolise apollonian joy. On the contrary, they are a source of threat. As soon as a stronger light enters the cave, when the sisters open the door and let the light of the sun in, the magic disappears and they can see the castle for what it is: a squalid bleak cave. The couple stumbles or let themselves stumble because of the invasion of the light in their private space. The bright light plays a revealing role as well, but a pessimistic revelation: literally, it shows that the treasure was just an optical illusion; figuratively, it reveals the dream for what it is, just a dream. That explains as well why Maeterlinck does not end his plays with the epiphany scene. Life goes back to normality and opens again to the rest of the world: the other characters are back on the stage; the setting is back to normal rooms under a normal light. Strikingly in the last act, Alladine blames the light for their fate: "La voix d'Alladine : C'est la lumière qui n'a pas eu pitié…" (520) ("The voice of Alladine: It is the light's fault for not having mercy on us").Yeats is the only one who makes the moment of full renunciation, and acceptation of death, truly coincide with the epiphany. Unlike in Alladine and Palomides when death succeeds the epiphany, in The Shadowy Waters, the moment of ephanic light is at the very end. The light only starts "grow[ing] stronger" (18) when the last sailor has left and the couple is finally alone. And contrary to the stage of Villiers and Maeterlinck, on Yeats's stage, the light is the only manifestation of the epiphany for our eyes. We will see how the other elements of the stage are all slowly disappearing leaving only light as a sign. The last image is that of a fire. The harp burns, which makes the spectator's centre of attention shift from the characters to the pure light.

  In Alladine and Palomides, the present is all. The transformation is happening now. First, the characters change before their own eyes: Que tu es belle ainsi! … C'est la première fois que je te vois de près… C'est étrange, on croit qu'on a passé à deux pas l'un de l'autre, mais tout change au moment où les lèvres se touchent. […] et je n'aperçois plus qu'un Bonheur éternel! (509) How beautiful you are this way! … It is the first time I have seen you close... It is strange, we think our paths have crossed just a short distance from each other, but everything changes at the moment when our lips touch […] and now I can only see an eternal Happiness!

  Yeats's dramaturgical choice is the exact opposite of Maeterlinck's: instead of the revelation of the world as a fantastic castle that dazzles the heroes in Maeterlinck, in Yeats's play, at the moment of the epiphany the world disappears from view. O flowers of the branch, O bird among the leaves, O silver fish that my tow hands have taken 23 Out of the running stream, O morning star, Trembling in the blue heavens like a white fawn Upon the misty border of the wood, Bend lower, that I may cover you with my hair, For we will gaze upon this world no longer. (18)

  La voix d'Alladine: Je ne regrette plus les rayons du soleil... La voix de Palomides: Si, si, nous reverrons les douces choses vertes ! La voix d'Alladine: J'ai perdu le désir de vivre-Palomides: Alladine, where are you going? It seems like someone is bringing you further… The voice of Alladine: I don't regret the rays of the sun anymore… The voice of Palomides: Yes, yes, we will see the soft green things again! The voice of Alladine: I have lost the desire to live-A silence Symbolist dramaturgy versus Romantic dramaturgy Yeats is thus closer to Villiers in his philosophy. However, having observed closely those epiphanic scenes, Yeats and Maeterlinck are far from their master in their dramaturgy. When Yeats and Maeterlinck, although different in their precise dramatic choices, both rely on a Symbolist dramaturgy to express their ideas, Villiers still relies on a Romantic dramaturgy. First, Villiers's elements on the stage, light and songs and treasure, are still realistic: they can well be explained, by the dawn, the wedding party singing and the actual treasure of the Auërsberg family, which we have had the whole history told in details.

  other world remains invisible. The dark stage remains very simple. Only the light and the symbol of the harp express the transformation. The new Symbolist drama is a very visual one. Another element of the Symbolist dramaturgy is the removal of the didactic explanation present in Romantic drama. In the first version of The Shadowy Waters, Forgael expresses openly Yeats's Idealism and what was about to come in the other world he is striving for. But as Yeats rewrites the play, he becomes closer to the new Symbolist dramaturgy he is encountering in Maeterlinck's work, not in Villiers's. As Maeterlinck's characters, Forgael does not explain, he is not didactic, he just sees visible signs. Like in Maeterlinck's plays, it is the spectator's role to interpret them. It is a clearer and more complex esoteric symbolism than Maeterlinck's, but the idea of mystery remains important: I cannot answer. I can see nothing plain ; all's mystery. […] I have but images, analogies The Symbolist theatre, which is grounded on mystic philosophy close to Villiers's, expresses it in much more dramatic means, through images, which the stage renders tangible. Yeats sources of inspiration, Villiers was a convenient influence to admit because it is one that could be easily dismissed. Firstly, Yeats did not remain convinced by the Idealist philosophy in his later years, so he can claim that the influence was only on his early works. Secondly, he can claim that he went far beyond Villiers's dramaturgy, which belongs to a former age. Whereas Maeterlinck could not be as easily relegated into the Romantic age. In spite of what Yeats says, his dramaturgy bears more link to Maeterlinck's. And contrary to the Idealist philosophy, Yeats will never do a volte-face from this dramaturgy. Even the very new form of Yeats later drama, borrowed from the Noh, is a prolongation of the modern path that both him and Maeterlinck chose to take at the turn of the century.

However it is not impossible that he did, as Arthur Symons already mentions The Seven Princess in The Decadent Movement in Literature, even prior to it publication. It shows how closely Symons, and Yeats, followed the publication of the French Symbolists.

See the very detailed analyses of both palys by Jacqueline Genet for example.