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movement. Yet, although Yeats talked much about symbolism, 1 he always made a point to distance himself from the French Symbolist movement.

plays, that continual revery [sic] about destiny that is, as it were, the raiment of beautiful emotions. (Earlier Articles 350) Aglavaine and Sélysette has the philosophical thought and wisdom that was missing in Maeterlinck's previous plays. Yeats was already a great admirer of The Treasure of the Humble, collection of essays by Maeterlinck on spirituality and drama theory, a book that never left his personal library, 4 thus he wishes to find in Maeterlinck's drama the same philosophical depth. Revery is also synonym of wisdom in a short letter addressed to Olivia Shakespear in April 1895 about Maeterlinck: " [Maeterlinck's drama] differs from really great work in lacking that ceaseless revery about life which we call wisdom" (Collected Letters

459).

As a parenthesis, this also shows that Yeats the drama critic and Yeats the playwright go together. Literature, according to Yeats, must be reflexive, so, when he writes theory, he is not outside of his sphere. In "The Symbolism in Poetry", he advocates a poet learned in his art and expressing theories openly as the French do, and condemns the English who think it is to kill poetry to talk about it. The English position is not far from Maeterlinck's who denies having any thought on his works. In "Confession of a Poet", Maeterlinck writes: "à part l'instinct qui m'y pousse je n'ai sur l'art et ses fonctions aucune idée que j'ai le droit de croire mienne". 5 Although Maeterlinck is in fact an important theorist for modern drama, unlike Yeats, he fears to kill his art if he tries to enter "the interior sea" or "the room of Barbe-bleue" to retrieve explanations (Le Réveil 417-420).

To go back to the theatre, does this search for wisdom in drama mean that Yeats suddenly promotes a drama of ideas when elsewhere he strongly rejects the problem plays, like Shaw's for example? Moreover, Yeats is a constant advocate of poetical drama, which 4) See O'SHEA Edward, A Descriptive Catalog of W.B. Yeats's Library. 5) "besides instincts that urges to do so, I have no idea on art and its functions that I am entitled to believe to be mine". could seem antithetical. So, what is this wisdom of drama that is not a thesis to defend and is compatible with poetry? What is original in Yeats's conception of a philosophical drama is that the philosophy in the form of theatre needs to become "revery" (I am using the spelling mostly used by Yeats to specify reverie in the sense he uses it, although Yeats, who was dyslexic, did not consciously choose an original spelling, and uses the two spelling "y" and "ie" indifferently). I will show how revery is the key of Yeats's dramatic language and how it differs from Maeterlinck's own language.

II. Confronting Pelléas et Mélisande and Deirdre

To this end, I will study how Yeats applies this concept of revery in one of his plays at the turn of the century: Deirdre, which is based on the Irish legend of Deirdre and the sons of Usna. I will do a comparative analysis of Yeats's play with Maeterlinck's masterpiece, Pelléas and Mélisande, an early play, one that Yeats argues lacks revery, prior to Maeterlinck's change of style in Aglavaine and Sélysette. Although Yeats's play is based on an Irish legend whereas Maeterlinck's play has its source in French and German folklore, the two plays are similar in their theme and action.

The analogy goes deeper than simply being two love triangles. The main source of Pelléas is the legend of Tristan and Iseult. Now the medieval Irish legend of Deirdre is strikingly close to the medieval Britannic legend: a king has his fiancée stolen by a younger warrior who owes him allegiance; the young couple hides in the forest; war is in the background. There could even be a common origin of the two medieval legends. 6 The mythical tones of both plays and the related origins imply similar ways of dealing with the love triangle: same themes (the jealousy of the old, youth opposed to old, beauty linked to misfortune) and same symbols (the same dark wood around the cabin of Conchubar and Arkël's castle; the 6) See for example James Carney : "The Irish Affinities of Tristan". threshold, opening the inside to danger; the metaphor of the bird to designate the heroinewild bird or sea mew for Deirdre, bird from abroad for Mélisande; the hunting, which the old men perform, literally for Golaud and figuratively for Conchubar, when he captures Naoise in his nets). This incidentally shows that Yeats, who accuses Maeterlinck of repetition, uses leitmotivs as often as Maeterlinck (for example the words beauty and beautiful are returning regularly in both plays : thirteen times in Yeats's, eleven in Maeterlinck's).

The context in which the plays were written is also intriguing. Although Pelléas and Mélisande was written in 1892 and first staged in London in 1895, 7 Yeats did not attend the production as he had returned to Dublin at the time. Nor did he attend the first production of Mrs Campbell, although it went on tour to Dublin. He only saw the play in London on the 1 st of July 1904, in the second production of Mrs Campbell, exactly at the time when he was starting to write the first version of his Deirdre. Pelléas might not be a direct source, 8 (and indeed, since Yeats does not mention its content beforehand, it is very likely that he had not even fully read the play before seeing it), but Pelléas's proximity to the play Yeats was trying to write must have struck him when he saw it on stage.

III. "Revery", between philosophy and poetry

Therefore, as their imaginative sources are very close, the discrepancy of vision between Yeats and Maeterlinck is not to be found in the content of their work, the themes and symbols they use, but it resides in their dramaturgy.

The similar opening scene of both plays is revealing. It starts beside the main action: the servants on the doorstep of the castle opening the door in Pelléas, the musicians entering 7) It was shown in French, directed by Lugné-Poe, the Symbolist stage director who had created the play in Paris in 1893, thus opening the new « Théâtre de L'Oeuvre ».

8) The two Deirdre by Samuel Ferguson, 1880, and by AE (George William Russell), 1902, are for this matter a lot more direct hypotexts.

the cabin in Deirdre. The same idea is expressed of a tragic destiny that is coming to bear.

But when one reads the texts of the plays a difference is visible on the page: Yeats's characters are loquacious; Maeterlinck's are silent. The idea of doom passes in Maeterlinck through symbols: the door, which is so hard to open ("Ouvrez la porte" and the verb "ouvrir", "open", are repeated no less than thirteen times in a very short scene), the light, which cannot enter until the door is open, the threshold, which is so dirty that they need to pour all the water of the Flood to clean it. The language contributes also to the symbolism of doom but through metaphors: the personified door "cries" like the future victims. When the future is announced more directly through words, it remains very enigmatic: "Il y aura de grands événements!" ("There will be great happenings!") is all the spectator knows. Some great happenings are indeed going to take place but the servants cannot not know it yet as Golaud

has not yet met Mélisande, so the audience will never know the referent of the happenings mentioned by the servants (Pelléas et Mélisande 13-14 ; Pelléas and Mélisande 19-20).

Like Maeterlinck, Yeats creates suspense around mysterious happenings: the First musician is about to reveal the "secret" of Conchubar, but is cut by the entrance of Fergus.

However, unlike in Maeterlinck, the audience can guess what the secret is. The First musician has just finished telling us Deirdre's story, how she escaped her wedding with Conchubar, leaving with the young Naoise and hiding since then in the country. The beginning of the secret is enough for us to understand: the musician whispers that Conchubar is preparing his arrangements for great happenings, so in the next scene, as soon as the spectator hears Fergus say Naoise and Deirdre have been invited by Conchubar to come back home, he knows that Conchubar is preparing his own wedding with Deirdre.

But it is not sufficient to say that the idea of doom is expressed directly in Yeats and indirectly in Maeterlinck. To provoke a sense of doom is enough for Maeterlinck. Yeats asks more of his drama: through the mouths of the musicians, he not only shows fate but he starts a reflection on fate. The fate of Deirdre is linked to an exceptional beauty: "she'd too much beauty for good luck". She seems to have been created only to be in Conchubar's way so the story could exist: "nobody to say if she were human,/ Or of the gods, or anything at all/ Of who she was or why she was hidden there" (Major Works 222). Yeats installs from the beginning of the play two reflections that will continue throughout: the bond between love, beauty and tragedy, and the reflection on the necessity of the legend, that pre-exists to reality and interferes with it.

On the contrary, Maeterlinck's effect on the audience can be assimilated to a Catharsis reduced to its core: he emphasises the objective of tragedy to create pity and terror, while he gets rid of the means that Aristotle describes to obtain such an effect. Aristotle describes tragedy as being constituted of six parts: fable, character, diction, thought, spectacle and melody. But, in Maeterlinck, as men are reduced to shadows, the two parts of tragedy that depend on men, which are character and thought, become faint in their turn. It becomes a strictly emotional catharsis, far from the actual sense Aristotle was giving it when he underlines in the Poetics that poetry is more philosophical than history (Part 9). Yeats summarizes this opposition of a dramaturgy that creates an effect by using the senses and a dramaturgy of profound thought in an expression that he uses several times to criticise Maeterlinck's works: Maeterlinck writes a drama of the "nerves", opposed to Yeats's own drama of "revery". In the same letter to Olivia Shakespear as quoted above, Yeats recalls a supposed conversation with Verlaine, to whom Yeats probably attributes his own words: "Does not Maeterlinck touch the nerves sometimes when he should touch the heart?" "Ah yes" said Verlaine "he is a dear good fellow, and my very good friend, but a little bit of a mountebank". This touching of the nerves alone seems to me to come from the lack of revery. (Collected Letters 460) The difference between a dramaturgy of revery, which demands time for spoken reflection, on Yeats's side, and a dramaturgy of terror, which lies on non-verbal effects, on Maeterlinck's side, explains that their style, their "diction" is fundamentally opposed. First, the rhythm is very different. Maeterlinck's entire first scene shows an emergency, the numerous repetitions, like the pounding of a heart, provoke anguish. He uses very short paratactic sentences, sometimes truncated ("les verrous et les serrures…" 9 ), with simple vocabulary that is repeated through the whole scene (Pelléas et Mélisande 13). The "diction" of tragedy becomes as faint as its character and thought. On the contrary, Yeats's scene is very calm. It is the atmosphere of story-telling, the musicians being at the brazier and speaking quietly for fear of being heard. There is time to reflect about the secret the audience is told. Yeats notes the necessity for the slow rhythm of the verse to allow time for revery in his article on Synge: "In all drama which would give direct expression to revery [sic], to the speech of the soul with itself, there is some device that checks the rapidity of dialogue" ("Synge and the Ireland of his time"). Recently, Claude Régy, with the Japanese troupe of Satoshi Miyagi's SPAC (Shizuoka Performing Arts Center) 10 has chosen to stage Maeterlinck at a very slow pace as well, each word almost losing its meaning in its decomposition, to become just music. However, this musical slowness is far from the one demanded by Yeats.

Yeats's is time to listen to the words for reflection; in Régy's Maeterlinck, it is time to listen to silence between the words, or rather between the syllables, not for reflection but for the union of souls in silence that Maeterlinck calls for in his essay "The Silence" (Le Réveil 295).

Then, unlike Pelléas's minimalist language, Deirdre's language is elaborate. Its high verse poetry goes along with the slow pace of the story telling. Yeats skilfully mixes 9) "the bolts and the locks…" 10) The troupe performed in Gwangju, Korea, during the Asian Culture Centre Theatre opening festival.

Hiberno-English phrases 11 and high poetry: whereas the Hiberno-English language was often used in the Abbey in a realistic manner, as an imitation of the language spoken in the country, Yeats uses it to create a new form of higher language. Some dozen years ago, King Conchubar found A house upon a hillside in this wood, And there a child with an old witch to nurse her, And nobody to say if she were human, Or of the gods, or anything at all Of who she was or why she was hidden there, But that she'd too much beauty for good luck. (Major Works 222)

The tale of Deirdre mixes common expressions or Hiberno-English syntactic forms ("Some dozen years ago" "she'd too much beauty for good luck"; "And nobody to say", "anything at all", "of who she was") with poetical music, created by rhythm (ex: Or of the gods, /or anything at all// Of who she was /or why she was hidden there": two lines cut in two feet followed by three feet, each of them starting with "o" with the suspension created by the dactyl at the end) and sonorities ([o] and nasals: "Some dozen years ago, King Con[o]r found"; [h] and [i]: "A house upon a hillside in this wood"; [r] and [ld] And there a child with an old witch to nurse her"; [o] And nobody to say if she were human,/Or of the gods, or anything at all/ Of"; [w] "who she was or why she was hidden there"; and labials, [b] and [m], and dentals, [ð] [t] [d], intertwined to emphasise the negative impression of the proverbial expression : "But that she'd too much beauty for good luck").

For Yeats, the forging of a perfect verse is inseparable from the thought. In "The Theatre", he writes: "The emotion that comes with the music of words is exhausting, like 11) Yeats often appealed to the help of his friend and co-founder of the Abbey, Lady Gregory, to be able to formulate it. However, Lady Gregrory's own drama is much more realist. all intellectual emotions, and few people like exhausting emotions; and therefore actors began to speak as if they were reading something out of the newspapers. They forgot the noble art of oratory, and gave all their thought to the poor art of acting, that is content with the sympathy of our nerves" (Major Works 367). "Nerves" being as much the opposite of "revery" as it is to "the noble art of oratory" and "intellectual emotions", it helps us understand that revery is both rhetoric and philosophy. Yeats's interest in reverie is not original, it is even a trend of the epoch: reverie was a romantic topic first, and seems to have achieved a peak at the end of the 19 th century. 12 Paul Souriau, for example writes his essay on La Rêverie Esthétique: Essai sur la Psychologie du Poète almost at the same time, in 1906. But Yeats's definition is almost exactly the opposite of Paul Souriau's. For Paul Souriau poetical reverie can neither be defined by thought nor by rhetoric, poetical reverie is defined by the images it provokes in the reader, which is closer to Maeterlinck's effect (incidentally, Souriau mentions Maeterlinck as an example of poetic prose). Yeats's conception of "revery" is thus particular to him and linked to his conception of a poetical philosophical drama.

IV. Reverie and revery: the dramaturgical effects of representing or not representing the characters' reveries on stage Reverie is ambiguous: reverie, which I spell "ie", is in its original meaning a mood that affects human beings; in Yeats's sense, revery, which I spell with a "y", is a poetics, and most specifically a dramaturgy, that is based on profound thought and high poetry. Now, Paul Souriau, who analyses rêverie as a poetical concept as well, notices that: "le fait est significatif, que [les pages les plus poétiques] sont précisément celles où l'auteur décrit un 12) For example, Debussy, "Rêverie", 1890 or "The Day Dream" by Dante Gabriel Rossetti, 1880. état de reverie". 13 So it is important to see how, as a mood, reverie is experienced by the characters of the plays, and how, as a consequence, it creates poetical or dramaturgical revery.

To understand the state of reverie, it is necessary to look at its treatment from its Romantic origins. In Les Rêveries du Promeneur Solitaire, Rousseau describes it this way: "Le flux et le reflux de cette eau, son bruit continu mais renflé par intervalles frappant sans relâche mon oreille et mes yeux, suppléaient aux mouvements internes que la rêverie éteignait en moi et suffisaient pour me faire sentir avec plaisir mon existence sans prendre la peine de penser". 14 At the moment when a person or a character is in a state of reverie, they do not think and they do not talk, thus the paradox of literary reverie is born: how can one write about something that cannot be expressed? In fact, Rousseau's Reveries are not the retailing of moments of reverie, which would be impossible with his definition, but they are the resulting thoughts of such reveries. In the same way, Yeats's characters can talk about a reverie that happened before, but when they try to re-enact reverie, they fail as they are always checked by their need to talk, which inevitably breaks the reverie. On the contrary, the two heroes of Pelléas seem to be constantly experiencing an almost mute reverie. In this matter the love scenes of Deirdre and Pelléas are opposite.

In Act III, scene 5 of Pelléas and Mélisande, Golaud makes his son, the little Yniold, spy on his step-mother, Mélisande, and his uncle, Pelléas. The silence is striking:

Golaud: (…) Que font-ils? Yniold: Ils ne font rien petit père; ils attendent quelque chose. 13) "The fact is significant that [the most poetic pages] are precisely those where the author describes a state of reverie." 14) "The ebb and flow of the water and its continuous yet constantly varying sound, ever breaking against my ears and my eyes, took the place of the movements inside me that reverie did away with and were enough to make me pleasantly aware of my existence, without my having to take the trouble to think" (Reveries of a Solitary Walker 54; Fifth Walk).

Contrary to the dream in other plays of the turn of the century, like Strindberg's for example, the reverie in Maeterlinck is not a detour to go back to reality. Jean-Pierre Sarrazac analyses the dream in Strindberg's work this way: "L'onirique n'est convoqué que dans le but d'accuser la réalité, de la mieux circonscrire et de la percuter" (59). 16 In Maeterlinck, reverie is not a dream that one can wake up from, there is no dreamer to interpret the dream; it is a continuous, ceaseless reverie, which is at the same time the subject of the play and its form. No comment on the reverie is made because none of the characters is able to reflect on the reverie that they experience. Even when the characters are talking, they never talk about what they are experiencing: their speech seems always beside what is happening in silence.

Golaud, who is the non-dreamer, can only observe the facts he cannot explain, so he cannot deliver any explanation to the audience. There is one character that represents the more analytical way of life: the old Arkel is the only one with soliloquies. However, Arkel is always wrong in his interpretations; for instance, he believes Mélisande's beauty is going to bring luck to the castle (Pelléas and Mélisande 84; IV, 2). The heroes, actors of the reverie, are not more analytical. Mélisande, at the end, is unable to answer Golaud's need for an explanatory confession that would bring meaning to all the silence: "Golaud: Mélisande!… dis-moi la vérité pour l'amour de Dieu!" which Mélisande cannot understand: "Pourquoi n'ai-je pas dit la vérité?" (Pelléas et Mélisande 66; V, 2). 17 The heroes live their reverie but do not reflect on it nor express it. And what is more important, the audience is brought to experience it with them, seeing them in the act of reverie.

The paradox of literary reverie -a reverie that can only be expressed after the actual moment of reverie, when consciousness takes its place again-is abolished in the drama genre as it is possible to show characters in silence. It has consequences on Maeterlinck's 16) "The dream is called for only so as to accuse reality, to delimit it and to disrupt it." 17) "Golaud: Mélisande! … Tell me the truth, for the love of God! Mélisande: Why have I not told the truth?" (Pelléas and Mélisande 113).

dramaturgy. On the one hand, Maeterlinck keeps the ancient identification necessary to take part in the characters' reverie. This explains why Maeterlinck's work does not sit easily with a modern audience, as the public is more used to a distanced approach and does not empathise easily with romantic emotions, the reverie being wrongly perceived as pure mannerism. On the other hand, through reverie, Maeterlinck creates a completely new form of drama no longer based on dialogue and a philosophy expressed thanks to rhetoric, but rather on silence, thus disturbing the so-called "artistotelician" drama. 18 The experience of the audience might appear purely emotional, "a drama of the nerves", but as Arnaud Ryckner analyses it in L'Envers du Théâtre: la Dramaturgie du Silence de l'Age Classique à Maeterlinck: "Le silence se substitue alors au dialogue dans sa capacité à produire du sens; c'est lui qui permet à la parole de faire entendre ce qu'elle n'a pas le pouvoir (possibilité et droit) d'exprimer". 19 Meaning is to be found aside from the speeches because what the characters live in reverie in more profound than what is expressed in their words.

Yeats chooses the other way of modernity, not that of silence, but that of a distant posture of the audience who is forced to reflect on what they see. And does not Brecht advocate slowness for his epic theatre the same way Yeats needs it for his poetic drama? His theatre of revery is of course very different to that of Brecht but it relies on the same process for the audience, particularly in Yeats's early drama. The distance effect is created by the fact that Yeats refuses to show his characters in the act of reverie. It is the aftermath of the reverie that the audience witnesses, the same way it was the epilogue of the story he had given, as Deirdre starts at the end of the legend when Deirdre and Naoise come back to the land of 18) Yet, even for Aristotle the rhetorical part of the art of tragedy seems secondary, as when he comes to deal with it in Poetics, he just refers his reader to his Rhetoric : "Thought, we may assume what is said in the Rhetoric, to which inquiry the subject more strictly belongs" (Part 19).

19) "Dialogue is substituted by silence in its capacity to produce meaning: it is silence that allows speech to make one hear what speech cannot (not able and not allowed) express" (Ryckner 303).

Emain Macha. The "after" means the audience is not in the story, but remains outside to ponder over it. The heroes are made commentators of their own story. It is striking that when Deirdre tries to recreate a moment of reverie over their coming death, asking Naoise to be silent and play chess (according to Rousseau, reverie demands a device to concentrate the attention upon so that the rational mind will not control the flow of thoughts), she fails: "I cannot go on playing like that woman [the "seamew" of the legend that she had mentioned before]/ That had but the cold blood of the sea in her veins" (Major Works 237). And it is not so much that she needs to act (unlike Naoise, she will not leave the cabin once nor even try to escape) but that she needs to talk. Then, she evokes a moment of reverie with her lover on their first night: This is real reverie, a state between the normal reasoning of an awoken mind and the dream of a sleeping one, eyes open but still. Deirdre and Naoise's reverie is a past one though, and cannot be revived. What Deirdre does is to ponder over it:

Bend and kiss me now, For it may be the last before our death.

And when that's over, we'll be different; Imperishable things, a cloud or a fire.

And I know nothing but this body, nothing

But that old vehement, bewildering kiss. (Major Works 237) Although she wishes to recreate that first moment of silent reverie, by asking for a kiss, she instead continues on for five more lines, thus ironically not letting time for the moment to happen but filling it with talk. She will be cut by Conchubar's entrance.

Incidentally, besides revery, the heroes of the legend, even the warriors, Naoise and Fergus, are taken by a spell of talk that seems to impede any action. It is too late when finally Fergus goes and Naoise tries to fight. Unlike Mélisande and Pelléas, who are able to share one last reverie before the end, and wait for death as one in a kiss, Deirdre is a victim of her own words: because she keeps trying to convince Conchubar with words not to kill Naoise, she does not notice that the king has given a silent sign to have Naoise taken to the other room to be killed: he dies away from her a while before she realizes it, while she is still talking. Where physical contact symbolises the union of lovers in Pelléas, the argumentative speech symbolises separation in Deirdre. One could be tempted to question Yeats's faith in speech as it is the reason for the failure of a passionate tragic ending. But very surprisingly for the audience who expects Deirdre to cry once she finally realizes the death, as in the other representations of the legend, the reasonable speech and the cold detached tone of Deirdre continue even after Naoise's death. This time, she successfully convinces Conchubar to let her go see Naoise's body, giving her time to commit suicide. Deirdre is at the same time the wild bird and the very rational human being, and Yeats does not really choose one side (the mute wildness of nature) against the other (the language-striven rationality of humanity).

In Deirdre, speech dominates unlike in Pelléas and Mélisande, a play of silence, but speech in the form of revery does not go back to the conventional drama of message. On the one hand it is monologic, since Yeats does not use dialogue as a debate of conflicting ideas.

If one reads the play, most often one forgets who is speaking; Deirdre or Naoise speak one after the other as one voice, and it does not matter who is at the origin of the message. For example, at the end, they know they are trapped and will die, but when one could expect Naoise, who symbolises the masculine vision of life, to advocate fighting based on a code of honour, it is Deirdre who says: "go out and fight", and it is Naoise who prefers playing chess while quietly waiting for death, taking for himself Deirdre's earlier dream of glory in legend, thus exchanging the ideas. The revery is not dialogic: it evolves from one voice to the next without justification of character or opinion.

On the other hand, paradoxically, the monologic revery does not provide a straightforward message. There is no unique thesis but a flow of ideas, uncontrolled, not systemised. It is as if the expression of revery came first, and the ideas were discovered as one utters it, almost surprised at its own ideas. And so it seems the same process that Yeats experienced while writing his play: the original ideas he wanted to promote through the legend of Deirdre transformed as he was writing it. The numerous rewritings of the song sung by the musicians when Deirdre enters the stage, called intermittently "Queen Edaine" or "The praise of Deirdre", shows that process of thought. It is through the words of the song that the ideas of the play emerge. In this poem, at first, the poet praises the "immense" nature, linked to a masculine profound but painful love. 'Love would be a thing of naught is always impossible to translate the idea of the play in a non dramatic mode, in a plain logical prose paraphrase.

V. Conclusion

Gaston Bachelard, in Poétique de la Rêverie, distinguishes dream and reverie by the intervention of reason: "Le rêveur de la nuit ne peut énoncer un cogito. Le rêve de la nuit est un rêve sans rêveur. Au contraire, le rêveur de rêverie garde assez de conscience pour dire : c'est moi qui rêve la rêverie, c'est moi qui suis heureux de rêver ma rêverie, c'est moi qui suis heureux du loisir où je n'ai plus la tâche de penser". 20 Reverie is a state between dream and full consciousness. It is incapable of expression while experienced, but one's reason is still sufficiently in control to keep a memory of the reverie and draw philosophical ideas from it.

Both Yeats and Maeterlinck's poetic drama is concerned with reverie. The difference between Yeats's dramaturgy of reflection and Maeterlinck's dramaturgy of experience results form the point of view they adopt. Yeats presents the afterwards, the resulting thoughts of the reverie that he calls "revery about life". Maeterlinck shows his characters in the midst of reverie, without explaining what they are thinking or what will be the consequent thoughts that will emerge from the silent reverie, leaving the audience to create their own "revery about life". The spectator is reflecting upon life in a flow of ideas with Yeats, in a distant point of view, that Yeats calls "wisdom"; the spectator is plunged into a state of reverie with Maeterlinck. Maeterlinck does not lack reverie after all, but to experience it while attending his play, the spectator needs to stop looking for meaning, or rather, to let meaning happen without control by the reason. It might have frightened Yeats, with his need to explain every 20) "The dreamer of the night cannot express a cogito. The dream of the night is a dream without dreamer. On the contrary, the dreamer of reverie keeps enough consciousness to say: I am the one who is dreaming the reverie, I am the one who is happy to dream my reverie, I am the one who is happy of the leisure in which I do not have anymore the task to think" (Bachelard 30). experience, even the most mystical ones, like the ones he had with his wife transforming into the complex system of A Vision, to be thrown this way in the midst of the unknown.
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William Butler Yeats read extensively the French Symbolists and the plays of the Belgian playwright, Maurice Maeterlinck, before there were widely known in the English and Irish literary world. However, Yeats made a point to distance himself from his increasingly famous contemporary playwright. A word returns repeatedly in Yeats's criticism about Maeterlinck's drama: his early plays lack "revery". This paper examines how the concept of reverie drives the dramaturgy of two plays with similar stories, Deirdre by Yeats and Pelléas and Mélisande by Maeterlinck. On the one hand, in Yeats's review of one of Maeterlinck's plays, "revery" acquires the original meaning of a type of poetics that demands at the same time philosophical reflection and poetry. In Deirdre, deep thought expressed directly by the characters goes along with high language: at a time when the Irish stage represents Irish realist peasant drama, Yeats uses the same legends but in a poetic theatre. Maeterlinck's characters do not express that type of "revery": no philosophy, but pure emotions, no verse, but a language simplified to its core, leaving space for silence. On the other hand, reverie in its original definition, as a romantic state that lies between the unconsciousness of the dream and the consciousness of an awoken mind, plays an important part in both Pelléas and Deirdre. Maeterlinck's characters do not act; they experience a ceaseless reverie that the spectator is made to experience with them at the sight of their reverie. Unlike Maeterlinck, Yeats does not show the moments of the reverie, but he explains the consequent thoughts of the characters' reverie, the same way he does not represent the whole legend but he begins the action of Deirdre when the story is almost over. Yeats refuses both action and emotion: Yeats's dramaturgy of reflection thus responds to Maeterlinck's dramaturgy of experience.

  Do you remember that first night in the woods We lay all night on leaves, and looking up, When the first grey of the dawn awoke the birds, Saw leaves above us? You thought that I still slept, And bending down to kiss me on the eyes, Found they were open. (Major Works 237)

  it', Queen Edain said, 'If I do but climb the stair To the tower overhead, When the winds are calling there, Or the gannets calling out In waste places of the sky, There's so much to think about That I cry, that I cry?' SECOND MUSICIAN But her goodman answered her:

Ariane Murphy

Had not all his limbs a stir Born out of immoderate thought;

Were he anything by half, Were his measure running dry.

Lovers, if they may not laugh, Have to cry, have to cry.' (Deirdre, Naoise, and Fergus have been seen for a moment through the windows, but now they have entered.)

THE THREE MUSICIANS (together)

But is Edain worth a song Now the hunt begins anew?

Praise the beautiful and strong;

Praise the redness of the yew;

Praise the blossoming apple-stem.

But our silence had been wise.

What is all our praise to them That have one another's eyes? (Major Works 225-226) But then, nature changes scale -"yew" and "apple stem" replace "wind" and "sky"-and it is feminine corporal and joyful love that remains. However, as I have shown, the feminine savage silence and the spiritual masculine thought is not directly embodied by the characters to express that message in the play, giving the idea more subtlety, as feminine and masculine visions of life are not reduced to the division between a woman and a man.

Hence, in Yeats's Deirdre, the purpose of the dialogue is changed through revery: it becomes more like a chant, thus evading the boundary of the dramatic mode, which is defined by dialectics. Yeats invents a new form of drama that glides toward the lyrical mode.

His drama of revery is a new drama of ideas, a counter model to that of Shaw, where the ideas flow like in a state of reverie and cannot be reduced to a thesis. With Yeats's drama, it