The wild swans at coole

Yeats is the greatest poet in the history of Ireland and probably the greatest poet to write in English during the twentieth century; his themes, images, symbols, metaphors, and poetic sensibilities encompass the breadth of his personal experience, as well as his nation’s experience during one of its most troubled times. Yeats’s great poetic project was to reify his own life—his thoughts, feelings, speculations, conclusions, dreams—into poetry: to render all of himself into art, but not in a merely confessional or autobiographical manner; he was not interested in the common-place. (The poet, Yeats famously remarked, is not the man who sits down to breakfast in the morning.) His elaborate iconography takes elements from Irish mythology, Greek mythology, nineteenth-century occultism (which Yeats dabbled in with Madame Blavatsky and the Society of the Golden Dawn), English literature, Byzantine art, European politics, and Christian imagery, all wound together and informed with his own experience and interpretive understanding.

His thematic focus could be sweepingly grand: in the 1920s and ’30s he even concocted a mystical theory of the universe, which explained history, imagination, and mythology in light of an occult set of symbols, and which he laid out in his book A Vision (usually considered important today only for the light it sheds on some of his poems). However, in his greatest poems, he mitigates this grandiosity with a focus on his own deep feeling. Yeats’s own experience is never far from his poems, even when they seem obscurely imagistic or theoretically abstract, and the veil of obscurity and abstraction is often lifted once one gains an understanding of how the poet’s lived experiences relate to the poem in question.

No poet of the twentieth century more persuasively imposed his personal experience onto history by way of his art; and no poet more successfully plumbed the truths contained within his “deep heart’s core,” even when they threatened to render his poetry clichéd or ridiculous. His integrity and passionate commitment to work according to his own vision protect his poems from all such accusations. To contemporary readers, Yeats can seem baffling; he was opposed to the age of science, progress, democracy, and modernization, and his occultist and mythological answers to those problems can seem horribly anachronistic for a poet who died barely sixty years ago. But Yeats’s goal is always to arrive at personal truth; and in that sense, despite his profound individuality, he remains one of the most universal writers ever to have lived.

Summary

With the trees “in their autumn beauty,” the speaker walks down the dry woodland paths to the water, which mirrors the still October twilight of the sky. Upon the water float “nine-and-fifty swans.” The speaker says that nineteen years have passed since he first came to the water and counted the swans; that first time, before he had “well finished,” he saw the swans mount up into the sky and scatter, “whelling in great broken rings / Upon their clamorous wings.” The speaker says that his heart is sore, for after nineteen autumns of watching and being cheered by the swans, he finds that everything in his life has changed. The swans, though, are still unwearied, and they paddle by in the water or fly by in the air in pairs, “lover by lover.” Their hearts, the speaker says, “have not grown cold,” and wherever they go they are attended by “passion or conquest.” But now, as they drift over the still water, they are “Mysterious, beautiful,” and the speaker wonders where they will build their nests, and by what lake’s edge or pool they will “delight men’s eyes,” when he awakes one morning to find that they have flown away.

Form

“The Wild Swans at Coole” is written in a very regular stanza form: five six-line stanzas, each written in a roughly iambic meter, with the first and third lines in tetrameter, the second, fourth, and sixth lines in trimeter, and the fifth line in pentameter, so that the pattern of stressed syllables in each stanza is 434353. The rhyme scheme in each stanza is ABCBDD.

Commentary

One of the most unusual features of Yeats’s poetic career is the fact that the poet came into his greatest powers only as he neared old age; whereas many poets fade after the first burst of youth, Yeats continued to grow more confident and more innovative with his writing until almost the day he died. Though he was a famous and successful writer in his youth, his poetic reputation today is founded almost solely on poems written after he was fifty. He is thus the great poet of old age, writing honestly and with astonishing force about the pain of time’s passage and feeling that the ageless heart was “fastened to a dying animal,” as he wrote in “Sailing to Byzantium.” The great struggle that enlivens many of Yeats’s best poems is the struggle to uphold the integrity of the soul, and to preserve the mind’s connection to the “deep heart’s core,” despite physical decay and the pain of memory.

“The Wild Swans at Coole,” part of the 1919 collection of the same name, is one of Yeats’s earliest and most moving testaments to the heart-ache of living in a time when “all’s changed.” (And when Yeats says “All’s changed, changed utterly” in the fifteen years since he first saw the swans, he means it—the First World War and the Irish civil war both occurred during these years.) The simple narrative of the poem, recounting the poet’s trips to the lake at Augusta Gregory’s Coole Park residence to count the swans on the water, is given its solemn serenity by the beautiful nature imagery of the early stanzas, the plaintive tone of the poet, and the carefully constructed poetic stanza—the two trimeter lines, which give the poet an opportunity to utter short, heartfelt statements before a long silence ensured by the short line (“Their hearts have not grown old...”). The speaker, caught up in the gentle pain of personal memory, contrasts sharply with the swans, which are treated as symbols of the essential: their hearts have not grown old; they are still attended by passion and conquest.

The Poem:

William Butler Yeats published "The Wild Swans at Coole" in 1917. It consists of five six-lines stanzas rhymed abcbdd. The meter is iambic, but loosened to accommodate the cadences of speech. Odd-numbered lines have four stressed syllables, and even-numbered lines have three. The stanza is a modified ballad stanza plus a rhymed couplet. The form is well suited for the reflective tone and melancholy mood of the poem.
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It is a lyric poem both because of its musicality and because it is a direct expression of feelings. It is a dramatic lyric. The poem's physical setting, particularly the opening stanza, serves as an objective correlative to these feelingsrepresenting, reflecting and dramatizing them.

"Coole" in the title refers to Coole Park, an estate in Ireland's County Galway of Lady Augusta Gregory. Yeats spent a considerable part of each year there for many years. Often, he walked through the woods on the estate and to Coole Lake.

The poem was dated October, 1916, a time when his spirits were at a low. Still unmarried and childless at age fifty-one, he felt that his life was passing. Over the years, his friend Maud Gonne had rejected several proposals of marriage from him, and in 1916 she rejected him again. Even her daughter Iseult declined a proposal from him. In 1917, Yeats married Georgia Hyde-Lees. They had a daughter, born in 1919, and son, born in 1921. This poem was a farewell song to lonely to his lonely bachelorhood.

The speaker of the poem draws two contracts: The first is between himself now and himself when he first walked "on this shore." The other is between himself and the swans. "All's changed," he says, since first he came there, and the change is within himself. He walks with a heavier tread and his heart has "grown old." This sets up the second contrast, between him and the swans. The swans are described as energetic, "unwearied," and passionate. They exhibit the traits that he finds diminished or lacking within himself. The apparent lack of change in the swans underscores the changes in how the poet feels, at age fifty-one versus thirty-two.

Forms and Devices:

The poem's opening lines describe a scene of "autumn beauty," and also objectify his depressed state. "October twilight" establishes at the outset a sense of thingsa day, a yearcoming to an end. His mood, as it emerges over the poem, is correspondingly autumnal, reflecting his awareness of the mortality he shares with everything terrestrial and temporal. The "woodland paths are

dry" is significant because he characteristically associated dryness with physical and imaginative sterility. No less than "water/Mirrors a still sky" landscape mirrors his mood.

Yeats often thought in terms of four traditional elements: earth, air, fire, and water. "The Wild Swans at Coole" omits fire but makes conspicuous use of the other three, particularly by associating air with water and by distinguishing the two of them from earth.
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Water mirrors sky,air, not only literally but also figuratively. Yeats believed that air and water were spiritual, and earth is physical. "What's water but the generated soul?" Yeats asked in Coole Park in 1931. "Spirit" means breath or air. Earth is solid, shaped, fixed and hence mortal. Air and water are amorphous, unstable, and hence immortal. Earth is temporal. Air and water are eternal. There is no "autumn" for air or water, as the spirit. "They paddle in the cold/Companionable streams or climb the air" with equal ease and grace. His inability to complete his count of the swans enables him to sustain the illusion that the ones he sees now are the same swans, unchanged, that he saw nineteen years earlier.

A profound paradox relating to the swans, which make them "Mysterious" is how they can be so completely engaged in life yet not subject to mortality. The solitary man wistfully watches the paired swans, still passionate, "lover by lover," and wonders why he is alone and feeling his age. The poem does not attempt to resolve that paradox. It remains an enigma, like the "still sky" and the "still water." Their surfaces are smooth and untroubled, with no indication of what might be beneath or beyond them. "Still" though unobtrusive is one of the key words in the poem. The word not only describes the two spiritual elements of tranquil and apparent motionless, but also it appears twice in the penultimate stanza. "Unwearied still...Attend upon them still." Here "still" means "now, as before," referring to a duration of time. The swans are at once both in and out of time which deepens the paradox.

Themes and Meanings:

A word that is perhaps overlooked because it is only in the title is "Wild." Yeats called the swans wild to indicate that they are not domesticated. They do not nest at Coole. Thus, as the poem's ending suggest, they may fly away at any time. He associated the quality of wildness with the power and freedom of flight. 

The wild swans at Coole are independent, vigorously active and passionate. The second stanza provides a powerful image of the whole flock of swans taking off in unison: "I saw...," "All suddenly mount," "And scatter wheeling in great broken rings" and "upon their clamorous wings." The verb "mount" has duality, referring to the swans' ascension into the sky, but also provides overtones to another meaning: to copulate. The verb brings together his main associations with wildness: power, freedom and passion.

"The Wild Swans at Coole" reflects his discouragement as a poet and lover. During uncreative periods in his life, he wrote poems about the difficulties of writing poems.

No second troy

William Butler Yeat's poem "No Second Troy" is undoubtedly about Maud Gonne. Yeats met Gonne in 1889 and she quickly became the object of his unwavering affection. She became the heroine and inspiration of his 
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poetry from then on. Yeats was awarded the Noble Prize in Literature in 1923; however he is considered to be one of the few writers, who received this prize, to write their best work after they received the award.

Why should I blame her that she filled my days

With misery, or that she would of late (lines 1-2)

In line one, Yeat is referring to Maud Gonne when he says "she." By the time Yeats wrote this poem, which was around 1908, he had proposed to Maud four times (in 1891, 1899, 1900, and then in 1901). She turned down every proposal. In 1908, William and Maud consummated their friendship; afterwards Maud decided that they would not be making love again, which most likely crushed him. The misery that she has filled his days with lately is most likely referring to this incident between Maud and William.

Have taught to ignorant men most violent ways,

Or hurled the little secrets upon the great,

Had they but courage equal to desire? (3-5)

Maud was widely known for her revolutionary activities in Ireland. She campaigned for the nationalism in Ireland, and held special functions for children. She wanted to preserve the Irish culture, in spite of British colonization. Many could talk big game, but few had the courage to back it up. Maud wanted to instill a fighting spirit in her fellow Irishman.

What could have made her peaceful with a mind

That nobleness made simple as a fire, (6-7)

Maud had a mind of her own and she used it to her advantage. She was not the kind of woman who could be content acting like a demure lady. Maud was also a feminist, which is fitting for her personality. Around Easter of 1900, Maud founded the Daughter's of Ireland, which is a revolutionary women's society.

With beauty like a tightened bow, a kind

That is not natural in an age like this,

Being high and solitary and most stern? (8-10)
"Beauty like a tightened bow" has several meanings. One, she is very controlled and has a lot of tension in her frame; or she is poised and ready to strike at her enemy. Saying that it "is not natural in an age like this" can mean that she is unlike most other women of that time period
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 and ahead of her time. Or this can mean that she is too young to have the ideals that she has, and to have this kind of control over herself. She is of an aristocratic background. She is okay being a revolutionary pioneer and she will hold strong to her convictions.

Why, what could she have done, being what she is?

Was there another Troy for her to burn? (lines 11-12)

The way she turned out was beyond her control; she was born to push the boundaries and challenge authority. Maud is like Helen of Troy, who was the cause of the Trojan War and it's destruction.
About The Love Song of J. Alfred Prufrock

T.S. Eliot started writing "Prufrock Among the Women" in 1909 as a graduate student at Harvard. He revised it over the next couple of years, changing the title to "The Love Song of J. Alfred Prufrock" along the way. First published in the Chicago magazine Poetry in June 1915, "Prufrock" later headlined Eliot's first book of poetry, Prufrock and Other Observations (1917). The collection established Eliot's reputation as a Modernist poet to be reckoned with, and "Prufrock" detailed many of the techniques and themes
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Eliot would expand with "The Waste Land" and later works: vocal fragmentation and allusiveness, a precision of imagery borrowed from the 19th-century French Symbolists, a condemnation of the sterility of the modern world, and a dry, self-conscious wit.

The poem is very much a young man's work, though its speaker, through dramatic monologue, is a presumably middle-aged man. The farcical "J. Alfred Prufrock" name echoes Eliot's style at the time of signing his name "T. Stearns Eliot," and we can assume that Eliot shared at least some of Prufrock's anxieties over women, though he clearly satirizes Prufrock's neuroses (and, thus, his own) at points in the poem. However, this remains a dangerous assumption, as Eliot famously maintained in his essay "Tradition and the Individual Talent" that the "progress of an artist is a continual self-sacrifice, a continual extinction of personality.

Lines 1-36 Summary:

J. Alfred Prufrock, a presumably middle-aged, intellectual, indecisive man, invites the reader along with him through the modern city. He describes the street scene and notes a social gathering of women discussing Renaissance artist Michelangelo. He describes yellow smoke and fog outside the house of the gathering, and keeps insisting that there will be time to do many things in the social world. 
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Analysis:

The title of the poem is Eliot's first hint that this is not a traditional love poem at all. "J. Alfred Prufrock" is a farcical name, and Eliot wanted the subliminal connotation of a "prude" in a "frock." (The original title was "Prufrock Among the Women.") This emasculation contributes to a number of themes Eliot will explore revolving around paralysis and heroism, but the name also has personal meaning for Eliot. He wrote the poem in 1909 while a graduate student at Harvard (though he revised it over the next few years, eventually publishing it in 1915 and in book form in 1917), and at the time he signed his name as "T. Stearns Eliot." 

While it would appear, then, that T. Stearns Eliot was using J. Alfred Prufrock as an alter ego to explore his own emotions, this is not the case. Superficial differences aside - Eliot was a young man in 1909, while Prufrock is balding and probably middle-aged - Eliot disdained poetry that focused on the poet himself. He wrote in his essay "Tradition and the Individual Talent" that the "progress of an artist is a continual self-sacrifice, a continual extinction of personality." He crystallized his ideas about how to achieve this extinction of personality in another essay, "Hamlet and His Problems": "The only way of expressing emotion in the form of art is by finding an 'objective correlative'; in other words, a set of objects, a situation, a chain of events, which shall be the formula of that particular emotion." Simply put, the objective correlative - a tangible, concrete thing - assumes the emotional significance in a work of art; Eliot largely does away with abstract emotional ruminations. The examples and ramifications of the objective correlative in "Prufrock" will be discussed later. 

Eliot first achieves the extinction of his personality by setting "Prufrock" in the poetic form of a dramatic monologue. In this form, the speaker addresses another person and the reader plays the part of the silent listener; often the dramatic monologue is freighted with irony, as the speaker is partially unaware of what he reveals. Robert Browning, the undisputed master of the dramatic monologue, exploited this possibility in his most famous dramatic monologue, "My Last Duchess"; the reader learns much about the Duke that he has not intended to expose. 

The dramatic monologue fell out of fashion in 20th-century Modernism after its 19th-century Victorian invention. Eliot was a great believer in the historical value of art; in "Tradition and the Individual Talent," he argued that "the poet must develop or procure the consciousness of the past," especially the literary past. The epigraph is a quotation from Dante's Inferno (27.61-66), and translates: "If I thought that my reply would be to one who would ever return to the world, this flame would stay without further movement; but since none has ever returned alive from this depth, if what I hear is true, I answer you without fear of infamy." The speaker, Guido da Montefeltro, imprisoned in a flame in Hell, relates his shameful, evil life to Dante only because he thinks Dante will never go back to earth and repeat it. 

Before we analyze the Dante quote, it is important to note that Eliot's brand of Modernist poetry sought to revive the literary past, as he argued for in "Tradition and the Individual Talent." His poetry, including "Prufrock," is peppered with allusions to the Greeks, Shakespeare, the Metaphysicals, and more. Eliot does not neglect the modern, however; it is often front and center, usually with unfavorable comparisons to the past. 

The unpleasant modern world is where "Prufrock" begins. Prufrock, much like da Montefeltro in The Inferno, is confined to Hell; Prufrock's, however, is on earth, in a lonely, alienating city. The images of the city are sterile and deathly; the night sky looks "Like a patient etherized upon a table" (3), while down below barren "half-deserted streets" (4) reveal "one-night cheap hotels / And sawdust restaurants" (6-7). The use of enjambment, the running over of lines, further conveys the labyrinthine spatiality of the city. Although Eliot does not explore the sterility of the modern world as deeply here as he does in "The Wasteland" (1922), the images are undeniably bleak and empty. Often overlooked in the opening salvo is that Prufrock's imagery progresses from the general to the specific and, tellingly, from the elevated to the low. We go from a general look at the skyline to the streets to a hotel room to sawdust-covered floors in restaurants. This debasement continues throughout the poem, both literally in the verticality of the images and figuratively in their emotional associations for Prufrock. 

Indeed, emotional associations are key, since Eliot deploys the objective correlative technique throughout the poem rather than dwell abstractly on Prufrock's feelings. The above images all speak to some part of Prufrock's personality. The etherized patient, for instance, reflects his paralysis (his inability to act) while the images of the city depict a certain lost loneliness. The objective correlative switches to the "yellow fog that rubs its back upon the windowpanes" (14) in the second stanza. Although Eliot said the fog was suggestive of the factory smoke from his hometown St. Louis, the associations with a cat are obvious. Though Eliot was arguably the greatest lover of cats ever to write poetry (he wrote a number of poems on them, and the musical "Cats" is based on Eliot's work), here the feline correlation seems undesirable. 

The fog/cat seems to be looking in on the roomful of fashionable women "talking of Michelangelo" (13). Unable to enter, it lingers pathetically on the outside of the house, and we can imagine Prufrock avoiding, yet desiring, physical contact in much the same way (albeit with far less agility). Eliot again uses an image of physical debasement to explore Prufrock's self-pitying state; the cat goes down from the high windowpanes to the "corners of the evening" (17) to the "pools that stand in drains" (18), lets soot from the high chimneys fall on its back (since it is lower down than the chimneys), then leaps from the terrace to the ground. While Eliot appreciated the dignity of cats, this particular soot-blackened cat does not seem so dignified. Rather, the cat appears weak, non-confrontational, and afraid to enter the house. Moreover, Prufrock's prude-in-a-frock effeminacy emerges through the cat, as felines generally have feminine associations. 

Regardless of what one takes from these images, the bewildering collage points to another technique Eliot and the Modernists pioneered: fragmentation. The Modernists felt their writing should mirror their fractured and chaotic world. Fragmentation seems to imply a disordered lack of meaning, but the Modernists resisted this instinct and suggested that meaning could be excavated from the ruins. Just as we can make sense of the seemingly chaotic combination of a 14th-century Dante allusion and a 20th-century dramatic monologue, we can draw meaning from the rapid-fire metropolitan montage Prufrock paints. 

Images and allusions are not the only fragmented features of "Prufrock." The rhythm of the lines is deliberately irregular. At times in unrhymed free verse, Eliot occasionally rhymes for long stretches (lines 4-12) and then not at all; his rhyme scheme itself seems like the confusing "Streets that follow like a tedious argument" (8). He also twice uses the refrain of "In the room the women come and go / Talking of Michelangelo" (13-14, 35-36), and often begins lines with the word "And" (7, 23, 29 32, 33). As the word found in three of these lines implies - "time" (23, 29, 32) - the repetitions have something to do with Prufrock's relationship with time. 

Prufrock indecisively cycles around even the smallest of concerns: "And time yet for a hundred indecisions, / And for a hundred visions and revisions, / Before the taking of a toast and tea" (32-34). He seems rooted in the present tense and this, according to Eliot and most Modernists, is an unhealthy approach to time. The opening image of the evening "spread out" (2) against the sky is an allusion to a metaphor frequently used in turn-of-the-century French philosopher Henri Bergson's work Time and Free Will (1889). Bergson was a great influence on Eliot; the latter attended the philosopher's lectures in Paris in 1910 and was influenced by his theories on consciousness. In Time and Free Will, Bergson argues that time is a single, continuous, and flowing "durée," or duration, rather than a succession of discrete steps with distinct tenses. 

The only way to achieve this mental sense of duration, Bergson maintains, is through direct intuition rather than indirect analysis. While much New Age philosophy and theory has hijacked this idea - that one should feel rather than think is an appealing concept - the damaging effects to Prufrock are evident. He is clearly a thinker, not a feeler, and his indecisive thoughts contribute directly to his paralysis, perhaps the most important theme in the poem. As the image of the cat unable to penetrate the house suggests, Prufrock cannot make a decision and act on it. Instead of a flowing duration that integrates all of time, he is imprisoned in the present. 

Prufrock's anxiety is rooted in the social world. Not only is he afraid to confront the woman talking of Michelangelo (whose most famous sculpture, David, is the epitome of masculine beauty, a daunting prospect for the flaccid Prufrock), he seems intimidated by the social posturing he must engage in: 

There will be time, there will be time

To prepare a face to meet the faces that you meet;

There will be time to murder and create,

And time for all the works and days of hands

That lift and drop a question on your plate;

(26-29) 

The "works and days of hands" is a reference to 8th-century B.C. Greek poet Hesiod's poem about the farming year, "Works and Days." Prufrock seems to resent the divergence between the blistered hands of hard-working farmers and the smooth ones of social players, just as he dislikes the masks people wear in the social arena ("To prepare a faceŠ"). His social anxiety assumes more importance in the middle part of the poem.
Summary and Analysis of The Lake Isle of Innisfree

Summary

Yeats expresses his desire to build a small cabin at Innisfree, out of natural materials, and live alone.

He will find peace on the lake, where it drops from the morning, and the beautiful midnight.
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He determines to leave immediately, because even when he stands in a road or on a city pavement, he hears the lapping of the lake waters in his heart.

Analysis

Yeats's profession of love for nature is one of his most famous and beautiful poems. It is unusual in this collection as it contains no references to the Irish nationalist movement, to Maude Gonne, or to ancient Irish mythology. Yeats first wrote the poem in London, in 1890, where he was feeling intensely homesick.

Innisfree, whose name means "heather island" in Gaelic, is an island off the coast of Ireland of intense natural beauty. It is located in County Sligo, which is where Yeats's mother's family came from, and which he identified as the part of Ireland and the world closest to his heart. In the idea of building a home there and living as a hermit, Yeats was influenced by American transcendentalists such as Thoreau. He wrote in a letter: "My father read to me some passage out of Walden, and I planned to live some day in a cottage on a little island called Innisfree."

Line 1
In this line Yeats establishes the opening tone as well as the refrain of the poem. The poem focuses on Innisfree as a place of escape for the speaker. 

Lines 2–4
Here the speaker describes Innisfree as a simple, natural environment where he will build a cabin and live alone. Note the rich description in these lines. The language is specific. The speaker does not merely mention that he will build a cabin, but also that it will be made of “clay and wattles.” The speaker also specifies that he will have “nine bean-rows,” instead of simply a...

“The Lake Isle of Innisfree”

Summary

The poet declares that he will arise and go to Innisfree, where he will build a small cabin “of clay and wattles made.” There, he will have nine bean-rows and a beehive, and live alone in the glade loud with the sound of bees (“the bee-loud glade”). He says that he will have peace there, for peace drops from “the veils of morning to where the cricket sings.” Midnight there is a glimmer, and noon is a purple glow, and evening is full of linnet’s wings. He declares again that he will arise and go, for always, night and day, he hears the lake water lapping “with low sounds by the shore.” While he stands in the city, “on the roadway, or on the pavements grey,” he hears the sound within himself, “in the deep heart’s core.”

Form
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“The Lake Isle of Innisfree” is written mostly in hexameter, with six stresses in each line, in a loosely iambic pattern. The last line of each four-line stanza shortens the line to tetrameter, with only four stresses: “And live alone in the bee-loud glade.” Each of the three stanzas has the same ABAB rhyme scheme. Formally, this poem is somewhat unusual for Yeats: he rarely worked with hexameter, and every rhyme in the poem is a full rhyme; there is no sign of the half-rhymes Yeats often prefers in his later work.

Commentary

“The Lake Isle of Innisfree,” published in Yeats’s second book of poems, 1893’s The Rose, is one of his first great poems, and one of his most enduring. The tranquil, hypnotic hexameters recreate the rhythmic pulse of the tide. The simple imagery of the quiet life the speaker longs to lead, as he enumerates each of its qualities, lulls the reader into his idyllic fantasy, until the penultimate line jolts the speaker—and the reader—back into the reality of his drab urban existence: “While I stand on the roadway, or on the pavements grey.” The final line—“I hear it in the deep heart’s core”—is a crucial statement for Yeats, not only in this poem but also in his career as a whole. The implication that the truths of the “deep heart’s core” are essential to life is one that would preoccupy Yeats for the rest of his career as a poet; the struggle to remain true to the deep heart’s core may be thought of as Yeats’s primary undertaking as a poet.

