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moving geometry of gyres in a Cubist-like zigzag composition. Gyres belong to such
a cartographic scale through which Yeats tries to map mind and history
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penetration, and then begin a retreat, in a manner reminiscent of the
backwards/forwards shuttle. A Vision which is composed of “mathematic structure” of
scale (A Vision 5) functions both inside and outside of the mind and the history.
The scale of gyres never stops changing and exists in perpetual motion like a
vortex. Yeatsian poetics of the gyres is the precursor of the poetics of scaling.
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제목: 예이츠의 세계문학관
우리말 요약: 환상록 의 기하학적 상징은 개인과 문명의 역사의 스케일을 조정하면
서 지도를 그린다. 예이츠는 역사를 입체파의 그림과도 같이 지그재그형식의 가이어의
움직이는 도형의 관점에서 시각화하였다. 가이어는 예이츠가 정신과 역사를 동시에 그
려보는 지도상의 스케일에 속한다. 가이어는 항상 멀리가서는 다시 자신의 원점으로
되돌아오는 셔틀콕과 같다. 외견상 개인과 문명의 역사의 움직임은 미로같이 보인다.
그러나 스케일의 수학적 구조를 지닌 환상록 은 정신과 역사의 안과 밖에서 기능하
고, 가이어의 스케일은 결코 변화를 멈추지 않고 소용돌이처럼 지속적으로 움직인다.
예이츠의 가이어의 시학은 바로 스케일의 시학의 원조이다.
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I. Introduction

W hen one reflects

upon one’s confronting the “other” literatures and cultures

in the moments of self-awareness and self-identity, one recalls a dynamic
vortex which will construct the glocal, translocal, and transnational space of
world literature, covering the in-between borderlands of the linguistic, literary,
ethnic, religious, social, and cultural representations. This space can be
defined in terms of the perspective from which one can look and gaze at the
objects of the investigation. In his essay “Scale,” Richard Howitt constructs
the scale politics of spatiality, representing the scale of engagement in terms
of the relationship between scales vs jumping between scales, thereby
revealing the politics of representation. He argues that Swingedouw’s concept
of “glocalization” is “the simultaneous and contested shift up-scale towards
the global and down-scale to the local as a response to changing economic,
political and cultural pressures” (142). This concept of glocalization from the
perspective of “up-scale” and “down-scale” is in fact zooming-in and
zooming-out of the object of observation which ironically turning closely and
going away distantly. Howitt contends further about the paradoxical/double
positions of local, national, and global for the sake of the critical discourse:
The image of scale as a relatively straightforward mechanism that
juxtaposes, compares or relates phenomena in space and time is consistent
with the image of geographic scale as a set of distinct platforms upon
which geopolitics (and other social phenomena) are performed. . . . World
systems theory posits the global sphere as the most significant scale. . . .
The paradoxical positions taken on local, national, and global scales was a
starting point for much of the critical discourse on scale referred to above
(145).

The rationale for the logic and perspective of this scale comes from the
poetics of “cultural translation” in world literature. When translating from one

Yeatsian Perspective for World Literature

157

language to another linguistically or culturally, the translation of a literary
text is situated in a transaction between two languages as well as in a more
complicated negotiation between two cultures. Naturally there emerges the
wall of untranslatability across languages and cultures which will be left open
by the translator’s Homi Bhabhaian insurgent and/or passionate, entertaining,
differential act of cultural translation.
Susan Bassnett and Andre Lefevere in their books, Translation, History,
and Culture (1990), and Constucting Cultures: Essays on Literary Translation
(1998) formulate and articulate the cultural turn in cultural studies. Harish
Trivedi in his essay, “Translating Culture vs Cultural Translation,” succinctly
provides the context of this emerging studies of cultural translation:
Through the 1990s, alongside the rise of translation studies, we also saw
interestingly the rise of a larger and more influential field of study, cultural
studies, without however any perceptible overlap or interaction between the
two. This lack of convergence or imbrication was again taken note of by
Bassnett and Lefevere in the next book, Constucting Cultures: Essays on
Literary Translation (1998), in which they had a final chapter now titled,
“The Cultural Translation Turn in Cultural Studies.” They noted that these
“interdisciplines,” as they called them, had moved beyond their “Eurocentric
beginnings” to enter “a new internationalist phase,” and they identified a
four-point common agenda that Translation Studies and Cultural Studies
could together address, including an investigation of “the way in which
different cultures construct their images of writers and texts,” a tracking of
“the ways in which texts become cultural capital across cultural boundaries,”
and an exploration of the politics of translation, especially of what
Lawrence Venuti has called “the ethnocentric violence of translation.”
(Trivedi 254-255)

What appears to be untranslatable in terms of the cultural difference can be
transculturally approachable, if one investigates the way how cross-cultural
initiation works beyond the space of monocultural untranslability by
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“constructing their images of writers and texts.” One goes further to trace the
ways how texts become cross-cultural hybridized texts of double vision and
explores the politics of translation. One need a grid or scale to locate this
locus of transcultural initiation in terms of cultural translation. For a case of
William Butler Yeats is a good example.

II. Yeatsian Temporal Scale
Both modern and contemporary poets have provided the verbal
representation of the visual representation in an ekphrastic way of what Yeats
calls “stylistic arrangements” for a vision to embellish their creative thoughts.
Their own creative grid of “cartographic scale” is a network of lines that
cross each other to form a series of squares or rectangles, representing the
bird’s-eye-view of the forest of twentieth-century poetic world, and the poet
organizes the content of the grid so that the reader in turn can see it by
imposing structure and cohesion to the layout of the poem at large. By
appearance, the grid seems to work as an ordering device for closure.
However, when one looks closely into the grid for writing, one will discover
that it represents the transformative moving openness which has been initiated
and accompanied by the anti-closure throughout the writing process of poetry.
Yeats’s intention in providing “the glance characteristic of a civilization in
its final phase” (A Vision, 276) is such a transformative opening initiation:
The Greeks painted the eyes of marble statues and made out of enamel or
glass or precious stones those of their bronze statues, but the Roman was
the first to drill a round hole to represent the pupil, and because, as I think,
of a preoccupation with the glanced characteristic of a civilization in its final
phase. . . . They could now express in stone a perfect composure. The
administrative mind, alert attention had driven out rhythm, exaltation of the
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body, uncommitted energy. . . . One sees on the pediments troops of marble
Senators, officials serene and watchful as befits men who know that all the
power of the world moves before their eyes, and needs, that it may not dash
itself to pieces, their unhurried, unanxious, never-ceasing care (276).

Yeats imprints the image of the eye of each time period on the eye of the
“Spirit” through which he has already seen the process of how the Spirit
reaches Unity of Being in the Book III, “The Soul in Judgment.”1) By so
doing, he reveals each image of the eye as a fragment or stasis of a moment
of the spiritual eye. Then Yeats provides different images of eyes for each
period: 1) in Greece, they gaze at nothing; 2) in Rome, they are
world-considering; 3) in Byzantium, eyes are visionary; and 4) in the East
(China or India) they are detached from the world and vision:
When I think of Rome, I see always those heads with their
world-considering eye, and those bodies as conventional as the metaphors in
a leading article, and compare in my imagination vague Grecian eyes gazing
at nothing, Byzantine eyes of drilled ivory staring upon a vision, and those
eyelids of China and of India, those veiled or half-veiled eyes weary of
world and vision alike (277).

Each time period can be defined in terms of the perspective from which
one can look and gaze at the objects of the investigation, that is the world.
Jacques Lacan suggests that the function of the eye is to see, while the
gaze deceives the eye. As a result, we are left with two kinds of the gaze:
“the gaze deceiving the eye” (tromper-l’œil) and “the gaze laid down”
(dompte-regard). Lacan’s concept of “anarmorphosis” resituates this dialectics
of the eye and the gaze in the context of “scotoma” or stain. Lacan argues
that in the register of the scopic drive the consciousness is inscribed as a
principle of méconnaissance, as “scotoma,” and that the subject in the split of
the eye and the gaze takes interest in the “lure” of a privileged object or the
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“objet a” which emerges from some primal traumatic separation or some
self-mutilation induced by the very approach of the real (Seminar XI, 83).
This “objet a” is located in the form of the eye-globe or eye-ball which
cannot see itself seeing itself, but only focusing on what lies in front of it
(in terms of perspective) without regarding what happens out there. Each
mind has become a self-contained enclosure. Barbara Freedman’s work on the
Gaze, Staging the Gaze: Postmodernism, Psychoanalysis, and Shakespearean
Comedy, reminds us that “human beings are tangled in a network of
perspectives” (45-46), depicting the individual “as both separate from and
entangled in the work he perceives” (45). We human beings do have the
mind’s blind spots, the scotoma.
In this context, the first axis of his temporal perspective is the image of
the Roman’s gaze. Before the advent of Christ, irrational force resulted in
created confusion and uproar with the cry “The Babe, the Babe is born” (A
Vision, 277), though Roman sculpture produces “perfect composure” and “alert
attention” by means of “glance” by drilling a hole for pupils of marble. The
Roman’s world-considering gaze, which is represented by “serene and
watchful” marble Senators, is filled with “care”: “all the power of the world
moves before their eyes, and needs, that it may not dash itself to pieces,
their unhurried, unanxious, never-ceasing care” (A Vision, 276). The realistic
image of the gaze in Roman sculpture connotes the “symbolic message” of
Roman civilization as culture and nature, and denotes the “rigid and
stationary” aspect of the “antithetical aristocratic civilization in its completed
form” (A Vision, 277).
Second period is the fifth century, the moment when Byzantium
substituted its visionary meditation for formal Roman magnificence. In regard
to a Byzantine philosophical worker in mosaic, he sees “the supernatural
descending nearer to him than to Plotinus” and his artifact as revealing “a
perfect human body.” In accordance with these descriptions, Yeats interprets
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the early Byzantine world as the locus of Unity of Being in which “religious,
aesthetic, and practical life were one” (A Vision, 279). Yeats describes and
interprets the visionary image of the “Byzantine eyes of drilled ivory staring
upon a vision”:
Even the drilled pupil of the eye, when the drill is in the hand of some
Byzantine worker in ivory, undergoes a somnambulistic change, for its deep
shadow among the faint lines of the tablet, its mechanical circle, where all
else is rhythmical and flowing, give to Saint or Angel a look of some great
bird staring at miracle. Could any visionary of those days, passing through
the Church named with so un-theological a grace “The Holy Wisdom,” can
even a visionary of today wandering among the mosaic at Ravenne or in
Sicily, fail to recognize some one image seen under his closed eyelids? (A
Vision, 280)

This image of the gaze is discontinuous from that of the Roman’s eye, and
reveals the intentionality of representing the impersonal aspect of Byzantine
civilization.
Yeats’s third period is the upward-looking eye with no miracles to stare
at in the age of Chaucer, Villon, and Masaccio (1380-1450):
With the approach of solitude bringing with it an ever-increasing struggle
with that which opposes solitude—sensuality, greed, ambition, physical
curiosity in all its species—philosophy has returned driving dogma out.
Even amongst the most pious the worshipper is preoccupied with himself,
and when I look for the drilled eyeball, which reveals so much, I notice
that its edge is no longer so mechanically perfect, nor, if I can judge by
casts at the Victoria and Albert museum, is the hollow so deep. Angel and
Florentine noble must look upward with an eye that seems dim and abashed
as though to recognize duties to Heavn, an example to be set before men,
and finding both difficult seem a little giddy. There are no miracles to stare
at, for man descends the hill once climbed with no great toil, and all grows
but natural again. (A Vision, 290-291)
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Yeats argues that in this period Villon suffers from the authentic existence in
which “the human soul for the first time stands alone before a death ever
present to imagination, without help from a church that is fading away” (A
Vision, 290). In a rhetorical question, Yeats contends that in remembering
Aubrey Bearsley’s naturalism, he can read into Villon’s suffering our modern
conscience, which gathers intensity as we approach the close of an era. Here,
he posits Villon’s suffering in terms of the authenticity of the human soul
confronting death, thereby retrieving the origin of the modern conscience of
the apocalyptic imagination. Philosophy has returned and driven dogma out.
However, Yeats suggests that this retrieval needs the discipline of an
ever-increasing struggle with what opposes solitude (sensuality, greed,
ambition, and physical curiosity). The touchstone for the period is no longer
the drilled eyeball with the mechanically perfect edge and the deep hollow,
but an upward-looking eye recognizing duties to Heaven. However, there are
no miracles to stare at. Thus, man descends or falls into the finite temporal
world and grows natural again.
What I want to suggest by describing each temporal period is that Yeats
has been employing the temporal scale of zooming in and zooming out
throughout the sequence of historical civilization in terms of the sequence of
the eye.

III. Yeats’s Spatial Scale
Yeats’s geometrical symbols of the double cone or vortex belong to such
a grid as Yeats elaborates in his A Vision: “Line and plane are combined in
a gyre which must expand or contract according to whether mind grows in
objectivity or subjectivity” (70-71).
In his final pages of A Vision, which was begun in 1917, and rewritten

Yeatsian Perspective for World Literature

163

over a period of seven years to 1925, Yeats acknowledges that the world has
become “an object of observation,” after his initial understanding of the
significant relationship between the symbolism of A Vision and cubism as
well as after his elaboration of the fundamental symbol of A Vision in terms
of “vortex attributed to Discord, . . . formed by circles diminishing until they
are nothing, and . . . the opposing sphere attributed to Concord as forming
from itself an opposing vortex, the apex of each vortex in the middle of each
other’s base” (68):
I think of recent mathematical research; even the ignorant can compare it
with that of Newton—so plainly of the 19th Phase—with its objective world
intelligible to intellect; I can recognize that the limit itself has become a
new dimension, that this ever-hidden thing which makes us fold our hands
has begun to press down upon multitudes. Having bruised their hands upon
that limit, men, for the first time since the seventeenth century, see the
world as an object of contemplation, not as something to be remade, and
some few, meeting the limit in their special study, even doubt if there is
any common experience, doubt the possibility of science (300).

In fact, as Yeats himself elaborates in the following diagram which appear in
A Vision (68), the fundamental symbol of A Vision provides the initial stage
of a spatial scale from which Yeats can order the world and world history as
well as the history of the spirit based upon the principle he constructed in
his Autobiographies: “All creation is from conflict” (576). The movement of
A Vision is cyclical in that an era of 2,000 years is “an entire wheel,” which
ends up doubling back on itself when it comes to its 28th Phase or reaches
the 15th Phase or the 1st Phase of the entire era (A Vision, 267-268). Each
half of the wheel is an entire wheel in which there are wheels within wheels;
and the movement along a gyre towards the point of reversal is itself a
movement through ever decreasing winding circles. In this way, this diagram
of the double gyres manifests Yeatsian spatial scale.

164

Youngmin Kim

[Figure 1: Historical Cones; A Vision, 68]
The nature of Yeatsian renderings of geometric symbols in A Vision
provides the mapping of the human personality and world history,
demonstrating how Yeats initiates the concept of the grid and looks ahead of
the future poetics of scale. It goes without saying that during the First World
Wars (1914-1919), Yeats was obsessed with war, along with the Anglo-Irish
War and the Irish Civil War, and he reveals his recognition of a world order
in disintegration in A Vision. In fact, Yeats initiates his own poetics of scale
by employ the geometrical symbols of the double cone or vortex, in his own
style as follows:
A line is a movement without extension, and so symbolical of
time--subjectivity--Berkeley’s stream of ideas--in Plotinus it is apparently
“sensation”--and a plane cutting at right angles is symbolical of space or
objectivity. Line and plane are combined in a gyre which must expand or
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contract according to whether mind grows in objectivity or subjectivity. The
identification of time with subjectivity is probably as old as philosophy; all
that we can touch or handle, and for the moment I mean no other
objectivity, has shape or magnitude, whereas our thoughts and emotions
have duration and quality, a thought recurs or is habitual, a lecture of a
musical composition is measured upon the clock. At the same time pure
time and pure space, pure subjectivity and pure objectivity--the plane at the
bottom of the cone and the point at its apex--are abstractions or figments of
the mind. (A Vision, 70-71).

In a footnote to his own double cone, Yeats describes his symbols as
implying Kantian “time as a spatialising act,” thereby constructing his own
temporal and spatial scale:
Kant said that space is a form of external sense, time a form of internal
sense. He meant that we represent nature, that is what we call the external
world and think of as having been in existence before our knowledge and
spiritual life began, in space, then we represent the multiplicity of the
objects of our internal experience, or what we distinguish as diverse and
manifold in the development of our spiritual life, not in space but in time”
(A Vision, 70).

Based upon the geometrical scale of A Vision, Yeats was able to map in a
moving geometry the history of both individual and civilization, in terms of
the mechanized warfare and world history. In fact, as Gertrude Stein applies
a cubist metaphor to the landscape of World War I, and sees it as a new
and decentered form of battle that apparently had neither a beginning nor an
end, Yeats also reveals a Cubist-like composition of irregular geometricized
forms in his A Vision, by employing “up-scale” and “down-scale” method,
that is, zooming-in and zooming-out of the object of observation which
ironically turning closely and going away distantly. Gyres belong to such a
scale through which Yeats tries to map history. Gyres always turn back on
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itself, hit a farthest point of advance or penetration, and then begin a retreat,
in a manner reminiscent of the backwards/forwards shuttle. By appearance, the
movement of history in the form of gyres looks like a labyrinth. However, A
Vision which is composed of “mathematic structure” (A Vision, 5), in fact,
attempts to function both inside and outside history, like the perpetually
disintegrating memory-maps. Gyres never stop changing, and exist in perpetual
motion, like vortex.
If one turns to the other side of or goes deeper into this open scale,
however, one can encounter more dynamic and moving image of the mind.
The transnational understanding of the world has transformed the visual
representation into the topology of the mind when they interrogated the
tension between the conscious outside and the unconscious inside. When this
openness of grid in modern poetry is situated in the wider context of world
literature, the story goes in a different direction. A new poetics of “scale,” a
cartographic structural concept which has been employed as the central
foreground and background in the field of comparative and world literature,
along with “distant reading,” will provide us, the readers, with a topological
suturing between “the outer skin of the interior” and “the inner skin of the
exterior” of the poetic mind in the wider context of world literature, a
suturing in which the historical interacts with the visual in both upscaling and
downscaling dynamic and systematic way.

IV. “Nineteen Hundred Nineteen” and Yeatsian Poetics of Scaling
Yeat’s poem, “Nineteen Hundred Nineteen” which was published in The
Tower (1928), demonstrates a model for Yeatsian poetics of scale. It is my
position that the elements revealed in the poem represent by synecdoche the
material that enters into Yeats’s A Vision, in particular in terms of the poetics
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of scale. The poem evokes the immediacy of the whole turbulence of modern
history by referring to atrocities committed by members of the Black and
Tans.

The

horror

is

the

result

of

armed

conflicts

between

the

English-controlled government of Ireland and the Irish Republican Army. In
this historical context, the poem enacts a meditative event wherein both
perceptual and conceptual processes occur. The speaking subject of the poem
is caught up in the world he is observing while remaining apart from it, and
gazes at an apocalyptic moment in the cyclical rise and fall of civilizations,
thereby zooming in and zooming out in the temporal, spatial, and mental
scale of the recurrent terror in its nightmarish vision of history.
“Nineteen Hundred and Nineteen” begins with the disappearance of the
glory of Greek civilization. “Many ingenious lovely things,” which represent
the Asiatic or Ionic qualities of elaboration, do not exist now. Instead, there
remains only an “ancient image made of olive wood” amid the ornamental
bronze and stone (6), which is an allusion to Sophocles’s and Herodotus’s
story of war and violence, according to which the Persians had burned
Athens, and destroyed the spring of salt water and the sacred olive (Jeffares
274). Yeats relates the image of the soul with the swan representing the state
of wisdom which the poet achieves against the winds of adversity through the
process of individuation, in contrast to the “ancient image made of olive
wood.” In fact, the poet reaches the authentic self after he has come to grips
with dread and anxiety. His mind’s eye is now open to “the vision of the
moment” which implies authentic temporality.
Section Six, in particular, provides a visionary scale of three discontinuous
images: the ghostly horse riders, Herodias’ daughters, and Robert Artisson and
Lady Kyteler. When related to Yeats’s own intention to posit the images of
“those who travel in the whirling dust” in the cosmic dance of “the Platonic
Year” (Collected Poems, 461), they transform themselves into the performative
metaphor, and constitute an event of the apocalyptic vision of the moment.
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Yeatsian cones of time or history produce a unique concept of the event, and
that “every moment of the era reveals itself as constituted by four interacting
periods” (A Vision, 256). Yeats adds that “the spirits of the three periods that
seem to us past are present among us, though unseen” (A Vision, 257).
Violence upon the roads: violence of horses;
Some few have handsome riders, are garlanded
On delicate sensitive ear or tossing mane,
But wearied running round and round in their courses
All break and vanish, and evil gathers head:
Herodias’ daughters have returned again,
A sudden blast of dusty wind and after
Thunder of feet, tumult of images,
Their purpose in the labyrinth of the wind;
And should some crazy hand dare touch a daughter
All turn with amorous cries, or angry cries,
According to the wind, for all are blind.
But now wind drops, dust settles; thereupon
There lurches past, his great eyes without thought
Under the shadow of stupid straw-pale locks,
That insolent fiend Robert Artisson
To whom the love-lorn Lady Kyteler brought
Bronzed peacock feathers, red combs of her cocks.

In this context, the three discontinuous images of Section Six are the
spirits of the three past periods: 1) the “handsome riders” whom the country
people name as “fallen angels” or “ancient inhabitants of the country” are
those of mythical time (Collected Poems, 461); 2) “Herodias’ daughters” are
those of the age of John the Baptist; and 3) “[t]hat insolent fiend Robert
Artisson” and “the love-lorn Lady Kyteler” are those of the fourteenth century
in his note. Although the time period of each image does not exactly
correspond to the historical cones at the beginning of Book V (“Dove or
Swan”), Yeats’s mind’s eye is open to the possibility of the authentic
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temporality of what he calls the “contemporaneous” (A Vision, 256). These
four moments, including the present time of 1919, represent the vortex in
which “conflict and intensity of consciousness apportioned out through the
whole being” (A Vision, 255), and at the same time correspond to moments
in civilization.
J. Hillis Miller provides us with a brilliant analysis of the structure of
“Nineteen Hundred and Nineteen.” He claims that the shape of the poem is
“a circular labyrinth in which the various elements of each of the six sections
rotate around a center that is never named (except in figure), in a constant
double process of substitution.” He also sees that the “spatial design of a
whirlwind or maze is reinforced throughout the poem in overt images: in the
‘circle of the moon’ at the opening, in the circular whirling of the dancers
and of the great year, . . . in the circular movement, in the last section, first
of the apparitional horseman and then of the dance of Herodias’ daughters”
(325-6). When we recall Yeats’s concern with Pound’s “mathematical
structure”, we can visualize the structurality of “Nineteen Hundred and
Nineteen,” in a different perspective. The structure of the poem is an echo
chamber in which each section reverberates with the others. The structure of
the poem constitutes a kind of musical instrument to which “all the nature
murmurs in response if but a single note be touched” (Autobiography 235).
All we readers want to do is to zoomin and zoomout the structure of the
poem per se by using the scale of our mental space of memory and
searching hand. In fact, “Nineteen Hundred Nineteen” is the practical
enactment of the poetics of scale set forth in A Vision. My contention is that
this Yeatsian model of the transnational Othering in which self and the Other
communicate via multi-channel dialogues can be materialized by glocal
upscaling and downscaling as well as by transnational/transcultural inside-out
and outside-in. This poetics of scale will provide the lenses for rereading of
the poetic globe.
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V. Conclusion
Yeats in his 1901 essay, entitled “Magic,” lays down the shifting and
fluid nature of the psychic, mnemic, magical, and symbolic actions of literary
language:
that the borders of our mind[s] are ever shifting, and that many minds can
flow into one another, as it were, and create or reveal a single mind, a
single energy; that the borders of our memories are as shifting, and that our
memories are a part of one great memory, the memory of Nature herself;
that this great mind and great memory can be evoked by symbols. (28)

In the event of transcultural experiences, the minds of the poets and the
readers will be activated when a symbol becomes the anchoring center of
the minds and the memories, a center to be decentered by the temporality
of the shifting memory and the spatiality of the shifting mind. In fact, the
symbol is the looking glass or the gate or the bridge or the stairwell
through which the mind and the memory reach the Real which is located in
the timeless and spaceless zone respectively. The transcultural inward eye
which can downscale/upscale beyond the surface of the symbols to the
depth of the spiritual Real is the gaze that is outside, imagined in the field
of the Other. This inside/outside or downscale/upscale movement of the
gaze turns upside/down in the transcultural poetic discourses, when looked
at from the double perspectives of large/small scale in the context of world
literature.
In fact, the geometrical symbols of A Vision map the downscaling/
upscaling history of both individual and civilization. Yeats visualizes history
in terms of the mechanized warfare, and history is a moving geometry of
gyres in a Cubist-like zigzag composition. Gyres belong to such a
cartographic grid or scale through which Yeats tries to map mind and
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history simultaneously. Gyres always turn back on itself, hit a farthest point
of advance or penetration, and then begin a retreat, in a manner reminiscent
of the backwards/forwards shuttle. By appearance, the movement of history
of individual and civilization in the form of gyres looks like a labyrinth.
However, A Vision which is composed of “mathematic structure” of scale
(A Vision, 5) functions both inside and outside of the mind and the history.
The scale of gyres never stop changing and exist in perpetual motion like
vortex. Yeatsian poetics of the gyres is the precursor of the poetics of
scaling.
Yeatsian topography of gyres has already taken the issue of the matters
of static and dynamic in movement, of constative and performative in
linguistic representation, and of doubleness and inside-outside dichotonmy,
thereby revealing the poetics of scaling. One can visualize a 3-D type of the
individual/global or downscale/upscale, centering around the issue of inside
and outside in the human subject’s mind and body.

Notes
1) For this discussion of the Spirit’s progress toward the Unity of Being in Book III, “The Soul in
Judgment,” refer to the writer’s own article, “Poetic Theory in A Vision and Yeats’s Later
Poetry,” Journal of English Language and Literature 45.3 (Fall 1999): 535-560; “Yeats’s
Spiritual Transnational Poetics in Book III of A Vision,” Yeats Journal of Korea 35 (Summer
2011), 15-30. “The Aesthetics and Politics of ‘Dreaming Back’: Yeats, Pound, and Japanese Noh
Plays at Stone Cottage Collaboration,” Yeats Journal of Korea 36 (Winter 2009): 1-9; and “The
Poetics of Transnational Gaze in Yeats’s Poetic Theory, Yeats Journal of Korea 32 (Winter
2009), 109-123.
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