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“Calvary”? % “Four Plays for Dancers” DFZINDH T\ 5B RED,
VERTH Do 4 ODIERIL “At the Hawk’s Well (1917), “The Only Tea-
" lousy of Emer” (1919), “The Dreaming of the Bones” (1919) % LT
“Calvary” (1920) DRIt > T\ %0, BFHT 2 AWicbid 3 ADZER (Mu-
sicians), # ) & I (Christ), 7 ¥ = (Lazarus), = # (Judas), = ADw — <
(Roman Soldiers) ThH 5, FD7ehT 3 ADIEN T HMRE Ll T{blk

LEHETH D, Mo At b iz REREE 22 T\ 5, AR
biel, BBOEBILTCEHCBHES S, BII= ADEEYHELE T,
TaEIBEER LT, FeWo L2 AnbIiE b, = ADKMTEK#
b5 Hﬁfz%/vf‘%ﬁ%@%h%h@%%% (drum, flute, zither) D%
EFTH, F—OXMOTKEEVICEHLET, F Y AT FRELDOW
TESTE, EOXMOK TBEOCDIEMIIFECIS 5 kb LisL
(Got has.not died for the white heron) P> ' 3ERVEESH, ¥ Y A+
DR EDFEEMETRT Bo TEREHDOVWTHELF IV AL DFICT ¥ e il
bhde BT TE% 4 BB, BHEFEAT, HVELHO LILOFRD
VPRI b o T e £ XD ATDBRBD AfcbE PR TE - T
T, Bhaloh~O0E3hHLIAK BATIIRBNDIERE -7z,
12035 D30 D I B I B At DFE% <+ (For four whole days, T had heen
dead and I was lying still,”In an old comfortable mountain cavern/When
you came climbing there with a great crowd, And dragged me to the
light....You took my death, give me your death instead) | &5 5, JEx#
LTES 7 rItROTIAT EZADT Y Z20BET 5, HRIchiLF
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) 2 b DEBICERN DR S L ICHEIFETE ) A DRARSCS A5,
RV bl L 5B FED, Ric=#pnHbhs) A EEED
CoOVWCTHEE TS, * ) AL REY D LEDTH>T= ¥ HFOTRTRR
I L ERMRT L, 2 43RV IBRTH- T, FR=TM oKD
KE%@%%?%ohC&%E%TéoJﬁm+$%%ﬁi,*Uxbm
F+FREEE R BT L0, e —<KZEAnBEbhb, ZARF Y
AR LT, BOYHEEE (gamblers) L4005, b1k TADHE L+
B, BACAEER ST RE Y Kic-Tckd, KL, £h
ED Lizo TAK X (They say you're good and‘ that you made the
world, But it’s no matter,) > L E - T* YV A b @ﬁﬁfﬁ% hHT, R
VAN TR X, RAZTHERFE T2V L (My Father, why hast
Thou forsaken me?) P £ W55, & DBEITEE (white heron) M RB N F
PbRTVB, FV A FDEBETS & ECEMC X - THcE BgMT s
NB Y, FET2 I Lo Th [RNOME < ICTAEE T B & DIx—F0
B 723 72 - 2 (There was no live thing near me but a heron,) [ & Fl%
FFons, Mol bitl- TRETHh, FRIMCL> TRET
Dk VA OIS KIARE L\ O REEYGIC L - THIRAT bR
Tb, Erflich TR REBICHEbh T 5, ¥ e RELBLT
W iz T LB (solitary birds) [ 73F - T 5, FhudEof
EXHAFAL T F v OUMACE L SBETE S, &5 LGB fbh
T Tl D4 A=Y I->THREIRSIME, B IO MEmE ] &
Lo TXHLRBEDLA, BWHLRTWEDTHE, [RHE] FIERICHI
THERERDES Bl EE~DBFRLIEA~DHERL > HIFED
F8) L LTEEIhLBE®RY A5 2 52 L3 TED, EHREDT
DEBOMELHF I L ediL, HNLREDLND Z Ll b, [MKH]
FENOBRILEEBT % 5 2 TERRERE Y 2 BTDOTH B,

A =AY PEEERAVZZEBE, 7275 LZ X Four Plays and Dancers
ERICOVTELDILETHAID, RDES5KZ LTHD,
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FHHFENIBEEOEP, BEAFOFELBETHbE LI hic
Borb i, REE I BIARDOTIES LVEIfFLRH S Z Ll -
T, BEANTORESWT, FobbwalifaME L5 2 LA
Elhe HIRERAVGEEZERRELD, BENEARTESZ Y &
L EMIERCDTH S

A mask will enable me to subétitute for the face of some common-
place player, or for that face repainted to suit his own vulgar fancy, the
fine invention of a sculptor, and to bring the audience close enough to
the play to hear every inflection of the voice. A mask never seems but
a dirty face, and no matter how close you go is yet a work of art; nor
shall we lose by stilling the movement of the features, for deep feeling

is expressed by a movement of the whole body.”’

FHCA L LcE B VCAMREIERER TH > GES R ThH V- &k
Bzlew, ChREEIHRNER~OHHLIDHORTVEDTHS S
2, A =AY DREES » LBV, BEAMERRE LT 5, % oS
BEZBCIETE -, 1 =1 Y0EBE ED IS REL T hEE
2 H BB S 5, Fallis (TRO X 5 TE VTV 5,

1 =4 Y 3EEEIGEDER Cilifc Sh D EROHF > - TtEHE L,
BET2—20FF L LTRE L,

Yeats saw it [the theatre] as a place of reverie and imagination

about timeless world of eternal truth.®’

1y

EHIEA =4 IRETClES s, AT A8, HRE
EONDFA, £5 LicbonbBRMcAlE I hbBMOR»TEER
PABTHD LE LT,
| 4¥47mF%K%K5$@T%J%ﬁm%vfbtb@%@@%?w
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% %21}z (I have found my first model....in the “Noh” stage of aristoc-
rﬂmhmmw>tﬂ%mpmwﬁanwm”®Nmeh%uff«fu5
Z &L EEDEE S T Four Plays for Dancers X E\ 7o Z L3852
THAHD, LaL, FKEEELTE, EBE»DEXEBEYFT CAIER
hic 3B uihicl, JEE, ARBNTEIS2VPEBPLHFEL LT,

ROWMBHEREINTCLD, HEVEREHE I W HBOSVWELTHERE
THTHA O BEAKIECE CENTR2ESD5 Z L BRI LA =1 Y
B OEEEIBIC S CAES =D Th B,

A=A Y BEED S UM -7 2 &%, “Assimilation and Accomplish-
ment: N& Drama and An Unpublished Source for At the Hawk’s Well”
TEH Taylor VBN T W5 Z &&mn~ﬁ?éfﬁééommmumo
X5 BTV B,

FED BRI AL I NI TBOEEAYRRTHZ L THD, BN
w05 UCREN BN BECER Shb, AR L&
BLENDEEECEICE ST WA, FRIMERARAT R B 257 T
BEGHRESLE—ADADC I > THELLRS, [TEIFDHDIRE
EWREER BT S I LIk - T, —EDOEEI M Feh T\ 5, Hk
DB L RBROAE T >, EEOHIE T/l il
MR EORRIL S h, BIE, &, OB CoAE Lo L
TEHRIND, £0O7 7 A ML OERRLIEE > OREE NG D
ABRCE S TR LBV TENTHE L 3ENTH S,

The object of Nb is to suggest the truth of idealized action, and
~active participation through imagination is demanded of audience. The
play is always based on a familiar incident closel}; associated with a
famous place, and it is performed by a single character with only the
most essential dramatic foils. The action itself is kept at a distance by
avoiding realistic imitation. The focus of interest is the quality of
experience involved, not the actual event, and the central incident is
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presented through various levels of recollection, dream, and vision, as
well as aesthetic stylization. The text is often more poetic than dramatic

in itsdependence on patterns of imagenery and connotations of literary

and historical allusion.'”’

A=A 23 AFY ADEKGERE =~ Vv « 7 V1 7 (Gordon Craig)
DYEL WL FT i, T DOHEDEREI OV TiL Flannery & “Yeats and
the Idea of a Theatre” BV TH LLIBLNTW5, ThiLId &, [
=4 VIFINIEC R ¥ F Y D BEB T LA 7 EH L fERa BB
T, ‘“The Speaker’ & [ B 4« DEEIEDTHRRLLELVEST
Boteo WiLHHBB T LHTHETH B BADEHAE Lic, ¥ 3 L H
Tk TEEY, TRCEO T, Bk AR »ERA LD
72 (it was the first beautiful scenery our stage has seen. He created an ideal
country where everything is possible, even speaking in verse, or speaking
to music, or the expression of the whole life in a dance) | & H& L7z, A
=L Ve D e EARRIT L2 v A 7 OBEHOBARERE= 25
BETHIERD LI T ETH B,

1. HEOEBASBMFIRCES Z &,
2. EEOHEH,
3. BAWMOMLET®

7 VA 7% ‘“Theatre Past’™® &R\ €, HER2VWTERLTWS, £
DOIATHIE, FEROOE TRARAXEE I, LB Tkl
BETHD LBNT VB, 7 VA 7 DEZBEERE, 78, S, &,
B%, VX auFo TEREED, Tho 5 20BRETIDCFIATAE
LI Lo THEDHLBERLT ¥ —1T5, Zhb 5 D0EERES & DI
HECThh, BLEEETHY, BATHE, RELHEOILBOEH
KEOEBELHDOZ it LR 5 DOEROENREMAEH T L0 L LT
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DB Bdhie, WHFAEE DB RO, £ LTERC L -
CHFES R MR, HECEAEECRI L AR L LTES
SHCRRINDNENRDOTHE, £ O, PHEDHEB 2 EZL M TR
ZOERRHTS Lk s, KEO IR —OwEE L, W
L DA A AL OR— D RET S L Thh, =5 Lics L
1 7 OEBEBRIAA =1 v OEEEIIEB LT\ 5,

A=t Y PEBICR T L ABLDH - b DITFTH D, BTV
Mic LT HEOBER 2 B AT EET B0, FhCFRADEOET
otz b, Flannery {3 “W. B. Yeats and the ldea of a Theatre”
VC‘&@ L5 IB VT W B,

FEFHOER] &1k =1 Vit s » T, ERNRBIAE U5 EiX
T L DTERCRETH D, AANTIE, BHZOECL-TE
bAL LI EREB Y » (B MBECExT2HEI) T
Y, O [XFHIHOMEEF] HRCRE DS BT 5880
HRIETH >0 SHOBIISCE DRI 2 S K hi o Tl
<, HEN, FTENEMCEETSHOBELOERIN, Thik,
A=A Y OB U TSRS 2Rl b iy, R
PR, FOWRII L2 EFARICHEEEENSBERL TS X5 IE
2L5Lb, FAOHEGHHA~NBCEE L2 2RI T hidle
b7l

PHEW & > CORMNBBRI T LEEN, LECIMBETILHHE
WOEH~DHE L HAZLEL L,

“Poetical culture”, as he termed it, was to Yeats an essential quality
for the actor of imaginative plays. Basically, what he meant by the term
was “a learned understanding of the sound of words”, an imaginative
response to language in terms of its “literary and mythological allus-
ions.” One did not acquire poetical culture throug1;1 a knowledge of

literature alone, but from a cultivation of poetry in association with the

£ 663



visual and musical arts. Yeats’s ideal actor, therefore, must have an
acute sensitivity to the vocal properties inherent in every word. At the
same time he must be capable of transporting himself into the imagi-
native word of the poet, however remote from ordinary life that world
might seem to be. ‘

Poetical culture for the actor also involved an awareness of and a

pride in the aristocratic, even sacred, tradition of his art.!® .

A=A V& T TFFE (poetic culture) | & XA LHFETIL
<, BORLRZERTHYVBENTHS, Thix¥Eiicl-Bohs30
T, EAOBEHEBELVIBC > THBOLh2DRDOTHD, &
LB ARDRERE D 2o\ D D I EINCE DBICH A, FhIcE N OER
BFo T B L HE ST, £5405 HADHEY TRIEH (noble)] &4
L, BEL L, e, [1=A VM F) AOLGETn -V VA T 7 —
(Florence Farr) DIEFICHEE S i [FFEE] 22 W E LTV 5, HiIc
Lo THEIE TEDDEK T HE (three great gifts) ' #H > T & 5
CH Tk D [Eo0EAIFEE] L, [#d7s% (tranquil beauty) ],
3130772 Y X 2% (an incomparable sense of rhythm) ], (£ LV (a
beautiful voice) | Th -7z, Fiz, WIFEREBIECBL T, WLMRE
M RBRORK O feh TS 2 BT % 2 L alfsh, RV Ihd 7w -
VYR 7y —OEBICEEAY RN LT 5, BEHI, 1=1 YD
BH#EL, Flannery BE\WTW5 2 L TH B, [EIFIIP - < D & #
THHRETHY, [Hlchr b7 ) —AcfirhcREDOL 5 Th
TRHTHY, VXIAN] THERETHY, HRy 1, [ThavEA
DRDEN LD SEFENEFZLLBEI OB EBE B2 > T L5
KEBZ5X51) YV X3y 72ic e LTEZBIEHLIHNE (Movements
were to be slow and quiet, “‘decorative and rhythmical as if they [the
actors] were paintings on a frieze”. Gestures were to be rhythmic and
sparingly employed so that they might seem to “Flow up into the

imagination from some deeper life than that of the individual soul”)'® /g
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DTH 5,

CFEDA =AY DEFFEIR T OERFENLEHRRAL =AF 7 A
* —OEEHE, Tihbb, HRY cBIFL 0 L ETEALE —CER L T
BBARTOIFELFEFE I BT, Lal, #0FED BT A £
= AT 7 A -0, HEIEAANET B0 DRIGHIRR I 2E 5 1= T
e, A =4V AHPEIE L CE R SR A AET 5 5
ZT—DDOBBENIREZ R TIed ThH ot LED > TA =AY LAZ
2 AF 7 AF —DEFHEIE > RBEORILOLDTHoTe, EEX
% ,

A=A VX FEERNIEB B> TV oo

BEEHRLFI—BAROILDCAILN, HLARELEXTETOL
DTHoTeo £ LTEITHEMOFHIC L > TOLET S h, FxK
Ute b MR Oa B S i h LicZ L DBECLEYH - Ax D4 A
HEVNTHD,

Realism is created for the common folk and was always their pecu-
liar delight, and it is the delight today of all those whose minds educated

alone by schoolmasters and newspapers -are without the memory of

beauty and emotional subtlety.'?’

£ =AY 3EEXHOHEE L KRITEREITH S LIRDDIT T %,
Lo, 55 Chicd, EBREEFHROEBNE £ ThoTcb
53 TiEEe A=A Y LD —r v SEREEBIEEERD
B Ao LB TR S h Tk, BECK LT #EE Laks
BERIN T oo S =4 Y ORDIHE LM, FRERDOLIN
ey, — BB DOThH- DR LT, EAOFNHRGESN L0 L
FEk7e b D TH o To

{4 Y PEEFHOEEI LG - I OBBO—IT, TREFROHEE
TRESLONMIHIBELRACKTCFELTWAZ L ThHhole, £
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m@%ﬁﬁ%ﬁﬁbfbémfﬁﬁﬁﬁﬂiot<&vﬁﬁﬁbofﬁéo
THBIC BERE A BIE X, BB & Bl S e - o [HIERe ] BB
HEELES & Lk, [MEE]) 355 LB AT EDTER W
DIEDTH 5B, TRE TEEK, BRCIRIELVIDTHo1, Th
w, TEE] 3BERY &, BELES L OMICER*E - L 2HE
123 %, “Four Plays for Dancers” D7D TOEMIZZ 5 LI-BERNT
FEApC TRE B9 53hTebEELDbRB, FiC Calvary T
RRICE 5 LSRR EAHE RS X 5 MKE] »FAIh Ty
B ,
FOFRLIEE S EThHH EETH B, ‘Calvary DX O, HEICTHE
HAEL X5 LT oMBlIicis T, BESMBICED L DD AL
BREBRNERE L CBEANGL > TUOhiERb RV, BEZOLD
KEBNDRARR LT W), IEEUSNORTA, fiz OB L »
TN RERERER L b im0 152 Lsbiug, TEO
MR IR bR TN Z ETHD, (=42 OB LT 5 3F0EE ORLE
BAFBEL 725, [RE] BFACKH LTSEOMBSL»EL L 512
THEIDOMRNIEFL, RN THS, SEIX, SEIEETS L
ZADEEOMAREDHEFDADICEET LD THHEELDI LM
TEBHLESY, [EH] BREOEREYTOEECEP IR, S
LK BBROMFE~EL L3 TE B, DX 57 TRKHES ORE
DBV “Calvary” % U TR\,
Z ¥ m HIEhEHEL R,
BRIIFEATEHD IhicH
BhoO%KiL7 ¥ r, _

)AL 5% % 3FE A TUU HEE D e Die o i B - 72 0
b, bl LEBE-7h Lt iEAsd,

Lazarus. He raised me up.

I am the man that died and was raised up;
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I am called Lazarus.
" Christ. Seeing that you dies,

Lay in the tomb four days and were raised up,

You will not mock at me2®

B ¥ r bGRolcrOF i [HE) WiFEEO TMEHE) #0055 T
Whe THFERD [HE | 1X. BRI - T BRRTRLMMmAF U A
MZ X o TEbI T DIE O [FiH (the desert places) | ~NZE DA K
DHTEIEbRELS IRV FDOE LARE ST 5B, BIEREC X > TH
HoE LA2BERR LT hidebtly ZOFELARITFEEBL T\ 5,
Fetetts o T LE » Bk AGEICHE Lad b Bbh 5 & Lty 7w
IIF Y A MCIEZ FRNOFES TV 5 D7 (= » « death is what I ask.) ]
EES, MEE] BFEARDTHELE (R MERErEE TS, ¥
ek MEE] X > TEDORFLUNDHHP 5 AHFIRELE I T
WABTDIZ, TR TY e OUBERNETI LIARARTH S, LI
ZANERDBLEDECZIFEEO I D AW EFRELDH A =1 Y BE DN
HEFHREO -2 RETIERED T Fr TH D, Tihbb, 7F=m
A=A Y HEORPCRETHE~D [HE ] o—D20HYEL LT
5D TH 5,

28 BELIENDTHD) Bhit= &,

Bt REITHE - 7B Ty

FURAL BEZIXVOhbLOXFERWT, FEED
A%, TLEACHEY R,

bl LOBERE X DTN TERE 23> TV 5,
TR h5LT, bl LBAHTHEZ 45> T35,
oy . BEofoZ LI H D ERA,
Biste T Rlc L E bbb T L,
HHCIHELETHLELHD TRATLI,
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FUAL FThThbLEEY -1,
25 : Bl RREHR 2 1 b EY) - 7D T,
Judas [who has just entered]. I am Judas
That sold you for the thirty pieces of silver.
Christ. You were beside me every day, and saw
.The dead raised up and blind men given their sight,
And all that I have said and taught you have known,
Yet doubt that I am God.
Judas. _ ) I have not doubted;
- I know it from the first moment that I saw you;
I had no need of miracles to prove it.
Christ. And yet you have betrayed me.
Judas. I have betrayed you.

Because you seemed all-powerful.??’

TRE Lo Ta2FEAD L WA RERECEEIh TV 5, =4
ESFr LR oT, BEE S —DDMBE A - T b, BITRIE L
EMRIETFEEETH D, BILL > THIIERTHY, KB THS, B
HA B LT E TS cicw, LEL D, BRABEL, BEOR Y
BET S, FREE LCERPEROFEZETHD, ¥V X P #EHD
EETLHD, 25 L= FDBEA =AY BFDORIMCRETE—2D
CBTHT, A=A VRIFRRAREF Y X EONMLEERME Y AL
TWBELEXLD ENTE D, ,

HEEAZ—RBORBTHD LEL, BRESAYBEALDZA=A VDEEDE
JEEOHLEF Y A MIMET D, [RE) 2B T 7F V) A bkl
BAY LI E D, FRNERES LBE L OEBCEO O DTS
Bo FYAMIAMTHS LRARCHTH S, HITME LTHOF L%
B, Ax2ic¥rsz, ur bbb 3 nd by, HIRIR
RTEAIE T FrwBREERT, Lirl, ¥ e i3fteRd, ML RD
T FVAFDESLWHIET ¥ e OEERSBHOFMICE L TLE
W, IR SRR BE S TLE 5o BISE L IR R R CAGRIC R O
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Feith o SE T I U D AoV A 7 R ) A P O
LERT 5 & LT - AP ORB I BHE D TH 5,

Fo, R0 AN EHOBAS LEBATRL, = 4% [BIF) 0% Lad
BB S ETHL, 220 F -7 THBIB] L Tuigyy F Y XMk
BOBEL AHOLREEMBLEL b5 LT AHET LR BV &
hb, Lok, MEBERIUMORE*ERHT MEm ) TEENRERE

I ABROBEARTREC LT, Vb2 BED TN DTHS,
#uz»urﬁﬁj@&mamﬁgn{%uﬁ@ama,&mzlaoﬁ
B RED D Z LM E AN D Z LI TERVDTH S,

R =< bidF ) A P AFAORETAVHFRICOT bR TH AL
BEbbZ LD ARBOEZFELRFL TS, HHAFEL TS L)
i, ABEIEEAT (gamblersy® LD L OTLHVDTHB, FVY A
FIAARERS L L S0k E i Las - CLE»T, BILH
CORTOBME LIc-1cDTHDH, Lind, #ix, 7% o= LRI,
BLOBBAYBIIKERNC L > TCZONBE—REINhED0THS, *
) A L5 EEOREERICH T 2 O R R AR - THIFE S & b,
TeRREACEBRETTHD, [RE] i dbD s b #EFXTH I
DTH b,
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