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This article examines the special role of poetic drama in modern literary history, particularly during the transition
from late 19th-century symbolism to 20th-century modernism, with a primary focus on the dramaturgy of W. B. Yeats.
Poetic drama is defined as a theatrical form characterized by rhythmic language, symbolic imagery, and ritualized
stage movement. Within this framework, Yeats emerges as a central figure who sought not only to revive but also to
fundamentally reimagine poetic drama in response to the limitations of realistic and naturalistic theater.

Rejecting the dominant conventions of social realism, Yeats criticized modern drama for its overreliance on everyday
language and topical issues, which, in his view, reduced theater to a form of journalism. In contrast, he advocated a stylized,
symbolic, and elevated poetic language capable of expressing emotional and metaphysical truths inaccessible to prose
drama. His plays are therefore best understood as symbolic-ritual dramas that aim to restore a sense of transcendence,
order, and collective meaning inherent in modern industrial and secular society.

The article places Yeats within the broader context of the Irish Literary Revival, highlighting his collaborations with
figures such as Lady Gregory and Douglas Hyde, as well as his involvement in the founding of the Abbey Theatre. This
movement sought to create a distinctive Irish national theatre rooted in mythology, folklore, and cultural memory, rather
than imitating English theatrical models. Yeats's engagement with Irish identity, despite his Anglo-Irish background,
reflects a deliberate desire to use theatre as a vehicle for cultural renewal and national self-awareness.

A key aspect of Yeats s dramaturgy is the influence of non-Western traditions, particularly Japanese Noh theatre. From
Noh theater, Yates adopted elements such as minimalist scenography, the integration of music and movement, the use of
masks, and a focus on a single turning point in the protagonists life. These characteristics contributed to the development
of a nonlinear, episodic dramatic structure in which external action is minimized, emphasizing internal, psychological,
and spiritual transformation.

Article highlights Yates s consistent use of archetypal narrative patterns, often built around motifs such as encounter,
trial, and transformation. In many of his plays, the plot unfolds not through a sequence of cause-and-effect events, but
instead focuses on a critical moment of crisis or revelation in the protagonist s life. This structural approach is consistent
with modernist trends identified by theorists such as Peter Shondi, who has noted the erosion of traditional dramatic form
and the weakening of cause-and-effect relationships in contemporary drama.

Moreover, the recurring use of mythological and folkloric material in Yeats's work is interpreted through the lens of
Jungian archetypes and Eliade s concept of mythic repetition. These concepts help explain the persistence of symbolic
structures across plays, despite differences in theme and setting. Thus, Yeatss dramaturgy operates on both a national and
universal level, combining Irish cultural specificity with broader metaphysical concerns.

Ultimately, the article argues that Yeats s poetic drama represents an alternative path in modernist theatre — one that
prioritizes ritual, symbolism, and spiritual exploration over realism and narrative coherence. His work reimagines the
relationship between poetry and theatre, offering a model in which drama becomes a vehicle for exploring the deepest
layers of human existence and cultural identity.
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MOJIEPHICTCBKA TPAHC®OPMAIISI HOETHYHOI JPAMUA
Y IPAMATYPTI B. b. UEUTCA

Y yiu cmammi poszensoacmucs ocobnusa pons noemuunoi opamu 6 cyuachii icmopii aimepamypu, 30Kpema nio yac
nepexoody 8i0 cumeonizmy Kinysa 19 cmonimms 0o modepuizmy 20 cmonimms, 3 20106HO0 Y8a2oto 00 opamamypeii Binvs-
ma b. €imca. Tloemuuna opama 6u3na4acmvca K meampaibia Gopma, wo XapaKxmepuzyemucsa pummiyHolo Mogoio,
CUMBONIYHUMU 00paA3aMU Ma pumyanizo6anum CyenivHum pyxom. Y yux pamkax €ime nocmac Ax yenmpanvha Qizypa,
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SIKA NpazHyna He auuie i0pooumu, a il (PYHOAMEHMAIbHO NEPEOCMUCTUMU NOCMUUHY OpaAMY Y BION08IOb HA 0OMENCEeHHS
PeanicmuiHo20 ma HamypaiicmuyHo2o meampy.

Biokuoarouu dominyroui koneenyii coyianvroeo peanizmy, €ume KpumuKky8as cyuacHy opamy 3a ii HAOMIpHy 3aexc-
HICMb 8i0 NOBCAKOEHHOI MOBU MA AKMYANbHUX NUMAHb, WO, HA U020 OYMKY, 3600UNI0 meamp 00 (OpMU HCYPHATICIMUKU.
Ha npomusaey yvomy, 6in eucmynag 3a cmuiizo8any, cUMBONIUHY ma niOHeceHy NOemuyHy Mogy, 30amuy UPAXCamu
eMoyiiHi ma memaghizuyni icmuHu, HedOCMynHi 051 npo3060i Opamu. Tomy 1lo2o n'ecu HatKpawe po3ymimu 5K CUME0-
JIUHO-PUMYANbHI Opamu, wo Maroms Ha Memi 8I0OHOSUMY GIOYYMMs MPAHCYEHOEHMHOCMI, NOPSAOKY Md KOJLEeKMUBHO20
CeHCY, 81ACMUBO20 CYUACHOMY IHOYCMPIATbHOMY MA CEIMCLKOMY CYCHIIbCMEY.

Y ecmammi posenadaemoca meopuicmo €limcea 6 wiupuiomy kowmexcmi Ipianocekoeo nimepamypHoco 8i0po0#CeHH s,
nioKpecao4U 11020 chisnpayio 3 maxumu oiauamu, ax 1eodi I peecopi ma [yznac I'aiio, a maxkoic 11020 y4acms y 3aCHY8aH-
Hi meampy «Abamcmeoy. Lletl pyx npaenye cmeopumu camoOymuii iplaHOCbKUll HAYiOHATbHUL Meamp, Wo KOPIHUMbCs
6 Mighonoeii, PonvKkIopi ma KyniemypHitl nam'smi, a He HACIOYE aH2NIliCLKI meampaivii modeni. 3anyuenns €imea 00
ip1aHOCHKOT I0eHMUYHOCI, HE38ANCAIOYU HA L1020 AHENO-IPIAHOCHKE NOX0OICEHHS, 8I000padicae c8ioome OaANCaHHs BUKO-
pucmogysamu meamp K 3acib KyIbmypHO20 OHOBILEHHS Md HAYIOHAILHOI CAMOCEI00MOCHIL.

Kurouosum acnexmom opamamypeii €umcea € nius He3axioHux mpaouyitl, 30kpema anoHcokoeo meampy Ho. 3 mea-
mpy Ho €tlimc 3ano3uyue maxi enemenmu, aK MiHiManicmuuna cyenozpagis, inmezpayia My3uxu ma pyxy, 6UKOPUCMAaHHSA
MACOK Ma 30CepeodtceHHs Ha OOHOMY NOBOPOMHOMY MOMEHMI 8 dcummi 2071081020 2epos. L]i xapaxmepucmuxu cnpusiu
PO36UMKY HENIHIUHOL, eni300udHOl OpamMamuyHol cmpyKmypu, 6 siKitl 306HiutHs Oist MIHIMI306aHA, NIOKPECIOIOYU GHY-
MPIWHIO, NCUXONI02IYHY Ma OYXOGHY MPaHCcGHopmMayiio.

Y emammi euceimneno nocnioogue suxopucmanns €Umcom apxemunHux HapamusHux mooesetl, 4acmo nodyoo8aHux
HABKOJIO MAKUX MOMUBIS, AK 3yCMpiy, UNnpodysanta ma mpancgopmayis. YV dazamvox tioeo n'ecax crodcem poseopma-
€MbCs He epe3 NOCAI008HICIb NPUYUHHO-HACTIOKOBUX NOOIll, 4 HAMOMICMb 30CePe0*CYEMbCA HA KPUMUUHOMY MOMEHMI
Kpusu yu 00KPOBEHHI 8 JHCUMmi 201081020 2epost. Taxuti cmpyKmypHutl nioxio y3200CYEMbCS 3 MOOEPHICTNCOKUMU MeH-
OeHYisIMU, UBHAYEeHUMU maKkumu meopemuxamu, sik [limep [lonoi, skuil 6io3nauue eposito mpaouyiiHol Opamamuiror
Gopmu ma ocrabnrennss npUHUHHO-HACTIOKOBUX 36'513Ki6 ) CYYacHill Opamamypelii.

binvwe moeo, nosmoprosare sukopucmants miponoziunoeo ma QonbkiopHo2o mamepiany y meopyocmi €umca
iHmepnpemyemuvca Kpizb NPU3MY IOHSIAHCLKUX apXemunie ma koHyenyii mighiunozo nosmopenns Eniade. Lli konyenyii
donomazaroms NOACHUMU 30ePedHCeH s CUMBOLIYHUX CINPYKMYP Y n'ecax, He3saxcaloyu Ha 8i0MIHHOCMI 6 memamuyi ma
obcmanosyi. Taxum uurnom, opamamypeis €imcea die 51K HA HAYIOHALHOMY, MAK | HA YHIBEPCATILHOMY PISHI, NOEOHYIOUU
IPIAHOCHKY KYIbMYPHY CReyuiKy 3 wupuumy Mema@izuuHumu npooiemamu.

3pewmoro, y cmammi cmeepodicyemucs, wo noemuuna opama €umea npeocmagisie aibmepHamueHull Wiisax y mooep-
HICMCbKOMY meampi, SIKULL HA0Ae NPIOPUmMen pumyaiy, CUMBONI3MY md OYXO8HOMY OOCIIOHNCEHHIO HAO PealizMOM Md HAPA-
muenoio 36'aznicmio. Hozo meopuicmo nepeocmuciioe 63aemo3s 30K Migic noe3ieio ma meampom, nponouyiodu Mooetn, 6
AKIU Opama cmae 3acobom 00CHIOHCEHHA HAULLIUOUWUX ULAPI6 TI0OCLKO20 ICHYBAHHS MA KYIbMYPHOI i0eHMUYHOCMI.

Knrouosi cnosa: mi i ponvkiop, noemuuna opama, ipianocobke Jimepamyphe 8i0PoONCeHH s, CUMBOLIZM, MOOEPHICM-
cvka opama.

Introduction. Poetic drama has occupied a unique
position in the history of modern literature, especially

poetry, but also a response to the crisis of modern
civilization. Industrialization, secularization, and the

during the transition from the symbolism of the late
19th century to the modernity of the 20th century.
Poetic drama is understood as a form of theatre in
which the rhythmic use of language, symbolic imagery
and stage action are ritualistic. Among the writ-
ers who have attempted to revive and reform poetic
drama in modern times was W.B. Yeats. Yeats’s dram-
aturgy does not fit into either the realistic or classical
drama model. His plays are more often characterized
as symbolic-ritual drama. Dissatisfied with the natu-
ralistic and commercially oriented theatre of his time,
Yeats believed that drama written in verse could bring
spiritual and philosophical depth to the stage. Yeats’s
poetic drama appears to be a sustained and intellectual
attempt to redefine the relationship between poetry
and theatre in modern times. He approached poetic
drama from the standpoint of myth, symbolism and
ritual, which stemmed from Irish cultural traditions
and occult philosophy. In Yeats’s vision, poetic drama
was not only a technical experiment in the form of

collapse of the value system, according to Yeats, had
weakened the spiritual function of art. Drama writ-
ten in poetic form aimed to restore a sense of tran-
scendence, order, and collective meaning that realistic
works written in prose could not express.

As we have noted, the formation of Irish cul-
tural consciousness led to the beginning of the Lit-
erary Revival movement, and the exceptional role of
W.B. Yeats in this is undoubtedly undeniable. This
movement was influenced by the mixed political
upheavals that occurred as a result of the breakdown
of relations with England, and Yeats’s dramaturgy
developed in parallel with the Literary Revival move-
ment and the creation of the Abbey Theater. From the
1890s, Yeats believed that Ireland needed a national
theater based on myth, legend, and symbolism rather
than social realism. Influenced by French symbolist
drama, Japanese Noh theater, and the mystical world-
view he later systematized in his own work The Meet-
ing, the playwright wrote plays that emphasized lyric
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poetry, masks, and archetypal images. The influence
of Noh theater in Yeats’s dramaturgy was particularly
evident in the minimal staging, musical accompani-
ment, and choral motifs. He viewed Noh theater as an
example of ritual theater in which poetry, music, and
movement became a unified form of expression. The
playwright’s works such as “The Countess Cathleen”,
“Cathleen ni Houlihan”, “At the Hawk’s Well”, “The
King of the Great Clock Tower”, and “Purgatory”
clearly expressed the idea that poetic drama is a ritual
that can transform both the actor and the audience.

The role of Irish national consciousness in
Yeats’ drama

W. B. Yeats rejected the dominant naturalist the-
atre principles represented by playwrights such as
H. Ibsen, stating that excessive preoccupation with
social problems and everyday colloquialisms turned
drama into journalism (Yeats, 1961: 258). In contrast,
he advocated creating dramas rich in high stylistic
language and symbolic action. At that time, language
could express emotional and metaphysical truths,
transcending the boundaries of ordinary means of
expression. His early poetic dramas were based on
Irish folklore and heroic legends, reflecting the con-
flicts between the mortal world and the literary world
of the spirit. Over time, Yeats’s dramatic style became
more austere and concise, moving away from roman-
tic nationalism and towards more abstract and tragic
aspects of human existence.

Yeats’s opposition to naturalism was also onto-
logical in nature. In contrast to the naturalistic thea-
tre’s presentation of reality as objective and observa-
ble phenomena, Yeats’s main goal was to express on
stage the metaphysical layers of reality such as myth,
memory and collective consciousness.

Although W.B. Yeats spoke English, he accepted
the ideas of the Irish revival movement and applied
them in his work. The reason for his call to the Irish
people to fight for national identity, as well as his col-
laboration with a group of intellectuals, was to create
a theatrical tradition that would serve to strengthen
national consciousness in Ireland. Yeats, together with
Lady Gregory, even appealed to the Ministry of Edu-
cation in order to gain the support of academic circles.
As a result, Ireland became “the first English-speak-
ing country to have a national theatre funded by the
state” (Pilkington, 2004: 723).

Since the role of literature as well as other factors
in the formation of national identity is undeniable,
Yeats was aware of the seriousness of the responsibil-
ity of Irish playwrights. He attempted to restore Irish
identity by emphasizing the relationship between cul-
ture and nationalism, which led to the emergence of
new considerations about the concept of nationalism
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(Grene, 2000: 242).

Since playwrights such as L. Gregory, J.M. Synge,
E. Martyn, who were based on national traditions,
aimed to create a theater that was far from English colo-
nialism and appropriate to Irish themes, the founders
of the “Abbey Theater” sent a message to the colonial
authorities: “Ireland is not a place of clowning and
sentimentality, but a land faithful to ancient idealism”
(Gregory, 1965: 62). The new theater tried to pres-
ent a new image of the Irish people by changing the
negative stereotypes that the colonialists attributed to
the Irish, and Lady Gregory periodically voiced the
opinion that “we are tired of false representations.”

The founders of the theatre, in their notice entitled
“Advice to Dramatists”, stated the requirement that
“a play considered suitable for staging at the Abbey
Theatre should be based on the writer’s personal
experience or observation, or should reflect, as far
as possible, views on the life of the Irish” (Gregory,
1965: 62).

As can be seen from the requirement, Irish the-
atre was distinguished by its educational nature,
unlike other theatres. Yeats, speaking from this posi-
tion, expressed the opinion that “Literature is, in my
opinion, the greatest educational force in the world”
(Yeats, 1962: 57-58). His interest in Irish themes
stemmed from his understanding of the necessity of
using the national heritage of Ireland in theatre. He
wanted drama to truly express the Irish spirit, rather
than become a means of national propaganda. The
environment in which Yeats lived also influenced
the formation of his work. According to C. Brooks,
his sense of history and attachment to tradition came
from his reading and deep knowledge of the works
of modern historians” (Brooks, 1978: 45). The con-
nection between theatre and the social and cultural
life of Ireland is reflected in the Irish playwrights’
interest in culture, language, heritage as a result of
the interest in the language, it was associated with the
idea of national autonomy. As a result, the ideas of the
Renaissance spread in Ireland (Maxwell, 1984: 17).

Some sources note that the Irish dramaturgical
movement differed from its contemporaries in Ber-
gen and parts of London in its use of Irish legend and
folklore as material for poetic drama. Drama, which
was also closely associated with national movements
directed against English colonialism, played a key role
in promoting Irish nationalism. There were also those
who opposed Irish theater, since it expressed a return
to traditions and roots. In this regard, the activities of
Yeats and Lady Gregory were periodically criticized.
Because they emphasized the difference between the
tradition attributed to the British and Protestant ruling
class and the Irish. Despite the role of both thinkers
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in the formation of national ideas, their nationalist
ideas were criticized. This was due to their Anglo-
Irish origin. As a result, their efforts were not properly
appreciated and were evaluated from a more limited,
colonial perspective.

Although the philosophy of the newly created
theater was also criticized, the founders of the theater
emphasized the importance of an independent Irish
identity. Irish national drama should be very different,
because the Irish nation had not been destroyed and
lived with its own national moral values. A misunder-
standing of the principles of the theater and the ideas
of its founders actually indicated a cultural division
within the Irish.

Yeats wanted drama to present “an approach based
on historical facts rather than subjective fantasies.”
He expressed this in the poem “The Fisherman™:

All day I’d looked in the face

What I had hoped would be

To write for my race (Yeats, 1916).

The Irish spirit in Yeats’s works has encouraged
other writers to affirm their Irish identity and promote
a sense of national identity in their works. He believed
that a person cannot understand the traditions of other
peoples without understanding his own identity and
culture. In his “Autobiographies”, Yeats wrote that
“the highest art is the traditional expression of heroic
and religious truths, handed down from generation
to generation, modified to some extent by individual
methods, but never abandoned” (Yeats, 1955: 490).

He emphasized the necessity of the interrelation-
ship between culture and tradition in the process of
identity formation, believed that traditions played an
important role in reflecting the national consciousness
of the Irish people, and noted that Irish theatre was a
source of inspiration for plays directly dedicated to
the life of the Irish. In his works, the reconstruction of
the Irish past was an expression of cultural upsurge,
which was aimed at preserving and ensuring the con-
tinuity of Irish identity.

At the heart of Yeats’s poetic drama is the concept
of the mask. He saw the mask as a means of tran-
scending personal identity and turning to universal
archetypes. The use of masks in plays such as “At the
Hawk’s Well” indicated that drama should not imitate
everyday behavior, but rather aim to show the deeper
layers of human destiny. “Purgatory”, on the other
hand, contains darker and more tragic motifs, focus-
ing on sin, violence, and the cyclical processes in his-
tory. These works turn poetic drama into a means of
confronting the destructive impulses at the heart of
human existence.

The poetics of Yeats’s dramas have a musical and
magical tone, and the use of repetitive, rhythmic vari-
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ations creates a hypnotic effect on the audience. Lan-
guage here acts not only as a means of establishing
dialogue, but also as a carrier of symbolic meaning
and emotional mood. This approach proves Yeats's
thesis that poetic drama should appeal to the imagina-
tion rather than rational analysis.

Although Yeats used the same plot structure and
a system of fixed images throughout his dramaturgi-
cal work, this structure manifested itself differently in
each play, leading to a variety of plots.

Turning points and structural motifs in Yeats’
plays

Any plot of European drama, regardless of its
genre, was built as a chain of sequential events and
was connected by a cause-and-effect relationship.
Since the episodes that make up the plot took place
within a certain time frame, time intervals within the
plot were necessary. In this time frame, the action and
emotional background formed the basis of the events
taking place. P. Szondi notes in his work “Theory of
Modern Drama” that since the end of the 19th cen-
tury, the classical dramatic form began to disintegrate
and the cause-and-effect relationships that formed the
basis of the plot weakened (Szondi, 1987: 9).

Over time, plots began to change in the new Euro-
pean drama: the material of the plot was no longer
the events themselves, but the hidden psychological
layers and social processes that determined them. The
role of the external plot structure decreased, the action
slowed down. The time principle of the plot turned into
a timeless approach, the sequence of events became
secondary, the main focus was on the simultaneous
existence of certain relationships and situations. This
approach, in addition to revealing universal, univer-
sal values, made it possible to reveal definite turning
points in the fate of the character.

Yeats was one of the first writers to use this method.
In his dramas, the plot is almost never built on the
basis of a sequence of events, only some extreme situ-
ation in the fate of the character is taken into account.
This transition, the breaking point in the fate of the
character, forms the center of the drama. Peter Ure
notes in his book of critical essays about Yeats that
“almost all his plays are built on a moment of enlight-
enment, revelation, peripeteia and turning point”
(Ure, 1974: 93). The characters do not actively move,
there is almost no external dynamics in the plot. This
moment of rupture, which occurs in the depths of the
soul, is so significant that it is no longer possible to
express it outwardly. Yeats took this principle as the
basis of his theory of the art of tragedy: “The soul
knows only changes in situation, and it seems to me
that the motives of tragedy are connected not with
action, but only with changes in situation” (Yeats,
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1955: 402). Thus, the main motive of the plot is a
change in situation. To realize this, Yeats uses several
auxiliary motives, such as encounter, trial.

These motives determine the plot structure of
almost all plays. Most of the plot is built on the
encounter of heroes, one of whom is often subjected
to trials. After this encounter, a change in situation
occurs within the hero, accompanied by a deep shock,
which often results in death. M. Maeterlinck empha-
sized that dramatic action arises from “invisible inter-
nal tension” (Maeterlinck, 1896: 112). According to
this approach, as in Yeats’s dramas, the plot is min-
imized, and the main focus is on the metaphysical
situation and internal transformation. In Yeats’s play
“The Land of Heart’s Desire,” written in 1894, the
events unfold against the backdrop of the main char-
acter Mary’s encounter with a fairy who takes her to
a magical world. Mary dies on the threshold of her
native home, and her soul passes into the spiritual
world.

A similar structure is observed in Yeats’ play
“Cathleen ni Houlihan.” An old woman who comes to
the house of the peasant Gillian influences Michael,
forcing him to leave his family and fiancée and join
the rebellion against English rule. Here, too, the plot
structure remains unchanged: the encounter, the test
of the hero and the resulting turn in his fate.

The encounter motif also forms the plot of the
drama “The King’s Threshold”, but here this motif is
repeated many times and extended in terms of time.
The poet Shanhan, who was deprived of the privilege
of attending the royal council by King Gwer, decides
to starve to death on the edge of the king’s palace.
Other characters who come to him in turn try to dis-
suade him from opposing the king and persuade him
to eat. These encounters are a test for Shanhan. The
fact that there are more than one encounter does not
change this, the structure of the plot and the roles of
the characters remain the same. The transformation
of the plot archetype is also manifested in the drama
“The Green Helmet”. Here, unlike previous plays, not
one, but three characters undergo a test encounter.

In reworking folklore and mythological mate-
rial, Yeats tries to place the main fateful event of the
main character's life at the center of the plot, focus-
ing on his fate. This is also evident in his 1904 drama
“On Baile’s Strand”. Here, the main plot is based on
Cuchulain’s encounter with his unknown son and his
death in battle on the orders of King Conchobar.

The recurring structure in Yeats’s drama can also
be explained at the archetypal level. According to
C.G. Jung, archetypes are stable forms of the collec-
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tive unconscious and appear repeatedly in various
texts (Jung, 1981: 42). In this respect, Yeats’s char-
acters are an example of the archetypal hero model.
As M. Eliade noted, the main feature of mythological
structures is that they are based on the principle of
literary repetition (Eliade, 1954: 34). This principle
is clearly manifested in the structure of Yeats’s plots.

Yeats uses earlier motifs such as the path, encoun-
ter, and test in the plots of his later plays. In the play
“Resurrection”, the mystical appearance of Jesus
Christ becomes a test for his characters who do not
believe in divine decrees. As a result of the encoun-
ter with Jesus Christ, the characters are forced to
abandon their thoughts, they experience a moment of
rupture within them, which completely changes their
worldview.

The plots of the plays “The King of the Great
Clock Tower” and “A Full Moon in March” are based
on the meeting of the queen and the traveler. This
meeting becomes a test for both characters, and a
change occurs within both of them.

In the play “The Death of Cuchulain”, as in “The
King’s Threshold”, the plot consists of a series of
encounters. In the last meeting, Cuchulain dies, and
thus the situation changes. The death of the hero as
a result of the test is a typical ending of Yeats’ plots.
Only in the play “Words Upon the Window Pane”
there is no encounter and test motif, so the situation
does not change.

Conclusion. Thus, Yeats consistently employed
a unified structural model in his dramaturgy. Themes
such as journeys into magical realms (“The Land of
Heart’s Desire”), struggles for the homeland (“Cath-
leen ni Houlihan), conflicts between poets and author-
ity (“The King’s Threshold”), and tests of courage
and heroism (“The Green Helmet”) all follow the
same structural pattern: the encounter, the protag-
onist’s trial, and the resulting transformation of the
situation. Despite the diversity of plots, the under-
lying framework remains stable, unfolding through
clearly defined stages. Unlike realist and naturalist
dramaturgy, Yeats’ plays focus on the deeper layers of
human existence, highlighting internal, metaphysical,
and symbolic dimensions rather than mere external
action. Consequently, his dramaturgy not only offers
a distinctly modernist alternative to conventional
European theater but also bridges national and uni-
versal perspectives, reflecting Ireland’s cultural iden-
tity while exploring timeless human experiences. This
dual orientation allows his works to resonate across
both local and global contexts, making them enduring
contributions to the evolution of modern drama.
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