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ABSTRACT

hrough an examination of Jay Macpherson's The Boatman,
Gwendolvn Machwen's The Arri- 2t the Moon, Marparet Atwood's The
Journals ¢ Cusanna Moodie, Michael Ondaatie's The Collected Work: of

§i£11~the Fid, and George Bowering's Geneve, this thesis investipates how

these modern and contemporary English Canadian poets use particular

techniques that encourage readers to understand each of these volumes as
single extended form.

Chapter I defines what it is about myth that allows poets to
use it to control - and confgin'the multiple perspectives offered by a
series of poems. Myth provides a structural principle which adds to and
progressively accumulatéé meaning from otherwise unrelated metaphors,
images, and symbols.

Chapter II érgues that Macpherson's attempt to reproduce one of
the major themes of myth (the cycle of 3irth, death and rebirth) through
form (a quest requiring a strong narrative thread) is dominated by an
artifactual>sense~of myth. Although her narrative and her content depend
on mythic allusions, the relationship between the narrative and the

mythological symbols in individual poems is difficult to discern.

Chapter III argues that The Armies of the Moon conveys a sense
of myth enacted. MacEwen's personal, inward journey, whigh is framed by
a physical journey to the moon, makes use no; only of references from
Classical myth and from religion, but also of the blurring of bgundaries

between categories and the suspension of linear time which the methods of



myth make possible.  MacBEwen illustrates how the methods of myth continne
v

to enable the exploration of what man cannot otherwise accept, comprehend,

or master,

Chapter 1V argues that through a combination of document: and
the articulation of a voice whict Atwood Lept overhearing when she read
Moodie's books, Atwood creates a Canadian myth in which she duplicates
mythic themes and plots through making Moodie's actions repeat the actions

of her classical counterparts, Persephone, and the Triple Goddes: .

Chapter V argues that in The Collected Work= of Billy the Kid

Ondaatije simultaneously perpetuates Billy's status as outlaw hero while
endowing him with artistic abilities which together change the Kid ?rzm
legendary hero to paradigmatic representative of the arfi£t~outsider.
Ondaatje makes extensive use of documents, articulates Billy's voice (a
voice which was missing in the documents), and adopts a fragmented time
scheme to help him create the myth of the artist-outsider.

Chapter VI argues that in Genéve Bowering's use of myth as a
Structural principle is determined by his use of the Tarot which visually
captures the traditional characters from and situations of myth. Yet,
because Bowering denies knowledge of the meanings.of the symbols on each
card, the full impact and meaning of the cards, and by implication the
myths which the cards represent, are not realized.

Chapter VII summarizes Macpherson's, MacEwen's, Atwood's,
Ondaatje's, and Bowering's use of myth as a :*ructural principle and
suggests the impact on Canadian poetry that the use of extended forms has

had and will continue to have.

vi
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CHAPTER 1

e i
INTEODUCTTON 7

{ i N
S g [ )

Even 1f critics concede 1hd$ tit e ankwbrkﬂ of verse nay be
PN A

mere capricious or drbitrary than for mo .t bo&ks, they must also recognize
that many modern and contemporary English Canadian poets have ~hosepn
title: meant to help unify their published leloctionqe titles meant to
indicate something of the process, topic, or definition wh.ch the
individual poems in the volume jointly explore. This unifying intention
is further indicated by a deliberate ordering of the poems, one which
suggests the poet': hope that the reader will come to consider !-dividual
poems as interacting parts of the whole, and ultimately that he will

regard each volume as a single extended form. The ﬁééulting demands make
something of a paradox for the reader; he is askedléo -ee each individual )
poem both as complete in itself and as a working part of a larger "poem."
Such demands are not simple; they are not, for example, comparable to
understanding the conventions which make a sentence complete and vet also
part of a paragraph. Insofar as a volume offers a series of discrete,
complete poems, its author attempts to engage the reader in multiple
perspectives, forcing him to look from several different angles of vision.
But insofar as the ~ollected poems are meant to interact, to focus these
ways of looking on a single object, these ﬁultiple perspectives are often.
controlled by or contained within the poet's use of what can be called a

comprehensive myth. If the use of myth is truly comprehensive, that is,

successful, it provides a deep-working structural principle which can add

1
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to dand progressively accumulate meandng from otherdise unrelated metaphor:.,

images, and symbolsa. 1f the reader can be made aware o this balance o
multipls - spectives and comp rehensive myth, then the paradox nears
resolution, or, more precisely, the readep dcquires new conventions forp

appreciating the poem both as complete in itself and as a functioning
integral of a larger whole,

Tﬁe frequency with which modern and contémporary bnplish
Canadian poets have chosen to try to unify single volumes by means f myth
suggests to this critic *hat something , asvxetﬁgn;pecified, in myth
facilitates its use as a structural principle._ But my search for a
definition applicable to myths encountered in this literature has been
frustrated or at legst enormously complicated by modern scholars' division
of myth into specialized areas of study. Attempts tg do justice to these
divisions invite the critic to éciecticism, but this hospitable effort to
be fully catholic is strained by the sicer volume and variety of
explorations precipitated by modern interest in myth.

Major problems thus arise from difficulties in limiting and
defining the field. The sciences of anthropology and psychology do assist
in the limitation ar 4 " ‘nition of the field, but their discriminative
.emphases and applic ‘on complicate rather than simplify the uses and
functioris of myth in literature to the point where single definitions
which evolve from studies in these fields are not apvlicable to discussions
of the use of myth in literature. -Further, the anthropologist's frequent
insistence that "true" myth has its origins in ritual and tha* all other
tales are to be considered iiterary myth, legend, saga, or folktale is
problematical to the literary critic whorusually does not distinguish

pre-literary myth from myth as it is interpreted, allegorized, or



\
transtormed in ancient literature.

While the anthropologist believes that genuine myth mu-t have

-

its origins in ritual practice, the psychologist is more intent on *he
development of particuldr‘themes and plots which define man's relationship
to himself, to other men, and to society. The psychologist tends to
explain actions and even formulate: basic thecorics of the unconscious and
dreams by suggesting analogies between modern man's actions and stories or
myths from more primitive societies.l Psychology, with its probings into
the unconscious -mindy—has, more than any other science, succeeded in
shaping modern response to myth to the extent that the twentieth-century
reader finds it difficult to distingu%sh myth as a reflective social or

N

psychological medjum from myth as a deliberate poetic symbol or metaphor.
Obviously, neither the anthropological nor the'psychological approach to
myth offers sufficient enlightenment to the literary critic. Despite his
dfstaste, however, for the extra-literary considerations of such
specialized studies, the critic needs to understand them; any-definition

of myth that ignores them will be prima facie partial and self-serving.

For these reasons, I have found Lillian Feder's book Ancient

Myth in Modern Poetry particularly helpful in understanding the nature of
myth and its uses. Professor Feder ranges freely among the specialized
sources; there are chapters devoted to the psychoanalysis of Freud and

Jung, to rite as social expression (Frazer's The Golden Bough), and o a

cyclic view of history as represented by Vico and Spengler. More than
this, the inclusiveness implied in defining myth eclectically is suggested
by Feder's attempt to "develop a definition of myth as a continuous and

evolving mode of expression, and to indicate how myth functions . . . . as

an aesthetic device which reaches into the deepest layers of personal,



]

religions, sopial, and political life.""
The flexibility uund sophi&tication .nich .ome from borrowing  °
-
o
freely from variou: sources are necessary if :ne a sption and the adaptatici.
of myth are to he understood. Feder's choice of : *ructure--a general

divcussion of myth, followed by the application of that discussion to
specific writers, followed by thé suggestion of broader implic .*ions--is
useful because it shows that sources not in fact intended for literary use
can be themselves adapted for the profitable and critical ntudy of
literature. Moreover, eclecticism does not me;n that Feder must not
icknowledge the particular bias, pu;pose, and point of view intended by
each author; indeed this is the very kind of variet? which allows the
flexibility necessary to permit myth to conduce to multipie levels of
interpretation. Yinally,-Feder demonstrates that the establ;shmeﬁt of a
workable definition of myth is only the first step toward the devélopment
of critical theories about the significance of myth in é particﬁlar per%od
and for a particular poet, but she warns, at all times the ~ritic must
remember that if the definition of myth is either too narhowvor so general
as to make the word 'myth' meaningless, the litgrary critic's analyses do
both the funczion of myth and the poet a,disseryice.

| In her preface, Feder announces her purpose, justifies herp
approach, and argues that such an approach is useful. She develops a’
definition of myth which states that it is both a "continuous and evolving
mode of expression,' and an "aestheﬁic key"; "such an approach elucidates
the nature of myth as a<key to unconscious mental processes and, at the ",
same time, reveals some of the essential themes, symbols, and techniques

. ‘ 3 . ‘ .
of twentieth-century poetry." Feder then argues the need to establish

the role of myth; she says,

Wiy .



The separation of myth into its tunctions in relation to the
unconscious mind, to ritual practice, and to history aims
chietly at enlarging the critical perspective of this study
through different emphases. . . . In modern poetry, of course,
all these functions are fused, as they were when myth had an
active role in ancient soclety. My hope is that the close
analyses of its separate.function: will cnable the reader to
experience the effect of myth in modern poetry as a total
emotional, intellectual, and aesthetic one, and will indicate
that its distortions and disclosures originate in the same
source. !

Feder realizes that the creative writer doe: not necessarily pefceive myth
in its specialized forms or applications just as she realizes that the

. myth specialist works from the finished product and evolves theories which
‘make the product satisfy specific and particular negds. Teder is aware
also that both the myth specialist and the creative writer begin with the
general impression and apply that impression to a specific end. As a
literary critic, Feder must remain aware that although the application can
.be seen as specialized, the actual "myth" is not restricted to the specific

application.

-

Feder's s° ..¢ indicate that the themes of myth '"express man's
fear of. and awe at t - mvste ~ious cycle of the death and r bir 'h of the

year and his involvems ir ~he mystery of his own birth, nature, and

4§
\é.

5 . . .
death." These themes also emphasize how man "is continually confronted

by the limitations of his own vision as he faces the unknown and, to a

large extent, the unknowable, in the universe, his fellow man, and

himself.”6 Most important, the themes

indicate man's attempt to do something about “the mysteries
which continually remind him of his helplessness and at the
same time challenge him with endless possibilities of control
through his own imagination and action. This sense of control
may spring from participation in ritual, which expresses
anxiety through prescribed acts or assigns power to magic
objects and words, _or from the insight gleaned from the stark

narrative of myth. .
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In other words, man's need to control stimulates particular actions which
perpetuate myth's significant social role. Such endurance Amid changing
particulars reflects myth's adaptability. Teder supgests that myth
remains socially prominent because of its ability to function bLoth

Subjectivagy and objectively; she implies that adaptability results from
the interaction of personal and universal history and is not dependent on
man's scientific and technological accomplishments: "In an age whose
intellectual endeavors and whose values are determined largely by science
and technology, myth continues to function, recording and interpreting the
- 8 . . i . s . 8 ' . .

personal and universal history of man's inner life. Feder's explications
of man's continuing need for myth indicate her understanding of a variety

of approaches to myth yet she remains careful to define problem areas.

-For example, she discloses the major problems which stem from the

paradoxical relationship between art and myth when she says,

Myth is not art, though it is used in all the arts; it promises
more; its methods and functions are different. Myth is a form
of expression which reveals a process of thought and feeling--
man's awareness of and response to the universe, his fellow men,
and his separate being. It is a projection in concrete and
dramatic form of fears and desires undiscoverable and
inexpressible in any other way. As it opens up the boundless
reaches of man's vision, it defines the limits of individual

life.$

The fact that simultaneously myth is not art, but used in all fhe arts
points to the difficulty of separating myth from art. Myth raises to
consciousness the process by which man thinks and feeis; myth‘is a vehil le
to‘assist the artist in his expression of universal feelings, and becaus~
myth is not confined to one medium, but is employed in all mediums, i%s

expression makes use of all the senses. As myth reveals the near-infinite

reaches of his:-igmagination, it reminds man of his mortality and of his



personal limitations. Thus, bec.. ... e myth is used in all the arts, an
examination of content rather than particular form reveals myth's presence
in any given work of art.

As Peder moves toward her primary concern, which iIs how myth igs

used in modern poetry, her insistence upon precise definitions demands
discussion of influential theories, Because of the trend toward
psychological interpretation, Peder recognizes Ireud's authority in shaping

readers' responses to myth in literature:

Ireud's approach to myth as it appears in literature and the
various theories and systems that stem from the Freudian view--
supportive or opposing--have influenced assumption, discussion,
and use of myth to such an extent that it is impossible for the
twentieth-century reader to draw.a neat line between myth as
social or Bsychological vehicle and myth as poetic symbol or
metaphor.l .

The wide acceptance of Freud's discovery of the connection between myth
and dream,’and the popularity of his belief that myths used in literature
function as a.guide to the human psyche handicap the modern reader because
these approaches limit myth's function to a single perspective. Yet
significantly, Freud's "spéculation on the relationship bstween
phylogenetic and individual development suggests another basis for the
persistence of myth in'human society long after it has ceased to function
in any organized ritual activity.”l; Myth survives at least partially
because "myth functions as a symbolic language that mediates between the
inner experience of the unconscious mind and the conscious awareness of

. . . 2 . .
daily rea <ty and of society and hlstory.”l Such survival is of extreme

importance to the poet: .

An evolving form, myth adapts to the inner voice of the poet,
revealing many levels of feeling and perception at once. It
adapts to his environment also, incorporating its changing



w

approaches to reality, its assumptions about nature and man.
Most Important, myth expresses a continual interaction hetween
the chaotic unconscious and the controlling conscious mind
straining together and finally united in a stylized vet
flexible symbolic structure.i3

This teuse union between the unconscious and the willed or
purposeful constitutes a psychological world where the discovery of the
meaning of myth and ?he molding of it into a personal instrumenﬁ are
suggested by a mingling of mythical allusions with colloquial language and

contemporary references:

Myth continues to flourish in modern poetry because it contains
and enacts man's long conflict between his yearning for
omnipotence within his own being or in a God he worships and
his desire to accept his aloneness in a chaotic, uncontrolled
universe; it also expresses his need to comprehend his own
history and to discover some meaning and order in its record of
violence and failure. If myth reflects modern man's compulsive
hold on past values and attitudes, it also depicts his lonely
and courageous questioning of traditional beliefs and solaces.

Feder's definition suggests myth's continuing significance as a

probe to explore the deepest layers of man's life:

Myth is a narrative structure of two basic areas of unconscious
experience which are, of course, related. First, it expresses
instinctual drives and the repressed wishes, fears, and
conflicts that they motivate. These appear in the themes of
myth. Second, myth also conveys the remnants within the
individual consciousness of the early stage of phylogenetic

\ development in which myths were created. This characteristic
is evident mainly in its plots. Myth is a story involving
human limitations and superhuman strivings and accomplish-
ments which suggest through action--usually of a ritual,
ceremonial, or compulsive nature--man's attempt to express and
thus control his own anxiety about those features of his
physiological and psychological make-up and his external
environment which he cannot comprehend, accept, or master. The
characters of myth may be gods, men, or monstrous creatures
with the qualities of both, but even in myths dealing exclusively
with immortals, the narrative material, the portrayal of
conflict and sorrow, and the resolution or revelation are all
reflections of human concerns.1® :



Rather than restricting her definition ' I“vvu;v usage, anthropological

origins, psychological probiny:.., m Cintorical Justifications, Peder
suggest that the importance ot myth is a consequence of the Interaction
of all these areas. She drgues that myth Is a narrative structure of two
hasic and relagta areas of unconscious experience. The plots most clearly

tie myth to the early stage of phylogenetic development while the themes--
the expression of instinctual drives and the repressed wishes, fears, and
conflicts they motivate--allow myth to evolve and adapt to the aesthetic
and rational approaches of art and science. Moreover, the plots and
themes always reflect human concerns—-humap»limitations and superhuman
strivings and accomplishments--which reveal man's attempt to control his
anxiety about his physical and mental self and his enQironment which he
cannot comprehend, accept, or master. Definitions of myth which
inextricably bind particular analysis to an apparently definitivé yet
restrictive characteristic fail to consider that the myth itself fuses all
characteristics. A major difficulty in understanding.myth, then, results
from the tendency to isolate one particular characteristic of myth and to
treat that characteristic as a definitive approach to myth.

One of the most restrictive ways to define myth occurs wifh
anthropologists, as Feder points out, whose concern with origin restricts
"true" myth to the‘garly stage of phylogenetic development in which myths
were first created.l'Two contributors to this definition are Bronislaw
Malinowski and E. 0. James. Malinowski's belief that myth is a narrative
revival or reestablishment o% ritualistic, ceremonial, or compulsive
primeval actions is reflected in his définition; he defines myth as "a
narrative resurrection of a primeval reality, told in satisfaction of  a

deep religious want, moral cravings, social submissions, assertions, even
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. . 16 e .
practical requirements." Because of his insistence on the connection
with primeval reality, Malinowski affirms that narratives not originating
in primitive society are not 'true' myths. Although Malinowskl was one of

the first to suggest that to understaxd myth, we must analyzé its function
in primitive society, he is not the only anthropologist who discredits the
literary development of mythical narrative as myth. E. 0. James also
"limits the appearance of 'true' myth to primitive society, where, he says,
precarious natural, social, and economic conditions are likely to promote
) . o1
its creation and growth.

In light of such limitations, Feder suggests the importance of
"Claude Lévi-Strauss who, clearly influenced by Freud, has attempted to
discover a structural basis for myth and to work out its 'constituent
units' or 'mythemes,' combinations of elements in myth which produce a
coherent pattern. . . . Lévi-Strauss does not restrict his investigation

. : . C e . 18 .

of myths to those found in primitive society. Indeed, in The Savage
"Mind,. Lévi-Strauss hints at the power of evolution and adaptability
inherent in myth: 'Mythical thought for its part is imprisoned in the
events and experiences which it never tires of ordering and re-ordering in
. 3 . A . .
its search to find them a meaning.'" The ordering and re-ordering of
events and experiences suggest the existence of patterns and the
observation of patterns caused Lévi-Strauss to pinpoint problems with the

:Naturalist School: "The mistake of Mannhardt and the Naturalist School

was to think that natural phenomena are what myths seek to explain, when

-

they are rather the medium through which myths try to explain facts which

. 20 oo .
are themselves not of a natural but of a logical order." Levi-Strauss's
distinction points to man's desire to explain not merely the observed

natural phenomena, but to explain the causes, or series of causes and
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effects, which result in the creation of the phenomena. The latter
explanation reveals facts which are of a logical order and, at least
according to Lévi—Strauﬁu, thereby associates 1 hs with man's ability to
reason.

The patterns defined by Lévi-Strauss can and do sugpgest mvth's

ability to adapt to man's changing definitions of himself, of other:, and
of his environment. Yet, reliance on a single pattern can lead to an
oversimplitication ot myth. With his romanticizing of the myth of the

eternal return to the point where he regrets modern man's inability to
partake in the ritual, Eliade is a prime example of how a man becomes so
bound to the exploration and explication of a particular pattern that he
fails to see the significance of important social evolutions.

For Eliade, the myth of the eternal return illustrates man's
need to repeat periodically'the mythical moment of the passage from chaos
“0 cosmos. This myth suggests two important propositions: "1. Every
reation repeats the pre-eminent cosmogonic act, the Creation of the world.

2. Corseciently, whatever is founded has its foundation at the center of

the we.ld © "nce, as we know, the Creation itself took place from a
A . . . . .

center)," “urther, Eliade's differentiation of sacred time and space
and profan- ti- " pace occurs in the myth of the eternal return.

Those objects . © whirh archaic man associates with transcendent
paradigms Eliz : - @ a sacred value. Therefore, objects and actions
which have a “acr-- © vis* Ir sac. . time and space and further allow

r

archaic man to come R ato con.«a<* with the transcendent realm.
Generally, thern, tr. _.-r T ans - which man remains in contact
with the transcendent an- ¢ - _far: is 1=~ time and space man lives in

everyday. The profane ... to.-~ - the . .rld while the sacred is not.
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Moreover, the sacred i: the revelation of an abuoolute reatity. The

reality is absolute because of the existence of a transcendent parad.gm.

Through the sacred, religious man carn experience the vosmos as It wds at
the mythical moment of creation. In contrast to the sacred, the profane
maintains the homogeneity and hence the relativity ot space. The profane

does not participate in being because the profane was not ontologically
N
establiS?ed by myth; it has no perfect model.

( According to Eliade, the various component: of the sacred come
togetheé\;o transmute experience into a spiritual act but for profane man,
-+that is for the nonreligious modern man, the cosmos transmits no message.
The shift is from general myths which define reality to man's private
mythologies. Modern man's private mythologies never rise to the
ontological status of myths because they do not transform a particular
situation into a situation which is paradigmatic. In modern society the
archaic form of paradigms, says Eliade, has been replaced by an interest
in the unconscious. The unconscious offers nonreligious modefn man
solutions for the difficulties of his own life, and in this way plays the
role of religion. The importance of the unconscious for modern man
indicates one of the most significant shifts in man's understanding of

N
being ana becoming. ,But for Eliaée, his contempt for nonreligious modern
man who is bound to profane time causes him to reject modernity and embrace~—"
the primitive and the sacred.

Eliade, however, is not the only theorist who becomes so caught

up in the archaism of myth as to become misleading. Philip Rahv, in The

Myth and the Powerhouse, rightly attacks cultism and mysticism which abuse
myth; he is especially critical of those who invest myth with properties

he” feels are beyond the scope of myth, and therefore he says of myth,



"Though the common matrix of both, Tt [mvth] is neither art nor meta-

physics. In fact, both art and metaphysics are among the superior force:,

which culture brought to lear in its effort to surmount the primitiveness

of myth., Dialectic freedom js unknown to myth, which permits no distinction
. 20

Letween realities and symhols." Like Feder, Rahv correctly distinguiches

myth from art, but when he differentiates historical retrospection and

mythic immediacy, he echoes Eliade's bLelief in the saciod; he states, "We

should not mistake historical retrospection, however richly allusive and

organized in however 'simultancous' a fashion, for mythic immediacy and
gl

the pure imaginative embodiment of a perpetual present,''’ Clearly, Rahv':

comparison of myth and history reveals his attraction to myth's archaism:

For the one essential function of mytl tressed by all writers

is that in merging past and present it releases us from the {. .x
of temporality, arresting change.in the timeless, the permanent,
the ever-recurring conceived as 'sacred repetition'. Hence the
mythic is the popular opposite of what we mean by the historical,
which stands for process, inexorable change, incessant permuta-
tion and innovation. Myth is reassuring in its stability,
whereas history is that powerhouse of change which destroys
custom and tradition in producing the future. . 24

| These anthropological approaches to myth mean to explicate the
&//1/ﬂ primitive origins and pur] ses of mythmaking, and the patterns illuminated
Kw~- by these explorations subordinate the individual's sense of self to his
sense of community. Psychological approaches to myth, on the other hand,
Stress the dominance of the individual's sense of self over his sense of
community. Freud's Xxplorations into the unconscious promote this shift
in emphasis~-his primary concern is with the individual and his methods
investigate the relationships between the individgal and society (both
past and present). For example, unlike Eliade whd believes that individuals
strive tovbelong to the commhnity, Freud believes that the growth of

civilization forces the individual to sacrifice instinctive pleasure and to

conform to society's dictates:
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We [psycholopists] believe that civilization has been built up,

under the pressure of the struggle tor existence, by sacritices
in gratification of the primitive impulses, and that it {s 1t g
great extent for ever re-created, as each individual,
successively joining the community, repeats the sacrifice of
- . N . . .G
nis instinctive pleasurec for the common pood., -
freud's theory is substantiated by illustrations of how symbols
which occur in dreams exist in each man's unconscious and inextricably
. . / . . . .
bind him not only te his own past but to a primordial past as well. Ireud

also believes these dream symbols connect the individual to an era

virtually unaffected Dy the processes of civilization:

The era to which the dream-work takes us back is 'primitive' in
a two-fold sense: 1in the first place, it means the early days
of the individual--his childhood~-and, secondly, in so far as
each individual repeats in some abbreviated fashion during
chilldhood the whole course of the development of the human race,
the reference is phqugenetic.26 s

Freud is not so much concerned with how society has changed as
with what the individual retains from the past and how that retained
material is translated into c@ncrete expressions which continue to connec-

individuals to each other and to the past:

- . . these symbolic relations are not peculiar to the dreamer
or to the dream-work by which they are employed; for we have
discerned that the same symbolism is employed in myths and
fairy-tales, in popular sayings and songs, in colloguial speech
and poetic phantasy.

The discovery of such widespread duplication of sym:olic
relations has seduce wny mythographers and critics into believing a
psychological approach to myth is definitive. However, the mythographer must
remain aware that Freud's approach essentially shi%ts the emphasis of the
investigation from cgﬁcentration on the community to concentration on the

individual. And the critic, who attempts to define how a writer

communicates his message through the use of myth, must acknowledge that a
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psychological approach to myth tends to restirict both the writer and the
myth to one level of interpretation. In short, such an approach intimates
or promotes ignorance o! the social or communal context in which a mythic
fefer@ncc operates.

Por the literary critic, spe-cialized areas of study whicl
isolate and investigate particular chardacteristics of myth fail to suggest
why myth functions as a structural principle In long poetic structures.
For example, Malinowshi's and James's interests in the discovery of myth's
origins in primitive societies prevent extensive investigation of myth's

4
evolution and adaptability, and demand a distinction between 'true' myth
and tales which are considered literary myth, legend, saga, or folktale.
Eliade defines the importance of the unconscious for moder . man, but, like
Rahv, his interest in myth's archaism leads to an oversimplification of
myth's function in modern society. Lévi-Strauss's work reveals patterns
which suggest myth's evolut:.n and adaptability, but his concentration on
patterns denies extensive discussion of the fusion of myth's characteristics.
And while Freud's investigations of the felationship between the unconscious
and myth force msggrn man to explore the concepts of being and becoming
(both in a private and a public sense),28 his approach offers only a
difference in perspective. Although modern society is dominated by this
psychological approach to . myth, it represents yet another example of the
isolation~and application of a specific mythic chéracteristié. One need
not deprecate Freud's contribution, or the sophistication"of its probes
into the nature of being and becoming, to remember that a critical
definition of myth must include it, yet not be dominated by it.

Unlike the mythographers whose specialized work isolates

particular characteristics of myth for study, the literary critic who



studies myth must attend to the distinction suggested by Peder in her
dttempt to define myth, Definitions must peflect myth's importance to
primitive society as well aa SUggest the means hy which myth continues to
function in a society dominated by sclence, technology, and interest in
the unconscious. Myth is a narrative Structure of two basic and related
areas of unconscious or -onsciously suppressed expe?ience whose themes
express instinctual drives and the repressed wishes v fears, and conflicts
that they motivate, and whose Plots convey the remnants of the early stages
of phylogenetic development. Invariably, myth reflects human concerns,
human limitations and superhuman strivings usually expresced in ritual,
ceremonial, or compulsive actions which illustrate man's desire to do
something about those aspects of his environment and of his physiological
and psychological make-up that he cannot comprehend , acc¢pt; or maéter.
Myth evolves and adapts because those aspects of man's environment and of
man's psychological and bphysiclogical make-up which dominate myth can
never be comprehended, accepted, or mastered completely. Moreover this
insistence on human concerns, especially the concerns expressed in the
themes, reflects myth's abilify to adapt to the aesthetic and rational
approaches of art and science. The plots which convey remnants of
phylogenetic development help myth transcend time because the plots
simultaneously tie man to his remote bast while he attends to the concerns
. of the present and of the future.

As Feder emphasizes, then, a definition of myth must be holistic;
only when the fusion of myth's characterlstlcs is understood can the
literary critic adequately understand how myth resondtes in a piece of
modern- llterature. My own feeling is that the populadrity in English

Canada of single volumes of poetry which use myth as a structural principle



17

points to the need to define myth's continuing relevance to socliety and to

the arts.

Let me, then, repedt the major contentions witl which 1 began.
Hodern and contemporary bnglish Canadian poets have chosen titles meant to
indicate something of the process, topic, or definition which individual
poems in the volume joinr1- #plore. The unification of the collection is
indicated by the ~rdering of the poems; the poet hopes this ordering will

. - . - - ’ ‘ . - -

allow the reader to consider individual poems as interacting pdarts of the

whole, and ultimately to regard each volume as a singlu extonded poem.
Insofar as the volume offers a series of complete poems, the auther
dttempts to engage the reader in multiple perspectives, forcing him to

look from several different angles of vision. But insofar as the collected
poemé interact, these multiple perspectives are often controlled by or
contained within the poet's use of a comprehensi?e myth, comprehensi#e in
the sense that Feder prescribes.

Comprehensive myth offers clues to contemporary thought, and to
poetic techniques and themes; it also ds ¢ - various levels of human
perception and consciousness. Further, - [ rehensive myth's ability to
evolve and adapt accommodates the ppet's need for universal structures
which allow private themes to evolve to the status of public themes, and
in this way, such myth gives the poet a sense of control. Thus, the poet
relies on the characteristics of myth which ensure revelation: the
‘conflict between human frailty and superhuman longings; the tension
between denial and disclosure; and the recurrence of struggle and.at least
partial resolution, of the movement toward conquest or metamorphosis, and
of destruction and renewal. The poet combines personal and historical

conflicts in his mythical allusions and structures; his observance of the
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supernatural and the intinite exposes individual solitude.and fantasy.
And when the poet uses myth as an aesthetic device, he explores and
recreates individual experience. Thus, the themes and plots 6f myth help
the poet express both individual and universal concerns.-

The methods of myth also assist in the creation of an extended

. t
tform. Because myth blurs the distinctions between the inside and the

outside, fantasy and reality, and linear time and transcendent time, the ‘
poetl can express relationships between and within these categories in

direct rather than paraliel ways. That i3, the poet adopts as his /}\\

v

technique this blurring of the usual boundaries between and withim {}

categories; the poles of a category are no longer rationally and lineallJ X
N AN

linked together. Thus while the poet cansciously arranges his poems in a \

logical and linear order which moves to a specific conclusion, his

adoption of the methods of myth permits the exploration of relationships

within that linear structure in non-parallel ways.
The use of myth does not diminish the violence, pain, and
despair of the age; it does not relieve or prevent the suffering of the

poet; rather, myth fixes the conflict and disorder of the present within a

o

pattern which includes past and future. In combination with colloquial

language and contemporary references, myth provides a structural principle
|

which adds to and progressively accumulates meaning from otherwise unrelated
- b

metaphors, images, and symbols. T

Let this general definition of "comprehensive myth," then,
serve as a context for my intention to illustrate the various ways English
Canadian poets use myth as a structural principle; five examples, ?anging
from the use of myth as historical artifact (Jay Macpherson's The Boatman ),

to myth enacted (Gwendolyn MacEwen's The Armies of the Moon), to the

N
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combination of documents, historical person, and characters from Classical

'mythology to create a "new" myth (Margaret Atwood's The Journals of

Susanna Moodie), to the combination of legend and myth (Michael Ondaatje's

The Collected Works of Billy the Kid), to experimenting with a Tarot pack

(George Bowering's Genéve) will be discussed at length.

Jay Macpherson's The Boatman fepresents perhaps the simplest
and one of the least successful ways of employing myth for structural
purposes. Because Macpherson is less interested in duplicating the form
and method of myth than in what particular characters in and events from
myth have come to mean through their use in literature, her attempt to
reproduce- one of the major themes of myth (the cycle of birth, death, and
rebirth) through the form in which she presents her work (a quesf
requiring a strong narrative thread) is dominated by an artifactuai sense
of myth. Although her attempted narrative and her content depend on
mythic allusions, the relationship between the narrative and the mythological
symbols in individual poems is difficult to discern.

In Gwendolyn MacEwen's The  Armies of the Moon, however, myth as

presented artifact does not exist. Rather, Armies conveys a sense of myth
enac-ted through the experiences of actual pépple. MacEwen offers a , -
personal, inward journey which is framed by a ph?sical journey to the moén.
This inward exploration makes use not only of references from Classical

myths and from religion, but also of the blurring of boundaries between

categories and the suspension of linear time which the methods of myth *
make possible. MacEwen's is a most sophisticgied\understanding of how
myth works, and this understanding is revealed in the way her use of the

characteristics and methods of myth control and contain the multiple

perspectives offered by a series of poems. MacEwen; however', does not
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create a 'mew'" myth; rather, she illustrates how the methods of myth
ytn, y

continue to enable the exploration of what man cannot accept, comprehend,
or master.
Atwood, on the other hand, does create a "new" myth. The

Journals of Susanna Moodie is an incarnation of our past, a dramatic

illustration of a Canadian myth Atwood creates through a combination of
documents (books by Susanna Moodie) and the articulation of a vc of
Susahna Moodie which Atwood kept overhearing when she read Moodie's works.
Atwood gradually changes Moodie from a historical person to a character in
her myth by making her the representative of the state of the Canadian
psyche. Moodie's classical counterparts afe Persephone, and the Triple
Goddess, Diana, Venus, Hecate. Through making Moodie's actions the same as
the actions of her counterparts, Atwood duplicates mythic themes and plots,
and effectively creates a Canadian myth.

In The Collected Works of Billy the Kid, Michael Ondaatje also

creates a myth, but his methods of creatio{ and his application of the
‘nJraéteristics of myth a - :ubstantially d%fferent from Atwood's.

Through a combination of prose and poetry, Ondaatje simultaneou-
perpetuates Billy's status as outlaw-hero while endowing'him with artistic
abilities which together changé Billy from legendary hero to paradigma ic
,reﬁresentative of the artist-outsider. To accomplish this transformation,

Ondaatje mixes extensive and direct use of documents, primarily books

about. Billy's feats, with the Kid's personal views and artistic achievements.

Thus, the articulation of Biliy's voice (a voice which was missing in the
documents), plus the adoption of a fragmented time scheme, which helps
suspend the restrictions imposed by linear time, permit Ondaatje's use of

legend which gave Billy his status of hero in combination with the methods
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and characteristics of myth, to create the myth of the artist-outsider, a
myth for which‘Biily the Kid is the paradigmatic model.

George Bowering also attempts to make use of a model in Genéve.
for Bowering,uthe Tarot pack functions as a model whichvhe hopes first
will reveal a connection to the collective unconscious, and second, will,
through this tie to the unconscious, help him discover something about
himself. Bowering's use of myth as a struct . . principle ‘clearly is
determined by his use of the Tarot which visually captures the paradigmatic
characters from and situations of myth. While he says that he did not
consciously determine thé order 'in which the cards appear, his "pile" ‘is
not rearranged at any time during the writing of his book, and therefore, -
the random order of the cards is determined by fate, while the structure
of the book is controlled‘by the order of the appearance of the cards.
Bowering turns the cards over one at a time, and contemplates the picture
bﬁfore him; he hopes that his meditations will assist him in his
exploration of personal fears and desifes. Yet, because Bowering denies
knowledge of the meanings of the symbols on each card, the full impaét
and meaning of the cards, and by implication the myths which the cards
represent, are not realized, and Bowering's experiment is somewhat less
than successful.

Following thesefagscussions, a final chapter will summarize
Macpherson's, MacEwen's, Atwood's, Ondaatje's and Bowering's use of myth

a@s a structural principle and suggest the impact on Canadian poetry that

the use of extended forms has had and will continue to have.



CHAPTER IT
JAY MACPHERSON'S THE BOATMAN

Northrop frye calls Jay Macpherson's The Boatman (1957) a "most
carefully planned and unified book of poems. . . .”l~ Munro Beattie refers
to the collection as the "most intricately unified book in Canadian
.poetry.”Q Frye, Beattie, and ofhers praise Macpherson's use of poetic
conventions and her multiplicity of both literary and mythological
aliusion. These critics seem to believe that the mere use of allusion and
mythological symbol necessarily results in the,gfeation of a coherent
narrative which causes the interaction of both individual poems and entire
sections, and that this narrative progressively reveals Macpherson's total
theme: the cycle of birth, death, and festoration.which is accomplished
through developing and regaining artistic vision.

The content of The Boatman is dominated by litérary and
mythological allusion and by mythological symbols. Many of these
mythological symbols allude to their own use in previous literature.: This
tends to make Macpherson's reuse of them a?tifactual. In form, The
Boatman is, purportedly, a cycle which reveals the theme. chpherson
attempts to create a narrative which provides the connectives which join
poem to poem, and section-to section, in a mannef that takes the cycle
from beginning to completion. The content is meant to convey or to
reinfo£ce this form, but it does not because the predominance of allusive
mythological symbols confuses point of view, offers insufficient guidance

for the formal experience, and causes unnecessary repetitions which impede

22



the progress of the theme. For an extended form, then, Macpherson's
adoption of mythological symbol which functions as allusion 1imits nyin's
USe as a structural principle because allusion, rather ;han Creating a
coherent narrative which controls and progressively reveals the theme,
enlarges the referential Scope of the materiagl by diffusing meaning.
Macpherson divides her collection into six major parts, prefaced
by a single poem entitled '"No Man's Nightingale': Part I, "Poor Child,"
deals with post-natal consciousness which is characterized by a vague
.reco11ection of an unfallen world; Part II, "0 Earth Return," and Part 111,
"The Plowman in Darkness;” are concerned with fallen mankind. These two

sections contain matched lyrics, which in form are reminiscent of Blake's

Songs of Innocence and Songs of Experience; the titles of these sections

come from two Blake poems. The characters are predominantly female, and
Part II is gener:. v faithful to the traditional stories associated with
the characters, while Part II1 is characterized by colloquial language
which gives é 'new' tone and interpretation to the same stories. Part IV,
"The Sleepers," sees the partial recovery of man's lost wholeness through
dream; Part V, "The Boatman," depicts the wilful dream of art; and Part VI,
"The Fisherman," is subtitled "A Book of Riddles" and, with %he final poem,
offers a vision of restored order. .

To present the developing and regaining of artistic or visionary
consciousness, Macpherson draws heavily upon Blake's conception of the
artist,3 and imitates Eliot's use of the quester figure. Fron Blake, she
learns how to equate fallen man with imagination or vision, and like Blak(‘a_2
she stresses the regaining of wholeness through experience. From Eliot,

she learns how the Fisher King myth can be used to present and hold

together a variety of points of view. From both Blake and Eliot, Macpherson

-
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learns the necessity of presenting both the posifive and the negative
consequences of man's fall. What saves The Boatman from the radical,
visionary preachings of Blake, and from the rather depressing, hopeless

mood of Eliot in The Waste Land is Macpherson's adoption and adaptatioﬁ of

verse forms which give aﬁ ironic overtone to the serious poems and a witty,
though rarely humorous, tone to the lighter lyrics. Generally, Macpherson
believes that man's problem lies in his duplicity, in his feeling a
division or separation between inner and outer being. To become whole,

man must pass through.experience; he must organize the chaos created by

his feeling of duplicity. Man's final state of being must embrace and
structure the chaos from which it is formed. To illustrate how this
duplicity can be conquered, Macpherson's book attémpts to explore and to
explain how to get the inside out, and then back inside again.

After some rereadings, the reader becomes aware of the several
organizing scﬁemes and principles that I have been cutlining, and aware
that, as reader, he is meant to havé a part in them. But not until Part V, ,
"The Boatman," does Macpherson, either as speaker, or through the use of "
allusion, explicitly and coheréntly reveal that scheme through her

narrative. In Part V she consistently and exclusively uses Biblical

mythology to assist in her description of the process the reader is

involved in; a narrative structure finally emerges because Macpherson: here
uses allusion to control the process; her allusions now help her give the
reader explicit direction, now firmly guide him through the cycle. i
Earlier in the collection, however, the allusions fail to
¢onvéy the theme, in part because they seem to be doing other things so

intensely, Macpherson uses mythological symbol and literary allusion in

combination with poetic conventions so well that she creates a timeless



style from which the control and direction demanded by a narrative structure
have difficulty emerging. Northrop Frye defines the timelessness of

Macpherson's style by illustrating her use of poetic conventions:

Among these [conventions] are the use of a great variety of
echoes, some of them direct quotations from other poems, and_an
interest in myth, both Biblical and Classical that may make
some readers wonder uneasily if they should not be reading it
with a mythological handbook.

One should notice in the first place that the echoes are
almost invariably from the simplest and most popular types of
poetry. They include Elizabethan lyrics ('"While Philomel's
unmeasured grief" sounds like the opening of a madrigal); the
lyrics of Blake; hymns ('Take not that Spirit from me'); Anglo-
Saxon riddles; Christmas carols ("The Natural Mother'"); nursery
rhymes ('Sheba"); ballads and newspaper verse ('Mary of Egypt"
and the second "Sibylla"). The use made of these echoes is to
create a kind of timeless style, in which everything from the
tags of mediaeval ballad to modern slang can fit. One has a
sense of rereading as well as reading, of meeting new poems
with a recognition that is integrally and specifically linked
with the rest of one's poetic experience.

Here, Frye equates time with literary periods and, thus, timelessness is
defined by the suspension of o;r sense of literary periods which are
associated with and characterized by particular styles of writing. When
Frye commeﬁts on Macpherson's use of mythology, Be correctly equates her

use of myth with’allusion, but then attempts Eo deny that the myths function

like allusions:

Miss Macpherson's myths, like her allusions, flow into the
poems: the poems do not point to them. Knowing who Adam and
Eve and Noah are will get one through most of the book, and
although a glance at the opening page of Robert Graves's
Penguin book on Greek myth might help with Eurynome, I find no
poem that has a key to its meaning outside itself.

Frye's simile "like her allusions" implies that he believés that the myths
have the same role as allusions: to call to mind the context and meaning
of the original work, and thereby to influence or to direct the reader's

understanding of what the work in which the allusion appears means. By
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definition, allusions refer to something beyond the work in which they
appear. But, with the insistence that Macpherson's poems, sud by
implicatioh the myths and allusions within those p;ems, are self-contained
(the poems have no meaning beyond themselves) rye redefines allusion.
Usually, allusions are keys to the meaning the poet wishes to convey, but
Frye, by insisting that the reader need not know the original myths, and
by insisting 6n the similarity between myth and allusion, suggests that
allusions that do not function as allusions are allusions anyway. Frye

himself falls victim to this contradiction when he quotes from and then

explicates a stanza from "The Sleeping Shepherd':

O wake him not until he please,

Lest he should rise to weep:

For flocks and birds and Streams and trees

Are golden in his silver sleep.
For thousands of years poetry has been ringing the changes on a
sleeper whom it is dangerous to waken, and the myths of
Endymion, of the bridegroom in the Song of Songs, of Adam, of
Blake's Albion, of Joyce's sFinnegan, are a few of the by-
products.® b

Frye himself cannot help but state the many myths which the four lines
bring to mind, yet he insists that, "Such myths in the background enrich
the suggestiveness of the above four lines, but the lines are not
depéndent on the echoes, either for their meaning or for their poetic
value,”7 and his insistence causes him to be misleading. Poets do not
allude to myth in this manner in order to bring out explicit meanings; the
lines theméelves must have meaning or the poet writes jibberisb, not
poetry. And, allusions to myths and their literary by-products cannot
guarantee poetic value. Here, Frye's attempts to applaud Macpherson's

skills as a lyricist, and to illustrate how poems which contain allusion

to myth are self-contained, make him ignobe Macpherson's successful use of



allusion. The meanings of her poems are contained in the lines, but the
suggestiveness of her echoes causes the poems 1o expand their reference,
and} therefore, thé meaning of individual poems diffuses or radiates
outward from the immediate meaning conveyed by the original lines. In
order for a ﬁarrative to emerge from the content, Macpherson needs a
controlling or a directing voice which is.capable of unitipg or holding
together a variety of perspectives, and which provides link- ‘etween poems
and between sections. Because the»poems, igcluding many 'sp oo v
Macpﬂérson, tend to work from themselves, from their centres, . to
introdﬁce and to add to the multiple experiences suggested by th. ... . ‘ons,
they too often overwhelm the simple connectiveé that might have cfeo !
bonds between poems, and which, therefore, would create a strong narrat.

thread. The failure of the content to cenvey the narrative is evidenced

by the predominance of allusive mythological symbols which confuse point

of view.
The Boatman begiﬁs with a short lyric~entitled ""No Man's
Nightingale." This is a prefacing poem, which, if the collection is to

éresent a unified and cohgrent_é&cle, might have suggested something of the
nature of the cycle, and sﬁouidzat least have'inditated who will be the
reader's guide. No critic who argues for the unity of The Boatman
mentions, let alone analyzes, this important lyric. Like the five other
poems which are printed in italics,8 "No Man's Nightingale" seems to giye
the reader directions from the poet. Here, through diction and images

,
which are reminiscent of Eliot and Blake and which are combined with
allusions "to Classical and Biblical mythology, Macpherson introduces her

_theme and enigmatically defines the journey.

The poem is addressed to "Sir," who the reader assumes is



himself. The speaker, Macpherson, then defines her position; she is "o
[ . : ”9 : .
man's nightingale. This declaration negates or reverses both the
. s . . . . 10 .y
position traditlonally associated with this bird, and Eliot's use of the

nightingale in "Sweeney Among the Nightingales'" and in The Waste Land.ll

With the connection to man denied, this nightingale defines her association
with the Angel, who introduces a Christian element by suggesting the
guidance and hope promised by Christian doctrine. The poet-nightingale

1 e "Angel's word/ Exalts.an

sings and thrives "by Angel finger fed",
air of trees" and "Shrouds" the poet bird "in secret.”l3 The forest,
transformed by the word of the Angel, offers protection and renewal.
Thus, "No Manfs Nightingale" suggests that renewal or restoratjon may be
obtained through the help of this Angel; this renewal Macpherson ties to
nature and to man's fallen state through personifying herself as
nightingale. The reader assﬁmes that Macpherson, who is the 5ightingale
and who is thexreadér's "foolish bird,”l5 will guide him on a journey
towards renewal. The lyric is spoken by Macpherson who as nightingale
defines the point of view which the reader hopes willvprovide diréction
throughout the following poems.

From the prefacing poem, the reader moves to Part I, "Poor
Child," expecting to find his guide and to begin his journey. It is,
however, virtually impossible to find the direct;ng voice in the opening
illyric. "Ordinary People in the Last Days' begins the cycle with the
suggestion that the apocalypse is at hand. The title echoes the theme
developed in the Book of Revelations, and the experiences of the speaker,
his mother, ‘his father, his sweetﬁeart, his sister, and his brother suggest
that the apocalypse is immineﬂ?: Through mixing the signs ;f the apocalypse

which are taken from mythology with the ordinary action of this male

o
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speaker's family and sweetheart, Macpherson illustrates the speaker's
failure to comprehend the signs. This speaker 4n fact fails to notice

that he has been given a sign:

A mouse ran away in my wainscot.

I study all day and pray all night.
My God, send me a sign of Thy coming
Or let me die.lb

At this time, then, the speaker does not believe that signs have been
offered. His sign, the mouse running away in the wainscot, is as
inexplicable in this context as was the Sign of Jonas to an earlier
generation that pleaded with Jesus Christ.for a sign;l7 its significance
is lost on a speaker who is wanting in perception.’

Macpherson's use of Classical mythology to illustrate the signs
of the apocalypse suggests her belief in the universality of mythology;
’she may believe Christian mythology‘pfg%ides the method for restoration,
but she also believes that the characters and events of Classical
mythology play a vital role in illustrating the need for and the way to
restoration. But while it is possible to discern Macpherson's reasons for,
mixing mythologies, it is difficult to understand how "Ordinary People in
“the Last Days" starts the quester on his way. This difficuity isvcaused ’
by the problem of defining the speaker of this poem. This speaker is
neither Angel; nor nightingale, and is, in fact, male, and totally
unfamiliar. "Thus, immediately after receiving, in the prefacing poem, an
indicatioﬁ of who the speaker will be and what path she will take, the
reader is confronted with an unfamiliar speaker whose fate it is to be
denied the described apocalypse. While Macbheyson's allusions combine

mythologieé in a way which suggests the relevance of Classical mythology

to the Biblical conception of the upocalypse, they fail to define the

]
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speaker or the lyric in terms which sustain the point of view initially
offered.

Macpherson possibly could overcome this initial shift in point
of view by using this male speaker throughout the six parté of the
collection, but she does Aot. In the next lyric, Macnherson becomes the
speaker; however, she is not the nightingale, but a controlling voice
which defines "Poor Child." The characters who exemplify Poor Child live
in the fallen world, and are mortal, and all, suggests the speaker, long
for a better state of existence. Macpherson offers examples of poor
children, examples which includerthe royal goosegirl; heroes (Achilles and
Odysseus); Philoctetes, the most famous archer in the Trojan War who was
the friend and armor-bearer of Heracles; the modern failed, or anti-hero
Prufruck; and everyone who reads the poem.18 She suggests the desire for
restoration, for ﬁabsolute return,”lg through mixing mythology, religion,
and literature. Her examples call to mind both the ordinary actions of
the common man and the extraordinary actigns of heroes, gnd thus her
allusions here both ensure the involvement of every man, and suggest the
immortality of and the universal existence of Poor Child. Yet, because
"Poor Child" uses a speaker who is not recognizable as Angel, nightingale,
or the male speaker of "Ordinary People in the Last Days," the reader is
uncertainlﬁhaf role the apocalypse in the first poem.and Poor Child in the
second poem play in Macpherson's scheme; he does not know which point of

-

view to adopt.

For the next three lyrics,'Macpherson sustains the voice'she
first presents in "Poor Child,'" but just when the reader adjusts to this
" voice which begins to connect poems, she changes, not the speaker of the

poem, but the way the allusion in the poem works. In "The Thread" and
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"Cold Stone' for example, Macpherson's allusions help clarify something
about the spé;ker, but in "In Time of Pestilence" this speaker scems
Qnaffected by *'ie allusion, and therefore the reader experiences yet
ancther shift in point of view. In "In Time of Pestilence'" Macpherson

introduces a "she'" who the poet implies through an allusion to Typhon's

mother, 1s Gaea, the Mother Earth:

She is sick: and shall she heal?
Well she may, the world is foul.

What comfort shall those hands afford
That fondled Typhon's new-born head?

What good charm s&gll that throat record
Stabbed through to'keep her in her bed?<0

What remains unclear is whether or not the '"she" of the poem is in some
way related to the poet, and how this timebof“pestilence relatés to the
narrative that Macpherson began to develop in the preceding.lyrics. The
apparent distance between spgaker and allusion comes not from a mishandling
of allusion by the poet, but rather from the failure of the ﬁérrative to
reveal how the allusion and the speaker together serve to advance
Macpherson:s cycle. That is, the reader understands that the speaker (the
poet) uses allusion to suggest both the extent of the pestilence and the
hope that the sickness may be healed, but, because the speakeﬁ'is not
recognizable as one of thé.promised guides, the allusion dogg'not work
backward to the earlier lyfics or forward to future lyrics; the allusion
provides one perspective on the world which is not linked clearly to other
perspectives offered in other lyrics.

This'type of distance betweeﬁ the speaker, the allusion, and

the narrative dominates Part I1 'O Earth Return," where Macpherson

. retells the tragedieé of several fallen women, all of whom are mythological
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characters. In all but one lyric ("The Rymér') Macpherson is the speaker,
but while her voige controls and describes the stories within individual

poems, it fails to indicate how each allusion relates to the allusion
which precedes or follows, and thus the reader is left with a series of
examplés which do not relate to any specific step or steps in the cycle.
The allusions (the ﬁtorjes they recreate, and the myths and the literature
which these allusions recall) provide a nﬁmber of different perspectives
which comment uptn the nature of experience in the fallen world, but
because Macpherson jumps from character to character/, frbm’boem to poem,
without comment, the reader fails to understspl-fow thesc multiple ™
perspectives help him along the road to restoration.

This reader's difficulty with knowing what toqdo with the
perspéétives in Part II becomes greater in Part III, "The FPlowman in
Darkness," where,Maépherson no longer.controls, through her voice, the
perspectives offered in each lyric.” In "Sibylla," "The Rymer," and ’'Mary
of Egypt" for example, the characters retell their stories in colloquial
language; Sibylla, the Rymer, and Mary offer personal points of view.
Here, the characters imply the tragedies associated with their sforiés)by

J
accepting their plights which they attempt to rationalize or”justify‘ For
example, irf this second encounter;\Q}byllan offer% a witty interpretation

of her association with Apollo. THe familiar language, coupied with the’

repeated alternating rhymes in each of the quatrains, lightens the tone_

and effectively establishes a perspective with which Sibylla Seems satisfied:

I took his gift and thwarted him,
I listened to his vows, and
- Though looks are gone and eyes grow<dim,
J I'11 live to be a thousand. ‘
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I'm meveifully rid of youth,

No call:s plague me ever:

I'm v uous, I tell the truth--
And you can see I'm clever!2?

The secon. Rymer lyric graphically describes the Rymer's visit with the

Queen of Hell, Persephone:

. Want to know where I've been?
Under the frost-hard
‘Ground with Hell's Queen,
Whom there I embraced
In the dark as she lay,
- With worms defaced,

~ Her lips gnawed away.Z<3
. ~__ g y

At the end of the lyric, the Rymer, through hearing, or imagini- the
objections of the audience, ignores the horrific implications of his visit

and leaves the reader with a nervous giggle:

&, -~What's that? Well, maybe
Not everybody's dame,
But a sharp bab
harp by
All the same.

Or finally, in ”Mary of Egypt " Mary Magdalene is coarsely humorous about

wqulng her way from Egypt to the Holy Land as a prostitute:

Mamma was a nice girl, mlnd

Hard up, but a good sport and kind--
Well, the blessed upshot was,

Mamma worked her way across

From Egypt to the Holy Land

And "here repents, among the sand. 2%

In these three examples, the reader understands the contrast
between the traditional story given by Macpherson in Part II and the
- colloquial version given by the characters in Part III, but mere contrast
1s insufficient to move a narrative forward, especially when that narrative

has not been clearly estébiished. The familiar terms used in "The Plowman
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in Darkness'" do nco -ter essential details of the stories; the terms in
fact %ake the original myths seem more immediate, but these terms also
mean that the reader confronts yet another way to use allusion to present
different points of view. - ™

In each of "Sibylla," "The Rymer," and "Mary of Egypt'' the
point of view is that of the speaker who is either a character from the
original myth (Sibylla and Mary Magdalene), or a character who has a
relationship with a mythic character (the Rymer with Persephone).
Generally, the allusions are to the origin%l myths in which these
characters appeared, but the allusions also recall any literature in
which Sibylla, Mary, or Persephone, or any aspect of their stories, play
a@ role. Because characters explain or justify the roles the¥~EE;ieve
they had, the reader must temper his response to these lyrics by weighing
his knowledge of the original myths against his knowlédge éf the use of
these myths in literature, and against the characters' versions in these
lyrics. Once the reader understands the full implication of the allusion,
he then attempts to make sense of these different points of view. The
attempt becomes futile, however, because these points of view are not
governed by an identifiably dominant voice which regulates and ‘advances
Macpherson's theme. The reader simply lacks clues as to which point of
view will move him toQan renewal.

This confusion of point of view stems in part from Macpherson's

»
failure to provide sufficient guidance throughout the collection. And

because the poet seems aware that her allusions confuse point of %iew and
do not convey a narrative thread which provides clues to the movement of
the theme, she attempts to offer directions bylpresenting poems spoken by

herself and printed in italics. These directions, however, fail to create

W "



/ , © 35

and sustain the narrative becéuse the allusions in these lyrics are not
clearly related to the allusions used in other poems. F
Earlier I noted that Macpherson begins The Boatman with a
prefacing lyric ("No Man's Nightingale') which is printed in italics, and
which introduces a guiding Angel and a nightingale (Macpherson) who seem
to promise leadership, and who enigmatically define the nature of the
cycle. But once the reader enters the s%x majoi/rarts of the book, the
Angel and the nightingale disappear; the readerf/is left to confront and

make sense of the points of view offered in inHividual lyrics. The

association of poet with nightingalé, in ..ct,)does not surface again
until Part IITI, "The Plowman in Darkness,' whfre Macpherson preseﬁts two
poems in italics. These lyrics are a prologuef and an epilogue which
describe the poet's relationship to the ni ingale and the swallow.

In the prefacing poém, Macpherson appeals to her Muse to grant
'her both the voice of the nightingale and the voice of the swallow. She

o

first speaks of the nightingale:

. Take not that Spirit from me
That kindles and inspires,
That raises world from water,
The phoeniz from her fires,
Stirs up the ravaged nightingale
To bloom among her briars.

[y

The opening of this hymn-like lyr;c implies that the "Spirit" which
"'Stirs up the ravaged nightingale' has beeﬁ withAMacphérson throughout
her journey; this implication shocks and confuses the reader who since
the prefacing poem has been unable to discover the promised voice of this
bird. The allusions to a Spirit capable of saving the world, to the
phoenix, and to the nightingale, suggest not only that this Spirit can

accomplish all three feats, but also that the nightingale, because part



36

of that Spirit, is capable of the same thing. Macpherson, however,
already implied this in the prefacing lyric; what she hés not clearly
established is a narrative which reveals how the nightingale accomplishes
her feats. \\\\\ ‘

In the second stanza, before the reader hbears from the

nightingale, Macpherson asks the Spirit to grant her yet another voice:

Sweet Spirit, Comforter

That raises with a word

The swallow in her house of mud,
True but absurd,

Allow a babbling bird.2’

In the epilogue, Macpherson retells the story of the two birds,
but here the nightingale's song "Raises a tree in flover and leaf/ By
angel guardian graced"28 which recalls the guiding angel of the prefacing
lyric and suggests that the voice of the nightingale is the voice to
follow. The swallow accomplishes little; she "Chatters, gabbles, all the
day,/ Raises both Cain and BabeZ.”29 Macphérson's suggestion that the
swallow raises "Cain and Babel" combines two allusions which'effectively
reinforces her désire to illustrate that the swallow's voice is both
troublesome and unproductive. Yet, while this lfric tells the reader the
differénce between the nightingale's voice and the swallow's voice, it
fails to suggest where either voice will be developed. And, becausg the
allusions in the lyrics between the prologue and the epilogue are neither
controlled by, nor clearly related to a voice which can be identified
‘'with the narrative, the reader fails to comprehend how Macpherson's
directions pro?ide guidance; the allusions in the poems yritten in
italics have little-to do with the allusions in the cheg lyrics in "The

’

Plowman in Darkness," or with the allusions in poems in preceding sections.
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The problems created by allusions which enlarge the referential
scope of the material by diffusing meaning also impede the progress of
the narrative. Because allusions and symbols fail to convey narrative
and in fact confuse point of view and fail to provide guidance for the
formal experience, an entire section of The Boatman appears to be an
unnecessary repetition of a step in the cycle. Part III, "The Plowman in
Darkness," seems only to rehearse the same step as Part II, "O Earth
Return." Northrop Frye inadvertently identifies this problem when he

defines how these two parts function. Frye says,

The two parts are, like Blake's lyrics, matched by contrast
against each other, the relation often being marked by
identical titles. The contrast is not so much Blake's
innocence and experience, though related to it, as a contrast
N between a theme idealized by a kind of aesthetic distance and
the same theme made colloquial and familiar.30 Y

v

By suggesting that the parts contrast the same theme, Frye implies thaf{}

g

Macpherson explores the same part of her scheme in two separate sections.

In terms of creating a narrative which takes the cycle from beginning to
e Of crea

~.

completion, this reﬁéangal of the same theme in "O Earth Return" and "The
™~

~.

Plowman in Darkness' means fﬁét\the second exploration of the theme ("The

..

Plowman in Darkness'") holds the cyciE\ap the same point it was at in "0
~ -

~.

Earth Return." The allusions which fail to\ébngey the narrative are

therefore responsible for, at least indirectly, unneégésapx‘repetition

T

which impedes the momentum of the cycle. ‘ .
These difficulties, which Macpherson has with content revealing

)

theme, do not occur in Part V-, "The Boatman," where she changes her

.

strategy.

As the prefacing, and title poem of ""The Boatman" makes

explicit, Macpherson's interest now is almost totally with the reader.
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Here,’she states what she is trying to do: 'ypyu might suppose it easy/
For a maker not too lazy/ To convert the gentle reader to an Ark-”31 For
the first time she clearly defines herself as a Ccreator, or at least as a
maker who will give direction to the reader. She explains what she must

do:

After me when comes the de.. o
And you're looking round fou- refuge
From God's anger pouring down in quch -l spout,
Then you take the tender ercaturec
--You remember, that's the reader—- 30
And you pull him through his navel inside out.

y

Macpherson then suggests why she and every poet must follow this process:

That's to get his beasts outside him,

For they've got to come aboard him,

As the best directions have it, two by two.
When you've taken all their tickets

And you've marched them through his sockets, 33
Let the tempest bust Creation: heed not you.

Macpherson intends to teach the reader how, through getting his
beasts outside himself, he becomes an ark. The process is, of course,
metaphorical; the purpose of learning this process is to become whole, to
all;viate man's inner and outer division. Responsibility is falling more
and more into the hands ofvthe reader. Yet, to make certain the reader
understands the seriousness of his increasing responsibility, Macpherson
gives a voice to the ark; in fact, by the end of the subsection entitled
"The A;k,” there can be no doubt that man is ark. When the ark departs,
- the readep has taken full responsibility; the ark leaves, saying, "You
dreamed it. From my ground/ You raised that flocd, these fears./ . . ./
From your dream/ I only shall not risé.”au

The second section of Part V is "The Island," and these five

lyrics are also 'irected at the reader. In "The Island" the reader is
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instructed to,

Look inward, love, and no more sea,
No death, no charge, eternity
Lapped round us like a crystal wall
To island, and that island all. 3%

Once directed to look inward, the reader, who is the ark, encounters '"The
Inward Angel" who is defined as "planted as an inward eye.”36 Recovery
of the lost garden is accomplished by looking inward.

Yet, Macpherson cannot let tine reader believe that all thatjis
to be recovered is beautiful and fre- . Tiis, "Leviathan" reminds the

reader that he lives not in a paraa . ‘re i1, but in the fallen world:

The Lord that made leviathan mace Laee

Not good, not great, not beautiful, not free,
Not whole in love, not able to forget

The coming war, the battle stil] unmet.

This overwhelmingly Biblical Part V (Classiqal mythology plays
no part in Macpherson's directions to the reader here) represents the

first time Macpherson clearly defines for the reader what her goal is aﬁd
the process by which she willﬁéttain that goal. That Macpherson adopts a
religious perspective is obvious from her concentr tion oX Biblical images
and references in her instructions. Tue connection between thts. rocess

the reader undertakes and the process the artist undertakes when he ‘\\<;

creates is made explicit in the epilogie, "The Anagogic Man."

In this lyric, Noah '"waqlke with head bent down”38 for his head

contains all creation:

Its gently shimmering sides surround
All us and our worlds, and bowid
Art and life, and wit and sense,
Innocence and experience. 39

At the end of "The Boatman" the reader realizes how he can become the ark,
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why he must become the ark, and since he has become a Noah (Noah was the
comﬁénder of the first ark, and therefore, by implication, the reader is
the Noah of his ark) he contains not only all creation, but also all
imagination; he has agreed to be an artist. ‘

‘e difference between Part V and the preceding féu; sections
is a change in strategy. Finally, Macpherson tells the reader of her
scheme and how he is to be part of that scheme. Most important, she
takes control; she uses allusions both to define the relationship between
herself, her work, and her reader, and to suggest the broader implications
which allﬁsions always bring with them. Because the reader knows that
‘she is in control and that her instructions are directed at him in order
that he might understand the cycle which structures her scheme, a straight-
forward progressive narrative clearly emerges from the content. Allusions
in this part, but only in this part, reinfoggé point of view, guide the

reader, and prevent the unnecessary repetition of steps in the cycle,
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GWENDOLYN MacEWEN'S THE ARMIES OF THE MOON

!

In 1972 Gwendolyn MacEwen published The Armies of the Moon, her

fourth book of poetry. Like her previous works, Armies involves inquiry
"into the process by which mystical enlightenment can be gained--by which
the bland phenomena of the world can be induced to revéal arcane

knowledge.”l But unlike the inquiries in The Rising Fire, A Breakfast

for Barbarians, and The Shadow-Maker which attempt to ingest and digest

the entire cosmos, The Armies of the Moon is more personal; the p» ss

is concerned with the comprehension of the Telf. "The impulse : R
encircle, enclose, take in this universe has changed in favour of a more

microcosmic approach. The traveller ¢chooses the inward journey to

'éggompass the self. .”2 Yet, as early as A Breakfast for Barbarians

(1966) MacEwen hints at the importance of an inner journey:

The particular horrors of the present civilization have been
painted starkly enough. The key th- e of things is the
alienation, the exile from our own inventions, and hence from
ourselves. Let's say No--rather enclose, absorb, and have done.
The intake. Surely the mind deals with its painc ir ¢ own
time, as the hody does. ,

I believe there is more room inside than outside-. AnA 11
the diversities which get absorbed can later werk *+ - w. oont
into fantastic things, like hawk-training. "B ~gramming .
mountain-climbing, or poetry.

In’this introduction, MacEwen implies a relationship between antasy and

reality which finds its most complete expression in The Armies of the

Moon. MacEwen's list of the things that work their way out from the

inside reveals her belief that poetry is at least equal to man's gbility

41
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to control and to teach (hawk—trainings, to invent (IBM programming ), and
to conquer (mountain~climbing). In turn, the reality represented by
these listed accomplishments she calls "fantastic" which in effect blurs
the boundary between the imaginary and the real. This blurring occurs
after "all the diversities" have'been taken inside. This suggests first
that the outside reflects the inside, second that the inside is larger
than the outside because the inside absorb; diversities and then creates
something new which then finds its expression outside, and third that, as
a consequence, it is difficult to distinguish the inside from the outside.
In short, MacEwen implies that in poetry, as in myth, the internal and
the external are not true opposites. Thus, by processes similar to the
workiqgs of myth, MacEwen's poetry allow® her to express relationships
between inside and outside in non-parallel ways; the poles which normally
establish a strict and a 1lc ‘cal hierarchy of material which clearly
distinguishes the ¢mag.  °v rrom the real"the internal from the external,
are no longer ration o an linegllv linked together.

These inZist 'nct boundaries mean that in The Armies of the Moon

MacEwen can assume that the imaginary and the real exist in the same
dimension and, therefore, can be seen as two equal forces which first
confront one another, but which eventually accommodate one another. As
MacEwen illustrates, this confrontation and at least partial resolution

is applicable to both the individual and all humanity. Two framing poems
("The Armies of the Moon" and "Apollo Twelve'") implicateﬂali of modern
civilization; in the initial poem the speaker describes a violent
confrontation between invisible armies and !{real® earthmen on the moon
and, in the fidal poem; suggests how the moon can be used as é springboard

from which man can explore outer space by combiring scientific
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achievements and the imagination. The three main sections ('"Mare Crisium:
The Sea of Crises," "Lacus Mortis: The Lake of Death," and "Lacus
Somniorum: The Lake of Dreams") are applicable to the 1nd1v1dual the
speaker experiences an inward journey and confronts the real and imaginary
diversities she has absorbed. MacEwen's refusal to accept distinct
categories for internal and external reflects a bglief that getting the
inside out necessarily leads to greater kﬁowledge. This belief+is
reminiscent of Jay Macpherson's theories, but rather than aaopting
Macpherson's Strategy of allusive mythological symbols which convey an
artifactual sense of myth, MacEwen illustrates how myth is kinetic; that
is, as Davey phrases it, how myth is "alive and re-enacted in the
spontaneous actions of real people.™ '

In part, MacEwen is able to produce a kinetic myth because the
narrative thread in ghe book is controlled and directed by a single ;oice,
She provides fhe same speaker for both the framing poems and fhe main
sections. 1In the framing poems, this Speaker remains objective,
preferring to describe the action from a distance. In the main sections,
her position varies according to the needs of individual poems. Sometimes
she refers to herself as "I"; at other timgs she distances herseif from
herself by using the second person "you," or by becomipg part of a
collective "wef“ But because the same speaker5 describes both cbnfronta-
tions, MacEwen is able to indicate the similarities between conflicts
while she provides the reader with guidaﬁce and direction.

The reader first meets the speaker in the initial framing pogﬁ
whlch pPresents the confrontation between the real and the imaginary in
terms which force modern man to reconsider the split between the

7

achievements of science and the creations of the imagination. In the
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final poem which completes the frame, the speaker illustrates how science
and imagination can work together, rather than against each other. The
setting for each framing paem 1s the moon6 which traditionally is an
object of contemplation which inevitably stimulates the imagiﬁation, but
which now is likely to be considered only a satellite which scientific
accomplishments allowed man to walk upon. Because '"The ;rmies of the
Moon™ and '"Apollo Twelve" frame the three major sections, they also
provide keys or clues to those éectibns. The first poem, therefore,
suggests the nature . of the problems the speaker will encounter in her
inner journey, while the final poem suggests how the imaginary and the
scientific can work in harmony with one another and thereby he}p relieve
the fears eXperienéed by the speékﬂr in:her”iﬁner journey.

"The Armies of the Moon' introduces the invisible armies and
the invading earthmen, and describes thg battle between these two groups
generally from the armies' point of view. The speaker first describés
the forces of the moon and in doing so picks up the military metaphor
suggested by t£e epigraph:7 words such as "armies," "forces,L "showdown, "
and '"soldiers" imply some kind of violent confrontation. The speaker
states that these armies "begin to gather their forces/ in the Marsh of
Decay and the Sea of Crises."8 Afﬁeb the forces are gathered, the
speaker says that "in the Lake of Death there will be a showdown,"g énd
finally, "the lunar soldiers [will] reluctantly disband/ and return to
7 their homes in the Lake of D;‘eams."lO The Sea of'Crises, Lake of Death,
and Lake of Dreams are the titles of -the three main sections, and,
therefore, the reader assumes that in these sections he will discover a

gathering of forces, & showdown, and a disbanding of forces. But,

because of the problems these armies have with the earthmen, a more



precise definition of what will occur in the main sections 1is not
possible. The reé%er does, however, learn more about the nature of the
speaker's dilemma.

The armies have difficulty with their opponents who are

- . .
obviously not militant. The earthmen Jo not seek a battle; rather.they
"come hunting with wagons and golfballs,”ll looking "for white rocks and
sand.”12 Not only did the earthmen not seek a confrontation, but also

;”tﬁey did not see them [the armies of the moon], invisible and silver/ as
swords turned sideways on the edge ofﬂthe craters.”l3 The whole idea of
a physigal battle is hindered by the fact that theyearthmen cannot see,
and therefore, cannot-determine, who their enemiesv;re. This lack of
perception caused by the invisibility of the opponent is reinforced by
the speaker's failure to provide a precise definition of the armies who
iphabit the moon. All that is known about these armies is ‘here they
live and that fhey cannot be seen. The reader, therefore, assumes that
these invisible armies represent the forces of the imagination._ This
problem wit® -rception characterizes the speaker's inner journey,
particularly in the first part where her imperfect memory makes
identification of her enemies difficult.

By the fime the reader reaches the final poem in the collection,
the military metaphor completely disappears; in fact, the armies do not
appear in this poem. ;n "Apollo Twelve," the speaker illustrates the
harmony or .collaboration of gcientific achievement and imagination by
describing both a child's and an adult's responses to -the moon. The poem
opens with a description of the astronaut's childhood response to the

moon. The speaker cqncentrates on the child's fantasies, and the%eby

succeeds in illustrating how space extends the childish imagination:
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Once his eyes raised the cool towers ol Lo

Over the roofs of his youth, and he lay
« Growing 'in the red shifting davs beneath Lis
Orbiting castles and giants and starbeasts.
The example of how-elements of medieval fasrytales can fuse with space

adventure is immediately contrasted with the present where the speaher
describes not the astronaut's fantasies, but the reality ot his walking

on the moon:

Now he descends the steep mountain of the night
To the breathless valley of the moon; earthlight
Floods the lunar pools and craters accommcdate
The visitation of his step, his alien weight.l

MacEwen's diction draws attention to the relationship between the moon and
the earthman. In the penultimate line MacEwen says that the moon/
"accommodates" the step of the astronaut. The idea of accommodation
softens the Violence associated with the initial poem and implies the
moon's ability to adapt to a change in roles. Exactly what that change

ih role involves is indicated in the next stanza which defineé what the

"earthrise" of '"The Armies of the Moon'" means and suggests what is meant

by the word "finite'":

Earthrise is an eye beyond the blinding brim;

Past sighing miles of silence the finite children

Watch him become the satellite of his own dream 16

And orbit the white world of his youth for them. )

The children who watch from the earth are finite because they do not use
their imagiWations to watch tﬁgaastronaut; they simply observe the

reality of his orbiting and landing on the moon. The astronaut's

-t

experience is quite different; now he walks upon a world and becomes a

part of what was only a dream when he was a child. Nqﬁ that this

.

astronaut has conquered only what in youth his imagination could conguer,

A
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he must move beyond the moon, and find something else upon which his

o
'

imagination can focus:

Computers map the territories of nether suns
Where galaxies are graphic castles giants own;
Now up the weightless slopes of time he climbs
. . 17
Through vacuous doorways to the gasping dark beyond.

Here, science, represented by the computers, helps discover another
source upon which the imagination can work. Thus, rather than the moon
allowing the astronaut to see giants and castles, the computers give that
role to the territgries of nether suns. For the individual, taking the

journey to "the ééSping dark beyond"

suggests that the trip through the psyche has been a
preparation and that those who were so 'eager for white rocks
and sand/ that they did not see [the armies of the moon],
invisible and silver/ as swords turned sideways' have reached
the mental maturity to climb "through vacuous doorways to the
gasping dark beyond.' At least one sgace—man, our psychic

representative, is ready to do this,l
4

*

The main sections of The Armies of the Moon reveal the battle
¢

which our psychic representative becomes involved in prior to her step

"through vacuous doorways to the gasping dark beyond.'" The speaker of
these poems experiences the trauma associated with getting the inside’out.
She uses a variety of characters to help her explain either how sﬂe gets
the inside out, or what category she places the knowledge she has learned

in once what she confronts is externalized. These characters are both
. -

-

mundane and exotic, ranging from a Greek dancer, a seamstress, a cook,

o

sea creatures and a singer, to a buried figure at Pompeii, Artemis,
. 9 ‘ »

Lilith, Salome, the whore of Babylon, Theodora, and God. Obviously, some

characters belong to the everyday world and allow part of the process to

be expressed in colloquial language; others reveal the speaker's 2.

S

+
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acquainfance with myth and religion, and suggest exposure to and knowledge
of not one, but many theories, myths and religions. Such extensive
knowledge reflects the speaker's modernity. The speaker's allusions
reveal her exposure to the extensive use of modern transportation and
mass media which make knowledge of a variety of thev:les, myths, and
religions commonplace. Moreove;, her references to the war in Vietnam
and the bombing of Hiroshima substantiate my assumption that tge speaker
is a moder: w~oman.
The variety and profusion of alluéions means that no single
line, phrase, poem, or section reveals an abstract statement of how to
get the inside out. Yet, as I illustrated in my chapter on Jay
Macpﬁerson's The Boatman, multiplicity of allusion aléne cannot guafantee
kinetic myth. Rather, MacEwen 'has turned here almost entirely to
dramatic and indirect means. The themes of the book are’similar to those
given abstract expression earlier, but here they are for the most part
*)
presénted id“action."l9 " Thus, understanding what MacEwen does 1is possible
only by pﬁrsuing the drama, by following the speaker's journey.
While "The Armies of the Moon" implies the problems created by

’lack of perception, the speaker's personal battle seems more painful than
the given cosmic confrontation. The difficulty of the speake “lgrimage
‘~ due in part to the dramatic néture of the confrontation, and in part

~rz-relationship between MacEwen's speaker and MacEwen's'guse.‘ In

"ics, as in er pPrevious works, MacEwen's speaker is female and her
Muse is male. This Muse is a shape—changer who guides and inspires the

speaker; his appearance in MacEwen's poems is vital for, as Atwood states,

- + there is one figure whose existence is hinted at
throughout her work and who acts as a key to much of it. This
is the Muse, often invoked and described but never named; and
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in MacEwen's poetry the Muse, the inspirer of ldnguage and the
formative power in Nature, is male. - Ignore m or misinterpret
him and her "muse' poems may be mistaken for ‘"religious" ones
or reduced to veiled sexuality. Acknowledge him, and he will
perform one of the functions MacEwen ascribes to him: the
creation of order out of chaos. 20

This shape-changing Muse Suggests to both speaker and réader what must be
explored 'if order is to spring froh chaos. Often, however, the speaker is
incapable of fully understanding or interprefing what she confronts, which
in turn makes the reader's role more difficult. For example, the Muse
frequently appears in connection with language and a;phabets. "The Muse
exists both in;ide and outsiée of time, and like the letters on a page he
is'static yet in movement. . . . The Muse is always about to be interpreted:
he can never be completely deciphered."21 The speaker's difficulty in
holdiné onto the Muse, and understanding him is epitomized in "Letters of
Water" where the speaker addresses the'Muse although she cannot communicate
directly with hin because she fails to remember the language. = She begins
with "Everything I thought to tell you has become/ as worthless as an old
forgotten tongue.”22 Not oniy do remembered events have the same value

and meaning as a language no one remembers, but also the relationship .

between the Muse and the speaker is reduced to an indecipherable language;\

The lost sounds of our love

have silenced and reformed my tongue, and now ”

a silver alphabet is floating past my eyes unreadably,
for all the secret things that we used to breathe

are some strange language no more known to me.

While the speaker experiences many problems deciphering and interpfeting
the Muge when he appears in conneétion with languaéé and alphabets, his
appeafance as a singer or dancgrﬁfrequently helps the speaker understand
the process she is undergoing. For example, the Muse as a dynamic

creator-actop’appears in at least five different forms. In "The Holy i

* v K9
4 pr
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Burlesque" Laki, a performer in a Greek nightclub, gains secret knowledge
through his dancing. In "The Child Dancing'" the Muse is not a nightclub

dancer, but a child who -

danced
in the Warsaw ghetto
. 24
to some music no one else could hear

In "The Film" the Muse becomes the screen upon which the movie Y¥nfolds:

I think that when you raise your hand
against those walls
your flesh becomes a screen,
the drama unfolds
along your fingers
and across your open palm the armies run o5
and down your veins their false blood falls.

In "Credo" the spéaker defines the Muse as part of herself, and refers to

him as a Dancer: "I believe it all because/ no one can tell mé that/ the

-

Dancer in my blood is/ dead.”26 Finally, in "The Hour of the Singer,"
the speaker describes what happens to her when the Muse is caught in

mid-flight as he descends into the world:

Your life falls away from the mouth of the singer
and you are left with one song you mugt sing forever;
all you have aspired to you have already done
Oor seen in the eyes of the Indestructib BN

This is the hour when it all <alls aw-y
and you are lost in the blind mouth ¢ the sirger
and everything you ever wanted is conzained
in the naked pause between his words. *

These various appearances of the Muse, coupled with the
multiplicity of his shapes, might seem to confuse more than they promote
the reader’'s understanding of what the speaker experiences, but knowledge

i .

of the Muse is vital to the reader's comprehension of the myth which

informs all of MacEwen's work:
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The informing myth . . . is that of the Muse, author and
inspirer of language and therefore of the ordered verbal cosmos,
the poet's universe. . . . the Muse exists eternally beyond
sense, but descends periodically . . . becomes incarnate for a

time as magician, priest- king, lover or all of these, then dies
or disappears, only to be replaced by another versicn of himself.
Though the process is cyclical, he never reappears in exactly
the same form. Each time he brings with him a different
landscape and language, and consequently a different set of
inspirations, though beneath these guises he keeps the same
attributes. He is a dancer.and a singer; his dance and his

song are the Word made flesh, and both contain and create order
and reality. . . . The Muse is both "good" and "evil," both
gentle and violent, both creative and destructive; like language
itself, he subsumes all opposites. Since he is 1nf1n1te2 the
number of his incarnations is potentially infinite also.

For MacEwen, then, the Muse can offer guidance and hints, but he mﬁy
never provide absolute solutions becaﬁse he changes with each incarnation.
The Muse helps to make the speaker aware of her perceptual problems, but
the speaker must determine by herself what the consequences and the
meanings of such hints are. Thus, for much of the journey the speaker is

on her own,-and, as a consequence, some of the Muse's appearances are

—~
confusing, especially at the beginning where her trip through inmer space

first makes her dimly aware of what she does not know. Ultimately,
however, the accumulation of the Muse's clues helps the speaker dorrect—

her faulty perception.

The speaker's inmer journey consists of three major steps or

levels: first,_a series of crises, initiated by hints of what shel has

lost, causes her anxiety; second, confronting the forces of the modn in

A

the world causes her some fear, but she begins to understand the \

i
4

correlation between the war within and the war without; and third, the

speaker explains what she has experienced,‘although no absolute solutions
|
are offered. \

In "Mare Crisium: The Sea of Crises," the speaker's anxiety

e
ERARCT
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takes four major forms: fear of the unknown; fear éf the known, fear of
fear, and a desire to contain things in order that she might then know

and understand everything. The speake?'s anxiety begins in "I Have
Mislaid Something' where she '"can't remember what it is”29 that is
missing, although she thinks it might have something to do with a lost
language. She indicates a correlation between inside and outside when

she states, "I have mislaid many places/ in this house without history”;ao
her fear stems from her suspicion that she has severed connections tQ a
 history which hides within her. This fear of the unanwn surfaces again
in "Memoirs of a Mad Cook" where the speaker worries because she cannot

4

prepare food for anyone. She says,

it's so persomnal preparing food for someone's
insides, what can I possibly know »
about someone's insides, how can I presume

to invade your blood?3l

Here, the mad cook fears that she is unable to prépare food which would
pbovigg sustenance.  She is reduced to imagining "fantastic salads and
soufflés/ that will never be.”32 Her fear leads to a paranoia which
implies that she in fact seeks sanity through insanity; if she struggles
long enough, she will eventually gain the knowledge she desires.

Sometimes, however, knowledge of what is to come causes as much
fear as insanity does. Exactly/half way through thiéféection, in

"Lilith," the speaker knows that the evil associated with Lilith33 will

eventually find its expression in the world without:

Have no doubt that oneday she will be reborn
horrendous, with coiling horns,

pubis a blaze of black stars 3

and armpits a swampy nest for dinosaurs

In this instance, the speaker uses Lilith as a device to help her explain
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how what is inéide will work its way outl This Lilith lives inside,
"trying to make holes in my brain/ or come forth from my eyes,”35 and she
is associated with evil uses of language as the speaker feels Lilith's
"mindless mind within my mind/ urging me to call down heaven with a
word,”36 to belthe "crazed Salome37 who danced for blood.”38 This "Whore
of Babylon, Theodora”39 the speaker knows she will see in her dreams.

The speaker alsn fears the secret knowledge that Laki, in "The
Holy Burlesque," possesses. She fears this knowledge because it forces
her to acknowledge a part of human nature that neither she nor the other
members of the audience wish to accept. The speaker first defines Laki's
knowledge and then desg¢ribes the effect that serious contemplation of
that knowledge would have on the audience. What Laki knows is reflected

>
in his eyes,

where some primeval knowledge lingers, -
hermaphroditic dreams and Oh so lovely .as
of Sodom and Athens and East Toronto

none of us can reasonably deny.u

She recognizes that the muse, here incarnated as the dancer Laki,
provides a clue as to what kind of history must be confronted and
accepted if complete knowledge is to be acquired; both she and the

audience consider Laki an enemy and believe that, if they do not laugh at

his performance, they will be forced into confronting and acknowledging

what they cannot '"reasonably deny'":

we'd fall over backwards

into cur retzinas or our seventh orange beer A
and rise, and repossess the stage

we occupied before two thousand years.

Our lies in a blaze of orange veils would vanish : . -
and the very gods might reappear.

The many fears of things both imaginary (what seems to exist

PRIy
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only inside) and real, appear again in more general terms in "Phobos"

where the speaker fears everything, even fear:

I'm terrified of cars and planes and weather

and fear itself which only makes me stronger

as I walk like a broken child through scared streets
through the wicked rubble of unspeakable nights42

The fear and the horror become synonymous with night, and with the

darkness within; the speaker says,

I turn now, surrendering my white side
to the horror which will one day claim me

Before the’speaker decides to surrender to the horror within,
however, she attempts to overcome her anxiety by containing things. 1In
"Meditations of a Seamstress (1)," the speaker needs to create a world
where everything fits. In fact, failure to make clothes to contain her

body would cause disasters:

I know somehow I'm fighting time

and if it's not all done by nightfall

everything will come apart again;

continental shelves will slowly drift into the sea
and earthquakes will tear wide open

the worn-out patches of Asia.tH

\ In "Dining at the Sa- -in'" the idea of containment is given in
a slfghtlyadifferent form. Here the speaker attempts to gain knowledge
by devouring as much as possible. The language is colloquial and the
speaker quickly realizes that this gorging is a symptom of a differeﬁt

kind of hunger; she therefore eats in shame. By the end of the poem she

!
seems to understand why she so anxiously attempts to devour everything,

but all she can do is pray for forgiveness from the Muse:

. the organist plays those old songs we know so well
we have forgotten, and I pray to the god of men and lobsters
and all things that die and do not die
R

&4

\M.
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forgive me this second ;5
unreal. hunger, Lord of the infinite buffet

- In "The Vacuum Cleaner Dream,'" the speaker again dreams about
being able to contain the universe. But, once more the attempt to
contain fails; the speaker cannot understand the language, and the Muse,

as lover, is sleeping:

And when I opened the bag

to empty it I found:

a dictionary of dead tongues

a bottle of wine

lunar dust

the rings of Saturn 46
and the sleeping body of my love.

At the end of fhis section, the speaker imagines w@g%'message
Nshé would offer‘if she were a buried figure at Pompeii. '"Note from a
Figure at Pompeii' describes the speaker's release from fear; unfortunately,
release is found only in death because "there have been warnings/ but no
one has heeded them.”47 The "petrified awakening”u8 happens too late.

From this death thch is also an awakening, the journey
progresses fo its second stage. In "Lacus Mortis: The Lake of Death"
the speaker undergoes a series of cdnfrontations, but here she understands
more about what is happening to her. Thus, she is able to define what
she féaped aqd why, to offer examples of the internal war finding expression
in the world, and to recognize both the duality of the battle and the
nature of the war.

The section opens with "Two Aspects of the Moon" which is
addressed to the Muse and which suggests, through two definitions of the

moon, the paradoxical love-death, creation-destruction relationship the

speaker believes she has wifh her Muse. The speaker begins,
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Nor could I sometimes dare to write:
the moon was a cup from which we drank
the silver milk of night." ‘

Why the speaker cannot refer to the moon in this way she explains in the
next stanza whegre the love she and the Muse share becomes associated with
many destructive elements or forces in the world. The ""ghosts of many

martyrs moan;/ dark rain of war keeps falling,”so and the speaker says,

I witness the apocalypse of love
and understand how many died,
went up in flames 51
with an unrecordable cry.

She keeps ''seeing bullets“s2 beneath his skin, but rather than being able
to heal him, she makes worse wounds '"there where I thought a Romance lance
tore you/ just below the heart.”s3 The next portion of the poem "is
nothing if it is not a prayer"54 for those who have died; the speaker

suggests that the love between herself and the Muse must include’ the dead,

For if we can't love them in loving each other
we are unworthy of this hour and of all dawns
forever, and have no right to bear '
the proud scars of love we made.

.

~

The poem ends with another definition which more clearly points to the

paradoxical relationship between Muse and speaker which the moon embodies:

Nor could I sometimes dare to write: ;
the moon was a deadly scimitar beside your hair
and I woke with blood on my shoulder

from its sharp blade. 5®

The paradoxes suggested in "Two Aspects of the Mqon” are
expressed in many of the poems in this section. Of particulag interest
is the speaker's ability to see a correlation between what\happens in
reality and what happens in the imagination. '"The Child Dancing," fo}

.

example, describes three victims of other men's indulgence in war and

Q@
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progress. All three children have faces "as pale and trusting/ as the
w. 57 ' .
moon'"'; two oﬁ.them are characters from literature and are, therefore,

products of the imagination:

the boy with a green belly full of diprt
lying by the roadside
in a novel of Kazantzakis
and the small girl T. E. Lawrence wrote about
who they found after the Turkish massacre
'575"mrﬁa,houlder chopged off, crying:
't me, Baba!'>8
o

»

R . , _‘ |
The third™ FiSpeaker says she will not write about, lives in

the *Qo'ﬁla » /in ,‘the zar*.saw ghetto/ in his body of zjags."sg
c In””Thé'btﬁér,Underground,” the speaker takes responsibility
for much of what haﬁpens; she likens her internal Struggles to the
struggles in the world, and in the e- . she is able to define whqqthe
enemy is. She begins by asking, "who will absolve me of the crimes/
which I commit each night in dreams?"®° The question is never answered

(2N

directly; rather the Speaker says, "I am so far underground you cannot
find me;/ I fight with strange and silver armies.”61 THe "strange and
silver armies" are the forces of the moon, and the relationship betweeﬁ.

the mind, the inner self, and the moon is made explicit when the speaker

States,

You have not noticed that all wars
are happening inside my heade?

There are, however, no positive gains made from waging these ;ars.
Instead, the Speaker suggests she commits "alone,/ the atrocities of my
time"63 and uses Vietnam and Hiroshima as examples. She describes how
the war started small and inside, and how it finally ménifestéd itself in
the world without:

. . . . ‘/'J

%’( gtk L
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the midnights lit by warlight, scarlet stars,
the sheer hallucination of our wars

have somehow grown from small hurts, symbolic
murders,

and the tyranny is with us everyday

in our 4&mall cruel lies,

in our turning away from love,

and the Enemy is where he always was-~

in the bleak lunar landscapes of our mirrors.

Here, recognition that the Enemy is in the landscape of the moon and that
this landscape is within leads the speaker to confess her position: "I'm
so far underground you cannot find me,/ hating the untellable which must
get told{”65

The untellable is compared to the agony experienced by mental

patients, and thus in "A Dance at.the Mental Hospital," the speaker

likens herself to one of the inmates and concludes:

I too must clutch the world's most beautiful and evil rose
against my chest and stare, 66
and cast wild eyes upon this gathering.

Later, in "Letters of Water," the speaker confesses that

everything she has thought to tell the Muse "are languages no more known
7 . ; '
to me,"6 and in "A Letter to Charos" she asks the Muse, the "Lord of the
‘o . 8 . : . .
midnight PlVeP,"G if she has thrown her life away, and wonders "into
' . 69

whose future am I moving.

All that the speaker recognizes in this section culminates in
her ability to define the true nature of the war. Thus the final poem:of

the section ("The Telescope Turned Inward") addresses the Muse to whom

fhe speaker says;

‘Goodbye, goodbye,

the planets have resigned

and left me all alone; )
- . 0

you have ‘zollapsed to a microcosm

YO PE P
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For the speaker, '"there is no more moon”7l because all the forces which
have been associated with the moon, and with the Muse, she now realizes
are within; she has recognized and confronted her enemies.

"Lacus Somniorum: The Lake of Dreams" is the final section of

The Armies of the Moo:: here, the speaker explains her battle, and

although she offers no absolute solutions to the problem of other
individuals' inner journeys, she does describe her Muse and state why she
underwent this journey. Also included in this section is a collection of
nine poems called "The Nine Arcana of the Kings" which retells the

kinetic myth of the three main sections in terms of a héroic myth which is
identified as the Muse's dream.

The éopfusion caused by the Muse's many incarnations is
dispelled in the opening poem of "The Lé5e of Dreams." The key fo the
Muse's unity is found in %he prose poem "The Golden Hunger'" in which the
speaker calls him "composite god,”72 and "my Teacher."73 She wants to

. know how to address him‘because he is always changing, yet she also

recognizes that

.« . behind your fluid masks there is always something that
remains the same. Not a feature, but a cast to which the face
always returns. I watch your expressions change, I wait until
they resolve themselves into the face I remember. Through the
eyes of all I know one mind looks out like a dark captﬂred
animal, seeing only what it wants to see. ’

s

The paradox of being able to have the eyes of all while the mind's eye

remains limited, "seeing only what it wants to see," leads the speaker to

7
conclude, "There jis the pain of the miracle amid reality." > "The Golden

EELEACEY _):

'

Hunger" also reveals where the Muse lives when the speaker asks '"Who

wwould believe this ghost is the permanent guest of my blood?"76

Once she defines the Muse, the speaker suggests what she wants.

AN

e
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In "House of Mercury," the description of herself associates her with the
a8 p

moon and its armies. She says she wants nothing.-to do with "Things that

. . 77
speak of forests I have long since losta" Rather, she says,

Leave me be, I want to be water,

I'm trying to flow though I'm dense and Qllver
I'm trying to move a ton of metal

as easily as the sea.’8

Then, the spéaker confesses to the Muse that "you have made a glitﬁering
. : | 7

prison/ of all my jewellery,/ you knew I never wanted/ to be free." 9

Following this confession, she informs the Muse that what she is learniﬁg

- . Gy 80
"is the lust of God,/ the seas which boil in the bones." Later, the

speaker admits,

Everything would have been different

had I known it before. 7T would have had no -fear
of tunnels, thunder, wind and water, also time,
which brought me always to the brink of being
and taught me how to love, and die.

She has learned how to love and how to die because '"no one can tell {her]
that/ thé Daﬁcer in [her] blood is/ dead."82

| . :Then, just priof to the series of poems which form the final
segment of the section, the Muse, in a very uncharacteristic appearance,
speaks with the speaker. "Written After Coming Out of a Déep Sleep" is a
dialdgﬁélhhich consists of two questions and two answers. Firsf the
speaker asks, "How did I see the people of my d;;;m when my eyes were/
closed?"aa‘and the Muse responds, "You saw them with ghe eyes of your
mind."sq Then she asks, '"And now thif I am awake do I seé-hith my own
eyes?"85 The Muse answers, 'Jo. Yog,ar; the eyes of my Mind, and you
are here/ to help me see my Dream. "°® Hhé; follows is the Muse's dream,

"The Nine Arcana of the Kings."

-
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At the close of the speaker's inner struggle, the Muse

accumulates the hints and guesses he has given to the speaker, and .

presents them in what he calls his dream. This dream makes the speaker's

S

journey in inner space into a,heroic myth which gives the individual,
kinetic struggle greater universa.ity. To accomblish this transition,
“"The Nine Arcana ofqthe Kings'" is characterized by a narrative economy
which in effecf strengthens the narrative of the preéeding sections. Thg
kinetic myth of tﬁe three main sections is now shaped into a controll:
symbolic narrative which the speaker understands because she has ™
experienced the psyéhic’eQents of t! ‘.. herself.

In the Muse's dream, there s a shitt in speaker, although

except for "Arcanum Eight: The Story whs - the prince teﬂ[ﬁ his version

A\ .
of what happens, the speaker is female--the sister of the prince. Thus,

there is a correlation between the speaker in the arcana and in the ;éétk?
of the collection. The primary source for these mysteries of the kings
is ancient Egypt, specifically the reign of Akhenaton. MacEwen's

i

secondary source is her own novel, King of Egypt, King of Dreams, which

retells Akhenaton's tragic story. This secondary source peveals that the

mdjor characters in the arcana are the prince, Smenkharé, and his sister-
i . S g

"~ wife, Meritaﬁon. In féct, in "The Nine Arcana of the Kings' the only

“ deviation from the novel is the statement that the prince murders his

father the king. ‘ . e

c o,

. 3 . y . 7 .
The story, which was begun in A Breakfast for Barbarlans,a is

-
<

a simple one. The prince is married to his sister. He, the sister
believes, covets his, father's throne and kingdom. His actions lead to
his murder and embalming, but not to his actual death for he continues to

live in the afterworld. After two millenia he returns to the world which
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is a forbidden time because incest is no longer acceptable. Yet, even

after this resurrection his obsession with the king has not disappeared;

he has only internalized it, and thus at night, h- ' ¢ ns' to the king,

while during the day ke is with his sister-wife.
Yet, dhe tglﬂ goes beyond the limﬁ;ations of a simple story

. - »
merely told to entertain. For example, images such as an ankh and a

g >
béetle idéﬁiify apcientﬁEgypt as the initial time and place of the tale,
buffthé réturn.of‘the‘prince and his sister's living through the centuries
. give atimelessness to the tale and suggest its continued relevance.
Fg;thgr; the royal brother and” sister whose love-allows them to succeed

against all odds provides an heroic dimension, and the death and return

of the prince suggests MacEwen's use of Christian and Greek death-rebirth

L
myths.
Many of the revelations found in the three main sections appear
in the arcana anc ° ‘eby suggest that the tale does re-enact the

speaker's journey. For example, the brother-sisterirelationship recalls
Laki's secret knowledge, knowledge that the speaker realizes is simply

not faced by the audience. The prince becomes associated with language
in the first arcanum. His sister1§£dtes that "tgé king entered your body/
into the bracelet of his name/ and you became é living syllable/ in his
golden script."g?ngater, when the princé)dies his sister bends over him

s - : A 89
to call his "secret name whese syllables were thunder,' and, then, she

throws his crown in the river. In "Arcanum Four: The Embalming," the

sister says the prince's name "caused a kingdom's fall."90 These

3 v ,

references to language recall the speaker's earlier difficulty S
) .

ko 4, o .

communicating with the Muse whose langiage she could not remember. Afger -

©

the prince's death; the sister waits "two millenia in the housé beside
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the river”;gl two thousand years is the amount of time which has passed
since we have occupied t'. stc e the speaker defines in "The Holy S
Burlesque." In "Hypnos ‘- 2aker describes her sleeping lovbriiﬁééf
N 4
terms which sound very mucii like the sister's description of hﬁ#ﬁ?‘ad
brother in "Arcanum Four: The Embalming." After the prince dies, he

"sometimes . . . visited as bird the thirsty bed,"92 and he promises "'I

will come back in better forms than this,/ my sistér,/ but”the gates are .

; ' 9 ) . : .
hard to brealk,)’ 3 This promise recalls the numerous appearances of the
Muse throughout the three main sections. And, like the speaker whose

jewellery captured her, the sister wears "around [her] neck a neéklace/
‘ L&

J

ey s 94 . . .
of a million séﬁ?." The sister's plea and advice in arcanum two
' . . . 4
suggest that what she wants from the prince is what the speaker jn the

main sections wanted from the Muse. The sister says,

0 do not go to the king our father
but stay in this house beside the worried river;
there are a thousand kingdoms é‘ to conquer
in the narrow nights when we l%‘ together,

~and the distant king on his thin and hungrg throne
can neither live nor lie nor sing forever. CO

hEeY

Each of the allusions in the arcana suggests that the prince‘is,fin fact,
the Muse, and this suggestion becomes stronger when in "Arcanum Eight:
The Story" the prince explains why he always went to the king. ‘He 'says

it was because

his seed struggled in my reluctant thighs
and the ring on his hand was stone

and his eyes were the mirrors of the world
and he was the very lord of gold.96

In "The Hour of thexsinger" the speaker says of the Muse that "all you
have aspired’tb you have already done/ or seen in the eyes of the

. (;; .
Indestructible One."97 Thus, when the prince says of the king his father
' A

A

4
A,
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that "his eyes were the mirrors of the world" the reader immediately

3

equates the king his father with the Indestructible One, and the Muse
with the prince. Finally, after the prince returns, the sister says of

him,

your seed [is] a river of arrested time

whose currents bring the amrsed crown

forever back to the foot of this bed--

the double crown of those who wear 98
the kingdoms of heaven and hell on their head.

.

The "kingdoms of heaven and hell" recall the speaker's realiwation of the

duality of the battle she fought in inner space and which s“ejdefined in

"It Comes Upon You." "The desire for that crown (pf 'the kingdoms. of.
v [ 4 ‘

heaven and hell'), like so much of what was once explicit and external to

.. . . . 99 .
the psyche, has gone inside, exists in 'inner Space'." Now the prince's

sister asks, "why/ in your dreams ao‘you go to thei}ing, the king?”loo
The sister, although she understands much of what h“ns to ber brother
the‘Prince, remains mystified, and therefore must ask why he returns to
the king his father in his dreams.

The journey of The Armies of the Moon is both imaginary and

real, and is applicable to both all of modern civilization and the
individual. The two framing poems illustrate the clash of the imaginary
and the real iﬁ‘outep space in terms which implicate everyone; the three
main sections dramatize.the speaker's individual struggle with inner
space. The final' series of poems in the third section reveals how the

. - : .
battles in inner space and outer space are recurring agd therefore
relevant to the past, the pﬁgsent, and the future. M;éEwen's successful
blurring of the boundaries between thg’imaginaﬁy,and the real allows her
to dramatize these struggles, and sﬁe keeps the drama alive and. moving

4

e * -

& .
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toward its resolution through the shape-changing Muse who offers the
speaker hints and guesses of what she seeks. Thus, by processes similar

to the workings of myth, The Armies of the Moon illustrates how myth is

kinetic, and how modern man can use myth to explore those aspects of
himself and his universe he cannot otherwise accept, comprehend, or

master. e b e
e AN
R !
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CHAPTER 1V

MARGARET ATWOOD'S THE JOURNALS OF SUSANNA MOODIE

In a review of Atwood's Selected Poems, George Woodcock states,

"The whole of The Journals of Susanna Moodie is there, and this is a good

decision, since in fragments the work loses its mythic impetus; it is
essentially a long poem on the Canadlan sensibility refracted through

. 1 . . .
history.™ In 1977, in an article titled "The Poetry of Margaret Atwood,"

John Wilson Foster comments, "The Journals of Susanna Moodie, like

Atwood's other volumes, records how the settlers who-dared invade the
primal and aboriginal wilderness are %p turn invaded and repossessed."
Both statements %dggest-the ofganizidgggrinciple the structure, and the
theme of Atwood's volume, and although?such comments are occ351onally
found in discussions of other Atwood volumes and in dlSCuSSlonS gf

¢ %

Atwood's poetry in general, no extended analysjis of the interaction of

all three'in The Journals exists. Yet, as Woodcock and Foster imply,

delete any one of the three and the essence of the volume is diminished,
if not lost. Through the extensive use of documents, coupled with the
presentation of Moodie as Persephoﬁe, and the Triple Goddess Diana, Venus,
Hecate, Atwood creates a Canadian myth which portrays "our national
schizophrenia not simply as illness or weakneSg, but as our greatest
potential strength--accepted ang controlled it provides;the'wisaom of

£
double vision.”3 .

The Journals of Susanna Moodie (1970) is Atwood's interpretation

of Susanna Moodie's experiences as a nineteenth century Canadian pioneer -

66
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2
and is based upon Atwood's readings of Moodie's Roughing It in the Bush

and Life in the Clearings. Although Atwood says, ". . . the poems can be

read in connection with Mrs Moodie's books, they don't have to be: - they
have detached themselves from the books in the same way that other poems
detach themselves from the events that give rise to them," ™ Moodie's
books are clearly Atwo;d’s Source; they are the documents which provide
facts about Susanna Moodie's pioneer life.

Atwood, however, does not adopt the dramatic autobiographical

format of Roughing It in the Bush or ,the '"less autbbiographical and more

self—conscious”5 style of Life in the Clearings. Rather, she chooses to

recreqte the matérial from her Sources in three sequential journals. But

if ]ournals are a daily” ﬁecord of what one thinks, feels, or notices,

;

then The Journals of Susanna Moodie is not a sequence of ordinary

-

]ournals; These journals are not merely Moodie's record; they are

§ Atwood's delineation of Moodie's struggle to come to terms with herself,
with others, and with 4 new and alien land. Atwood, therefore, selects,
controls, and adds to the material in the documents as she.transforms
Moodie from &n historical personage to a heroine who is not only the
struggling pioneer, but the spirit of the land itself. | For Atwood,
~Moodle S strugg.e with her divided spirit prov1des tge dynamic impetus
necessary for her transformation. The material Atwood selects to
illustrate Moodie's struggle‘she arranges in journals which ihpqséian
external strucfure, an exoskeleton, temporally limited by the years

» Moodie lived in Canada, years which are described in Atwood's documents,
Atwood's control of the material, and her desire to give modern relevance

to Moodie's struggle however, means that the chronology of The Journals

is not restricte? by either the years covered by M >die's books, or the



date of Moodie's actual death. This extension of the chronology is
refiected in the title of the third journal ("Journal III 1871-1969")
which offers an unusual t-mporal span of eighty-eight years.

Atwood's adaptation of the journal‘provides the historical
frame for the volume. The use of the word "journal” in the volume's
title and in the *itles of the three sections implies chronology and
Atwood makes it a particular chronology by indicating the years covered
by each of the journals: "Journal I 1832-1840"; "Journal II 1840-1871" ;-
"Journal I1I 1871-1969." Atwood's choice of dates, particularly for the
first journal, coincides exactly with the years Moodie writes about in

Roughing it in the Bush, and the other two journals take up, issues raised

by Moodie in Life in the Clearings and Roughing it 'in the Bush. Thus,

the simplest movement of the work is chronological; the volume begins
with events in 1832 and progréSses in an intermittent but still line -
fashion to 1969. ' The reader's sense of chronology is given furtber force
by the ordering of the poems; Atwood arranges events inﬁ*heir order of
occurrencé. For example, '"Departure from the Bush" appears after
"Further Arrivals" becagse Moodie must be in the bush before she can
leave it. Thus the chronology implied by the adoption of a ”}ournal "
Plus the logic of chronology reflected in the ordering of the poems

creates the general shape of Atwood's book.

Roughing it in the Bush, first published in England in two
volumes in 1852 aﬂa reprinted in Toronto and Montreal in 1871, is a
series of autobiographical sketches dramatizing fhe nine years the Moodies
lived in the bush. The action occurs in'two localities: from 1832 to
1834 temporary setthmgnt was made on cleared farm land near Cobourg and

from 1834 to 1840 the Moodies lived on an uncleared farm in Douro, north iﬁ?




«

of Peterborough on the Otonabee river system. In 1840 the Moodies moved

to Belleville and Roughing it in the Bush ends with their departure from .-}&‘

the now cleared farm and arrival in Belleville. Because these sketches
are autobiographical, Susanna Moodie's presence, her sense of herself as

a character, pervades the entire work and the force of hep experiences

'dominates each sketch. '

Life in the Clearings was first published in England in 1853; a

Canadian edition did not appear until 1959. As Moodie says, this sequel

to her first book is ". . . an account of the present state of soclety in

the colony and . . . [points] out its increasing prosperity and
commercial advantages. . . ."6 Although Life in the Clear’ 75 1is

occasioned by her visit to Niagara Falls,

its chief purpogé\was to be to provide a peg on which to
hang anecdotes, mostly anonymous and second-hand . . . ,» and a
series of observations about society. What remains to be sai?
here is that the book which was the outgrowth of all these
conditions can hardly be expected to reproduce the confessional
strength of Roughing it in the Bush, any more than it can be
expected to reproduce the dramatic appeal of the earlier

~narrative of primitive struggle. And of course it does not.
. sy

“

The different styles of Roughing it in the Bush and Life in the

Clearings assist Atwood in her desire to ground her journals in history,
even though she moves beyond the confines of her document's historical

frame. Roughing it in the Bush lends itself to chronolecgical use because

of the immediacy of the action and Moodie's sense of herself as a character.

Thus, "Journal I" directly tracks the years discussed in Roughing ‘it in .
the Bush. However, beéause of the subject matter and Moodie's tendency

togbe self-effacing, Life in the Clearings does not lend itself to

chronological use. The sense of historical grounding established™ in
’ .

"Journal I" is carried over to "Journal II" which deals with Moodie's



70

life after she has left the bush; life in Canada's cities and towns is

the general topic of Life in the Clearings, but here Atwood only begins

with the years discussed in Moodie's book. This second journal ends in

1871, a year which Life in the Clearings cannot include because it was

published in 1853. "Journal II" extends beyond the loosely defined
historical boundary of Mcodie's second book. This is Atwood's first
departure from the historical colfines of her documents. The entire
third journal extends beyond the historical time span of Moodie's books.
Here, Atwood ignores the limitations of physical life (Moodie in fact
dies in the fifth poem of the section) and uses the accumulated evidence
of Moodie's thoughts, feelings, and observations to complete Moodie's
transformation and to illustrate how Moodie continues to exist in 1969.
Atwood finds in Moodie's books historical evidence of Moodie's
spl}t personality. But as an artist, Atwood is less interested in listing *
the separate pieces of evidence than in using that evidence to help her
formhlate and present her theory of what Moodie in fact represents. As a
reader of Moodie's book§&¢Atw00d learns of the difficulties Moodie faced
as a pioneer. As an aftist, she is iﬁterested in how the difficulties
affect Moodie's thoughts, : __ings, and observations. Thus, Atwood )
selects and combines those incidents from Moodie's records which generate
individual poems. In fact, Atwood's borrowings are so extensive that
detailing them will establish ghat Atwood relies less on invention than

on attentive reworking. For example, every poem in "Journal I'" échoes

one or more incidents in Roﬁghing it in the Bush. '"Disembarking at

Quebec" hn@rther Arrivals" correspond to the first three chapters of

Moodie's p96k which estéblish her arr%yal ig?Canada and her journey inland.

&

"First Neighbours" logically occurs after the Mgg?ies' arrival in the
/

b

.
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wilderness, but here Atwood combines several sketches. The poem describes
a series of incidents which point out Mrs Moodie's ignorance of life in
the bush: for burning her bread, she is "jeered at”8 by a "sgirl in a red
ta;tered/ petticoat”9 who wants her to go back where she came from;
England "had sunk down into the sea/ without ever teaching [her] about
washtubs”lo and an Indian laughs when che asks if he is drying a toad on

a stick by the fire. Moodie did burn bread, but thergfrl in the red

petticoat was not present; the incident with the washtub occurs in the

chapter following the bread burning, and, near the end of Roughipg it

the Bush, in a chapter entitled "A Change in Our Prospects" another woman,

drying a i@ad. "The Planters" opens with an image of +thre&® men weeding

not Susanna Moodie, is laughed at wheﬁ +he asks the India

L4

the few rows of vegetables which have managed to grow 'on a stumpy patch
of cleared land."ll Here, Atwood chcOses to emphasize the difficulty of
farmiﬁg by heightening Moodie's references to the'%oil involved in the
hand‘planting and weeding of potatoes and beans. '"The Wereman'" expresses
the par;icular anxiety Susanna Moodie felt when her‘husband left the
cabin; Atwood points to Moodie's fears by forcing her to coﬁtémplate the
nature of individual perception more consciously than the historical
Susanna Moodie ever did. 'The Wereman'" implicitly communicates the way
backwood;' 1life changes people like the Moodies who were of "a class
perféctly.unfitted by their previous habits and education for cogtending
with the stern realities of ‘emigrant life.”12 In "Paths and Thingscape"i
where some dream "of birds flying in the shapes/ of letters"l3 and of

. 14
"the significance of numbers (count/ petals of certain flowers)"” and

where Moodie is "watched like an invader/ who knows hostility but/ not

. v
where,"15 Atwood combines iseues From three chapters of Roughing it in

N
\r
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‘the Bush: Brian in "Brian, the Still-Hunter" dreams of the animals and
the vegetation; "The Wilderness, and Our Indian Friends" describes how
the Indians are the only people who do not get lost in the dense forest
where there are no paths, and in "A Journey to the Woods" the Moodies
¥;avel to their bush farm and a frightened Susanna Moodie says, "I gazed
through tears upon the singularly savage scene .around me, and secretly
marvelled, 'What brought me here?"’l6 ""The Two Fires " unites two

Separate scenes from Roughing it in the Bush, as Atwool 4escribes one of

Moodie's fifst experiences of double vision. he "summpryfi'a/ outside”l
élludes to the disastrous attempt to burn t- ‘1low i "Rurning the
Fallow" and "the winter/ fire inside"18 makes reference to the overheating
of the wood stove which nearly destroys th~ cabin in "The Fire.'" “When
Susanna Moodie discovers her family is to move to Belleville, ;he says,

in the second last chapter of Roughing it in the Bush, "For seven years I

had lived out of the world entirely; my person had been rendered coarse by
hard work and exposure to the Weather.”l9 These feelings Atwood heightens
in the poem "Looking in a Mirror" when Moodie states, "It was as if
woke/ after a sleep of seven years/ to find stiff.lace, religious/ black
rotted/ off by earth and the str;ng waters/ . . ./ and the sun here had
stained/ me its barbarous colour."zo The final poem in "Journal I,"
"Departure from the Bush," échoes, in both its title and the mixed

’ feeélings of relief to be ;eaving the bush and sadness at leaving what had

become home, the final chapter of Roughing it in the Bush, "Adieu to the

v

Woods."

In "Journal II" seven of the nine poems allude to inciden<s in .

-~

Moodie's books, and again, Roughing it in the Bush provides Atwood with.

" most of her material. .In fact, only two poems, "Death of a Young Son by
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Drowning' and "The Double Voice" refer to incidents in Life in the

Clearings. In "Death of a Young Son by Drowning' Moodie, who describes
her ?on's death, finds that her loss is also her gain; when she says, "I
planfed him in this country/ like a flag”,Ql she < o1 _y describes her

son's burial but claims the land for her own. In Lic poem, the

significance of the death of this son is empliuvized by Moodie's description

of the effect of the death on. her, but in Life in the Clearings the

incident is bﬁrely mentioned. In Life in the Clearings, Susanna Moodie,
when giving an account of}the swift.currcnt of the Moira river, says of
her son's death: '"Oh, agony uﬁSpeakable! The writer of this lost a fine
talented boy of six years~-one to whom her soul clave--in those cruel
waters. But I will not dwell upon that dark hour, the saddest and
darkest“in my sad, eventful lifé.”22 Atwood finds Moodie's suppressed
response inadequately c;ptures the effect of Moodie's loss; she therefore
. picks up on Moodie's use of superlatives to describe her loss, and in Iég
Journals gives this event what she feels is its proper treatmént. Thus,
what is a short and passing.referehce to a personal loss in Life in the
Clearingé Atwood turns into an important transition point in Moodie's
life. "The Double Voice" is the last poem in "Journal II'" and the only
other poem in this second journal to'méke reference to Life in the
Clearings. '"The Double Voice" also mentions incidents from Roughing it
.in the Bush. In the poem, Moodie defines the two voices which "took
turns using [her] eyes."23 Oﬁe voice '"had manners"2u while the "other
voice/wh§§mqug? knowledée."25
knowledge" clearly separate Moodie's civilized aspects (the sensitivity

and sentimentality she cah openly express about nature when the hardships

of nature do not threaten her) from her uncivilized aspects (the facts

~

The definitions of "manners" and "other S
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about the cruelty and harshness of nature she was forced teo cor . .nt

while living in the bush). Since Roughing it in the Bush pre: ~he
hardships of life in the backwoods, Atwood combines several of the more
gruesome episodes from the work to define the "other voice'; and since

: , 3
Life in the Clearings is occasioned 1 a trip to Niagara Falls which in

turn gives Moodie a chance to express the beauty of nature and the state
of society in the colony, Atwood alludes to this book for her definition
of "manners."

Three poems in "Journal iI” are presented as dreams and take up

issues from Roughing it in the Bush. ''Dream 1: The Bush Garden" places

Mocdie back on the bush\farm. In this dream, Moodie, who can "see down
. N
through the earth"26 descrfqes the vegetables growing beneath the soil.
. 4
The image of '"the potatoes curled/ like pale grubs"27 reminds the reader

of the poem "The Planters" in "Journal I." ®oth the allusion to the

garden and the allusion to the potatoes are from Roughing it in the Bush.

Here Atwood as artist has intuited the hardship of the general situation.
"Dream 2: Brian the Still-Hunter"‘takes its .le from a chapter heading

ih‘Rougbing it in the Bush. 1In the poem, the‘Still-hﬁnter relates how,

when he shoots an animal, he acquires the-animéls‘jphysical'characteristics.

In the book, Moodie describes in detail Brfian's éﬂility to hunt and her
fascination with his quietness. At one point, when the hunter tells ¥
Moodie about his life he asks, "Is God just to his créatures?"28 Invthe
poem, Atwood quotes this line. This is the only Siace f; the volumé
Atwood actually quotes Moodie. In "Dream 3: Night Bear Which Frightened

Cattle" Moodie empathizes with the bear and tries to imagine the bear's

movements. In the chapter entitled "The Fires" in Roughing it in the

Bush, the Moodies are awakened by their animals who are frightened by a o

%
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- consideration of the flow of.histofy. In "Chari&aqi“ Atw

v
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bear, but the danger does not seem too great, and, in fact, this episode.

is only a minor incident in the chapter. - Q!
. . s
I'inally, two other poems in the second journal have their R
* ) )
sources in Roughing it in the Bush. '"1837 War in Retrospect' gives an

.
account of Mowdie's response to the war; she draws a gicture of the

effect the war will have in the future rather than presenting precise

issues or describing any battles. In Roughing it in the Bush, Susanna

Moodie concentrates on her feelings of isolation and loneliness because

a4

the war takes her husband, who is a British sold . from the farm to
. * oy s . ) . e e A J
fight for the British forces. Here, Atwood che ‘ Jie's initial J
." ‘ L
personai and selfish response “to the yar‘tb a mor ..stanged and objective

‘again adopts.
T{g P . . - 4 ES » . . 2 N
the title of a chapter in Roughing it ih.the Bush, but the"poem’

L . 2
“concentrates on only the most ghastly example of a charivari given in
) W . : <
, Moodie's book. Y w
v R

In "Journal Iligbonly three ﬁbems draw on material from the
documents: In '"Later in Bellevil®e: C;}eer" the period of time suggested

by the title and Moodie's sitting "on a stuffed sofa/ in [her] own

fringed parlour"29 is the of Life in the Clearings; the allusions to the
g -
2

exchange of verses for potatoes and the ''painted butterflies/ on a sQecies
o

of white fungus"30 which were sold to get money to buy the children shoes *

are from Roughing it in the Bush. "Visit to Toronto, With Companions" is

based gn Moodie's visit to an insane asylum, which she describes in Life

in thé‘Cleafings. Finally, "Thoughts from Underground” begins with a

summary of what life was like in the bush (which is why Moodie writes
= . ,
Roughing it in the Bush) and ends with an attempt to praise’Canada (which .

is the topic of Life in the Clearings).
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> The Journals of Susanna Moodie, therefore, reflects Moodie's
.o
.hooks in t‘Q ways Fi.st, Roughing ft in the Bush and Life in the
P N
the hlstorlcal frame Wthh reinforces the chronology

Clearin ings

esfablished bygAtwood's adaptation of the journal. This historically
‘ 5

'grounded chronology functions as an exoskeleton whlch not only provides
A

.‘Il"
and an end. Second, Moodie'sfﬁersonal dramas and désoriptions furnish

v .a\%

S o
. Atwogd with the Taw materlals whlch generatewher goem. In fact, gnly

(<&
e

elght of fthe tWenty seven poems in the journa§§.aﬁe nd% baSed on the
v y

documents. » . :
» ' el : ﬂb*
_ However, whlle Atwood adopt§ the hrstorlogl‘chronology of

J
Moodle s books to establish the exoskeleton, she does not strlctly

>~ 3 *«4" \
S “xy
- .conférm to"the chronology of the materlal she recreates in the poem.
3 < .
Atwood doesJ not s1mpﬁ'reproduce he\rkéaﬁuments, her 1nterest lles in the

A

r - 3 / “

»a;xltude towards Nabture and Canadg g}lg:glscovers in Moodle s narratives.

Atwood makes this point: "I suppose ‘many of theﬁ [the poems] were

4

. i
suggested by/é;s Moodié's books, though it was not her conscioug'voice

but the &ther voice running like a counterboint through her work that . «
- N .

made the moSt‘impfeosipn on me.f'3l This is not»éimple concesslon.

Atwood's "impression" is ln faot\a critigal judgement of .her narrative

sources, aoo what she discerns as a critic, she ‘makes pse of as an ar;ist:‘

As‘cpitié,ﬂAthod's'insight is 'that Moodle's own narrative voice betrays

inconéisteopies in attltude of which the lady seems unaware., As artist,

Atwood undertgkes.xo expose ondyempoésize, fn her ré@%é.fion)of Moodie,
o, . ) . R R /

the divided consciousness thus revealed. Here is Atwood's reading of

Moodie's inconsistenci

RO
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she praises the Canadian landscape but accuses it of
destroying her; she dislikes the people already in Canada but
finds in people her only refuge from the land itself; she
preaches progress and the march of civilization while brooding
elegiacally upon ‘the destruction of the wilderne & she g
delivers optimistic sermons while showing herself td be
fascinated with deaths, murders, the criminals in Kingston
Penitentiary and the incurébly insane in the Toronto lunatic
asylum. Sfe _cg:lims to be an ardent Canadian patriot while all
the time she i standing back from the country and criticizing
it as though she were ‘a® detaahed observer, a stranger.

. o E AL . .
While these five contradiction uffi Z@okln general terms, the major
. ‘ o N
’ e

, *
Issues in Roughing it in the

»

‘% in the Clearings, they. also

” . b : w ’ - Y v‘
define for Atwood Mdodie's character and this act of def iyt ion: pr&ides
o ' N s ,

f Atcwoocl.ﬂ‘th her ceftral tas‘k',‘%tt\gb 8xploration of'the p;ychj.c conseguences

-

- i . ‘ . . Loy -
-,.p'f%ﬁood‘_i'g's, confrontatioff.-with the land gvie o o @

. - 4
.Ina l&g?“,essay orAtwood's poetry, dg};n Wilson Foster suggests

o

« J

“elfat "', . ¢ i The§Journals of Susanna Moodie Atwoed has, as ‘it'wﬁre, i

RO A
e [ 13
5
i )

J o
read between the l'in@s‘of Roughing it ip thes Bush in order to re- eate

R

the assault upon' the pioneer psychpse 3%;Al‘fhough Foster ‘correctly
, identifiéAtwdod'sﬁfheme,'Abis figure of ‘i‘eadi_ng between the lines
(IR T N . ; o _ o
S iffes her -use of ddtuments. Atwood, in fact, is offering a
, hall .

oversimplk;
&, . "% ot

cri’ticaIméading 6f"her sources; that is,_she is rea@ing not bekt'we'er'l'the
lines, but the lines themselve‘s. By s’elec;ing, r'ecombining, and
-
rearranging incidents, tonds, images, etc. from Moodiﬂe's tw? books, she
means to make explicit what she hag found to be implicit in Moodie's te)ﬁﬁs.
Dorothy Livesay believes there is a moregcpmplex interactionb’

between the poet and i)is documénts; In an essay on the 'd‘ocumentary poem, -
Livesay explains that "What ;'.nterest.s me in_t}iese developments is atdlfle
evidénce théy present of a conscious attempt to create a dialectic.

between the objective facts and the subjective feelings of the poet."su

Ix; spite =qf t‘ée fact that Livesay does not define "dialectic" and although -

¢
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“d

she is n. . discussing Atwood's poetry, her statement is helpful when
x*x ' ’ ”& v ’
Obviously, the '"ob$ective

appli~ -o The Journals of Suysann¥’
facr ve those incidents reported in
. by / w~ocod.' But it-is an act of making a critical judgement about those

books which brings into play Atwood's feelings, and this critical

judgerent is expressed in Atwood's desire to capture, and in an important

'

sense, expose Moodie's divided spirit. The dialectic finds,its shape -

oodie's books and directly borrowed

from Atwood's conscious attempt to dramatize the implica%ions of Moodie's .

contradlctory attitudes by us1ng 1ncfﬁents from“the documents to

.

substantlate her view. Thus in lpe Jog#&g}s of Susanna Moodie®, tHe

dlalectlc is the reworking of’ orlglnal materlal to empha51ze Atwood'

po

major insight into Moodie's con5c1ousness, and thls %elatlonshlp between

-

_Poet S Pperception and facts upon which it works allows Atwood to move
o o

g?;yond the confines of her historical frame and make hérself the medium
e . ' J Cos fo.

: . . kg
through which Susanna Moodie is brought ba&¥ to life.

[

i

P Atwood thus recreates Mrs Moodie in a very literal sense.
: . 1 _ )

Atwgod not only revives Moodie's voice in the twentieth century, she

.‘éi’?

gives expressiop to what had been submerged in the retord of the nineteenth

century voice. While Moodie's confrontations with the land and the

-
eo le She meets there form the\éub ect of Atwood's: book twood uses
Bec ple he m ] | A
1
‘what she sees ds the consequences of those confrontat;ons to move the

¢

reborn Moodie beyond the boundarieg of history into the realm of myth.

Atwood suggests that this is the case when she states that this split in

attitude towards Nature and Canada is not confined to Moodie: M. . . what

struck me most abéut this pefsonality [Moodie's]_was the way in-which it
35

reflects Mpny of “the obsessions still with us." The reflection is made

even more precise. Atwood states flatIy that "the nation mental ‘=

vy 3

)
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illness . . . of Canada is paranoid schizophr‘enia"36 and in the following

sentence she states that "Mrs. Moodie is divided down the middle.,"37 "
Such jux x;vos“ition makes Moodie not only part of a pattern, but the.
embodiment of the pattern, and, therefore, exploration and explication of
Moogie's "illness'" becomes® exploration gnd explication of Canada's
"i.}@eés." Moodie can no longer be d‘éfined simply as ‘histor‘ic personage;
she has become, in fact, the're‘p/r“esentative of the Canadian psyche. As o

';"}; critic, Atwood discerns Moodie's '"illness'; as an artist, she exprjesses

’ that illness by recreating the Moodie persona &s a voice progressively

more self-aware. It is a curﬁls and effective fusion in which the self-

.":-"f:_‘,\n‘. . “f
Ng.w;j awareness comes to be shc’gr‘ed.»by Moodie, Atwood, and the reader as it is
PRV onr
. exprq§sed, ~» Thus 1s*lood1e tﬂrn from hlstor‘lcal pe‘i*sonage to &~ '
_ o PPN
representative heroine. ' ’t A ' - ' .

In the short, untitled poem which prefaces the journals, Atwood

describes the manner of Moodie's imaginative"rebirth:

I take this pictPre of myself
- . . and with my sewing sclssors °
gy cut out the face.

. . »
’ Now it 1s more accurate:

. whgre my eyes were,
° every- ;
. . N -~
. . ‘ thing appears
- v ~
. . 4

The,poem appears prior to the firsgt joﬁmal and is not, therefore, to be
.- A .
cons&dgred part of Moodie's journals. But it does indicate something of
LA AP e
the complex1ty of the relatlonshlp between Moodie and Atwood. Because

¥ -

Atwow the creator of the journals, and because she wi‘shes to give
A voice to a previously unexposed atﬁitﬁde in Moodie, she undergoes the

operation described above which leaves a_ blank where her face and her
. - ‘ ' ,

&S
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eyes were. A%woo cannot merely present material from Moodie's books in

‘

exactly the same ay it appeared in the books because such a presentatlon. $§,
would not expose the—‘ttltude in Moodie whlch is of greatest ;pterest to

Atwood. Yet she cannot speak entirely in her own voice, she cannot even
\

intrude as herself because, if she does, the ]OUPnila ceape to be Susanng
4 ‘ H
Moodie's. Atwood must, however, select, shape, and control both Moodle s

P ~ (o700 )
material and the materlal she, Atwood; ‘adds in order to make Moodie's , ®

transformation complete. Atwoo& thérefore‘yants to show how she sees
- . 3.

what, yoodle é&w, only mqre clearly, and she wants to keep the advantage
R

of living in the,twentleth‘century so that she can see what Moodie sees

after her transformatlon 1s complete Thus, the void created by her
9 _ AN = 2

every / thlng," or, -more spec1f1cally, by the

operation 1s"reg%§
L]

scenes which make up .the journalssng;wood makes it ¢lear that what she
. 3

offers is nNot herself but the encounters and responses experienced if not
3

Lo
v

always understood by Susanna Moocie, plus Moodie's responses and

experiences‘after she dies. By substltutlng scenes from Moodie's llfev
- » ' ’ ke,

for her own eyes, she simultaneously adopts the Moodie persona and

accomplishes the rebirth of Moodie's originally incomplete consciousness

while she retains control over the material. 9

o Once Atwood's imaginative sthnce affirms Moodie's rebirth,

Atwood .can recreate the original incidents, confrontatlons, and responses

L] r

JSom her perspectlve, whlch of course, is Moodie's perspectlve of renewed

/.
undersxandlng. The structu#e 9€§£hé jogphals is thus de51gned as a

o, -

&

particular orderlng or, mare properly, reorderlng of experience in orderY
£

to show the steps by wh;ch Moodie would have, or could have, ar should,m
. ) ’ -{
have, CO%F 5 the awlreness with which Atwood can now endow her. The

e

sequence of the’ poems is not, therefore arbltrary, for each suggests a
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step in Moodie's transf rmaztion. 1er development of an awareness. To

“further assist in the de!in .on of the steps in Moodie's transformation,

* b‘

Atwood. presents Moodle in three d1st1nct stages, almost- as three separate

personalities, egch one-of Whlch corresponds to one of the three journals.
: 5w 7 o

These personalities are reprgsented by the Triple Goddess, Diana, Venus,
- - 40 : oo . ,
- ™Mecate. In Survival,”Atwood explains this goddess's role:

. 4 B : I ‘ . 3
* . Robert Graves, in The White Goddess, divides ¥oman into threé&

» " mythological categories or Idemtities. First comes the elusive
o Diana,or Maiden figure, the young girl; next.the Venus figur

’ goddess of love, sex and fertlllty, then the Hecate figure, i'

called by- G%aves the Crone, goddess of the underworld, who

‘ \%gf presides over death and has soracular powers, In Graves' '
: myxhology, the “three phases together constitute the Triple
‘ . @ddess," “viho is®tHe Muse, fhe -inspirer of poetry; she is also

; - Nature, ) goddess of cycles, “and seasons.- "Hecate, the most ‘Q
’ ..forblddlng ‘of *the three, is only one phase of a cyclei she is

not 51nlster when V1ewed as part of a process .
The first phase.of the cycle, represented by Diana, corresponds to

~ s

"Journal I" where Moodle is-a young woman, a chsSte maiden who resists
beooming part of “the land: The third phase corﬁgsponds’fo ”éﬁghnal I1Iv,
here; Moodie'becomes Hecate, the 'goddess of the underworld ;ho presides
over the‘deadv In~ﬁdoﬁrnal II,"showever, the correlation between Moodie
-and the second phase rephesented by Venus breaks down. In Survival, |
Atwood-says that in Canadian-literature, "There isle.notable absence of
. Venuses."l+2 Atwood’'s Moodie follows the usual pattern, then; she

" .wirtually misses the Venusthsse, as she struggles with her love-hate

[N

relationship with the'land. Yet, because Moodie clearly is Atwood's Muse,

" the persoh who inspires Atwood to write this volume of poetry, and

because Moodie becomes pert of the land, actually becomes Naturey Atwood's

T

‘Moodie corresponds .to the combined three phases which constitute the
. > ’ - s

Triple Goddess. The phases of the cy¢le, plus the particular associations
\ “.‘ ‘ ’
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of the Triple z:ddess help Atwood transform Moodie. Moodie becomes what
the Triple Goddess represents, and thereby evo&ves to a status which is
more than that of the historical peréonage Atwood first discovers in her

. _ " 7
documents. The Moodie revealed in Thé”ﬁburnals, however, represents even

more than just the Triple Goddess. In her manifestation as Hecate,
Moodie's classical counterpart is also Persephone, which accounts for
Moodie's ability to liwe undeﬁgroundband to appéar periodically in the
world. Each persondlity from mythology suggests to Atwood particular
characteristics which she then gives to Moodie. Once Atwood endows .

Moodie with these characteristics, the transformation from historical

bPersonage to repreisxtative of the Canadian psyche is much easierfﬁgr
. - * B 2

Atwood to illus

- "Journal 2-1840" presents Moodie's jmmediate experience of

the land. "Disembarking at Quebec" explores Moodie's acute and sudden

o B , e
sense of alienation from several perspectives. She first becomes aware

that appearance sets her apart from the land: A
e ‘

"4 a

Is it my clothes, my way of walKing,
the things I carry in my hand

--a book, a bagwith knitting--

the incongruous Pink of my shawl

T
. o o s 43 .
- - this space cannot hear

ﬂﬁ%gﬁ . ’ _ .
Then shé”speculates that it might be her own inner condition which turns
* .

thev"promised land" into a kind of northern hell:

or is it my own lack

of convictioen which makes

’these v{stas of desolation, - -

long 'hills, the swamps, the baann sand, the glare

of sun on the bone-white . \
-driftlogs, omens of winter, ot : N
the moon alien in dax- T \

time a thin refusal®

. -
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These two questions pit Moodie against the land. But because these first
responses are qQuestions, she is obviously trying to define and understand
Y

her p031t10n Unfortunately, these explorations fail to supply positive

answers, especially when she b‘ws the reactions of the other 1mm1grants

The others leap, shout -
Freedomt* : .

"
i
- ¢ "

Moodie alone seems unable to share this perspective; in fact, when she
. %)

turns again to the land, for others the source of freedom, she can only

sense her exclusion: 3 -

Thd moving water will not show me
my reflection.

- the rocks ignore.
I am a word
in a foreign_language.

w

46

Loy

Moodie's first encounter with her new)home accentuates her lonellness,
she simply feels there is no place or no space for her,
The rest of the poems in thls first journal explore her -

experiences as an ignorant and allen 1mm1grant/ploneer and, at the end

1

of this section, Moodie Still can feel no ties to the ~% . For example,
"Further Arrlvals” takes Moodie into the bush. The alienation felt ip

the beglnnlng is now reinforced by an isolation whlch Moodie likens to

darkness and 1gn0rance.

-

s -

[we] entered a large qarkness.J

v ’ ~
It was our own 47 . S
ignorance we entered.

This stripping away of the "civilized/ distinctions" 48 flrmly keeps the

problem inward. For the immiéranfs, the movement into the w1lderness

M .

becomes a movement into the self which q@n no longer be deflneq,hy

' . . Y

o
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B
‘JH . 8. W .
N ’&‘ previous knowledge. This is especx&g true for Moodie who says, "I have

49 . . .
LA not come out yet" and who describes her lghorance in terms of fear of

the wild:

My brain gropes nervous
tentacles in the night, sends out
fears hairy as bears,

demands lamps; or waiting

&

* for my shadowy husband hears 5
malice in the trees' whispers,

Moodie now acknowledges, however, that if she is to accept and understand
' »

the bush she needs "wolf's eyes”';Sl although Moodie says she is still

ignorant, :she intuitiveiy knows that -if a kind of metamorphogis were -

possible, she would gain, companionabie knowledge of the w-ods. This"

owled
butr withheld reflection of hersel¥ in the
e . 4
river. Now she says, "I refuse to look in -a mirror";52 she will not

¢
sense of what companiomjg

gmld.make possible leads Moodie to

reject the previously d%”

definebher presence by observing a reflected image of herself, Although
Foster is generally correct when he states that "Atwood's poetry is
filled with reflective surfaces--mirrors, eyes: glass, photographs. 'Tho;?
suggest how we merely 'surface'—lfléé;h éiaiéﬂzr cast,reflecfions-—‘
through life, rarely penetrating‘behind or belowx”53 his statement

. . lignores an important implication of the mirror image in "Further Arrivals.'
Here, Moodie's refusal to look in a mirror mplles a refusal to accepi
mere sur¥ace. d{bls involvement with areas below surfaces recalls the

3

Previously sta€3d need for metamorphosis ahd"suggeéts a desire to -
¢« penetrate both her ignorance and the‘wilderness; However, this refusal "

L :

to accept surfaces 51multeneously fﬁrthers her feellngs of total -

exclu31on, she will not ‘define hersgelf by her appearance because she
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. Y Co. '
wishes "to see/ the truth”s and yet she is fearful of the land which

*
might reflect a new image of herself, one unconditioned by her previous

understanding. The complexity of her position she implies at the end of

the poem in a definition of the wilderness:

Whether the wilderness is ' .
real or not 55
depends on who lives there. :

This is the first instance in which any positivé feeling for the

wilderness has filtered through Moodie's : lntensely egocentric response to
the wild. Because this is the first tlma,Mgédle has suspended her

defensive reactions to the bush, this deftuhxlon weakens what has hitherto
. ' "\~“, h ""\r .
been an almost total re]e on of the bushnghy

-
- \ o 4

her ignorance clears the-way for her to "seefl
La . o

1e 's ac?twwledgement of

!, ) -u')’ \
'_Qut 3‘ojud1ce, without
‘il

the preoccupying clutter of habit and English'conventlon. Her,attempt to

~

see what is there in the new environment is also partly the result of her
¥,

fear of the alien and allenatlng bush. Presumably Wparadoxmally,.h

this fear is the cause of a new attentlvenejs to that which is feared,

and thus the dual response, the first concrete step. in Atwood's development

d A
an integration of personality and land. '
Y .

of Mrs Moodie's diﬁ'{ied conscj,ousness,@'pps toward the possibility of

The next three poems concentrate on Moodie's response sto the

people she encounters in the bush. Her sense of isolation is somewhat

“ ~ -
- *

relieved, but her sense of alienation is as strong as ever. For example,

9

in "First Nelghbours" the Indians and the people Moodie"lives among prove'”

' R

that whether or not the wilderness is real is indeed dependent on who

¢

lives there. Others seem to cope well and this only strengthens Moodie's

fanth L

o

sense of alienation. The people who inhabit the area are "unforgivingly/

revious"56 not because, as Sid Stephen says "those neighbours are not
P ) g

4

.rl/"‘f
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7
really there at all,"5 but because they have learned the ways of the

wilderness and speak a "twisted dialect to [Moodie's] differently-/ shaped

ears"58 which allows them to laugh at and cheat her. She says she "tried

to adapt,"59 but now she finds people as well as the land alien to her, *
and concludes that '"prediction is forever impossible.”eq “r

In "The Planters" Moodie believes the settlers are able to work

so hard because they ignore the facts and believe only that Canada is the

promised land. Because Moodie does not "pretend this dirt is the future,"61
and because the land cannot hold that illus%on'for &er, she again sees’
herself alienated from both land and pebpl%&; In fact, the land becomes
¢ o
an enemy which tries to capture, 1nvade, and possess her. Moodie clearly
Rz
understands that the illus1on of grandeur is the only barrier between the
land and all tBe people; stlll, she is the one who acknow&edges the power - R
of the land
! If they let go * -
of that illusion solid to them as S shovel .
. ( : .
‘open their eyes even for a moment N
‘to these trees, to this particular sun
they would be surrounded, stormed, broken ' R
in“ upon by branches, root:, tendrils, the dark .. ,
side of llght ' : *
as I am. _—
oY r - e

Once Moodie has explored the perspectives of others, once she defines her

alienation in terms of people and thelP response to the land she returns
S/w

- f

tg~her‘cqns1deratlon of the bush.
"Paths and Thingscape" contrasts theSe people to whom the land

gives sigﬂs*ﬁith herself who is : ’ , ' ’
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_.'\ . watched like an invader
“who knows hostility but

not where63 .

At the beginning of this poem, Moodie defines the signals which she

cannot interpret

Those who went ‘ahead

of us in the forest

bem‘he early trees

so tRat they grew to signals:

the trail was pot
among the trees but

'~ the trees

3 e

hn& there aré'some who have dreams .

of birds flying in the shape

of letters; the’sky's . e

codes; ’ -
and dream also

the significance of numbers (count

petals of certain flowers )t

Mqodfé feels she is fspinvader because she cannot distinguish the
, cos B it ‘ o

. . N . R s ) . . < . . . .
trees wlhich mark the tp&ll‘from the trees which. are growing in the woods,

because she does not know the significance of the bird formations, and

because the number of petals on certain flowers means nothing to her.

THis ddes.not méan, however, that she wishes to stay the inyader; in faét,

7

e ¥

“in the -final stanza of the poem, Moodie clearly States her desire to form

a union with the land:

When will be
that union and each
_thing (bits

“"of surface broken by my foot ;
step)®will without moving move
- around me o ST

into its place

At the end of "Paths and Thingseape' Moodie finds herself in a

frustrating‘and_confusing predicament. Because she fails to understand

«
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nature's signals and codes, ‘She feels she is an invader, yet she also
desires what she now sees as an inevitable union with nature. This
situation marks the second concrete step in Atwood's development of
Moodie's divided conscgousness. Earlier, Moodie's fear had droused a new
attentiveness which led to her close observation of those who inhabited
the land. Preciself what was feared was unclear; she was generally
anxious about how to cope with a land and people foreign to her. Now, as

she returns to her consideration-of the land, she realizes what she fears;
A
v .. , .
she identifiesg tﬁ3 cause of her anxiety as the lan® itself and sees union

with the laﬁg%as the means to dispel h&r fear. Unfortunately, defining

2

+he. fear is not enough. , ,
~ . . .
Now what she fears is clear to her, Moodie's major problem is¥

14

how to break nature's code--a code which because it is fully developed by

e : v
P . LV . ' . -
the’' time she arrives in the bush functions as a barrier to rathgr than a .

‘ -

key. to her understanding and her unipn. Thus jsMoodie must dfscover some

N

‘way of returning to the time when tﬂe early trees were bent tb grow to .
Signals so that she can learn and grow with the signs. In "The Two Fires,"

fire effectively solves this difficulty by destroying the hature growth.

~

Moodie's survival necessitatgs a new beginning which, at least potentially,

will make her part of the young and growing environment.
s’ R .
¢
In the poem, after her account of the fires (one outside in the
-forest, and one which consumed the cabin) she concisely defines her new

position. . _ .

1

- Two fires in-
formed me, <,

(each réfige fails
us; each danger
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left charred marks
snow around which |
try to growﬁb

Her next taskh js to discover it the potenticl vrowth 10 realiced.
’ Moodie dues growy in tact, she reaiizes che had Feen growing
all along, hut not quite in the way she expected.  Tn "Looking 1n A
Mirror" Moodie, for - the first time in seven years, looks at her retlection

and.compares her remembered image to whdt she sces now.
4

It was as it T woke
after a sleep of seven vears

to find stift lace, religious
clack rotted

off by earth and the strong waters

and instead my skin thickened 67 ‘
. . . b
with bark and the white hairs of roots

She further particularizes her physical transformation--her fingers are
. . _,68 . . '
"brittle as twigs" and her eyes are "almost/ blind/ buds, which can see/
. 69 " . . ., 70
only the wind. Even her mouth cracks '"open like a rock in fire as

. . . 7 . .
she tries to ask "What is this?" 1 She is a tree and is duly shocked.

Initially, Moodie believes that the fires bring a renewal of a
cycle which will give her access to nature's codes. But, when she looks
in the mirror, she discovers that union with nature means becoming na..re,
that her physical ‘growth appears to be complete; she is a tree and she is
startled by her transformation.

‘Qhen Moodiezfirs% arriv~d = the bush, she refused to look in a
natural mirror for fear the land would reflect a; unfamiliar image of
herself, and obviously she was right to be afraid. This fear, rooted in

a mode of expression brciynt with her from England, has now been defined;

Mrs Moodie has become conscious of a new, or at least a different, image
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ot herself; she has given 4 voice to the wilderness. The problem now is

how to continue to express a . nsciousness which Engli®h habit and
convention does not even acknovwiedge.  Moodie does the only thing- she can
--she analyzes her life in the bush in terme of the Imige she sees in the
mirior, -

* However, as an artist who must control Moodie”

growing awareness and as an artist who wishes to reveal
divided consciousness, Atwood's problem is more complicated than he:
persona's, for she must make both reader and Moqéie aware of a change in
consciousness, a change which is not only natﬁral and logical btut which
also fulfills Moodie's desire to hLecoma part of the land, while not
‘ntally eliminating either her fear or her previous understanding of
he :elf and the land. Atwood solves the problem by using two mythic
natt:erns, one of which brinys Moodie to a new level of consciousness and
viile which transforms Moodie int: her ~nvironment.

Atwood's iritial problem is to make Moodie constious of the
fact that her desired union aiready exists--at least physicaliy. To
accomplish this shift in consciousness, Atwood has Moodie liken her seven
years in the bush to a long sleep from which she awakens. The simile is
an apt one since in sleep consciousness is nearly suspended, and awakening
tc ..nd a desire satisfied, as both Campbell and Frazer point out, 2 is,
in myth and fairy tale, a common consequence of sleep, particularly a
protracted sleep. Thus, Moodie awakens to find that physical union with
nature has been accomplished. To make this point clear, Atwood transforms
Moodie into a dryad, which makes her the environment she has feared for
so long.

While Mrs Moodie is horrified to discover she is a tree, she
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does admit the truth of her change:

(You find only
the shape you already are
but what ’

1f you have forgotten that
or discover vyou

73
have never known)

Once tue mi- 1orces Moodie to see what she already is, she cun descrile
not only how she becamc the tree but also the consequences of being the

environment.

"Departure From the Bush" begins with her metamorphosis:
N
I, who had been erased \
by fire, was crept in
upon by green
(how
_ lucid a season)’

This transition effectively makes Moodie capable of being lived in,

capable of being invaded. As she says, P

In time the animals
arrived to inhabit me,

first one
by one, stealthily
(their habitual traces
burnt); then
having marked new boundaries
returning, more
confident, year
by year, two
by two75

. . 6
However, Mrs Moodie "was not ready/ altogether to be moved into." She
accepts what she is but at this time does not know how to cope with the
consequeﬁces of her change; as a tree she lacks sufficient roots to hold

up her cluttered branches:

—
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A
They CQNI\ \(:l,l 1 fag
too heqvy: * mjght
capsizey "

Now Mrs Moodie, who identified hé?&&*f #ith the land she once feared, is
afraid of what is inside her and ahe AnQE gggim discovers that her
conventional knowledge féils her. "1 ¥§2 Vot Completed; at night/ I could
not see without lanterns.”78 In g V¢/y el Sepse, her previous
understanding of the animals both éd\//E yed gnd frighten her. Earlier,
fear of the environment led to a pev Jktganvene 2 which brought forth

her first dual response. Now, fegy wf tme animsls, their invasion,
potentially leads to an attentivengsy Vhicﬂ wPUld again expand her
understanding. Unfortunately, this g@thtial iy unrealized; Moodie is
saved from confronting this new feal thﬁ ¢he and her family leave the

bush:

The slejigh AaQ 3 f&llef
its track lengtnena &@hqndx
pushing me towapd ¢l sity

and roundlng the f&/5t hdlls T was

(instantaneous) 49
unlived in: they p/ﬂ~¢oﬁe

However, Moodie cannot forget the gﬂiMJQS4 Apd thus, at the end of this

poem, she laments their departure:

There was somethlng tN%l glMost taught me
I came away not having tyrfeq - 8 ‘

\

Moodie again expresses a double respoqy% Y0 hef situation. Because she
fears what'she does not know or unda?s@ﬁnﬁ, sh# Tinds relief at being
able to return to an environpent sha QAAS anYeyStand, but, at the same
time, she regrets not having learned Wpﬂt £hy 4Nimals almost taught her

and she cannot ignore being drawn toway% YpaY ¢Nvironment which constantly
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causes her fear.

"Departure M the Bush" closes "Journal 1" by reporting the
trip which takes Moodig ©ut of the bush and back to civilization. By the
time Moodie leaves, shg Usalizes that her attempts to resist the lush are
not only futile, but ajf® updesired; she finds that she does not want ‘o
stop being invaded by ¢P® 1and. Moodie has begun her change from .
innocent and chaste Digﬂa to the elderly crone, Hecate. Thus, once she
returns to civilization, Moodie cannot forget her experiences in the
backwoods, and, therefur®, "Jouyrnal IT 1840-1871" furthers‘her mental
acceptance and understgﬂding of the land through reflection, meditation,
and dream. Moodie's con“®ntration on the land prevents her development
as a Venus figure; she i° so preoccugied with understanding how the land
invades her that she becPMeg capable only of evolving from maiden to crone.

Similar to the Shding of the first journal, "Journal II" begins
with a trip. In "Death 2% a4 Young Son by Drowning," death and burial
create a physical bond £OF Moodie; she gains, imaginatively and in
retrospect, the roots spf lacked at the end of her life in the bush.

First, she emphasizes hg¢f brevious detéchment by describing her son's
final journey aé "a voygg® of discovery/ into the land I floated on/ but
could not touch to claimf”&l Then her attachment to her son is stressed
by her summary descriptjd™ of him as "cairn of my pléns and future
charts."82 Finally, whev her son "was hung in the river like a heart"
he becomes the source of life for the land. Thus, when his body is

retrieved, Moodie is suqd®Mly aple to "see" and "feel" the land:
P
It was spring, the sun kept shining, the new grass
lept to soliqity; 8y
my hands glistfNed with detajls.

.
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The retrieval of the body is a rebirth, but not the rebirth of her son;
rather the return of the boy to his mother initiates the beginning of the
natural cycle; for Moodie the body brings with it spring; the land is new,

reborn or at least renewed. Her hands fglisten with the details ..f her

son's voyagd, not with her old dreams. Now, her floating ends.
AN

After the long trip I was tired of waves.
My foot hit rock. The dream sails
collapsed, ragged.85

Both mother and son have been on voyages--the son into the land, the
mother floating on the Jand with the son representing her cairn, her
landmark. When the son loses his life, Moodie's éairn is no longer simply
a landmark; it is-a memorial and tomb which her foot hits. 'Thus, the
plans and charts of her voyage Eecomg part of the land. With a defiant
act of claiming she says, "I pla;ted him in £his country/ like a flag.”86
Her voyage ends ﬁith a burial which places her charts in the land; her
future is rooted in the land.

‘ The abrupt and unexpected intimacy with the land, precipitated

By her son's death, triggers Moodie's conscious review of her life in the

backwoods. Her earlier acceptance of physical characteristics similar to

o
- “

the land's is simply communicated through/metaphors; Moodie uses these
metaphors to explore the psychic consequences.of her acquired affinity,
and thus the second journal completes the awareness begun but only
partially expressed in the first journal. |

In order to integrate the metaphors of physical change and the
character's mental éwareness of the consequences of that change, Atwood
chooses to make Moodie consciously re—expgsience certain of the situations

.
she physically endured in the bush. For example, in "The Immigrants" she

\
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new recalls the mixed feelings

v
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she had as an immigrant. Although at the

beginning of this poem Moodie is an observer, she senses how the
r

immigrants hold fast to their illusions ("They think they will make an

. 87 . .
order/ like the old one'") and tersely states how life in the bush

erodes not only their illusions but also their former pluce in the old

order:

-

Mt always they are too roor, the sky
is flat, the green frujt shrivels

in the prairie sun, wood is for burning;
and 1f they go back, the towns

in time have crumbled, their tongues
stumble among awkward teeth, their ears
are filled with the sound of breaking glass.

Such contemplation stimulates Moodie's memory and creates a bond between

herself and the newly arrived immigeants. As she anticipates the course

of events, her thoughts become

more personal; she says "I wish I could

forget them/ and so'forget myself.”89 " She cannot of course, and so this

poem ends with a definition which metaphorically makes her mind a map

traversed by featureless immigpants: .

my mind is a wide
across which move
arrows and dotted
people in railway

their heads stuck

pink map

year after year

lines, further and further,
cars

out of the windows

at stations, drinking milk or singing,

their features hidden with beards or shawls

day and night riding across an ocean of unknown
land to awunknown land.$

Thus Moodie again makes herself the environment, the land travelled and‘

<

explored; she allows others to invade her as she contemplates their

journey into the land. In the

¢

next five poems, Mrs Moodie meditates

upon events which occurred while she lived in the bush.
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The events which Moodie explores in these poems fall into two
general categories. Three poems ("Dream 1: The Bush Garden,'" '"Dream 2:°
Brian the Still-Hunter," and "Dream 3: Night B;ar,Which Frightened
Cattle") are concerned with nature and two poems }”1837 War in Retrospect"
and "Charivari") ére concerned with history. The dreams do not appéar
consecutively; rather, "1837 War in Retrospect" appears, between dream one
and dream two, and ”Qhé;;;ari" appeafs between dream two and dream three.
In the dreams, Mré/;oodie confronts first the land, then a hunter who
beéomes the animal he hunts, and finally a bear. In the historical poems ,
Mrs Moodie defines first what she believes will be the ultimate
significance of the War of 1837, and then why the participants in ‘and
reporters of the charivari need pay attention to the charivari. The
dreams reinforce for Moodie the centrality 5f the natural cycles, whi;e
the historical‘poems illustrate the rélative unimportance of chronological
events. :
For example, in her first dream Mrs Moodie returns to the bush
garden which hgd "gone to seed."gl By animating the fruit and vegetables,

-

she is able not only to penetrate the surface but to identify the action

she sees taking place. She

{ could see
the potatoes curled
like grubs in the soil
the radishes thrusting down
their fleshy snouts, the beets
pulsing like $low amphibian hearts

By making this act of growing more animal, Moodie sees th% gathering of
the fruits in a new way. When she bends to pick the strawberries, she is

dismembering a living creature:
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When I bent
o to pick, my hands

came away red and wet93

AN
"The reluctance to become actively involved with the land which

characterized "Journal I" is in the dream replaced by Mocaie's

responsibility for bloody harJesting. This does not imply that .he fully
comprehends the action, for she merely reports what she dreams; she

offers no explication:

In the dream I said
I should have known
anything planted e
would come up blood]“

Moodie eXperiences, even though she does pot understand, a mythic insight
[N

P . . 9 ~ ’
celebrated in Dionysiac rituals. > N

Following this first dream, Mrs Moodie contemplates, from the
perspective of her experience in the bush, the ultimate position war will
have in history. Here, the immediate impact and importance of war is

reduced to unclear memories and a child's drawing:

-+« . this war will soon be among

those tiny ancestral figures )

flickering dull white through the back of your skull,
confused, anxious, not sure any mote

what they are doing there

or crouching within a rough grey

- crayon diagram of a fort, ' : '
shodting at each othery, the smoke and ged fire
made actual through a child's finger.9

t

The overwhelming impression is of the relative unimportance of history

which Moodie defines as "that list/ of ballooning wishes, flukes,/ bent
times, plunges‘and mistakes/ clutched like parachutes."97 Hiéfory is

inconsequential because it is linear (”rolling itself up in your head/ at
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one end and unrolling at the otper”)g8 and therefore does not affect the

vitality of the natural cycles. In her first dream, Mrs Moodie was

them, but, here, Moodie recalils a situation she is familiﬁ}:with and

"because she understands this area of experience she can. dy“ﬁ&ss
PRV - , . Y\\\

~

T

:l- . v»\ i );’.,'

judgement on the significance of the war, : .ﬁ N \#5
! 4. et R ' . ( .
In her second dream, Moodie describes a Eqn&nbntarlon with the

. s . Ly Y .
still-hunter who identifies with anlmals.L,ﬁDream 2: PBrian the Still-
! \:1 .
Hunter”'depicts her encounter with the hunter who, when he hunts,

~

: ' .
virtually becomes the animal he shoots.

every time I aim, I feel
my skin grow fur
my head heavy with antlers
and during the stretched instant
the bullet glides on its thread of speed
my soul runs innocent as hooves

N

In the poem, how the metamorphosis occurs and its consequences are
explicit. Brian experiences identification whenever he shoots an animal.
+
But the hunter, Moodie observes, undergoes involuntary metamorphosis; he
has no control over the change which happens "every time" he aims, His
e w L w 100 .
Justification, "I kill because I have to s does not seem to satisfy
. ‘ . . . ,101
him and when he looks up after asking "Is God just Z;[hls creatures?
. : ' 02 . o
and after stating "I die more often than many," oodie sees '"the white
. . . 03
Scar made by the hunting knife/ around his neck.”l Here, because Mrs
Moodie is not an active participant in the metamorphosis, she does not
confront the animals and their response to both the land §nd the hunter,
‘but she does observe the ¢ fficulties experienced when a man suffers

identification with the animal he kills. As in dream one, Mrs Moodie

fails to comprehend the point of the dream and thus she does not comment
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upon the scene she describes; rather, she simply states

When I woke
1 remembered: he has been gone

uy
twenty years and not heard from.lo

Through her meeting with Brian, she learns of the quandafy faced by the
hunter: he must kill to survive, but he also feels he is a murderer, an
intruder who disrupts the natural cycrﬁ/;;‘the animals.

In "Charivari," the poem which appears between dream two and
P

dream three, an American lady tells how a black man was murdsred during

a charivari. This lady who is ignorant of the intimacy of violence
'

illustrated by Brian distances herself from the action by merely reporting
“the incident and by adding, with the old ﬁgetoric that Mrs Moodie might
have used fresh from England, that she "thought it was a disgraceful )

piece/ of bus1ness."l > Mrs Moodiey—after quoting what the American lady —
o » f
said and after reporting the lady's response, criticizes such a stance.

rl

This c¢riticism, contained within brackets and given in the_.form of a note,

cautions the readen about the dangers of calmly accepting the American

.

lady's pesition.

(Note: Never pretend this isn't
part of the soil too, teadrinkers, and inadvertent
victims and mu.ere-s, when we.come this way

again in other “orms, take care .
to look behind, within

where the skeleton face beneath

the face puts on its feather mask, the arm .
within the arm lifts up the spear:10¢

Mbodie now applies what she has learned from the still-hunter; she
suggests that both positions (the American lady's and those who took part

Ain the charivari) are two sides of the same coin, that as well as man's
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civilized side there is also man's primitivism. Although her advice is
\ \
. . " . w107
to recognize both aspects and to "Resist those cracked/ drumbeats and

0 . . - .
""Become human,”l 8 she implies, through the use of '"when,' that similar

destruction is not only possible but inevitable.

In "Dream 3: Night Beér Which Frightened Cattle," Moodie
displaces herself from the images of convention, from the lanterns which
she had earlier required to see anything, from those who "laughed, safe

with lanterns/ at™she kitchen door,”log and places herselr in the area
oo, . - .
"beneath stories," 7} imagining the actions of the bear who frightened

the cattle: ~
N

~
N

I lean w1th my feet grown lntanglble
because I am not there

watching the bear I didn't see condense
itself among the trees, an outline

————————FteR"yeus—as-an echo *”

o

but it is real, heavier
than real. .

it absorbs all terror

it moves toward the lighted cabin
below us on the slgpe

where my familyZgathers

~ a mute vibration Ea531ng
between my earsl

Unlike the still-hunter's unpleasant and involuntary identifiéatian wifh
the animals, Mrs Moodie willingly projects herself; she imagines the
movements.of the bear rather thantsimply fearing the actions of th&‘
unseen creaturef

The dreams help Moodie to overcome her previous fears; the

confrontations  awaiting her but which she could not face while in the

bush take place in the dreams. This means that her memories of the past
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are not simply memorles of her alienation and isolation. Mrs Moodie,
however, does not immediately offer an explicit statement of her

‘ . / . N I3
acceptance or rejection of these confrontations; she reports the dreams
but offers no interpretation. 0On the other hand, "183) War in Retrospect"
and '"Charivari'" are characterized by Moodie's criticism of actual

-

situapgons, and her judgements indicate a retreat from the importance Qf
history, patriotism, and conventioéal morality.,

Precisely how much effect the dreams have had is éot revealed
until the next poem ”The Deaths of the Other Children" where Moodie
defines the power of the wilderness. Here, she explains‘how "The beody

dies/ little by little/ the body buries, itself/ joins itself/ to the

loosened mind, to the black-/ berries and thisfles."ll2 The body & final

resting“place is, of course, the grave whlch Moodle describes as "the

shallow/ foundations of our former houses,/ dim hollows now in the sandy
soil. nil3 After she questions whether she has spent all these years

y
"building up this edifice/ my composite/ self this crumbling hovel, "ll

Moodie defines how her "disintegrated children"ll have become ' art of

the land which reaches out for her too: ’

Everywhere I walk, along
the overgrowing paths, my skirt
tugged at by the spreading briiers

they catch at my heels with their fingers116

Here, Mrs Moodie acknowledges that in the end the land will win because,
when the body dies, it is buried, it disintegrates, it becomes part of -
the land.’

Throughout the second journal Mrs Moodie confronts the land

and herself. Once she more fully understands what has taken ﬁlace in the
: ’
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bush, she can Interpret the nature of her dual response to nature and
Canada. Thus, the final poem of "Journal TI" defines, as its title
suggests, "The Double Voice":

Two volices
took turns using my eyes:

One had manners,

painted in watercolours,

used hushed tones when speaking

of mountains or Niagara lalls,

composed uplifting verse

and expended sertiment upon the poor.

The other voice

had other knowledge:

that men sweat

always and drink often,

that pigs are pigs

but must be eaten

anyway, that unborn babies

fester like wounds in the body,

that there is nothing to be done

about mosquitoes
Clearly, the voice that 'saw through my/ bleared and gradually/ bleaching

. ) . ,118 . .
eyes, red leaves,/ the rituals of seasons and rivert is the voice
brought from England, a voice which ignores the hardships of the wildernes.
and sees only the beautiful. . :listic side of nature. The other voice
which "found a dead dog/ jurilant .ith maggots/ half-buried among 1.
w119 . . . 3
sweet 'peas is the voice 7 'wn »om her by the wilderness; the
observation of the grandiose is .wuplaced by observation of the minute, of
the specific processes which make up the life cycle of nature.
Atwood's definition of the double voice completes what the

animals of "Journal I" could not. The process was perhaps simpler than
Moodie expected; what was required was greater attentiveness to what

happened around her. She discovers that the civilized voice, cluttered

by illusion and expectation, prohibits the confrontation necessary for R
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the other voice to tind Its expression. .

As Moodie moves closer to death, she acquires a stronger
attachment to the land she will eventually be buried in. "Journal 111
1871-1969" takes ﬁer through old age, to death, through buyial, to her
final resurrection as the spirit of the land.’ The transition from maiden
to crone is complete; Moodie-Hecate hecomes goddess of the underworld.
Her eventual resurrection, her return to above ground, associates her
with Persephone. This association emphasizes Moodie's duality; her\
acceptance of the land which she feels she must now defend causes her
return to the city to warn those who live in this concrete jungle that
they too must eventually be returned to the land.

The civilized voice which had prevented her initial acceptance
of the land now seems to be trying to erase her past and this she resents;
thus as death approaches she frequently expresses her desire to be part

-
of the land in order to preserve her past. However, the poem which opens
this third jourﬁ;l is perhaps Atwood's weakest. Here, the transition

from the last journal and the connection to the previous poems are poor. g

"Later in Belleville: Career' is a paradox which attempts to suggest how

»

while in the bush Moodie was able to use art to alleviate some of the

hardships but while in the town art has no use. The career suggested in

the title does not exist. The beginning of the poem specifies Moodie's
¢

activity while in the bush:

Once by a bitter candle

of 0il and braided

rags,> I wrote

verses about love and sleighbells

which I exchanged for potatoes;



104

in the summers 1 painted butterflies

on a species of white fungus

which were bought I he tourists, glass-
cased for English pariours

and my children (miraculous)
i8]
wore shoes. -

Then, this artistic and purposeful activity is contrasted with Moodie's

present passivity:

Now every day

I sit on a stuffed sofa

in my own fringed parlour, have
uncracked plates (from which I eat
at intervals) 191

and a china teaset.

To this point, the poem's progression is fairly clear: while Moodie
lived in the bush her artistries served a purpose, but now that there are
no hardships there seems to be no need to write or, to paint. The
concluding stanza ("There is no use for art.")lQQJfails to make Atwood's
point clear. Because of the period which ends the stanza about her
present inactivity and because the concluding sentence is g complete
stanza, it is not obvious whether*the final stanza merely comments upon
the présent or whether this stanza is méant to qualify the whole poem.
Too many questions are left unanswered and thus the reader is left
uncertain as to which situation Mrs Mooaie prefers.'”Not until the next
poem does the reader learn the direction Moodie chooses.

Moodie's attention‘tu?ns away from acquired comforts to herself
and more and more she defines herself in terms of natural images. For
example, in "Daguerrotype Taken in 01d Age'" Moodie, for the second time
in the joﬁrnals, +00ks at her own image; but this time, she looks at a
pPhotograph and no£ into a mirror. And for a second time, she is shpcked

at the image:
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I know I change
have changed

but whose is this vapid face
pitted and vast, rotund
suspended in empty paper

) : as though in a telescope

23
the granular moonl :

When Moodie turn: from the photograph and goes into the garden, she

continues to describe herself in terms of the moon image.

I re&olve among the vegetables,
my head ponderous
reflecting the sun

in shadows from the pocked ravines
cut in my cheeks, mX eye-
sockets 2 cratersi?

Her paths, however, tie her to the earth and, finally, in her attempt to

2

cope with approaching death, she defines herself as ""being/ eaten away by

light.123

This idea of herself as an integral part of nature is extended
into the poem "Wish: Metamorphosis to Heraldic Emblem" where Moodie
suggests she will not simply cease to exist when she is buried. Rather,
as the title suggests, she will become the figure on a coat of arms of

the country below the groﬁnd. She describes what she will do and how she
will look:

I will prowl and slink
in crystal darkness
among the stalactite roots, with new
formed plumage .
uncorroded

gold and

Fiery green, fingers
curving and scaled, my
opal
Soome 128
eyes glowing

B}

e



106

Moodie's wish is both her first direct statement of a desire to bhecome
the figure who represents life underground, an' her fir.t claim of kinship;
the beast is in fact a totem, a declaration of khinship expressed by the
emblem of a clan or an individual. Moreover, the use of heraldic emblems
is a familiar means of identifying those entitled to armorial bearings
and, thus, Moodie claims her ties to the underground (she will not hecome
the beast until she dies) in terms which her conventional mode of

A
expression both accepts and understands.

This feeling of kinship increases as Moodie ages. Indeed,
acceptance of nature and of the country of her final resting place
characterizes the remaining poems. In "Visit to Toronto, With Companions,"
Moodie and three friends visit a lunatic asylum which consists of three
floors. Two of the floors are inhabited by inmates whose actions
illustrate two possible responses to the progress represented by Toronto.

. " . . ogle7

The first floor, where "there were/ women sitting, sewing who '"looked
s 4128 . X

at us sadly, gently,/ answered questions, is for those who passively

accept where they are and what has happened. On the second floor, the

women are more savage; they were ''crouching, thrashing,/ tearing off

. . w129 cp s .. . .

their clothes, screaming, as_1if in active defiance of and in protest

against their state and place of existence. Neither of these floors

seems to have much to do with nature, but the third floor, the place Mrs

Moodie is loath to leave,\bas a natural setting: "It was a hill, with

4,130
boulders, trees, no houses.!

Observance of the inmates on the first
two floors ﬁust be endured before Moodie can find the peace offered by
the third floor. Her companions are.disinterested in this final floor
and urge Mrs Moodie '"to go out/ to where there were streets and/ the

Toronto harbour";l3l she declipes:
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I shook my head. There were no clouds, the flowers
deep red and feathered, shot from among
the dry stones, '
the air
was about to tell me 32
all kinds of answers

Thus, Moodie refects her friends and the civilized sites of the city in
-

order to learn what the air was about to tell. She has in effect
ascended from the first floor to the third floor as if she had to endure,
if not understand, the responses of .the quiet women on the first floor
and the savage women on the second floor befdfe she could find any peace.
This third floor room is "a differen% kind of r‘oom"133 in which unblemished
nature is raised above the progress of civilization as represented by
Toronto. Because this is the highest room, Moodie's acceptance of what
is there is the greatest form of insanity to those who praise Torogt;, to
those who have constructed the asylum. Her rejection of the city suggests
she’ voluntarily commits herself to the asylum which houses tg;se who wish
to embrace nature and reject progress. Moodie's rejection of the city is
her last defiant action before dying, for in.the next poem, she is on her
deathbed. ’

In "Solipsism While Dying" Moodie contemplates herself as if
she were the centre of life, as if she were the only knowable, or only
. existent, thing. As she reviews her life, she considers what various
parts of her anatomy have contributed. She begins with the skeleton, and

the production of flesh she describes in terms of her response to the

land.

enemy
opposing, then taken

for granted, earth harvested, used

up, walked overt3 : N
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Next, the sounds produced by her ears declare her reluctance to hear what

sounds were actually being made.

what I heard I

created. (voices
determining, repeating 135
histories, worn, customs

Then, she takes responsibility for hi;:cngations:

the mouth produces words I said I created
. myself, and these
frames, commas, calendars
that enclose me

3

Although words create that which encloses her, hands make tangible all

within the enclosure:

the world ™ouched

into existence: was

this cup, this village here
before my fingersls7

Moodie effectively suggests that through her skeleton, her ears, her
mou*th, and her hands, she has created the earth, perpetuated histories and -
customs, created herself, and touched into existence all that is within

her world. Finally, when she considers her eyes, she declares an end.

the eyes produce light the sky
' leaps at me: let there be

the sun-

set138
Clearly, everything fimn . source in her; her overwhelming impression
is that she began it 21l < T major concern as she is about to die is

Whe  will they do nc.
that I tra- all 139
depend_ng ~ e di .appears?-

After Moodie's death, s: - explal: :, frc~ two perspectives in
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two different ﬁbems, her responses to Canada. In "Thoughts from Under-
ground,'" Moodie explains how she began to acquire her double feelings.

She begins with her arrival:

When I first reached this country
I hated it 140
and I hated it more each year

Moodie then describes the hardships she and her family endured both
summer and winter. She explains, however, that what should have caused

her joy does not:

Then we were made successful
and I felt I ought to love
this country.

I said I loved it
and my mind saw double.l4l

The Moodies' success-is associated with their 1ife in Belleville. Mrs
Moodie attempts to love the land by praising the signs of civilization
apparent in the cities. She tries to convince herself that she should

love it because

due to natural resources, native industry, superior

; penitentiaries 1492
~— we will all be rich and powerful

Her attempts to convince herself fail, and she concludes her thoughts by

saying, "(though it [Belleville] is st{&l no place for an english
gentlema\n)."lu’3 )

Moodie has another voice, however, and this voice, which reveals
her ties to the land, surféces in "Alternate Thoughts from Underground." °
Here, Moodie hears the footsteps of those above the ground, '"the
inheritors, the raisers/ of glib superstructures."luu What this part of

Moodie prays for is the destructjon of steel and glass: 'O topple this
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glass pride, fireless/ rivetted babylon."lu5

Moodie's prayer is not directly answered; rather, Mogﬁke becomes

. L6 . .
one of the '"stone/ voices of the land,"l and, though she is "unrisen

yet,"l“7 she does define her apocalyptic vision in terms which clearly

define her association with Nature:

@
v

god is not
the voice in the whirlwind

god is the whirlwind
at the last

judgement we will all be trees
[

1u8

In the final poem of the collection, Moodie makes her appearance.

As the previous poem suggests, she now identifies herself with the land,
, / »
and she believes that the city cannot totally overcome Nature. She,

therefore, says,

It. would take more than that to banish
me: this is my kingdom still.l¥

She acknowledges that the people in the city are as confused as she was

before she became one with the land:

ﬁight now, the snow
is no more familiar
to you than it was to me:
this is my doing.
i The grey air, the roar
" going on behind it
o9 s 150
are no more familiar.

Moodie's description of herself brings to the foreground her association
~with Hecate, and her determination to destroy buildings suggests that,

like Persephone, Moodie brings with her the renewal of the land: -
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I am the old woman

sitting across from you on the bus,
her shoulders drawn up like a shawl?
out of her eyes come secret

hatpins, destroying 151

the walls, the ceiling.

At the end of "A Bus Along St Clair: December," Moodie states why she

has returned:

Turn, look down:
there is no city;
this is the centre of a forest .

. 152
your place is empty

Her warning to those who live in the city implies that what was her
.personal struggle is, in fact, their struggle also. These people must
écknowledgé that«they will eventually notxé%ly confront the land but also
become part of it. / _ ) .

i ‘In The Journals of Susanna Moodie, Atwood combines her skills

as a critic and as an artist to create a myth which she believes defines

the nature of the Canadian péyche. Atwood's extensive use of documents,
. ’ G )

combined with what she finds to be important characteristics of Moodie's

counterparts: in Classical mythology, work to transform an historical "

L .
personage into a character meant to represent the state of the psyche of

all Canadians. While her general statement about Canadians' ‘"paranoid
schizophrenia" is, I believe, questionable, Atwood, thfough transforming

Moodie, does successfully turn what she originally identiﬁiéd as Moodie's

. .. L :
personal struggle into a hati.:al concern.



CHAPTER V

MICHAEL ONDAATJE'S THE CGLLECTED WORKS OF BILLY THE KID
-

In 1970, the same year that Margaret Atwood published The

Journals of Susanna Moodie, Michael Ondaatje published The Collected

Works of Billy the Kid. Unlike Atwood who found her subject within

Canadian boundaries, Ondaatje chose his subject from south of the border.
4

Atwood's book results from her desire to expose Canadians to Canadian

myths:

Ondaatje's book is a natural outgrowth from his love of
Hollywood (and Italian) Westerns: among his favourite films
are Sergio Leone's mythic Once Upon a Time in the West, and
Arthur Penn's contribution to the legend of Billy the Kid, The
Left Handed Gun. (Ondaatje's book is subtitled 'Left Handed
Poems"'. )L

twood creates and promotes a mithology which has its roots in Canadian
history; Ondaatje embraces an émerican outlaw-hero. But the major
difference Setween these poets is one of source and not one of intention.
Each attempts to move his subject beyond the limitations
imposed gy.history; their interest lies not so much in historié fact as
in the psychic motivations of the subject. History does, however,
provide both poets with facts to which they react. Atwéod learns about

Canadian pioneering from the first hand accounts of Susanna Moodie.

Ondaatje learns about Billy the Kid by reading and by watching biographies

based partly on fact and partly on fiction. For Atwood, Susanna Moodie's

books remain her only sources of historic facts; several kinds of

biographies are Ondaatje's sources. Through reacting to these documents,

-

112
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the poets discover a.way to transform their characters from historical
personages to major characters in their newly created myths. Atwood
discover's a tension between Victorian conventions and Moodie's personal
feelings. Her exploration of this tension generates three sequential
journals which interpret Susanna Moodie's experiences as a nineteenth
century Canadian pioneer; by the time Moodie surfaces in the twentieth
centu;y, she représents what Atwood believes to be the general condition
of the Canadian psyche. Ondaatje finds that authors' attempts first to
establish and then to sustain Billy the Kid as a legendary hero result in
Billy's personal résponses and beliefs being overwhelmed by their
manipulations and selections of/events and language which serve only to
justify their belief in Bil}{y's heroism; in these accounts the Kid's
personal voice seems missing altogether. Ondaatje's exploration of
- Billy's image as it is developed within the documents genérates'a version
of the legend in which the way Billy perceives reinforces his established
status as an outlaw and an outside{. By "the time Ondaatje offers his
work to the public, Billy the Kid i; not only an outsider, but also an
artist who, through speaking for himself, reveals his inner thoughts and
emotions. Atwood finds a submergeq,voice'in the recorded voice of Mrs
Moodie; Ondaatje offers yhat seems to him a more authentic voice to

S

replace the one attributed to Billy in the records of others.

In The Colleéted Works of Billy the Kid, Ondaatje suggests the

problems which he has as an artist by transforming Billy the Kid from
legendary hero to representative artist; thaf:is, by making Bilily his
surrogate, Ondaatje is able to make generalizations about his profession.
Ondaatje is not a chronicler, but én artist who discovers in Billy's

legend characteristics which Ondaatje himself equates with the
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characteristics which define the artist. 1In order to transform Billy and
to express his discovery, Ondaatje provides the Kid with a voice which
captures both the essence of the legend and Billy's artistic abilities.
He develops two narrative strands which, through their interaction,
simultaﬁeously sustain Billy's‘legendary status of outlaw-hero and provide
a new dimension to the legend byAmaking Billy an artist. fhe narrative
strand which sustains the Kid's leg Eixxﬁstatus is concerned primarily
with Billy's public imége; th other étrand~with his private self.
Through his selection and re-ordering of haterial from the documents,
Ondaatje perpetuates Billy's public image; thrgggh examples of Billy's
interaction with friends, and through the poems, the sketches, and the
song with which Billy is credited, Ondaatje creates the Kid's private
image. Documented evidence gives access to Billy's public personality;
invented evidence to his‘personal life. In order that the public.image
and the private image may be identified as parts of a single, ihtegrated
personality, Ondaatje interrupts the chronology of the material from the
documents with the Kid's expréssion of his‘social and domestic experiences.
These interruptions aléo help to illustrate how tne way in which Billy .
: <
him§elf perceives life is compatible with history's association of
Billy's image with violence and alienation. The fragmentatién caused by
these interruptions is accentuated by Ondaatje's adoption of a fragmented
time scheme which allows him to éoncentrate on Billy's perception and on
the violence and alienation associated with that perception. Thus, bqth
Ondaatje's critical insights and his creative inventions shape his boék.
As crit;dﬁand artist, Ond;atje is iﬁfePESted'bOth in what

historical reports, whether true or exaggerated, have ignored and what

they have defined. As critic, he notes that, in the process of creating
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the legend, authors must convince readers of Billy's heroism and that,
therefore,‘they tend to depersonalize the Kid's life by not letting Billy
speak for himself, As artist, Ondaatije makes use of his discovgry‘by
providing Billy with his own voice and by perpetuating the legend but

+

also adding a dimension. In his book, Ondaatje hint§ at the nature of
: / )

his interests when Billy defines what The Collected Works offers. Bill}
T

says,
Not a story about me through their eyes then. Tind the beginnihg,
the slight silver key to unlock it, to dig it out. Here then

is a maze to begin, be in.

-

The material which precedes Billy's statement makes it obvious to the

reader that The Collected Works is not simply another biography or another

stor from people who knew Billy. The Kid implies that the reader will
not Le entertained without having to do some work for himself. Billy

goes on to define the type of maze the reader will encounter.

Two years ago Charlie Bowdre and I criss-crossed the Canadian
border., Ten miles north of it ten miles south. Our horses
s* epped” from country to countr&, across low rivers, through .
different colours of tree green. The two of us, our criss-cross
like a whip in slow motion, the ridge of action rising and
falling, getting narrower in radius till it ended and we

+ drifted down to Mexico and old heat. That there is nothing of
depth, of significant accuracy, of wealth in the image, I know.
It is there for a beginning.

Billy's illustration of what the book offers is préb;ematical unless the
reader realizes that this example ‘defines what the book does by using the
same method as the book, &hat is, Billy, #&s he rrequently does throughout
the book, desgpibeé an episode in his life in. his own words. His
language, particularly his suggestion that the y@ndering back and forth
across fhe border is whip-like, bétrays the violence which characterizes

P

his life; his suggestion that the "ridge of action" rises and falls

-~

.



116

reflects the alternation between violent outbursts of energy and periods
of calm which characterize the book, and the narrowing of the "radius

till it ended" suggests how the rising and falling action ends only when
Billy is killed. Billy drifts "down to Mexico" at the end of the episode;
in Ondaatje's book, there is, after Bii&y's death, a comic book episode
set inhMexico. That the example, like the book, is a maze is indicated

by the way Billy presents this episodé. The reader finds no obvious way
to énter, to "be in," because the Kid offérs no place of entry; he herely
criss-crosses without stating where he begins or where he ends. The book

also works this way. Ondaatje's fragmentation of the time scheme,

-

o

combined with the interruption of Billy's public image by poems and
sketches which reveal his private self, prohibits the linear development
normally found in the chronological methods of the biographers. The

Collected Works disrupts linear development; it moves or progresses in

ways similar to the whip-like criss-cross. over the border; Billy's public
image on, say, the American side, his private self on the Canadian side
results in a figure of Billy who is somehow more complete than the images
presented in previous biographies. Because Billy offers this maze early‘
in the book, his apparent dismissal of the entire image ('there is nothing
of aepth, of significant accuracy, of wealth in the image") strikes the
reader as true, but once the book has been read and reread, the passage
becomes more important; it, in fact, becomes 'the slight silver key"

- Billy mentions in his introduction to the example. Billy's illustration,

then, offers a metaphor for Ondaatije's method in The Collected Works.

Like Atwood's The Journals of Susanna Moodie, Ondaatje's The

Collected Works of Billy the Kid is dominated by a single controlling

voice. But, unlike Atwood's development of a single narrative strand

1
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which naturally évolves from her giving expression to Moodie's submerged
voice, and which gradually reveals Moodie's divided consciousness,

Ondaatje offers two narrative strands which define Billy’s public image

and privatersezf not through the gradual revelation of each image, but
through Billy's tenuous, control of energy. This tenuous control Ondaatjé
belie;es is iﬁplied through the impression of Billy which the public
accepts, but it is also caused by the way in which Billy perceives.
Therefore, one narrative strand works to reinforce the public's establiched
impression, while the other strand complements this impression by
illustréting how Billy, as an individual, sees and interﬁrets life.

The narrative éfrand which sustainé Billy's public image is
characterized by borrowings from documents. Through his selection and
reworking of documented material, Ondaatje'retains those elements of
Eilly's image which are developed and nurtured by legend. Ondaatje
realizes thaf&his "documents" at least partially break their historical
confines, and he is most interested in thoée aspecté of’%heée documents

where this severing occurs. For example, his major source, Walter Noble

Burns’' |- = Saga of Billy the Kid (1926), glorifies the life of Billy by

combining an element of fact with - -ories which are not verifiable; that
is, while Billy is an his?oriéal personage who was intimately invoived 0
the history of the American southwest, Burﬂs' narrative is characterized
by deécriptions qf Billy and versions of storigg/ébout Billy which
exéggérate the Kid's role in history, and about which‘an historian would
remain skeptical. As Burns' title suggests, he presents a story of Qhat
he believes are Billy the Kid's heroic deeds. Because these deeds are
associapea with a particular period of American history and because the

events contain an element of fact, Burns' book presents what is properly
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called the legend of Billy the Kid. Thus, for Ondaatje the documents
provide him with an image of the Kid which is more than hiétorical, but
less than mythical. As part of a legend, Billy retains his connection
with history, but his image is shaped and definéd by the authors who
write about him according to the conventions of fiction. What Ondaatje
understands is that to create a myth in which Billy is the central
character, he must somehow break the Kid's ties to a particular aspect of
American history without destroying Billy's legendary . :tus of outlaw-
heﬁo and outsidé;._ Ondaatje wishes to add to, not take aQay from Billy's
image; he wishes to nourish the legend.

X BecausevOndaatje is concerned with Billy's created image, his
berrowings are not restricted to the simple reproduction of some of the
more notorious events commonly attributed to the Kid, although Ondaatje
does have Billy teli‘about the manhunts, and the consequent deaths of Tom
O'Folliard, Charlie Bowdre, and himself. Rather, to complement Billy's -
status of outlaw-hero as it is revealed in such stories, Ondaatje adopts
certain éonventional approaches and techniques, virtually ignores the

Kid's involvement in the Lincoln County war, includes character references

for both Billy and Pat Garrett from people‘hho knew both men, and répeats

7" the judge's verdict when Billy is convicted of murder. Because these

»

episodes appear neither in a single,

b L

self-contained block nor in a

chronological sequence, Ondaatje'§‘£6difications and placements of this

‘material need closer examination if the full force of Billy's public

image in The Collected Works is to be realized.

Ondaatje is aware that the simplest way to sustain Billy's
status. is ¢o adopt certain conventional approaches and techniques. Thus,

the manhunt, the deaths of Tom O'folliard, Charlie Bowdre, and the Kid

b
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are told, but not from the traditional omniscient point of view. Billy
speaks in the first person. In presenting these stories, Ondaatje both
follows the lead of earlier writers by creating his own "facts" and |
adopts certain fictions perpetuated.by Walter Noble Burns in The Saga of

Billy the Kid. rfor example, Ondaatje lists only twenty people killed by

the Kid, rather than the traditibnal twenty-one. In the opening story
which describes Tom O'Folliard's murder, Ondaatje's&description of
Azariah F, Wild's participation in the murder is entirely invented.
Finally, near the end of the book, Ondaatije invents his own version of
Billy's death. He has Garrett crawl in{o bed with Pete Maxwell before he
shoots Billy in the head. 1In Burns' book, Garrett moves from a chair to
the floor as he shoots Billy in the heart. In some other sentimentalized
versions, someone else actually dies in Billy's place and Billy escapes
to Mexico with his sweetheart. Like Burns and others,‘bndaatje adopts
the image of Billy as victim, whicﬁ means that Pat Garrett is a villain
who kills O'Folliard on Christmas.u' Ondaatje adopts these conventions
and techniques which give him license to change or retain "facts" about
Billy's life for the same reasons Burns and other biograﬁhers chose these
methods: to select, to rework, and, if necessary to chaﬁge "facts" in
order to present material in the most convincing manner.

Ondaatje, therefore, makes major changes in his presentatioﬁ of
the traditional stories. First, Billy recalls the events and describes/
them himself. Second, because Ondaatje includes only episodes from late
in the Kid's life, his stories appear much earlier in his wofk than they
do in Burns' book. For ‘example, Ondaatje's.first traditional story is

about Tom O'Folliard's death; this murder by Pat Garrett does not occur

‘until more than half way through The Saga. Third, Ondaatje's selections
g g :
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delete most every story in which Billy kills someone. Burns, on the

other hand; constructs elaborate justifications for Billy's murders. By
leaving out the murders the Kia commits, bﬁt inéluding the manhunts for
Billy, Ondaatje succeeds in making Billy appear a victim of Garrett's
cold-blooded revenge. And fourth, Ondaatje divides stories; by separating
" the beginning of the story from its conclusion, Ondaatje is able to

create more economically the same kind of suspense that Burne creates

with a succession of stories which keep the reader wondering what will
happen next. For example, Ondaatje begins the episode at Stinking Springs
on page twenty-two. Bowdre is shot, but Billy, Wilson, and Rudabaugh are
still in the cabin which is surrounded by Garrett and his posse when
Ondaatje ends the account. The’conclusion>to this story is not given
until page forty-eight. Thus, the reader must wait fwenty—six pages to
find out what héppens to the Kid. For the details which make up these
stories, Ondaatje relies on Burns, although he does occasionally add

details of his own.

N
Perhaps more interesting than Ondaatje's reproduction of these

episodes are his borrowings from Burns which sustain Billy's public image
in ways which the stories by themselves cannot. These borrowings are
cast by the poet into three forms which, in their variation from the
originals, suggest something of the license Ondaatje exercises in order

i

to create a particular image of the Kid. The Source of these comments
‘Ondaatje identifies as Burns' The'Saga.5

Ondaatje's inclusion of Burns' report of Tunstall's death is
important to Billy's image as a victim. But, because Ondaatje wishes to
break Billy's ties to a particular period of history, he is éareful not

to include any mention of the connection of Tunstall's murder with the
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Lincoln County war. Thus, while Ondaatje agrees with Burns' conclusion
that{ in this instance at least, Billy is a victim of the violence of
others, he does not wish this episode to be uaed to justify Billy's,
involvement with the war, and, therefore, only includes the description
of Tunstall's death. He also Places this comment rather lafe in his
book. Ondaatje's stance and his pPlacing of this episode late in the work
both diametrically opposes Burns' reasons for including the event and
disrupts Burns' chronology. For Burns, the Lincoln County War and
Billy's involvement in it are essential to his justification of Billy's
status.as victim. Because Billy was young when the war was waged, and
because Tunstall's murder provoked many of the murders Billy committed
later, Burns places Tunstall's murder near the beginning of The Saga.
Moreover, since Billy's }art in the murder was that of innocent bystander,
the‘Kid cannot be held responsible for creating the violence. Burns,
therefore, does'his best to create hostility toward the murderers and to
create syhpathy for Billy. Ondaatje, on the other hand, offers numerous
examples of Bllly s v1olence prior to the suggestlon of a ]ustlflcatlon
for such violence. Moreover, Ondaatje further complicates the way this
episode suggests héw Billy's vlolence is justified by the manner in which
he introducesTﬁhis passage. The introduétion.says, "A motive? some
reasoning we can give to explain all this violence. Was there a source
for all this? yup--"6 As occasionally occurs in the book, the '"we" makes
identification of the speaker difficult. Because Ondaatje presents this
book as if it contains only Billy's work, the first assumption would be
that Billy introducesAthe passage, but this assumption fails to justify

the use of "we'". Indeed, the "we'" sounds like a more distanced view than

Billy's, and, therefore, the second assumption would make Ondaatje the
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speaker. If this is the case, then Ondaatjé, through using the plural
pronoun, implicates the reader in the justification; the use of the "we"
suggests the reader's, that is the publib's, acceptance of Burns'
justification. Because Ondaatje edits Burns' report, adopts Burns'
colourful and dramatic prose, and reprints the passage in italics, he
implies éilly's Qictimization while 5ot making: Billy explain himself, and
he leaves open to debate precisely the question of who takes responéibility
for this explanation. While Oﬁdaatje wishes to emphasize Billy's
innocence, the placing of the passage more than half way through his book,
combined with the rather diémissivg "yup" which eﬂds the introduction
also suggests that Ondaatje is skeptical that the events associated with
tﬂ&s period in tﬁe Kid's life and Burns' psychological explication fully

2
justify Billy's violence.

In other instaﬁces, Ondaatje's borrowings rely not so much on
examples which gain their power through Burns' persuasive language as
through the authofity a chﬁgacter automatically has pecause he, or, in
these cases, she, kﬁew the(Kid or Pat Garrett personally. Ondaatje,
therefore, borrows portions of what Burns presents as character references
in order to either inflate Billy's iﬁage or deflate Pat Garrétt's image.
In these cases, Ondaatje reworks a Burns passage so that a particular

character speaks directly to the reader. Early in The Collected Works,

the passage associated with Garrett provides' a kind of comic relief. For
example, in virtually the same words as in Burns' account, Ondaatje has

Paulita Maxwell say of Pat Garrett:

I.remember the first day Pat Garrett ever set foot in Fort

Sumner. I was a small girl with dresses at my shoe-tops and
when he came to our house and asked for a job, I stood behind
my brother Pete and stared at him in open eyed wonder; he had
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speaker; If. this is the case, then Ondaatje, through using the 1 .ural
pronoun, implicates the reader in the justification; the usé of the "we"
suggests the reader's, that‘is the pﬁblic's, acceptance of Burns'
justification. - Because Ondaatje edits Burns' report, adopts Burn;'
colourful and dramatic prose, and reprints the passage in italics, he
implies Billy's victimization while not making Billy explain himself, and
'he leaves open to debate p;ecisely the question of .who takes responsibility
for this explanation. While Ondaatje wishes to emphasize Billy's
innocence, the'placing of the passage more than half way fhrough his book,
combined with the rather dismissive "yup" which ends the introduction
also suggests that Ondaatje is skeptical thaF the ev;nts'associated with
this period in the Kid's life and Burns' péycho%bgical explication fully
justify Billy's violence. |

In other instances, Ondaatje's borrowings rely not so much on
examples which gain their power thréugh Burns' persuasive language as
through the authority a character has because he,‘qr,’in these cases, she,
_automatically has because she knew the Kid or Pat Garrett personally.
Oﬁgaatje, therefore, borrows portions of what.Burns presents as charactef
refergnces in order to either inflate Billy's image or deflate Pat
Garrett's image. In these casés,_Ondéatje reworks a Burns péssaéé o)

that a particular character speaks directly to the reader. Early in The

‘Collected Works, the passdge associated with Garrett. provides a kind of
comic relief. For example, in virtually the same words as in Burns'

account, Ondaatje has Paulita Maxwell say of Pat Garrett:
)

I remember the first day Pat Garrett ever set foot in Fort

Sumner. I was a small girl with dresses at my shoe-tops and
when he came to our house and asked for a job, I stood behind
my brother Pete and stared at him in open eyed wonder; he had
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the longest legs 1'd ever seen and he looked so comical and had
such a droll way of talking _that after he was gone, Pete and I
had a good laugh about him.

By 5uggestiqg Garretf‘s comical features, Oﬁdaatje is able to contrast
the initial impression his appearance caused with tﬁe initial impression
Billy makes. Because heiwishes to give more weight to the i@pression
pffered‘by Paulite Maxwell, Ondéatje aoes not print the passage in
ital%fs; he does, however, disrupt Burns' chronology. Garrett's role in
Billy's life begins, from a chronological point of view, rather lat- nd
teus, Burns' description appea;s almest‘%idway through his work. Bec ius:
Ondaatje'yishes to establish CGarrett's influence on Billy, he introduce-

<«

Garrett early in The Collected Works. . | -

In contrast to Paulita Maxwell's description of Garrett who
arrives alone -and whose presence falls fo caﬁée much exXcitement, is Sallie
Chisum'é reccollection of her first meeting with Billy the Kid. To
emphasize the contrast, Ondaatje not only prints the excerpt in itdi@Cs,
but also chad%es the prose to poetry-and divides the Burns{ péssage into
two parts. When Burns reports how Sallie Chieum described her first

-

meeting with Billy the Kid, he has Sallie say,

Ui ** "The house was full of people all the time; the ranch was a

little world in itself; I couldn't have been. lonesome if I had
tried. ’

"Every man worth.knowing in the Scouthwest, and many not
worth knowing, were guests, one time or another, . . . What
they were made no difference in their welcome.< Sometimes a man

. would ride up in a hurry, eat a meal in a hurry, and depart in
a hurry . . . .

“"Billy the Kid used to come often and sometlmes stayed for
a week or two. With his reputation as a bad man and killer, I
remember how frightened I was the first time he came. I was

- sitting in the living room when word was brought that this
famous desperado had arrived. I fell into a panic. I pictured
him in all the evil ugliness of a bloodthirsty ogre. I half-
expected he would slit my throat if he didn't like my looks.
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"My heart was in my mouth as I heard his step on the porch
and knew that Uncle John was bringing him in.

as small as my own."

124

In a daze I

heard Uncle John saying with a wave of his hand, 'Sallie, this
is my friend, Billy the Kid.' A good-looking, clear-eyed boy
stood there with his hat in his hand, smiling at me.
out my hand automatically to him, and he grasped it in a hand

I stretched

s
In Ondaatje's work, Sallie Chisum first describes the hoépitality provided

by John in a way which makes Billy no different from any other guest at

the ranch:

Thé house was full of people all the time
the ranch was a little world in itself
I couldn't have been lonesome if I had tried

Every man worth knowing in the Southwest,
and many not worth knowing, were guests
one time or another. '

What they were made no difference in their welcome.

Sometimes a man would ride up in a hurry
eat a meal in a hurry and depart in a hurry

Billy the Kid would come in often
and sometimes stayed for a week or two.

I remember how frightened I was the first time he cam

>

€
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Sallie Chisum's final response.to Billy's first appearance is not given

until twenty-two pages later:.

I was gitting in the living room

when word was brought he had arrived.

I felt in a panic. I pictured him

in all the evil ugliness

of a bloodthirsty ogre.

I half expected he would slit my throat
if he didn't like my looks. ‘

I heard John saying with a wave of his hand,
Sallie, this i8 my friend, Billy the Kid.

A good looking, clear-eyed boy stood there
with his hat in his hand, smiling at me.

I stretched out my hand automatically to him

~and he grasped it in a hand as small as my own O

—

¥Clearly Ondaatije changes few of Burns' words. In fact, not one of

. Ondaatje's words does not appear in the Burns version. Yet the effects

—

T
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are totally differeﬁt.v Burns makes Sallie Chisum the centre of his
passage. Her emotion, expressed tHrough Burns; choice of sensational,
biased language, stresses a larger than life imagé of Billy. The
telescoping of events, ‘with Billy the Kid the only person actually named,
perpetuates the already tainted image while simultaneouslylfocusing, not
on Billy, but on Sallie'é responses--her preconceived ideas as well as
her surprise at the person she meets. On the'ofber hand, while Ondaatje's
alterations of Bﬁrns' text appear fo be mino}, the ;ffect of the
- alterétions is not. |

To begin with, Ondaatﬁe separates the events in the original
passage. This causes emphasis to be given both to~ﬁhe circumstances
‘thch surround fhe.men who come to the house and to Billy himself which
in effect increases the mystery and fear surrounding the Kid. vNéxt,
Ondaatje deletes the more melodramatic words, and then alters the pace of
"_ihe‘passage by breaking the prose sentences into poetic lines. The lines
automatically slow the pace. Thus, while Burns kéeps the Ppace as fast as
) possib;e in order to make Billy'srqntfance into Sallie'é life as dramatic
as possible, Ondaatjg slqws the pace anﬁ lgaves ;ut Qords in order to
lend éuthority to the final impreséiOJQSailie»offers. With the language
slightiyrléss dramatic and the paceVSlowed,vthe tone is dltered. There
is no longer the sense of an hysterical young girl meeting a desperado;
rather, Sallie sounds more mature, calmer; her information is a more
Vobjective recalling of facts. Sallie remembers the mixed emotion, yet
“the lines of poétry ééﬁtrol the memory and thus.control the emotion.
Ondaatje also suppresses Fhe’word "Uncle'" which meéns that many of
Ondaatje's reé&ers get the impreésion that John and Sallie are man and

wife. This obviously intentional deletion simplifies Sallie's role in
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the book. Because Sallie seems to repre8ent for Billy the ideal woman,
the assumption that Sallie and John are marfiedﬂmakes Billy’s aéoratioﬁ
of, respect for, and need fqr‘Saliie's approval, even while BilM® remains
distanced from Sallie, easier to understand. That is, if Sallie were- not
married, then Billy's not being sexually involved with her would be
difficult to accept. But if Sallie is involved with someone else, then
she poses no threat to Billy, and Billy, therefore, can project whatever
qualities he ;ishes onto Sallie; she can represent, like .the home in which
she and Jﬁhﬂ'live, a still point in Billy's 1ife.

While the aéscriétion of Tunstall's murder and the reminiscences
by Paulita Maxwell and Sallie Chisum are acknowledged as bqrrowed from
Burns, Ondaatje also borrows from The Saga without acknowledging he has
done so. Foliowing Billy's description of his capture and journey to the
city where he was to g0 omn trial, Ondéatje reproduces Burns' version of

the judge's verdict. Judge Warren H. Bristol states,

It is the order of the court that you
be taken to Lincolp and confined to
jail until May 13th and that on that
day between the hours of sunrise and
‘hoon you be hanged on the gallows
until you are dead dead dead

And may God have mercy on your

soulll '

The reproduction of this verdict in the judge's words heightens‘the force
of the verdict, and Stresses the seriousness of the Sentence in a way
which Biily's reporting of the sentence could not. By using the judge's
wor&s, Ondaatje is able to imply how the Kid's subsequent vioclent actions
(Billy escapes from jail, killing two men in the process) are forced upon
h%m’by peofle and events over which he has no control.

Through his reworking and careful Selection of material from
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Burns, Ohdaatje is able to sustaiﬁ the Billy the Kid image with which the
public is famlllar while he succeeds, through deleting specific references
to the Lincoln County war, in reducing Billy's connection’to a particular
period of American his%ory. \

The second narrative strand complements this public image of
Billy by pr;biding access to‘thé Kid's private self. Ondaatje illustrates
“how Billy sees and interprets life, and in this way Ondaatje is able to
reveal Billy's artistic abilities while simultaneously illustrating how
the violence associéted with the Kid's public imagé also characterizes
his private self. Ondaatje;s creation of this portion of the nqprétive
_ is made possible by the status which legend now bestows upon Bflly
When Ondaatje sees Billy in movies and heads about him in books

like The Saga of Billy the Kid, Billy is an accepted outlaw-hero.~ But it

has not always been so. Kent Ladd Steckmesser explains:
7 .

There are two Billy the Kids in legend. The first is a tough
little thug, a coward, a thief, and a cold-blooded murderer.
The second is a romantic and sentimental hero, the brave and
likable leader of an outnumbered bdnd flghtlng for justice.
The dominance of the second legend in our day marks his
significance as the personification of a general type, the

outlaw-hero.?!
. LY
2

The image of Billy as a fiendish murderer who laughed as his victims died

in agony lasted about twenty-five years after the Ki@'s death. Then, in

1803, with Walter Wood's play Billy the Kid, the trend reversed itself,
a - .

Wood sentimentalized Billy, and suddenly writers éxcused his outlaﬁry,
calling it a result of extreme social provocation. Finally, /@a 1925,
when Harvey Fergusson compared the Kid to Robin Hood, Billy achieved the

full status of outlaw-hero.

Obviously this evolution places Billy’fhe Kid in a special
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position. Like Robin Hood , Billy exists outside the normal social

boundaries and yet he is also a crusader for justice. This paradoxical

status results in Bllly $ being victimized by the very society whose laws

he violated. The Romagklc idea of Billy as outlaw- heto, as an outsider,
¢

makes it possible for Billy to be an artist. This idea is not new;

Ondaatje'ie workjng with the Romantic tradition of artist as odutsider

when he endows Billy with’cpeative abilities.'

Billy's voice and presence dominate the whole narrative from
the beginﬁing. Thus, when the K;d expleins how he perceives, he reveals
that the violeﬁce and alienation, which are so commonly associated with
him and which in part made him eo different from others who lived and
died in the American soﬁthwest, are not merely meaningless labels history‘

has forced upon him. Billy says,

W

The others, I know, did not see the woun appearlng in the sky,
i% the air. Sometimes a normal forehea in front of me leaked
brain gasses. Once a nose clogge t' before me, a locK™»f.
skin formed over the nostrils, and the shocked face had to -
start breathlng through mouth, but theh the mustache bound
itself in the lower teeth and he began to gasp loud the hah!
hah! g01ng strongg ~churned onto the floor, collapsed out,

seeming in the end to pe breathlng out of his eye——tlng needle
jets of air Yreaching into *the throat. I told no one.

o

'Billy's use of” words iike "wounds , " ”éhocked,” "gasp," "churned," and
"collapsed" suggeets fhat; when Billy sees and interprets thicgs, he does
so in terms as vlolent as the actlon which the publlc accepts and expects
How the Kid perceives set$ him apart from the rest of society as much as
what he does. This correlation is not accidental. Billy's way of segﬁng
relnforces his alienation and influences both his public actions and® his
artistic cﬂbatlons. His express1cﬁ}pf his perceptions is characterlzed

o~

by sudden and violent changes in témperament and in language whlch reflect

J ; . o
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his loss of control of the energy around and within him. The Kid's

desire to control such energy, and his understanding of how that centrol.
can be lost, is suggested in a poem wiich is attributed to Billy and
through which Ondaatje implies that his central image for Billy's violence

is one of energy:

I have seen pictures of great stars,

drawings which show them straining to the centre
that would explode their white

if temperature and the speed they moved at
shifted one degree. ¢

Or in the:East have seen :

the dark grey yards where trains are fitted
and the clean speed of machines

that make machines, their .

red golden pouring which when cooled

mists out to rust or grey.

The beautiful machines pivoting on themselves
sealing and fusing to others

d men throwing levers like coins at them.
And re is there the same stress as° with stars
the one altered move that will make them maniac.iu

Billy's desire to prevent "the one altered move,' or at least to translate
energy into artistic creations is implied in two of Billy's poems where

the Kid writes of the‘control offered by a pencil. 1In the one poem,
a5,
Billy compares his control of the pencil to the energy which continiually
b
assaults his body:

/ while I've been going on

the blood from my wrist

has travelled to my hedrt

and my fingers touch

this soft blue paper notebook

control a ‘pencil that shifts up and sideways
mapping my thlnklng going its own way

like light wet glasses drifting on polished wood.

‘The acute nerves spark
on the periphery of our bodies
while the block trunk of us
blunders as if we were

‘ those sun drugged horses
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I am here with the range for everything

corpuscle muscle hair

hands that need t* rub of metal

those senses that

that want to crash things with an axe

that listen to deep buried veifs in our palms

those who move in dreams over your women night

near you, every paw, the invisible hooves

the mind's invisible blackout the intricate never
the body's waiting rut.1® '

In another poem, Billy implies how the pencil is able to harness his

perceptions and create an image of him.

Am the dartboard _ ~
for your midnight blood

the bones' moment

of perfect movement

that waits to be thrown

magnetic into combat

a pencil

harnessing my face

goes stumbling into dot316

Billy's implication that art offers at least momentary contfol
of the energy which seems always about to erupt into éome kind of violence
is substantiated by Billy's use of poetry.l This sense of control is
reflected in the difference between the pruse and the poetry in the entire
book. The majority. of the prose sections,” whether they are concerned
with the traditional stories or present‘scenes of Billy's personal and
éocial life, contain accounts of action over which Billy exercises little .
control. In the poetry, on the other hand, Billy strives to either keep
or regain control. Billy, therefore, uses poetry both to elevate tone
and to control energy. That is, the elevated tone height;ns the
seriousness of the matter under consideration while the form and style of

the poetry forcesia disciplined adherence to rules that helps Billy

éontrpl the energy of the language and images. For example, at the end

L4 A
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I

of the prose passage which describes Billy's first night with the Chisums,

Billy describes the scene when he and John return from viewing Sallie's "

animals.

Billy says;

Half way back to the house, the building we moved towards B
seemed to be stuffed with something yellow and wet. The night,

" the dark air, made it all mad. That fifteen yards away there

were bright birds in cages and here John Chisum and me walked,
Strange bodies. -Around us total blackness, nothing out there
but a desert for seventy miles or more, and to the left, a few
yards away, a house stuffed with yellow wet light where within
the frame of a window we saw a woman move carrying fire in a
glass funnel and container towards the window, towards the edge
of the dark where we stood.l”

The night is so dark and the animals are so unusual that the entire scene

takes on a sinister quality. On the very next page, all the madness

Billy associates with the night breaks loose in a somewhat confusing

though controlled madness.

t
)

0,

",

(To come) to where eyes will

move in head like a rat

mad since locked in a biscuit tin all day
stampeding mad as a mad rats legs

bang it went was hot

under my eye

was hot small bang did it

almost a pop.

I didnt hear till I was red

had a rat fyt in my head

sad billys body glancing out

body going as sweating white horses go
reeling off me wet

scuffing down my“arms

wet horse white

screaming wet sweat rqund the house,
sad billys out ' 18
floating barracuda in the brain

The content betrays Billy's violence and loss of control, but the form

contains and shapes the energy; the form, at least momentarily, lets Billy

regain control of the energy he was unable to master when in the darkness.

As an artist, then, Billy hopes to use the way he perceives in

1
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order to produce poemé which channel his violence into controlled forms.
That Billy understands that controlling the form is not necessarily the
same as maétering the content is revealed in a poem where Billy attempts,
in the second stanza, to reverse the order of the lines in the first

stanza:

His stomach was warm

remembered this when I put my hand into

a pot of luke warm tea to wash it out
dragging out the stomach to get the bullet
he wanted to see when taking tea

with Sallie Chisum in Paris Texas.

With Sallie Chisum in Paris Texas

he wanted to see when taking tea
dragging out the stomach to get the bullet
a pot of luke warm tea to wash it out

remembered this when I put my hand into
his stomach was warm®

Billy loses command of the material; the second stanza does not make
sense, and therefore, the poem fails.

Billy alsoc has pretensions to being a prose writer and a song
writer. One example in particular suggests Billy's desire to make his
descriptive prose passages both accufate and entertaining. Billy begins

an account, stops, and begins over, making what he feels are the necessary

changes.

Down the street was a dog. Some mut spaniel, black and white.
One dog, Garrett and two friends, stud looking, came down the -
street to the house, to me.

Again.

Down the street was a dog. ' Some mut spaniel, black and white.
One dog, Garrett and two. frlends came down the street to the
house, to me. :

Garrett takes off his hat and leaves it outside the door. The
others laugh. Garrett smilesé pokes his gun towards thg¢ door.
The others melt and surround. i
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That Billy invents this scene is revealed when he says, "All this I would

have seen if I was on the roof looking.”21

The Kid, however, is neither entirely serious, nor totally
preoccupied with Garrett's hunting him down. In fact, Billy offers a
song, ostensibly written by himself, which reveals his sense of humour

while simultaneougly making Angela D. (his lover) into a ballad figure:

Miss Angela Dickinson

blurred in the dark

her teeth are a tunnel
/ her eyes need a boat

Her mouth is an outlaw
she swallow your breath
a thigh it can drown you
or break off your neck

Her throat is a kitchen
red food and old heat
her ears are a harp
you tongue till it hurt

Her toes take your ribs
her fingers your mind
her turns a gorilla 29
to swallow you blind

What the second narrative strand most obviously illustrates,
then, is Billy's efforts as an artist. Yet, because Ondaatje wishes to
provide a complete picture of Billy's private self, he must also illustrate

K

the Kid's interaction with friends. In The Collected Works, Billy's best

i

ffiends are éallie and John Chisum and Angela D., and Ondaatje exemplifies
the peace, affection,>and‘friendship the Kid finds with his friends
through Billy's reports of his visits to the Chisum ranch. Interestingly,
Ondaatje makes some major alterations to the Chisum ranch. Hé leads the
reader to believe that the Chisum ranch ié quite small, miles out in the

desert, with Sallie and John the oniy people there most of the time. In

N

&
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fact, John Chisum was a large landowner and cattle baron whose house and

influence were anything but small. Here is how Burns describes the ranch:

. Chisum abandoned Bosque Grande- as his headduarters in 1873,
and moving down the Pecos forty miles, established South Spring
Ranch, which remained his home to the end of his life. Where
the South Spring River gushes from the earth in a never-failing
giant spring of crystal water, he built a home fit for a cattle
king and made it one of the show places ¢. ' Southwest.
Cottonwood trees brought from Lac 2gs. by mule pack-train he
planted about his dwelling and in tw. winding row.  t formed
a noble avenue a quarter of a mile lor, leading 7 . :road to
residence. He sowed eight hundred acres to alf. .a. He brought
fruit trees from Arkansas and set out & vast acredge in orchards
of apple, pear, peach, and plum. He imported roses from. Texas
to make a hedge about the house, and scarlet tanagers and
bob-white quail from Tennessee--birds unknown to New Mexico--
and set them at liberty in the oases of beauty he had created.

Here, with royal hand, Chisum dispensed frontier
hospitality. His great, rambling, one-story adobe house, with
verandas at front and rear, stood on the highway between Texas
and New Mexico, and the stranger was as free as the invited
guest to bed and board for as long as he wanted to stay, and no
money or questions asked. Every day at breakfast, dinner, and
supper, the table in the dining hall was set for twenty-six
guests, twelve on each side and one at each end, and hardly a
meal was served in ten years at which every chair was not
occupied.

At the end of The Collected Works, Ondaatje states that he has "edited,

rephrased, and slightly reworked the or*iginals.”zl4 While this statement
is true when applied to many of Ondaatje's borrowings, it is not true
when applied heré.' In fact, he has created a completely new ranch, and
made the Chisums' lifestyle opposite to the one they had in reality. 1In
short, the image Ondaatje presents of the Chisums is largely his own
invention.

This invention is of vital importance to Billy's private self.
The isolation of the ranch and the simple lifestyle of the Chisums become
synonymous with a quiet, still place in Billy's life. In such a situation

Ondaatje does not need to justify Billy's actions; rather the poet simply

>
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illustratesbthe.Kid’s peace, affection and friendship without
sentimentalizing Billy. For example, Billy{s first descriptions of the
ranch occur in his mind as he and Angela D. ride towards the house. The
passage is chardcterized by reminiscences of the Chisums' simple domestic
routines—;”They do not talk much, Sallie and John Chisum, but from here I
can imégine the dialogue of noise--the scraping cup, the tilting chair,
the cough, the suction as an arm lifts off a table brea#ing the lock that

was formed by air and the wet of the surface”zs——and by images of peace

and beauty:
And Sallie like a ghost across the room moving in white dresses,
her hair knotted as always at the neclt g continuing down
until it splayed and withered like ::te: smoke half way
between the shoulder blades and the : 1 ¢oblble spine.

Yes. In white long dresses in the dark house, the large bones
somehow taking on the quietness of the house. Yes I remember.

The Chisum ranch, then, allows Billy to act naturally. Ondaatje simply
lets the reader see Billy functioning in a natural environment. And

Angela D. fits comfortably into this environment. In fact, Billy takes
her there; she does not impose her presence and therefore she does not

disrupt the setting:

Forty miles ahead of us, in almost a straight line, is the
house. Angela D. and I on horses mov.:g towards it, me bringing
her there.

Billy introduces the Chisums with this memory cf the simple domestic life
they lead. The personal reassur;hce he discovers at the ranch is

reflected iﬁ‘his confident recéllection of their routine. His.recollection
suggests that, for Billy, the Chisums' ability to get along with each

other, which is reflected in the quiet routines they follow, make them

the ideal couple. 1In particular, Billy treats Sallie as if she were the
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ideal woman. Because Billy brings-Angela D. to the ranch, she fits
. e

comfertably into the Chisums' pattern, and Billy begins to speak”of her

in the same terms he uses when he speaks of Sallie. Billy's adS%étion of

Angela, however, is based on their sexual relatiéﬂship, while his

adoration of Sallie, even though he admires her beauty, is not. TFor

example, many of the sexual scenes between Angela and Billy take place at

the Chisum ranch, and, after one particular night, Billy describes Angela

as follows:

She is so brown and lovely, the sun rim blending into lighter
colours at her neck and wrists. The edge of the pillow in her
mouth, her hip a mountain further down the bed. Beautiful
ladies }n white rooms in the morning.

Bill;'s use of the plural "ladies" implies that Billy includes both
Angela and Sallie in his classification. Because the Kid has established
earlier how and why ﬁe adores Sallie, his comment here raises Angela to
the same status as Sallie, while it als; limits the ;éasons for Billy's
a;miration. Whatever his reservafions about Angela are, Billy and Angela
clearly find comfort and companionship at the Chisum ranch.

In contra%t to the peace and beauty Billy and Angela D. find ag
the Chisums' is the exclusion Pat Gaprett experiences even wheﬁ\he is a
guest at the ranch. Garrett represents the "one alteredvmove" which
causes a éhange in the pattern of life at the Chisums'. For example,.
Billy brings Angela to the Chisums', but Garrett who "haa been caught in
‘the Mescaiero tﬁat August for two days"29 stumbles into the ranch by
himself, deaf; he also falls asleep when Sallie, John, Angela D., Billy
and Garrett are on.the porch drinking and talking. Billy seems the most
upset at Garrett's ﬁrgsenée. Hé'says,



137

The thing here is to explain the difference of this evening.
That in fact the Chisum verandah is crowded. It could of
course hold a hundred more, but that John and Sallie and I have
been used to other distances, that we have talked slowly
through nights expecting the long silences and we have taken
our time thinking the replies. ‘That one was used to the space
of black that hung like cotton just off the porch lights!' .
spill.3 .

What Garrett's stay at the ranch points to is Billy's precarious control

of energy which, unlike the energy which holds the stars in position,
inevitably causes a change in patterns which the Kid finds have a ca&miqg/;/ﬂ
effect om him. This change usually leads to a violenp response from

Billy as he attempts to eliminate what he sees as the cause of the
disruption. The paradigm for this potential violence iﬁ Billy is hié

story about his stay in a deserted barn. |

The passage begins with a description of the harmony Billy

finds while staying in the barn.

For that week then I made a bed of the table there and lay out
my fever, whatever it was. I began to block.my mind of all
thought. Just sensed the room and learnt what my body could do,
what it could survive, what colours it liked best, what songs I
sang best. There were animals who did not move out and accepted
me as a larger breed. I ate the old grain with them, drank
from a constant puddle about twenty yards away from the barn.

I saw no human and heard no human voice, learned to squat the
best way when shitting, used leaves for wiping, never ate flesh
or touched another animal's flesh, never entered his boundary.
We were all aware and allowed each other. The fly who sat on
my arm, after his inquiry, just went away, ate his disease and
kept it in him. When I walked I avoided the cobwebs who had
places to grow to, who had stories to finish. The flies caught
in those acrobat nets were the only murder I saw.

Unfortunately, the peace and the tranquility of the barn is dest 2d by

the actions of the rats who come in from the granary beside the va.n:

> / . "
In [the granary] a hundred or so rats, thick rats, eating and

eating the foot deep pile of grain abandoned now and fermenting
so that at the end of my week, after a heavy rain storm burst
“\\\\ the power in those seeds and brought drunkenness into the minds
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of those rats, they abandoned the sanity of eating the food,
before them and turned on each other and grotesque and awkwardly
because of their size they went for each other's eyes and ribs
so the yellow stomachs slid out and they came through the door

[

and killed a chipmunk-~about ten of them onto that one Striped
thing and the ten eating each other before they realised the
chipmunk was long gone so that I, sitting on the open window
with its thick sil] where they couldnt reach me, filled my gun
and fired again and again intb their slow wheel across the room
at each boommm, and reloaded and fired again and again till I
went through the whole bag of bullet Supplies-~the noise
breaking out the seal of silence in my ears, the smoke sucked

floating bullet lonely as an emissary across and between the
wooden posts that never returned, so the rats continued to
wheel and stop in the silences and eat each other, some even

" the bullet. Til1 my hand was black and the gun was hot and no

The rats' drunken foray into the peace of the ﬁarn forces Billy to take
drastic measures.: In fact, the rats cause the Kid to lose control; he
cannot étop shooting until all the rats.are dead. Clearly, the fats
constitute the "one altered mo. the ¢ makes Billy'maniac, just és eating
the. fermented grain is "+he one 1t -~ed move'" for the rats. This
illustfation of the ease with which "one altered m;ve" can trigger a
Qiolent_response in Billy suggests that the correlation between the two
narraﬁive strands is exemplified through aﬂ!'reinforced by Billy's tenuous
céntrol of energy.

Let me here briefly review the rolé of each nérrative strand.
One strand works to sustain the public's impression-of Billy through
Ondaatje's inclusion of some_ of the notor%pus stories about Billy and
thfgugh the use of chaf;cter referenceé. Ondaatje relies on flis~
"documents" for the details he presents in these parts of the nar;ative.
The.second narrative strand complements the first by illustratiﬁg how

Billy, as an individual, sees and interprets life. This second strand is

O

X
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characterized by examples of how Billy seeks self-expression through
artistic means, and how, even at the Chisum ranch, Billy experiences the

precariousness of his control of energy. These two narrative strands,

howeveg, are not presented as two distinct parts of The Collected Works.
Rather, Ondaatje interrupts the chrdnology of the material from the
"documents" with thé Kid's eXpressiéns of his social and domestic
experiences. The fragmentation of tge narrative strands l?ads to the
separation of portions of individual tfaditional stories, és I indicated
with Ondaatje's account of the action at Stinking Springs. Ondaatije,
however, further accentuatesvthis fragmentation by fragmenting the time
scheme. This particular treatment of time permits shifts in the
chronological order of events, as well as the juxtaposition of various
motifs.

The fragmentation of the time scheme is most obvious from
Ondaatje's changes in the chronological order of events. For ex;mple,
the first portion of the account of what happens at Stinking Springs

describes how Charlie Bowdre is shot, but, much earlfer in the book, Billy

describes Bowdre's dying:

When I caught Charlie Bowdre dying

“ossed 3 feet by bang bullets glggling
at-me face tossed in'a gaggle

he pissing inta_his trouser legs in pain
face changing like fast sunshine o my god
© my god billy I'm pissing watch

your hands

while the eyes grew all over his body?’3

Or again, on the second page of The Céllected Works there is a poem which

lists the people killed by Billy and by Pat Garret and athers. The
stories which describe the deaths of many of the people in this list do

not appear until later in the collection. While this simple disruption
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of 'the chronological order of events helps Create suépense and anticipation,
the complexity of the book and Ondaatijk's' successful integration of-Billy’s
Qublic image and private ‘self come fr m the juxtaposition of motifs, -

The simplest juxtaposition is the placing of material associated -
with one narrative strand next to materiai associated with the othef
strand, as, for example, happens when the conclusion of Billy's capture

. :

at Stinking Springs immediately precedes a poem in which Billy describes
one morning when he wakes up and Charlie Bowdre is cooking, or when
Billy's description of how he dislikes the smell of flowers immediately
follows Ondaatje's borrowed description of Tunstall's murder. This
alternating of material helps reveal the similarities between the Kid's
public image and private self, However, while the fragmenfed time séheme
allows thg juxtaposition of theée scénes, it also helps create the theme

of the betrayal of Bjilly, and this theme clearly makes Garrett the

villain. As Steckmesser says,

The theme of 'betrayal' has been carefully pointed up by
Bonney's biographers and has grippéd the folk imagination.
Time and again we are told that the Kid would have settled down
and become a law-abiding citizen if only the man hunters had
given him half a chance. But Governor Wallace 'double-crossed'
the Kid by renegifig on a promise of amnesty. Garrett was a,
Judas who tracked down his friend for a few silver dollars.

In The Collected Works, this theme is expressed through the contrast of

scenes in which Garrett hynts Billy down and in which, at an egrlier time,
Billy and Garrett were friends who shared numerous exﬁeriences at the
Chisum ranch. The contrast, however, is not only suggested through the
scenes. Rather, Ondaatje carefully distiﬁguishes tﬁe control which
Garrett poss;éses from the precariousness of Billy's control. Ondéétje‘ ’

includes an episode about Garrett which corresponds to Billy's episode in

b
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the deserted barn. This passage explains how Garrett had "the ability to
kill gomeone on the street walk back and finish a joke.”35 Garrett

determines the "one alteré! move" and rather than blocking things out of
. 2 5
his mind as Billy did, he "forced hi&delf to disintegrate his mind." 5

Thus, at the end of his ordeal, "His mind learned to be superior because
. ,

. . . 37 . . .
of the excessive mistakes of those around him." This distinction
between Billy and Garrett is emphasized again in Garrett's account of his

meeting Billy at the Chisums:

Bonney was that weekend, and always was, charming. He must, I
thought, have seduced Angie by his imagination which was
usually pointless and never inm control. I had expected him to
be the taciturn pale wretch-~the image of the sallow punk that
was usually attached to him by others. The rather cruel smile,
when seen close, turned out to be intricate and witty. You
could never tell how he meant a phrase, whether he was serious
or joking. From his eyes you could tell-nothing at all. In
general he had a quick, quiet humour.

Garrett's description of Billy points to his dislike of an imagination
which is;ﬁot in control of the situation. Billy;s faagination causes the
Kid problems becapse he loses control of energy; Garrett seems only tofi
use his imagination‘to anticipate the mistakes of others. Billy's
attempts at self expr- =ion (his poems) are full of energy; Garrett's are
dead: he collects stuffed birds.

Fragmentation, then, aids Ondaatje's‘presentation of the
comglexities he finds not only in the legend itself, but also in what he
believes is a more authentic vgice for Billy than the one attributed to
the Kid in the records of others. Moreover, this fragmentation whiéh
helps rélate the more éuthentic volce and Billy's legeﬁdary statuéralloys

- .

Ondaatje to include ideas which are not necessarily an obvious part of

either the narrative strands or the themes of violence and betrayal.
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Earlier I suggestad that Ondaatje uses Bill% és his surrogate--a point. "
;gpported by Ondaatje'§~iast entry in the book: a photograph of himseif
as a young boy dressed in a cowboy suit. By makigg Billy his o..rogate,
Ondaatje can include bomments which suggest the éiffﬁculty of cépturing
and.fixing an accurate image of Billy. Ondaatje does this through
Billy's interests in Frank James, in a comic bQék fantasy about the Kid,
and in photographs of himself.

The story about Frank James appears between the first part of

the account of Stinking Springs and a poem about Angela Dickinson. This

L -

3

story is not introdused by a specific speaker; it dAs offered only as an
aceount Jim Payne's grandfather told to Jim Payne. What this story
illustrates is the gap between historic reality and legegﬁ (as it is

developed in Hollywood movies and books):

It was in a Los Angeles movie theatre. After the amnesty he

was given, Frank had many jobs. When Jim's grandfather-met him,

he was the doorman at the Fresco Theatre. GET YOUR TICKET TORN

UP BY FRANK JAMES the poster said, and people came for that

rather than the film. Frank would say, 'Thanks for coming, go

on in', i . .

Jim's grandfather asked him if he would like to come over and
"have a beer after the film, but Frank James said “No, but thank39

you' and tore up the next ticket. He was by then an alcoholic.

The fact that there is no comment éf any. kind implies there is a parallel
between James' story and Billy's story. Perhaps fortunately for the Kid,
the governor denied the amnesty he promised, and maybe saved Billy from a
fate like Frank James'.

Thevcomic'book fantasy which appearsiaffer Billy's death ;lso
is not introduced or commented upon. Here, Ondaatje implies the ease with

which the material ‘about Billy's life can be transformed into complete

faﬂtésy. In fact, because there is no suggestion of who the author of

K = |

<
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"

the comic book is,uo this fantasy might be attributed to Billy which
would accentuate Ondaatje's suggestion of the difficulty an artist has
controlling his material.

Billy’s iﬁterestain photography, however, most clearly
illustrates the problem of capturing and fixing an accurate.image of

himself. From the very first page, the reader is struck by ‘the contrast

between what is offered as a picture and the explication of the photographic.

technique:

I send you a picture of Billy made with the Perry shutter as
quick as it can be worked--Pyro and soda developer. I am
making daily experiments now and find I am able to take passing
horses at a lively trot square acrosg the line of fire--bite of
snow in the air--gpokes well defined--some blur on top of wheel
but sharp in the main--men walking are no trick--I will send
you proofs sometime. I shall show you what can be done from

the saddle without ground glass or tripod--please notice when
you get the specimens that they were made with the lens wide 1
open and many of the best exposed when my horse was in motion.

Huffman, the man who makes the statements, is clear in his aescription of
t i

techniqug, and, as it stands, there is nothing unusual about the comments.

But there is no picture; all the reader is given is'an empty frame. From

- the beginning, then, the reader confronts whdt is also Ondaatje's (and

Billy's) problem: pinpointing an accurate image of Billy the Kid. The
difficulty of definition is complicated further by the suggestion that
photographs can only inadequately capture an image. To illustrate this

point, Billy again offers a blank where a photograph should be, but this

ld

time he lets Paulita Maxwell comment on the photograph.

In 1880 a travelling éﬁoiographer came through Fort Swmex.
Billy posed standing in the street near Old Beaver Smith's
saloon. The picture makes him rough and uncouth. N

The expression of hies face was really boyish and pleasant. . He
may have worn such clothes as appear in the picture out on the
range, but in Swmer he was careful of his personal appearances

.

%
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.

and dressed neatly and in gbod taste. .I never liked the
picture. I don't think it does Billy justice.“?

X,
There: 1S no picture from which the reader can judge the accuracy of
Paulita Maxwell's comments, but the reader can make certain assumptions
about Ondaatje's intentions from the way he changes the passage from
Burns' The Saga. Most important is the rearrangement of sentences within

the paragraph. The original reads: -

"Billy posed for it standing in the street near 0ld Beaver
Smith's'saloon. I never liked the picture. I don't think it
does Billy justice. It makes him look rough and uncouth. The
expression of his face was really boyish and very pleasant. He
may have worn such clothes as appear in the picture out on the
range, but in Fort Sumner he was careful of his personal
appearance and dressed neatly and in good taste."

Ondaatje's division into paragraphs and the redarrangement of sentehqes so
: J

that the judgements "I never liked the picture" and "I don't think it

¥ . .
does Billy justice'" occir at the end emphasize the suggestion that even

- |
pictures are unable to capture all the subtle nuances of any one person's

personality.
Billy™s interest in Prank James, fantasy, and photographs
.indirectly defines Ondaatje's problems with fixing anfimagé of Billy.
That is, the incorpération of these interests both eniargeé Billy's area
of influence (which makes Billy the person harder to define because
harder to confine) and points to the artistic difficulties Ondaatie
experiences trying to .shape and confine a-person whose legendary status

has alrezdv *asren him beyond the limitations imposed by historic reports.

“» c:iilected Works of Billy the Kid is not. an easy book to

understan:, Lut neither is it a jumble of fragments which have gone maniac.
. Preplems exist because of particular changes in and additions to the

presentation of the image of Billy which characterize earlier works about
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hi&. Ondaatje's book does not pretend to be a complete biography, but
there are biographical elements in it. The Kid's life is not merely
reported from an omniscient point of view; B%lly speaks in the f ¢
person, and other people besides Billy comment on issﬁes which affect and
interest the Kid. This addition of Billy'é,voige, combined with examples
of his artistic efforts and the comments of others, providéS‘access to
both Billy's public image and his private self. -

Yet, Ondaatje's concern goes beyond even the addition of Billy's
personal perceptions and interests. His explorations of documents
depicting Billy's life and times reveal that .not only was the Kid's voice
and‘Point of view absent, but that'there was wherever Billy went an
energy which infused events with tension, and this tension seemed always
at the point of explosion. The necessit} of sustaining the legend, as
well as the method Ondaatje uses to encourage the perpetuation of Billy's

. .

image which the legend creates, have been overlooked by most critics.

Much of The Collected Works cohsists of material borrowed from other
. |

books; Ondaatje's major source is Burns' The Saga of Billy the Kid.
While critics are wiiling to acknowledge this sourcé, many fail to note
that‘the majorﬁty of the details in the manhunts, the deaths of Tom
O'Folliard and Charlie Bowdre, and the details in the ostensible
newspaper interview come from Burns. As well, actual quotations by
Paulita Maxwell, Sallie Chisum; and otherg who are not named which are .
not in italics also come from Burns, as do reminiscences and the
description of Tunstall's death. Ondaatje gives the source for some of

these quotations, but;for others no source is given. Ondaatje also

¥
'

borrows from Huffman,'from an account written by Deputy John W. Poe and

he includes a whole comic book fantasy. Only one reason accounts for
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such extensive use of sources: Ondaatje wishes to perpetuate the image
of Billy which these sources present. To take away the romance and the
intrigue associated with tge legend s to divest Billy 6f his power and
his charisma. Thus, Ondéatje rearranges, reWOfks, and_sométimes rewrites
what he borrows from his documents in order to nourish the legend.’ .
Billy's public image is characterized by energy which at some
point during every notorious event attributed to him és translated into
violence. When Ondaatje creates a private self for Billy, he uses His
discovery of this violence which seems to follow the Kid around to

characterize how Billy sees and interprets life. That is, Ohdaatje does

not simply provide the same stories with Billy as speaker; "he gives Billy. .-

another dimension, a private self, which the processes of making him a
legendary hero had taken away. - And, Ondaatje's source for the Kidfs
:rsonality traits are found in the .dogcuments Ondaatje uées to.sustain
Billy's public dimage. Thus, Billy's private self reflects the violent
tendencies which identify his public imager Ygt, Ondaatje's critiéal
readings of the documents also suggested to him that if the.energy in the
stories about Biliy could be harnessed or controlled, then thét same
energy could find expression in artistic forms rather théa‘in violence.
Opdaatje could present Billy as an artist who attempts to. -onlro. energy;
fhe‘Kid could express himself through artistic means. The documer-=s
éuggest to Ondaatje that this presentation of Billy is ppssiblc through
whe status they give to Billy. That is, the Romantic idea of Billy as
-outlaw-hero and outsider makes plausible the presgntation of Billy as an
artist; Ondaatje is working with the Romantic tradition of artist as ’
outsider. In order té copplete his re-creation of Billy, Ondaatje also *

illustfates how the Kid reacts to friends and events in situations where
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he is not threatened by those who hunt him down. These domestic scenes,
however, also reveal Billy's struggle to control thé energy within and
around him. The complete picture of thekKid, then, illustrates the image
the.puBlic knows, as well as providing examples of Billy's domestic life
and his attempts at self-expression through art.

The integration of these public and private aspects of Billy's
life Ondaatje suggests through entwining the narrative strand associated
with Billy's public image and the narrative strand associated with Billy's
private self. This entwining, coupled with Ondaatje's adoption of a
fragmented time scheme, giveshto the book a form much like the life whidh
Billy led: the action rises and falls?'energy is controlled or bursts
into violence, famous stories are interrupted or followed by newly inveyted

details about Billy's private self.

What Ondaatje offers in The Collected Works is; in its simplest

sense, a version of the legend in which Billy himself substantiates and
add; to.the traditional stories about him. Ondaatje's rellance on Burns
helps®make certain the perpetuation of the romance associated w1th the
Kidf But, in a more complex sense, Ondaatije of fers ~something qu;te new.
Letting Billy tell most of the story makes the exploration of Billy's
private self possible. The responsibility for Billy's heroism is still
Burns'. Ondaatje reorders the events, but not the details; ofiginal
details are concerned primarily with‘those parts of the Kid's life which
have never been explored before. 1In short, Ondaatje does not tamper with
the legend; he adds new dimensions. And the new dimensions come, at
least in part, from the kind of empathy Ondaatje'has for Billy.
~Ondaatje empathizes with Billy's difficulty controlling and

-shaping 'the energy within and around him. The problems Billy has reflect
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the problems Ondaatje faces in his attempts to shape and control a
~complete image of Billy. The energy which characterizes Billy's stories
is so diffuse that creating an accurate model is more difficult than

turning the legend into fantasy. In The Collected Works, -Billy him;elf

seems. to understand this, as his interest in ideas which reveal various
approaches to and conceptions of his image reveal. Yet Ondaatje's

interests go beyond his desire to suggest that Billy understands and is
\ : '

intrigued by his own image\, As an artist, Billy virtually becomes

Ondaatje's surrogate. Althqugh total identification of one with the other

is unreasonable, the pre of rtist Ondaatje makes Billy into allows
Ondaatje to reveal ag.much abg t his own difficulties with Billy as it
allows him ¥o illustrate Bill;f artistic efforts. That is, as an artist
Billy reveals Ondaatje's probléﬁ as he reveals himself. As his
surrogate, then, Billy implieéxdb aatje's problems in much the same way
as Opdaatje uses his book to comé‘nt on Billy.

In the deserted barn epi ode, Biliy suggests his desire to
express himself through artistic ﬁ‘ans; he'says that he blocked his mind
in order that he could sense the r§ m, discover what colours he liked

‘ v

best and what songs he sang best, %ach of these desires, as well as
everything in his collected wofks, is of concern‘té Billy personally;
virtually everything in the book affects the romantic image of the Kid.
When considered in this way, Billy becomes his own troubadour. He sings
about, defines, and comments on himself and on everything that affects
his life. As troubadour and surrogate Billy supplies a voice which
provides access to his public image and his private self. The accuracy
of this voice is substantiéted by Pét Garrett in the third last entry of

t I
. the book. In an exchange with John W. Poe, Garrett says,

\
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"I'm sure it was the Kid," responded Garrett, "for I knew his
voice and could not have been mistaken. "4

In The Collected Works of Billy the Kid, Ondaatje is able to

offer two new dimensions to the legend of Billy the Kid. First, he
completes Billy's image by proQiding a private as well as a public side

to Billy (he makes Billy a thinking and feeling heman being). And second,
he makes Billy an artist. Because these aspects of Billy are intimately
tied to the traditional image of the Kid, none of the romance is lost and
Billy represents the artist-outsider. Ondaatje's desire to nourish the
legend, to perpetuate the image of Billy which legend bestows ubon him,

in combination with the private self Ondaatje bestows upon Billy results
in a flgure of the Kid which is more complete than the ones presented in
-.prev1ous‘bxograph1es. By .way of *his presentation of two narrative strands
which define Billy's public image and private self through the Kid;s
tenuous control of energy, Ondaatje completes his idea of éilly the Kid

and transforms him from a legendary hero to a mythic figure.



CHAPTER VI
GEORGE BOWERING'S GENEVE

In 1971, ten years after George Bowering:became one of the
founding editors of Tish magazine, he published Genéve. In this book,
Bowering attempts, through using the thirty-eight picture cafas of the
Geneva Tarot pack, to explore his connections with the collective
unconscious to which the symbols on these cards function as keys. This"
exploration Bowering hopes will help him reveal‘andrresol;é personal

problems which he says he was experiencing at the time. In this way,

Bowering's inquiries are similar to the expression of personal interests

which characterize Gwendolyn MacEwen's The Armies of the Moon and Michael

Ondaatje's The Collected Works of Billy the Kid. But Bowering's adoption

7

" of the phenomenological techniques he learned during the Tish experience

preclude$<either MacEwen's kinetic sense of myth or Ondaatje's adoption
of a surrogate who illustrates the poet's problems. ngering meditates
upon the pictpre oh each card, but because he éqes #bt know the order of
the cards and bécause after he writes a p--1 for a tard, he turns the
picture over, each\illustratiéﬁ is considered in isolation and, theréfore,‘
" other than the poet's personal involvement in each Ledit;tion, the
relationship of the poems to each other is difficult to discern. This
difficulty is compounded by Boyefing's refusal to a#knowledge the
traditional meanings which are associated with the &arot; he,simply
denies the connections to myth inherent in the car&s. The narrative in

_Genéve, then, is sustained and controlled by the poet's interaction with

© 150
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the cards. However, this narrative is weakeéned by Bowering's concern

only with the card immediately in front of him and by his deliberate
reduction of the meanings of the p&cture ;n each card. 1In féct, Bowering
will admit that he "dissembles" and this suggests fhat his method prevents
synthesis, and, therefore, defeéts him. Many of the reasons for Genéve's
faiiure are a direct result of Bowering's attempt to create ;n extended

poem which puts into practice what he learned from his involvement with

t .

Tish.

In 1961, George Bowering became one of the five founding
editors of Tish magazine. Although Bowering had been publishing poems in
Eastern Canada, these poems were 'mever the ones he wished to have
publishé:d.”l Along with Frank Davey, James Reid, Fredric Wah, and David
Dawson, Bowering found in Tish an §utlet not only for the poems he
presumably wished to have published, but also for his critical theories.
In an article entitled "Anything Buf Reluctant: Canada's Little

Magazines," Frank Davey comments on Tish's intentions and accomplishments:

Tish . . . seems to have crystal;ized its determination to
re-make poetry a natural and spontaneous human occupation and
rid it of the obscure and obviously 'poetic' creations of
would-be. 'artists.' Man not art, and the universality of human
experience, are two of its battle—cries, and battle-cries they
arey-for its editors seem to have made a fetish out of
belligerency. A lot of their poetry seems weak and irrelevant,
yet some of it is powerful and does show that their attempts at’
'natural' poetry have enabled them to write skilled and complex
! poems with the craft totally submerged and uncbirusive.

Davey's statement underscores Tish's demand'ﬁor a ”naturalﬁﬁtheory of

;L

. T e
poetry and poetic form, but does not itself exemplify the aggressive

prose characteristic of the magazine which, as Louis Dudek and Michael
" Gnarowski guggest, became '"the proselytizing agent and a subject'of acrid
)

debate with 6fher magazines and groups."'3 For example, in the August 1963

-
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issue of Tish, George Bowering announces his, and Tish's, hostility
toward the "young romantics," while defending the Tish poets' praise of

the Black Mountain poets. Bowering says:

Fd

The Tish poets have striven for accuracy and clarity, and have
turned their attention upon the factual things that make up the
world, men included among them. The %oung romantics (chiefly
from Eastern Canada and in the U.S., New York and California)

° don't seem to have the desire to work for accuracy. Instead of
communicating they fall back on some intensity of feeling,
hoping to inundate the reader with expressions of their own
superhuman soul, interpreted by themselves. They scoop a lot
of slush into the Space between themselves and natural phenomena.
They think they have to Pput poetry into things; they don't have
the .sense and determination to find the poetry that is already
‘there’ . A

Often they think it isn't poetry unless they are wailing

and screeching about some injury done to themselves. They

themselves at top.

Happily, over the past year and two-thirds, the Tish .poets
have'resisted that kind of auto-advertisement. If they have
too often proclaimed theiy Black Mountain forbears, that is
more forgiveable than enshrining themselves as modern Rimbaud-
type juvenile delinquents of the poesy game.

Bowering's defence of a desire for accuracy, of a search for "factual
things,” and of a concentration on natural phenomena not only distinguishes
the Iiiﬁ poets from the "young romantics,” but also states, or more
precisely, restates, the Tish poets' alliance with "the 'movement' which
had its origin in the Imagist“fheories of thevearly 1900's, was modified

2
and explanded [sic] by the developing theories of William Carlos Williams,
and culminated--for the Tish poets at least--in the theories of the Black
Mountain writers."5 And of fhe Black Mountain\group, the critical
writing of Charles Olson,F particularly in his essay "Projective Verse,"
drew and he;d the attention of these Canadian poets.

-~ Paul Christensen has characterized the thrust of "Projective

Verse" as a simple but sweeping reduction: "The essay was reglly a
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polemic against the status quo in poetry ét the tihe} the projective
stance is what remains to the poet when the restraints of convention are
removed from his craft."7 In this "polemic,'" Olson defines what he
believes‘to be the basis for structure in a poem; he stresses three
distinguishing characteristics. First, is the "kinetics" of the poem:
"A poem is energy transferred from whébe the poet got it (he will have

some several causations),,p,h,v of the\poem itself to,, all the way over

to, the reader. . .
- k]

v

) . - . - .
energy-construct an$\ an emgrgy Hlscharge?" Second, 1is

-

the "principle™ :Ff it W he lawéfhich resides conspicuously over

. L . ~ .. L .
- N .

such compqa}tioﬁ;'and,'wﬁéﬁféﬁiyed,-is the'reason why a projective poem
can come into being. It is tﬂis: FORM IS NEVER MORE THAN AN EXTENSION
OF'CONTENT.”9 Finally, there is the '"'protess," .at is, "how the
brinciple can be made so to shape the energies that the form i;
accomplished. . . . ONE fERCEPTION MUST IMMEDIATELY AND DIRECTLY LEAD TO

A FURTHER PERCEPTION."°

Olson is concerned with more than the structure
pf a poem, but it is ffbm his interest in structure that his other_dicta
arise. For example, when a poet wishes to "make" a projective poem, he
must, in Q?der to fulfill Olson's aaxims,'concentrate on each line:
"L itiis tﬁe LINE that's the baby that gets, as the égém is getting
made, the attention, the control, that it is'righf,here, in.the line,
that the shaping takes place, each moment of the going. S ,"ll and if
the line is to‘be made or "controlled'" properly, then the poet must pay
attention to his breathing: '"Verse now, 1950, if it is to éo ahead, if
it is to . be of-eésential use, must, I take it, catch up and)put into

itself certain laws and possibilities of ‘the breath, of the breathing of

‘the man who writes as well as of his 1istenings."l2 Warren Tallman

-
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N
\
\

explains why Olson's prescriptions are important:

'"Projective Verse' is a first blueprint for a unified movement

in language of the poet's full intelligence as Olson names ‘he

parts and puts them together into a working model. His vehicle

is speech, language from the mouth. The energies that Pound

discerned are distributed and synchronized as intellect moves

'over' by way of the syllable, monitored by the ear, and emotion

moves 'under' by way of the line, monitored by the breath,

which is regulated in turn by the heart, the beat beat beat.

The steering is handled by whatever it is that looks out through

a man's eyes, actively, 'one perception must immediately and

directly lead to a further perception.' Thus perception
‘becomes the forwardness iof speech while the feet, lowliest,

pace of a rhythm or rhythms.of the whole body of sound.

. o~

The Iigb_ioets' acceptance of Olson's principles is not ézrely
verbal homage; rathep, the group's alliance is clearly reflected in the
opening issges of the magazine where thé poets define the directions they
believe poetry should take. For examplé, in the first issue Fredric Wah
states, "Here 1s the poem as an energy preserving object. It must

preserve the instants of the poets [sic] own dance with his environment--

.

the melodies, rhythms, and structures found in unique ‘contact with

environment and response. I make the case for the consonants as beats

.

and the vowels carrying the mellismatic color--our language is that real
. . . . b
that it does have tones--essentially collisions of sound.”l In the same

issue, Frank Davey defines "stance" in poetry as '"the poet being himself,

. X . . . e nid . .
and his poems in turn being evidence of his self." The connection is

-even more explicit in George Bowering's editorial in Tish 2, where he says:

I have come to realize (as has LeRoi Jones) that poetry
o now of us young fellers is the what how of the way we sound.
A - + . Because (Williams) that is how the poem works all right
' --the poet's job is to excriuciate the natural rhythms, word
clusters of his own culture's idiom, as controlled by the
breathi syntax~--to find natural association of object/action/
. words.

Wah, Davey and Bowering all echo Olson and Williams; Warren
. \

6"..
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Tallman explains the Tish poets' debt to Whitman as well as to Williams

and Olson:

What comes in with Whitman is-an attempt to natural ize apd
humanize all those aspects of experience which earlier poets
had attempted to intellectualize. He moves from myth on back
to music, and his 'I have an intelligence of earth,' William
Carlos Williams' 'No ideas but in things,' and Charles Olson's
clincher, 'Man and external reality are so involved with one
another that, for man's purposes, they had better be taken as
one,' are some ABC's -f the naturalizing process. These
directives turn attention back to earth herself as the great
rhythmic mother of all human activity, breathing out and
breathing in. The actual Seasons are restored to relevance as
that cycle from birth to death to rebirth that figures in all
thoughts about the ongoing nature of existence. . . . When such
actual tides,cycles and rhythms are made primary, songs -
available to us by no more ambitious an act than opening our
eyes, listening with our ears, and lookigg for ourseltes in
among the rhythms of our own footsteps.l

These "songs," as Tallman calls them, call attention to the Iigﬁ.groﬁp's
emphasis on sound. In the fourth issue of the magazine, Jamie ﬁeia¢
commands the poet to "Listen to the souﬁa of it. . . . Listen to the
18 Y .

Strange music of your own voice in the poem," " and George Bowering
Suggests, "Poetry, as a specialized form, combines the statement of the
poet & a éommitmen; to sound as the vehicle of the statement."l9

0f course, Iigﬁ_did more than mérely print the theoretical
biases of éhe editors and céntributors; it.also printed poetry, prose,
andqéssays. But from the beginning the editors were particular about  the
type of works they would,publish: "ZEEE will publish any poem, short
story, or essay which its editors feel shows a direct rélationship to
Tish's siring movement.”zo And later, when Tish changes from a maga;ine
to a poetry newsletter, the editors festate their preferences: ~"We print

Y

poems which conform to our taste; poems which move somewhat in the same
Joy S

- RO

¢ L E . “J
direction as our own. This“s true, not only of poems submitted by the

readers, but of the poems submitted by the various co-editors as well.
13

-
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¢
The desired result is a selection of poetry which indicates*SUP poetic

‘ . . 21
stance, which defines our scene."

And so, until 1963, when Frank. Davey moved to Victoria, Freq

Wah moved to New Mexico, James Reid promised to leave. the continent,

Lionel Kearns locked himself in his writing room for one year, and George
Bowering went to Calgary,g? the' editors of Tish continued to write and

publlsh poems which reflected their theoretical prejudices or prejudgments.

i
Bowering's adoption of and belief in the theories about writing

poetry which were formulated during his involvement with Tish continued

after each member of the original group went his own way. In fact, one
of. Bowering's;mpre interesting attempts to practice what he had preached
is his book Gendve (1971) which is based upon the twenty-two Eards of the

major arcana and the sixteen court cards of the minor arcana in the .

L 2

Geneva Tarot pack. The pictures on these thirty-eight cards stimulate

the poems which form Bowering's volume. Here, Bowering uses the

o

illustrated cards of the Tarot to generate the general structure. of his

[ \

"book. That'is, because the picture cards are bbthAlimiteq,in number and

related to eaéh otger they provide a skeletal structure for his book.

-

2

-

Yet, bscause these pictures are relevant to both individual and community,
Bowering is fpge'to fulfill what Davey defines as;"gtance”: Mthe poet
beihg himself and his poems in turn being evidence of hisnself."
~B6wering’s meditations upon each card also permit him to fulfill what

. . - A
Olson's essay "Projective Verse' defines as "principle" and as . 'process.”

The form of each poefi and of the entire book is never more than the

*

T - . “, Lo . . .. ‘ '
extension of the content which means that in eacH )oem what Boweﬁ?ng

L
perceives in the picture leads immediately and directly to further

o

perception. Unfortunately, in the process of satisfying these dscta,

I A
- « & -
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Bowering limits the success of *his extended form.

In his comments on fhe style qnd techniques he employs in
Genéve, Bowering reveals his denial of tWe Tarot cards' releyance to the
community (he is interested only in personal revelation), and he admits
his intention to ignore the ﬁeanings inherent in the cards; he alsa

o
incorrectly believes that his concern with what is going on im his mind

" marks a new style of writing. Bowering says,
-4 .

. . I'm doing a 'dfferent kind of writing now. I don't know
how to describe it. It has to do more with gettlng my head in
a certain state and tracklng down stuff that's in there, rather
.than attending to things that are outside, and writing something
towards that. . . . There's a book coming out from Coach Hou.e
called Genéve, whlch deals with meditations on the much-used
Tarot pack——w1thout knowing "anything about .hat they mean, as
little as possible about what they me¢ 'n--Lnt just, like, flndlng
out. I was going through very strange thing. emotionally and
in my head at the time, so I would ju>t use those pictures and
let them spring off whatever was going on if ny head. Genéve
took a year to write.23 _’;

v

1 .
It would seem, given Bowering's remarks, that Gendve reveals a departure

from what Bowering learned and preached in Tish. However, a close reading

of .Genéve proves the exact opposite. In fact, as Frank Davey suggests in

Ve

"A Note on Bowering's Genéve," Bowering has achievedgwhat many of his
earlier poems only approximated. Davey begins his review with a

paragraph which reflects many of the theories presented in Tish:

. ". . v I N K&
Poetry S.strongest adversary is the thought or reflectio; whlch'

outgrows its temporal “impulse and interferes with further

- perception. . It is here where thought bégins its domination of

,;  rime--a domination which becomes inevitably one,pf'reallty——v

p thét 'illusion, deception, artificiality arise.- The - thought

; ) ltSElf steadily falls behind the, unreflected Berceptlons to

4F§§ 'Whlch the writer should have been taking’ nofe. {

N PO
‘y' \i?' - -".-, #°

Davey goes on/to 2uggest that many of Bowerlng s. early poems (1961-1962) -

fall v1ct1m to the problem he defines in hls openlng remarks. But Geneve

+ P . . t o .
’ does'not: . c ’

Y N

. ;.
uh !
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In Genéve (written 1969) we see a much different poet guarding
against such presumption, aware, as Merleau-Ponty advises, that
our ideas are only 'capable of being true provided we keep them
open to the field of nature and culture which they must express.
Co : How easy it would have been in this book of poems based on each
. " of the thirty-eight trumps and court cards of the Tarot for
S ‘ Bowering to have determined an 'ideal' order for both the
' ‘'sequence of composition and the arrangement of poems i: ‘he
published book. . But to do this would be to overlo~k mcre
significant possibilities.  Thus Bowering blindly shuliles the
cards before beginning‘wririhg'the sequence, and in the writing
examines each, ¢apd onlv as_it ¢tomes, not leagning the order the
cards have,fhllen 1ntb “until they turn upwaﬁ(s to their

WPltlng“J u -
P u’f’," 3 B !

C A i ST a’ .
e A As both B@gep&ng and Davey state, and as the volume itself
- L L ‘ ” . )

N n .

revgals, Géﬁs;é'sfffaﬁework“is limited by the thirty-eight trumps and

courtu;érds of thgihéneva Tarot pack, but that restriction is the only

" one which’ Bower;ég would like the reader to con51der. At one point in
. « bt ;

* - his poem, he makes a statement which tries to persuade the reader that

the actual ordering of the cards was not selected or determined by himself:
’ >

I COULD PLAN more, I could
: get ready for them
. as they come over their hill.

T I'cduld -rrange their order,
or'predi. ¢ their form-
ation.

N !

The use of the conditional "could" implies that the action has not been

carried out, that ‘the position of the card has not been chosen, but it is
. Qv o :
curious that this statement does nog occur untll almost half way through
R

the volume. However, al%hough the fifteenth poem foérs the most obvious

ks

‘declaration of the chance iaﬁering of the cards, several other poems hint

S ' ; : . .\
at the accidental sequence and suppor? .Bowering's assertion that he knows
pr :

little about, or at least makes little use of, the traditional meanings

2

and’ uses of the Tarot pack. For example, the seventh poem defines,
@ -
generally, what the cards brlng to Bowerlng, and what method Bowering
. ‘,. . . [ ¥ —‘ 5
i ‘ ‘\ -' )j B 14
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employs to determine the position of a card in his volume:

(THEY COME AT ME as over a hill
one by one, with weapon

or gift c i
Clearlu. the figures offer either 4+ -p weapons; they are seen as ;ﬂ tzgi
wanting either to give something to o1 to take something away from ﬂé‘h

Bowering. The réference to the hill is more complicated, but, since each
card remains face down in a pile until turned over and placed-on top of
the card which preceded it, the hill must refer to the initial pile of
cards. The fact that the figures also come "one by one" and that their
interprétation does not depend on the cards which pfecede or follow

denies Bowering the use of the cards for fortune telling, at least the e

o

tradltlordl type of fortépe telllng

The sixteenth poem reaffirms this practlce of not assuming the ’.

meanings of the cards and not using the cards to predlct the future:

(I MAKE NO ASSUMPTIONS
- : about their meanings,
they
are such Strangers to me; seeing % em,
I will tell what they look like, e
A Y
b not in circles
but over their hlll me
' the horizZon, )28

Ve

AN

The circle which Bowering refers to has to do with one traditional method

used to predict from the cards. Héwever, Bowering again insists that it

is not a circle, ﬁuf_a hill which is important to his use of the cards,

;nd also, that his goal is to "tell what they look‘like," not to assume

their meanings. Bowering}; periodic reminders of what he does not use the
/

cards for limit the role of the cards in the book. Because the cards are

not used to predict;wfh?irgprder of appearance is not very important, and
3 ‘ ’
e

I A
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therefofe, the poet prevents the reader's anticipation of a prediction or
a conclusion which would make possible the answering of questions raised
bj’Boweping’and which would make plausible Bowering's adoption of the
Tarot pack. These reminders seem only to impose limits on the reader's
expectations and to imply the poet's decision not to determine the order
of the poems . And Bowering does not let the feader forget that his
encounters with particular cards are determined hy change. For example,
in the thirtieth poem, which identifies the card by its proper name,

Bowering questions the timing of its appearance:

- »
3

THE JUBGEMENT, YES, but why - LG
this early or 59 : ) RARS
why this late? Tl

»
Again, in the thirty-fourth poem, Bowering is surprised by the unexpec{ed

appearance of the WORLD:

I'D FORGOTTEN TOO MUCH About it, till d?.
here it faces me unexpectedly, . 1

the World.s_o - ™

With the thirty-sixth poem, the reminder to the reader is more subtle;
here Bowering's encounter with thg‘PAGE OF CUPS is defined by its
- (-2

association with a specific event in Bowering's life:

ON THE DAY I HAVE THREE TEETH REMOVED
I encounter this young man A

Finally, with the last poem, Bowering gives his final hint that although
: ]

.

he knew of the existence of the Death card, it is by chance that it is

the last to appear:32 v

AS I FEARD the skeleton With the scythe . '
is the last one to appear”

It was in the cards it should end with him.sg3

I : e s s e .
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The sole purpose of the quoted portions pf these seven poems, then, is to
convince the reader of the gnsolicited order and of the lack of
prearrangement of the thirty-eight cards which stimulate tbe poems in the
volume. Thus, although the volume is confined by the thirty—eight
pictures, the form of Gendve is random. Bowering attempts to exfénd or
explode his boundaries by implying his adoption of the absolute freedom
of chance. The volume, fhen, is void of any imposed pattern which leaves

Bowering free to respond to the plctuneégﬁy i*ividual cards.

-

This liberty to respond to each card separately recalls William
Carlos Williams' "No ideas but in things." For Bowering, Ehe thing or
object is the card, and "1§7}om the object emerges the poem."su In all,
there are thirty-eight "objects" which.Bowering looks at; one card
inspires one poem, and, oddly enough, each poem is one page long. This
inspiration created by one picture but limited by the: thirty-eight
pictures contaim in the Tarot pack suggests'what Jack Spicer défines as

a serial poem: v » . e ‘ %
]

Spicer last summer defined a serial poem as a poem or group of
poems written out of one impulse, during which the poet
exercises no control over the voices dictating the poem. so
the poet admits everythihg until he feels that the impulse has
‘run its course.

'Av‘ ." -
Boweringgs method is to let each image "dictate" a poem; that is,

- Bowering“®*allows his imagination to roam freely over the tangible object % -
) ““ Y Y ‘ -
of the qéfﬁ“ss-until thexpoem'is complete. The decision to use the Tarot

f v

. cards w1th plctures corssép?pas to his first anJ embra01ng impulse, but

each plctgfb in ﬂhrn correquhﬂs to his 1mpulse to write a poem which

J’ -
"admits everythlng until he fegls thapflmpulse has run its course."
) 43/ b
Bowering has, then, not omne, but thlrtyonlne impulses.  Thus, while the
BPRA \ _

)
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-which Bowering descrlbes and 1nterprets accord
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individual poems follow Spicer's dictates, Bowering's group of poems does

i

not. Each poem is limited to what is dictated by the illustration on

that particular card; once Bowerlng says all he feels there is to say

»

about the picture, the pPocess begins over again. Genéve, then, consists

of thlrty elght poems, each of which ”admlts evepythlng until" the ppet

"feels that the impulse has run its course." The embracing impulse to
use the Tarot is prevented from governing the whole book by Bowering's

N

denial of the inherent relationships between the cards which prediction

v

makes»possible. And Spicer's belief that theng is "o control dver the
voices dictating the poem" is also questionable. Eldon Garnet suggests,
"To each poem he adds the poet Bowering interpreting how he personally
fits into the card and its Story, and describing how he is affected by
the card.”37 This acf of "describing" and "interpreting" in fact places

Bowering in cont*ol. Each poem is confined tjggf limited by the picture

ﬁg to his personal
="

experience. . There is no voice other than Bowering's controlling or .
dlctatlng the poems. The plstures*étlmulate, or bring to the surface,

particular events and emotions which are Bowering's and Bovwering's alone.

Such a stance remlnds the reader of Frank Davey's defiﬁition gf "stance"

-

as '"the poet being hlmself and his poems in turn belng ev1dence of his
self. "3 Even in Spicer's terms, then, Genéve is not a serial poem, and
both Garnet and the author of the description of Gen&ve on the jacket

A

cover are misleading by calling it one.
A moré'apprépriate,deébription of Genéve's form is extended
form. The book is limited to thgdfards in the Geneva Tarot which have

pictures;'ééch card has a differeqt, a unique illustration. °Thébefore,

within the limits created by these cards, are thirty-eight single poems,

r
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each of which is complete in itself. vYet Bowering's design encourages
the reading of the book as a single poem, and implies that in Genévg

"extended" refers to the interacting tension between the single identity

w' le. For example, Bowering neither titles the poems nor numbers the
bPages which causes little Or no interruption between poems. This detail,
coupled with thglfact that the only title given.is the title Gené?e,
which govefns the whole book, suggests that the collection has formal
properties @hiéh permit it to be.read.as a single poem. That is, the
format_suggests, first, thaq fhe significance of the title wil] become

.

obviégé as the reader pfogresses through the volume, second, that each

be a sense of completion when the final poem ends. By implication, the

relevance of the cards to the speaker's inquiries will become obvious as
£

the reader moves from poem to poem. The success of the nafrative,

therefore, is directly'relafed to the function of the Tarot.

throygh their interaétion, function as keys to the collective unconscious.,
. FEd b .

.Tﬁe order in which these cards fall after they are‘shuffled de%ermines

‘how’ the symbols are to be interpretedz While the Tardf cards without

éic%ures are necessary for an accurate pPrediction, the Picture cards do

have partiCUlar unchanging meanipgs,_aﬁd, therefﬁre, the‘relationship
-~

inhefent in the cards should help to create a bond between the poems, and

this bond could be strengthenéd by the speaker who responds to each card.



cards suggest about the Problems he explores. Knowledge of the symbols
coupled with the speaker's interpretation not only could strengthen the
bonds between poems but also could generalize the’ speaker's éersonal
fears Bnd desires which would, in effect, make the poems interesting and
pPertinent to the reader while satisfying the speaker's exploration of
'prlvate fears and desires. The relevance of the Tarot, then should come
both from the speaker S response to the illustrations and from the
meanings df the 1llustratlons )

As poet/creator and speaker, Bowering's role carries with it
the power of control; it would seem then, that Bowerlng is in a position
to shape ‘and sustaln the already implicit tension between single poems
and the poem which is .the volume, or, as Olson said, "one perception must
immediately.-and dlrectly lead to a further perceptlon"sg-—both within
individual poems and between poems. In part, the 1mplec1t tensxon is
created by the random ordering of poems within the frame and by ?%e
reader's curiosity a;out which card will turn up next. But, Genéve is
not, as the author of the jacket‘qover states, "composed by daily dealing

y
one card from the TaroI." Q The E%mpos1tlon of the volume was not

restricted to thirty- elght days, and Bowering 1nd1cates this in poem

thirteen: - '

(I RETURN HERE after five weeks
still looking for these
Pictures of a year)4l

Thus, “the volume's tension cannot come merely from day to day anticipation,

since even the poet seems capable of leaving his writing for a period

e .
g
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without destroying his connection to the cards.

There should be, however, a double tensidﬁ within Genéve. The
first tension is created by thé order of the poems--an order which remains‘
unchanged once the volﬁﬁe ig published--and the suspended but potential
disorder which Bowering implies through his insistence upon the
uncontrolled ordering of the cards. The second tensign should be created
by Bowering's relationship with the cards. This tension potentially
offers Bowering his greatest challenge, for here, the poet could have
attempted to explore and thus call forth the centuries of mythic meaning
inherent in the Tarot cards by observing and reporting his personal

involvement with and response to the pictures on theé cards. Frank Davey

-

comments on poetry which explores this type of dynamic tension.

In such a poetry the fundamental premise is that the poet
can get answers to more than he has thought to ask--for the
world, temporal thing that it is, necessarlly keeps on speaking
w1th1n and without. In this view truth is an ever developing
"thlng, an interchange between phenomena including the poet;
man's grace lies not in his stop-action ratlonallty but in his

‘\ openness to perception on perception.
AN

Elsewhere, Davey defines Bowering's method as "phenomenological--the

\ -

. N \ T' -
examlnatlon\of one's consciousness of events and opinions rather than the %

43 . .
presentatlon of the events and opinions themselves. Davey also 1mplles

that since “the\ oet can get.answeré to more than has thought to ask
p !

e o . ’

h the poet must make numerous inquiries, both about himself and,
in this case, abqué\xhe>cards; In fact, in his review "A Note on
Bowering's Geneve,ﬂ‘ﬁavey analyzes how, through initi?lly asking two
questions (one about the card and one about himself), Bowering>works
several levels of consci;ﬁsness into the thirty-third poem. At the end

.of his expliéﬁtion, Davey states,’

(23
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The self-awareness [Bowering's] ultimately holds, unexpectedly
causing the card qn which he had thought to speak to become a
voice commenting itself on him.

I'1l1l never know what to say about him,

try desperately as I can

toward this end,

fool.uu

1

This explication of poem thirty-three illustrates Bowering's ability to
handle the techniques learned from his experience with Tish. But Davey's
praise of Bowering's phenomenological method, as exemplified through his
analysis of the poem, point; to how the Tish techniques do not properly
prepare Bowerirng to fulfill the most interesting portion of the agreement
he enters yhen'he chooses to use the thirty-eight' Tarot cards to structure
his poem..

Bowering chooses a fiﬂite number of cards to create a frame to
work within, yet witﬁin that frame hel insists on a p§ndom form; he refuses
to impose an internal structure. Th efore, the logic, the internal
structure, must come from the inté;;ction,pf the card and the poet.

Since Bowering denies he uses thg;céids to predict, and since he denies

he knows, or at least makes iittﬁg‘use of, the traditional meanings of

L7
ot

the gards, Bowering thus makes unaQailable, both to-himself and to thg
reader, any of the mythic connotati-- and implications which the

picfﬁ;es can offer. By refusing the cards the richness of their symbols, °
Boweéing inevitably reduces each card‘vaone dimensioh——no card has any
meaning beyond the one Bowering assiggj}it. The relétionship inherent in
the cards cannot therefore be communicéted to the readef, and thqs there
seems no reason for Bowering choosing the Tarot cards.

In Gendve  gthe phenomenological method, when used as a means to

raise and examine a personal consciousness, requiresé?as'Davey points out,
- .
. &

)
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\

\
numerous inquiries into the private reveries stimulated by the pictures.
Because Bowering rejects the general and universal keys to the unconseious,
as offered by the Tarot cards, his questions remain so tied to himself
that he is in danger of losing the reader's interest--especially when o
many questions remain unanswgred, as they must because Bowering ignores
the card's definition and thus has no: source of information from which
to draw a conclusion. For example, in the first poen, Bowering begins

with a description of a knight on a horse, and then attempts to place

himself in the picture by asking two questions:

?\ What, is that me he holds, not horse, .

but tree, I've so often calld myself?
‘Can I be the flourisht weapos & anger: .
L4

of some club-man, some uniform ye
Lin this picture red € blue? ~

]

These queries could perhaps be left unanswered, if the poem went on to

define something of Bowering's position, but the poém'offers neither

answers nor defﬁnition. Rather, the reader is left with another question.

5
‘e

While bushes underfoot stand:in peril
.of being smasht into hoof-markt dust
% that mad man will create:§ protect
- for my loneliness?46 .

The reader is left wondering whether Bowefing sees himself as a victim,

as a weapon to be wielded against something, and whether this knight will

-

create and protect his loneliness. The reader is left anticipating,ﬁleft
Y

expecting some kind of resolution which he hopes may be found in the next
poem or poems; in short, the reader wants to know where these questions
lead. But, when he turns to the next card, to the next poem, he finds

Bowering does not pick up the previous questions. In fact, there is a

new card, a new poem; the preceding picture ‘has been put aside, the

R ar .
i . : - o w .

h . > L )
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following card is unknown. Té put it simply, there is no completion, and
thus thé reader has no way to enter'the poem because there is only a
description of the picture and unan;wered Speculations by the speaker. .
These questions, then, fqil to promote understanding; in fact,”
they prevent comprehension. Since the poems are not connected, except
fhrough é.speaker who is concerned on}y with the picture immediately in
front of him, the questions preven{ a sense of progression from poem to
poem. In short, the reader does not know what the poet is talking about;
his inquiries serve little Oor no purpose.
| In the thirty-seventh poem, Bowering alleviat-. one problem--
that of donnecting poem thirty—seven to poem thirty-e o' *, whicl e

accomplishes through his own speculation. Yet, three quarters ot the

poem consists of unanswered questions:

Why
does she wear armor
1} beneath her loose robes?
- * . N
Why

did the deep drug ’ _ N
draw my fear & distrust
& effort to free myself from my tormenters,

Why
will this woman .
fall in a moment into uncontrollable tears?

Why \ .
is her right knee flext

below the sword in her right hand, -

ready to strike?

Pt

What have I opend
to her eyes
these thirty-seven pictures?

Who

is behind her?

Who 47
placed him there?
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o

If, in the penultimate poem in the volume, the boet cannot yet provide

N

answer- to any of these qQuestions, the reader cannot help but lose
patience--if in fact he has read this far. There still is no identified
central issue or gentral person for Bowering to confront. Thus, fhe
questions cannot be answered, and the reader cannot determ: e wne-
Bowering is more conscious of now than he was at the outset o; his volume.
Sometimes the questions are answered, but in .lese instance;,
the answers are directly concerned with individual cards and the terms of
def}nition are so vague that-they again fail to explicate Bowering's ‘
- » » o
central issue. For example, Bowering asks himselfgébout thé‘MAGICIAN,

. 48 .. N . .
"Why trust him?" and answers this inqui in & way that continues his
Yy qQ y

description of the figure, but does not identify Bowering's major concern. .

O It. is not trust but relief,
‘g - the rod he holds is no brutal weapon

but a wand,

; . 4
for mercurial gesture.
. i

, 1D poen seven, Bowering's concern is with all the "apparitions"
in the deck. Here he does endeavor to bring the past and present

together, but his vagueness prohibits precise interpretation of issues.

(How many are they? .
Is it my mind :

throws up these apparitions, ' —~
that they q
present their similar faces
. & regular oddments
for my confusion
from which I should learn?)
What? ,

That I have fears § curiosities,
+ that with each turn of the ‘wrist

I confront the present.
o 3y
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I learn to create the past
I live in.

b}

These questions, then, dovno; Lring the issues into fecus. Since

BeWering limits his speculations to single cards, he cannot 1dent1fy or.

clarify concerns beyond his immediate confrontatlon and, if the poet

cannot forﬂ'&ate his argument, there is no way 'he reader can, or should, P
be expected to. 'This problem is compounded by Bowering's apparent lack

of interest in the syﬁbolism surrounding the Tarot. This lack ofjinterest
is reflected in some of the questions the poet asks about the cards. In
poem'two, Bowering asks of the woman Qho‘pours water into the lake, ".
does it come endlessly / from her two earthen jugs / as the Stars above
her / include her head in their c1rcle""5l In poem six he asks-"IS HE
OFFERING the flagon / orégreparing leap head-first into it?"S?u Later,
he asks "Is she temperate in using these wings?"53 In reference td the
QUEEN OF CLUBS Bowering ponders "What can I make of her°”5u AsaAlateri
he wants to know why the charlot is pulled in two dlrectlons 55FUA\A..;l‘so, he

s

.wonders, "WHY WOULD THE FOOL / wear siuch khowing face?"s6 Finally, all

the quesyions about JUSTICE in poem thirty-seven suggest ﬂtal’ignérance

of this card If Bowering had made use of the 1nherent bymbols, these

LI LB
.

questions wOHid be unnecessary because what Bowerlng questlons 1& the, ~ .
pictorial representatlon of the symbol. Because he 1gnores ﬁhh'symbollc |

SR .
meanings, the poet must leave theé questlons unresolved Because questions
are unresolved and because the reason for Bowering's querles is.never
formulated, the 1nvest1gatlons remaln 1nteﬁest1ng only to Bo§gr1ng§
Bowerlng w1thholds the answers and, therefore, a sense of completion, a
sense of synthesis, is denied the reader. In short, whatever else

-

Bowering excludes from Genéve, he certainly excludes the reader,



&

.says, "My friend Roy, / has written a Small book / .about last weekend,"

“#ﬁ% '~ The problems raised through~unresdlved quesiions‘and the,

" reader's exclu®Wion do prohibit the reader 8 comprehenSion of what -

The reader's feeifhg of being left out is made greater through

the poet's allusion to his acQuaintancesf first names. In poem twelve he
57

" and in poem twenty-three, he states,

t

(That is the .fear made subtle, George,

ask Roy, : ' Lo
who dissembld even in !
¥ the midst of hlS v1sion, even e

in the poem--)58

Tﬁese are not literary afEUSions, they mean nothing to the reader unless

he can 1dgnt1fy Roy, and, if he is-not.amfriend of Bowering's, he has no

wéy of identifying who Roy is.‘-If Roy cannot be‘i&entified neither can

~

his poemé. Bowering seems determined to keep hlS poem unzv/=ila:  to all
. ) / v ‘ ~
but a select and priv1legéd group of friends. - . . . Sy

4

o u

3 ‘.

. Bowering @s actually talklng about, but the most diaxurbing element in

—~

» ©
the voLﬂme is Bowering s‘confe581$;\f§§%ihe cannot master the form, that.

\il
<

- he cannof“master the structure he chose to work within . In short, Genéve

v

is about losing control of poetry; the technique is a voluntary abandoning
. o i . ’ . ] .

of control.

£

Bowering's‘difficulty is first suggeséed through the number of

-

unanswered questions, but the problem becomes more exp1101t as the poem
progresses By the fourteenth poem, the poet has become a god—like

figure who‘destroys_what he makes in order to remake:

He does it himself, actlng at tines
like a.poet, to kill : '

» what he makes
in order to make- E '

. . - .. L] LI ] - L) OJ'I . - L . . L] . -

=

~

£
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-
The falling bricks
catch that light
, scatter it
into new configurations \ -

‘ s k« . -

»

This dlstre551ng dell lngon occurs gt the end of the _poém where the
\

absolpteLgontrdl © eation or re-creation is replaced by a kind of

’

N

S . ) N B '
disintepest which leavd® much of the creation to chance. Out .of
. o)

“V‘

destruction‘sb?ﬁzsg design which is "half random but toucht / with
e R

60 . . . .
art." Bowerin dmlts, then, that his conxrol,ls not absoluté, that he
e
is w1lllng to play a minor rqﬂe in thetdreatlon‘ hlS volume Thls
ot A ;;
wllllngness ds reltepated in: poem 31xteen where he ;Sks he "Will tell e

4" “oma r‘f'

P,

" what ihey [the plc%ﬁres] look ltke” ?l'ln poem twenty on; qpeysmhe asks

“..

. e flp
_"What can I make of her [Queen of Clubs]° /- £> i / Whatever make of
g . o

o

. & .

theh all ”6 ana in poem twenty-two where he.cbnfesses ”ThQVSYHbon are
TS . @ y . ‘46

<§ﬂifricult to / assimilate-."63 Mhen the readbr‘tunns to the twggny -third

KX ] o vl -
poem he fmds not clar:L%atlon but dellber\at'eaconfumon Bowermg

- i
P

adﬂlts he dlssembles o, ;'

e -

Q L » v
- ‘i‘,_ , o . : ~_,‘ . o
&5“¢‘§KCome on, Géor%e, you know ‘the*sr@¥l name, see, .

. you dissemble already-s)6%4 St ! .

S . o Y e

Here BSwéring seems to feel that such dissembling can somehow he

’ N

justified because his friend Roy did the same thing.

(That is the fear made sdbtle, George,
ask Roy, .
“who dissembld dven in-

the midst of his vision, even * ‘
in his poem--) N '

/ -

This excuse, which occurs after Bowerlng asks, "How / can I evgn name his

u

awe, thls mere / halry klng')lyss Suggests that, lf the ‘taSkh‘WPS ‘t_OO

Py E
. A

dlfflcult, it is right to dissemble.

A -
<

e ‘In bpem thirty, Boweri- does not even know where he stands..

i

v | | lgl m £

o .
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“Rho™s to judge? 'Who's to
x;f,sov.mdvﬂthe hor®w? Does this stranger
know the key I've always Elayd 1n°

No one kn@w whlch way I was looklng
i ’ & now, net even I7

o

Because hé does not know where he stands, he must, as he confesses in

poem thirty-one, ". . » ask q'u,sstions noh' al'ways / [ask] .questlons."ss
He fimds that his r'ole h_as chauged,‘now, h pays "I am the aaudience."69
,He cannot, howevep, tot'a.b,'&y abandon his’ role .as poet . He finds he still
. ‘ {0 ¥ . N
searches for relevances, and so, he accu uﬁﬂ l‘f‘ . looking /
. Ly . i 7. - K )
t,oo hard, looking fqy itﬂi_j‘" but always’,.-bef. s au:#loss
, -e.. . 0 - , ‘1*
) Il11 never® )fnow what to. say about- him, d : °
" . 4't‘:}’t Dy desperately as I*ﬁa W -, Show
YL toWard that end’1 s $.- oo

* 1H¥s 'met(hc;d“défeats, hlm HlS refusal t‘ use the meanlngs&whlch the cards

,.‘5 2

contaln, \&s dgtermmaﬁgonéo keep the cards one dlmensmnal«, forces hxn

-

to say”of the QUEEN OF SWORDS: . I
v TR e ’ .
R The short German skirt * 4 AT A\ ’
& T e ) isyat'ion y v '
L - other syﬂbol S~ ‘ v
S w0 L She Mis the 'symbol :
: . ':yvo.ri&an. .7 . .
’ il . L] . . . - R
I dont need symbols.72 . ‘ . W

. . . ' <
Without the symbols, without using the cards' meanings to help him

4
1dent1fy and work through whatever issue plagues him, all he can ask when
f
he confronts JUSTICE is . : _
, | | e
; What have I opend . ;
to her eyes
‘fchese thirty-seven pictures?

l

No answer is or can be given.
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: s
Bowering's method prevents synthesis becausg he finds that once
- . ~ .
L]

he igngres the cards' symbolism,he has no way t&. anSwer the many questions

Sl 2
1f. Genéve’s‘%ntia‘s]’.'

he .raises both a* ~ut the plctures‘anda fbo
as an extende. . -m is tied to Bowerlng s o isjon to use the pietures on
the Tarot car ™ . Th’at is, the cards' ‘S)VImbols could shelp bridge the gap
between personal: exploration of fears and desires and the public expression
of thofe fears dnd desires, but for the .potevntial to be realized ‘Boweringy
"must make explitit the relatlonshlp between the single 1dent1ty offered

in each poem and the s:.ngle identity offered. by the volume as a whole

which he 1mplles_ through his design. \Yvor W1nter's ‘States_that the

"creation of a form is nothing more or less th"én tﬁ act of evaluatlng -
4 o ;

Q

% and shaplng (tha‘t is, controlling) a glven experlence. n?4 Although ;&'

L A :
Bowerlng may, as Davey suggests, accompllsh this Feat in cert@un n

v . .

-1n,d1v1dual poéms, his. numerous unanswered questions, combined with a-
dellberate 1gnor1ng of gymbollc meanlng and a lack of deflnltlon,, prevent

evaluatﬁén prevent ‘ shaplng, and ultimately prevengj éon‘f:rol Bowering's'

Fd

fallure tb cregate. a satisfactory" form is related to hlS use of
—

Ky phenomenologlcal techniques whlch force him to be more concerned w1th an

’

exploratlon of himself than wﬂh how" his personal searches makg him part

rl

[N

of a larger communlty whlch shares similar fears and desires. .His.

parratlve&);clud%s the: reader because hlskﬁefusa'l to con31der the

A Y ~
potentlal relatlonshlp between cards pI‘OhlbltS a clear connect!on between :
poems_and excludes 7ef1n1tlon of what he attempts to work through s
v\ ~

Bowering falls into'a trap; he becomes, as Winters says, one'of the "many

-

writers [who] have sought to seize the flUldl'ty of experlence by breaklng
down the limits of form, but . . . in d01ng so, [he defeats hls] own

'ends."75 In Genéve, Bowerm& s desire to capture the flu1d1ty of hls
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personal thoughts about and reactions to the Tarét leads to his hope that

\

the pictures themselves will strengthen the narrarlve by prov1d1ng the
necessary links between poems. But, hlS refusal to evaluate and to shape
his responses through defining his connection to thée wealth of meaning to

which the Tarot cards provide access limits Gendve to a one dimensional
. [ ._
personal exploratlon which excludes the reader and Fenies Bowering's

§

con51deratlon of the mysteries contained within: the cards. Here, the

Tarot is not‘ﬂﬁgey to the collective hqsonscious,‘abd, therefore;

. o c e p
& j;wer;ng 1s unable to transform his exploration from a perisonal
V . 5 o ’
S é confrontatlon of fears and des1res to a communal co frontatlon of those S

i

same fears and de51res.

T T : ‘ ﬁ’
. J e B
o : L

] e 4

prgo

L‘E} '.A ' | . N . R 3. ’ E -
v s o A ‘o
. ’ . . . ‘4 &q i‘i:ﬂ - .



CHAPTER VII

: “ _QONCLUSION | . . .

My examination of Jay Macpherson's‘The,Boatman, Gwendolyn

¥

' MacEwen's The Armies of the Moon Margaret Atwood's The Jourgakﬁ oft
N ryes [

Susanna Moodle, Mlchael‘Ondaatie;s The Collected Wobks of Biily’the Kig,

pva

i3 ?

¢ . ' ° i - . 'S ) i
and George Bowering's GBnéve reveals the poets' use of, partlcular )

technlques that encourage readers to unde"tand each,vqlume as.a 31ngle AT

- 5
h- 3 . S

extended foer} At the 51mplest level the tltle of the bqok 1nd1cates
Q

somethlng of the process, toplc or deflnltlon whlch 1nd1v1dual poems

. o N
25¢ the ordering of-the poems is informed

P

_;301ntly explore, but -in each

. i 4 N
'\> ) X S

by prlnc1ples that go - WePB*bL

"

“$imple sequenge-or pragression on.a

e . 0 o
efis, each mcﬁ)r& less comple

common theme.* As a'serleS‘qf'po An 1tself

. | . s [ - ) L .
- the book\bffers a variety of pe spectives but these in tur: are controlled 5

N

or at least cbntained within th t ! 's use of what I have deflned, in my

'firstﬂchapter, as a cbmppehensive myth. Whén SUccessful this
\ . . 1 . p)
pomprehenslve myth serves the extended form-as a structural device in a

number ‘of ways largely ways whlch relate othe;w1se dlsparate elements.

If the poet understands the potentlal of the technlques and. themes of

- N

comprehen51ve myth he or shercan manlpulate the varlously to fuse or to

'
.~

brlng 1ntd conflict, to dlStlngUlSh or to harmonlze such dtsparate

PR

mnferlals 3? theaprlvate and the publlc, 1nstlnct and hlstory, fact and

fa“tasy, thee%oﬁg past and the c0ntempora§‘? Q@{ ument has been that

an apprec1at10n of the poet's partlcnlar use—~or fallure to use-~'

i

comprehen51ve myth xs essentlal to 3\proper understandlng and evaluatlon
\x? id Y T R : PR
N R e -
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of his work as an extended form.

Of the five examples citec, two, Jay Macpherson's The Boatman

and George Bowering's Genéve, ar: only Y'mited successes. In The Boatman,
v . I . . -, 'f——-“—' . e

3
“Macpherson‘s use of mytH’as"historical artifact prevents the multiple

perspectives offered by 1nd1v1dual poems from clearly 1nteract1ng with

each other, which means that the béok“lacks a sense -of controlling
; IR dr .
7}' M. . -
perspecte’b and containment. In'Genéve, Bowering's conscious denial of
d%:he structure and myth 1nherent in the Tarot,cards leads to a loss of
“ J‘ ‘, ; . ‘ » 3
meaningful ;nteﬁactlon between or among 1ndiv1duaLLpoems. Bowering's "

_ i3 :
deliberate requal to make use of mythical materials already pre§Ent - : ‘

g et
“U' . ,”Q,

.uh%ésomblnation of’ persdnal w1th hlstonical or’ more universal
AR
i v(: . o <

whmh mean% }:hat Gemve swotentlal as an extended form is not

v

v

» e T L8
: .- ,{3. ) * . ) .~ | ~
. R . - Three works howeVer, aré suécessful In The Armies of the '
. J . © .
Moon,‘Gwendolyn MacEwen's comprehen81ve¢myth works to 1ntegrete various

Ly

°

levels of human perceptlon and c0nscxousness. MacEwen employs all the

.characteristies which ensure mythic revelatlonz sheiconcentrates on thej .

i
Y

o recreation of personal expezignﬁe by incorporating mythical analogues. - A

sense of myth enacteéd-comes from the balaffce between her conscious

b . ' S .

‘arrangement of poems in a logical and linear order whick moves to a
specific conclusion and her exploration’ of the hierarchical relationships

.
. e . '

. - within that linear structure. Margaret Atwood, in The Journals of

Susanna Moodie,\cﬁeates a "new" myth by adopting ekisting mythic
d y

T . CR

characteristics which\ensure revelatlon and by combining these

s »

’

characteristics w1th the image of Susanna ﬁoodie which she discerned 1n

her documents. Atwood transforms Susanna Moodie from’historical
‘ _ e T ' ,
personage to the central.characﬁﬁp in her myth, and, in order to replicate

1

g . Tart oo N Y
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_When the poet's sense of compy
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\'» & hd ; ] ’
g%fﬁ“n}ots and ‘themes, she dramatlzes Moodle § actions by making themg,“

(<

the same as Moodie's myth1ﬁ>counterparts Pepsephone, and the Trlple

Goddess, Diana, Venus, Hec!‘b. Finally, in The Collected Works of Billy

the Kid, Michael Ondaatje, through providing Billy with a private self

‘which reveals that the Kid seeks self expression g!sgugh artlstlc means,

~adds a new dlmen51on to the legend of Bllly the Kid. This new dimension

complements rather than supplants the image of Billy which legend bestows

~

upon him while 51multaneously transformxng Billy from legendary hero to
representatlve'artlst~out51der ;*T: help make the new ‘image of the Kid
complete, Ondaatje combines personal and historical conflicts which tend
to move his own personal preoccupatlons to the,status of publlc themes.

One obvious difference between the succeszul extended, forms -

and those volumes of lihited_

is_is the strength of the narrative.
?3g'myth is sueéessful, that is, when
the comprehensive myth fuhctions'as 4 structdral pr1nc1ple, the strength
of t?e’narrat%ve is dlrectly proportional to the strength of the bonds
between poems ‘For example, in The Boatman, Macpherson offers no -
con31stent, 1dentf¥iable speaker‘ﬁho mlght function as a directing gu1ee,
thus, the book's .success a¢ an extended form is llmlted even though the

..J' -
poems 1nd1v1dually prov1de multlple perspectfggs whlch could be related.

L

e

Bowering, on the other hand, does offer hlmself dgva consistent,
1dent1f1able speaﬁ.gﬁnbut has fallure to cons1der the interaction of the’
cards means that the %“onnections between poems are poor even though hlS
de51gn suggests that the book has formal propertles which permlt it to be
read as a s1ngle poem Bowerlng leaves the reader’ puzleng even over the
meanlng of the title of the book and his purpose for ch0051ng the Tarot

cards in the first place.. ' R

'h' Y

\




179

!“ ‘In contrast to these volumes with weak narratives, Armies, The
P — S ——

qurnals, and The Collected Works are characterlzed by strong narratives

which help MacEwen, Atwood, and Ondaatje make their extended statements.
In Armies, MacEwen provides a speaker who, in two framing poems, describes
a confrontatlon between scientific accomplishments and the imagination in
terms applicable to the whole of modern Elwxfization; this same speaker

»

offers the record of a personal journey between these framing poems. The

regder sees and experiences the process as this épeaker'undergoesdit. Tﬁﬁéﬁ_
rrecording of the process, which is aided by mythic allusions and the,
exPloration of the speaker's relatlonshlp to 1mag1nat1ve creations and
scientific achlevements, leads to a kinetic myth whlch is, held together

% \
qand shaped by the speaker. In The Jzurnals, Atwood adopts a persona,

Susanna Moodie, who dlrectly and gradually reveals her double v131ob

&
The poems are presented chronolqglcally and the reader th&é galns both a
-

sense of Moodie's gradual acknowledgement and acceptance %f her double

v151on and her transformation 1nto the 1dent1t1es of her counterparts in

«

Cla831cal mythology. Atwood simultaneously speaks through and for Moodie

and in this way the narrative is shaped and controlled. .Ondaatje, in The‘v

» g o :
Collected Works, creates two narrative straﬁdsg oné of which sustains the

image of Billy the Kid which thé publlc accepts and expects, and one <
which prov1des access to Billy's private self. These Strands-are entwined

and combined to create a fragmented time scheme,lput because’ these are
played against the traditional chronology of Billy's'life, the"sense of a
. i : : , 4

strong narrative line is retained. o L. . )

X ’ R N
r N . o .
There also emerged from the study an 1nterest1ng correlation

between the success of the volume as an extended form and the poet's use

of documents.’ In The Boatman for example, Macpherson's use of myth\as
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required that her documents include almost the whole of world literature,
bl

and this "document" is simply too bulky to provide the shape and. control

.
- E}

she desired. The general failure of, Macpherson's book is overcome in-
. , ) _
Part V where she uses particular biblical images and stories to define

her %?als; unforfunately, the success of this section cannot surmgunt the
problems caused by using allusive mythical symbols to create and sustain

connections between poems. In Gendve, Bowering's decision to use the
) » Al A

Tarot pack provided him with a resource which, if he had acknowledged the .

potential power of hisg document, wouild have aided in his creation of a
N , 3

strong narrative and provided him wj.th multiple perspectives which would

ys for hii kploration of. personal

3.0 o e
7 i - N )

0f the three successful atfémpfs to create an.extended form,~* .

o

. %
have given direction to and offere

. L. LY

. fedrs and desires.

. MacEwen is the only poet who does not use a specific document for most of

her book."Rathér, she relies on the methods of myth and in doing so can
7 . .

combine effecfively snch disparate items as figures from Greek mythology

and the scientific achievement of men walking onqghe_megﬂi% However,

there is ev1dence that MacEwen uses a document for the poem entitled "The

Nlno Arcana of the Kings"; here, her own novel Kimg of Egypt, King'of

Dreams, whlch has 1ts source ln the hlstory of anc1ent Egypt, provides

the details for theqﬂtor&'éég the prlnce and his sister. w1fe In The’

Journals, Atwood discoversther topic in her two major-sources, Roughin
S Pher topi jor-sources, Roughing

It in the Push and Life in the Clearin ngs by Susann@ Moodle.. The materlal

~in these documents generates h!% poenps, and shq,reproduces much’ from her

souyces. Atwood finds in history what she belleves.ls the model which
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def " 8%ate of the Canadian psyche. 1In The Collected Works,

& o . . .
Ondaatje, like Atwood, makes extensive use of documents. His intepest in

Billy the Kid wds piqued by what boeks about the Kid ignored, as well as
what they accomplished. Unlike Atwood who uses her material exclu51vely

to generate poems which help her create her new image of Mrs MOOdle,
Ond®atje uses his material in large part to help him perpetuate the

public image of Billy which legend creates. He also uses documents on e

photography which allow him to suggest the difficulty of capturing and
shaping an adequate image of the Kid. | ’ .
P ,

The desire of English Canadian poets to makeﬁ?n extended

statement to create a long poem is not conflned to 54’f1ve poets and

the five examples glven

L

“other Canadian poets like bp Nichol's The Martyrology or Daphne Marlatt's

Prames TheSe fL'e examples do p01nt to the poet s awareness that any

attempt to make an extended statement -requires much more than*ggﬁslyrlc

- <
expression- of his personal perceptlon and emotion. Th‘b #iso suggest .
that, glven the poet's w1lllng%§ss to use’ the potentlal power of what

this study has tried to defme as comprehehszve my@fhe avallablllty of

o documents and the 1nventlveness of our poets im u51ng them will continue

to make, as it has already made, the extended form a prominent feature of A

Cdnadian poetry. - ~ o B 5



. ' NOTES

Chapter I: Introduction

lI am thinking here, for éxamplé, of Freud's interpretation of
Sophocles' Oedipus Tyrannus. Freud bases his theory on the "tpyuth"
contained in the story of Oedipus, but the play is Sophocles' interpretation
of the myth, not the original myth itself. v

2Lillian Feder,' Ancient Myth in Modern Poetry (Princeton:
Princeton Univ. Press, 1971, p. vii. ST

3 P R . '
Feder, p. vii. L , . i
4 ‘ | ; >
' Feder, p. viii. .. Cde .
5 N t ’
Feder, p., 11. _ o ﬁ%b ’

sFeder, p.%9; .
? L e a

7Fedef, p. 11.

8Feder, p. 33.

.

9Feder, p. 28. ‘ E g
loPeaer, p. 10. o ' . : .

llFeder, p. 10, - . . L. ' T
12 eder, p. 16, .
Breder, p. aus, -

l”Peder,~p. 416. - o §@»

lSPéden“.p; 11.

. ‘ /
lsBronislaugjplinowski,i"Myth in Primitive Psycholegy," in Magic, ’
Science, and Religion and Other Essays (Boston: mn.p., 1948), pp. 78-79. .

' , ' T8 T
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l7FedeP, p. 7.

lBFeder, p. 30.

. lgClaude Lévi-Strauss, The Savage Mind (London Weidenfeld and
Nicolson, 1966}, p. 22. :

20Lévi—8trauss, p. 95.

21ercea Eligde, Cosmos and Hlstory The’ Myth of the Eternal
Return, trans. Willard K. Trask (Nii'York Harper, 1959), p. 18.°

.‘.,

.

- \ Phll ‘Rahv, The Myth and the Powerhouse (New York: Farrar,
“{graues and Girouxl 19667’ pp. 11-12.

\)' @ ‘ R . - »
o . ‘\t‘) ?3Rahv_, P. 15. B 3 ..
o 4 3« o ' . ) \ g 7& N , ‘.
. v '} . 214 . . ! K : , ' AR 1
% - Rahv* p. 6. . o »
« . ’ v ;1:

25 Slgmund Freud A General Introductlon to- Psychoanaly51s, t?ﬁns.
p New York Simon €& Schuster, Inc. }968?} p. 27.

s . B ! ‘;::

/ {
. 209.
. .. ! J
FON ?,O o
a v27Freud;5§;;l741 T L e T, Cee
L oL S . . ‘ ..‘" . ) y«) )
- 28 Here, the word "prdvate" reflects the tendency of explorations

into the unconscious to be introspective; "public".refers to the manner

B which an individdal strives to define himself™\as part of a larger

ial strugture. The tension between private and public is greater -in
rn than primitive soc1ety because, as Eliade suggests, modern man is
nger satisfied with subordinailng his sense self to his sense &%
unity. @ _ ' 1 ‘

<4 . “ .
Chapter II: Jay Macpherson's 'The Boatman"

n

, lNorthrop Frye rev. of The Boatman by Jay Macpherson,
Unlver51ty of Toronto Quarterly, 27 (Jtly 1958) 43k, . N

2Munro BEattle, "Poetry © 1950- 1960," in Literary History of
Canadlan Literature in Eng;;sh general ed. Carl F. Klinck {Toronto:
Univ. of Toronto Press, 1965), p 788. , .,
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3In a letter to Rev. Trusler in 1799, Blake states, "I feel
that Man may be happy in This World. Agd I know that This World Is a

World of Imagination and Vision . . .. But to the Eyes of the Man of
Imagination, Nature is Imagination itself. ‘As a man is, So he Sees. As
‘the Eye is formed, such are its Powers." William Blake, ""Letter to the

Revd. Dr. Trusler, ‘August €3, 1799," in William Blake, ed. with an intro.
by J. Bronowski (Harmondsworth, England: Penguin Books, 1970), pp. 220-221.

.~

uFrye, pPp. 436-437,
5

Frye, p. 437,

6

Frye, p. u438.

7Frye, P- H38;
. ) 8 J in P L W R

The fact t#at certain lyrics appear in italics also is ignored
by critics. Surely, #he very fact that some peems are written in different
type indicates the p 's desire td have these poems stand out slightly
from the dther poems. 1In these lyrics, the poet gives the reader
directions which indicate the progression af the theme, or define
something of sthe process the poet undergoes.

) gJay Macpherson, "No Man's Nightingalé,f in The Boatman
(Toronto: Oxfopﬁ Univ. Press, 1957), n. pag. Pleade note that in orde§
to keep the/form of my thesis consistent, I have not italicized the poemy
titles, even though this edition does. All further references to poeps

- by, day Macpherson are from this collection. ‘ : )

¢

e .r LY . '
. . . -

. - ) ‘ i

0., the myth, Procne, the older sister of Philomela: was married
‘to King' Tereus of Thrace. After five years of marriage, Tereus agreed to
fetch Philomela so that ‘she might visit her sigter: But, on the way to =
Thrace, Tereus conceived a passion for Philomela and rather than takdng |,

" her to see her sister, he landed on.a rocky coast, dragged her into the
forest, and kept her captive in a tower. He also. cut out her tbngue.
Philomela grieved for one year, and then wove ber story into a tapestry

“which a servant then took t@_Procne who read-of ‘her sister's grief and at
once Went to the forest and rescued Philomela. [Together, they killed and
cut ‘up. Procne's son. The meat was caoked and the dish placed before ?
Tereus, who, when he understood what had happened, grabbed his-sword and
pursued the sisters. "To prevent more bloodshed the gods at once

" transformed all three of them: Tereus to a hoopoe wearing a crest of
feathers and Procne to a chafteringvhome—dwelling swallow, while
Philomela, her voice at last restored, became the nightingale who tells
her sorrows all night to the silent woods." Jay Macphepson, Four Ages of
Man: The Classical Myths (Foronté:. Macmillan, 1962),8%. 47 and 49,

The myth implies that the nightingale's plight is directly
connected to man; indeed the role of the nightingale is to-tell of her
sorrows which were caused by a mortal, fallen man. By saying that as

AT

Y

v
o
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Siyht i le e e lone e e, Macpher o et vy o g the
SENE iy, ot or v cnred G oy nd there by sniors s Gl ey L e e
the puiting Anyed.

[

P bet oW ey A ot iy les T G T Wl e Land
(N ) o tie R ooyt iyl EINA s o
LR e Teodloly theretoas ok AR AL KA e e o O TS S T N SN FRRE I TS

A‘HJt;ﬁ'! , e Man Hovi v e, 0 P i Uiy :
dierton Deiny el e g Ay ! B T N O N T S PU TR ET oL S S UV B P
ot oh Tiy *

ML ey R ST Wt IIH)'.:A",” The iy
L4 . . . .
Phave equated iy with renewsd oo o I P
. . .
Depinning of new 1ire, o tetnewaly in o the naataral ol
;fl try » 1 [ i M 1t
Macs heroon, Neo Man T Nightinyale " g, Lty
It . " <. N - "
Macpherson, "ordinary People dn the Last Dave," poob
’ ten the soribes and Pharioece ashed Christ tor o a cips, o
mawered,

"An evil and adulterous gonerdtion secketh after g clen oand
there shall be no sign piven to it, lut the sign of the prophe: Jonan:

I'or av Jonas was three days and three nights in the whale's
bellvy so shall t:e Son of man Le threc davs and three nighte in the Leart
'pf the earth.

The men of Ninevel, shall rise in judgment with this generation,
and shall condemn it: because they repented at the preaching of Jdonas;
and, behold, a greater than Jonas is here." Matthew 12.39-u4],

8 .. .
Macpherson makes her examples all inclucive v laving upon
Eliot's line "Let us go then, you and I'". T. S."Eliot, ".ne Love Jong of
J. Alfred Prufrock," in Collected Poems 19C9-1962 (London: Faber and bar
Limited, 19€3), p.*13.
lg 1 ~ I \A
Macpherso ror Child," p. 5.
ho o . ,
Macpherson, "In Time of Pestilence, p. 8.
21 . . . . . s N
According to this myth, Apollo promised Sibylla whatever she
might ask. took up a handful of dust from the ground and asked to
live as mar. -ars as there were grains in her hands, but she forgot +o

£
i

ask for perpetual youth. Apollo offered her this as well i

grant him her love,.ard when she refused, he swore that what she hac

she would
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decdires s hould beo her punishment o Her Qe t baey wes to Live fog the v

yeerrnon old e ot weaknesos AU Tast, She Shroank fo o pititul heap o
shinoand tone, ar wan hury it Pottie Som *he temple root o Nothig

Pt her vodoe wan oottt to her by the gt hildven plaving near the
shrdine woudd callooat ) e, What o v want " oandd o e Tttt e o
foint hiviine volce woulld anewer s "lwant o to diel" Her oo tesy 1 the
daveowhen she cr DL pave them, were contues ANSWers Wit ten on Teare:
Abid fossed Up into the wind Thart ocwivied oagr
Macthicroon, Uity Lo 1
Al
KX .
Macpheroon, I S R O S
b
Macpherson, "The Fymer )" .
R /
/
1 /

U Macpherson, "Mary of Eyoypt )M o o

St

Macphervaon, antitled, p. 20

4

biopherson, untitled, p. 0.

Mac-herson, untitled, ;. 30.

. .
QJMJCEAJT-”OU, untitled, p. 30. Macpherson'. combination of uin
and Ratel, 7ecls v when the reade: expects the phrace to read "Ralseo
both vain u- Abel " 7ur tes the reader to take note of ¢ he allusilons, and
thus to emen. o1 the story of Cair rardering his Prother, and the story
of the Tower of Rabel where confusion develope.i after the people working
on the tower dic wvere! they al. spoke differer- languages.

3. oo
Macpherson, "7The Boatman,"

p.oug.
32
Macpherson, '"The Boatman,'" p. Uu8.

33
Macpherson, '"The Boatman,'" p. 48. N

Macpherson, "Ark Parting," p. 52.

1A

Island,” p. E53.

-3
o
o

5Macphérson,
6 1 '
Macpherson, "The Inward Angel,' p. 54.

Macp . .=rson, "Leviathan," p. 55.



Micpheroony "The Anapogic Mo, broo bt

i
Macpdoon s "he Ancgop e Man " b Hb

N wWernndo v Machwen s "The Al o the Moo

Srant Laveyy "Cwendolvn MacTwen: o Thee cecret o AL cher s i

Dpen edlter, Cnd oser. )b (lpving 197.0), -,

<

Pl len DL Warwick, "o Voo g Sirp e Symmetry )" o in Canad a
Literature, Noo 71 (Winter 19700, p.odr. !

N N . 1" N 1" :

OGwendelyn Machwern Introduct ion, n A Breakfacr cor
Barbarians (Torunto:  The Ryerson Press, 14966), n. pays.

Davey, . 12,

This speaker can be identified as the poet, but becaune of the
way MacLwen blurs the boundaries between the internal and the oxternal
Y 5

there is an unfixed relationship between the poet, the speake:, :nd +the
characters who appear in specific poems. This varialle relat . mohip allows
MacEwen to use different characters both as devices and as symbols. As

devices these characters help MacEwen externalize the internal; as
symbols they help her categorize her experience once that experience 1is

T“externalized. The speaker's respc-:o to these characters therefore

+

varies and her understanding is frequently limited. 1In orde- i
distinguish MacEwen the poet who controls and creates Armies  rom the
speaker, I prefer not to refer to the speaker as MacFwen.

The moon is a complex and important image in Armies. In
mythology the moon is associated with Hermes in Greece and with Thoth in
Zgypt. Both characters are guides, teachers, and conductors of souls to
the afterworld. Both are simultaneously protective and dangerous, and
both unite the ambiguities of the unconscious. In Egypt, Thoth is
associated with time;.he is the inventor of mathematics, astronomy, and
engineering. '~ Thoth is Lord of Magic, and he taught Osiris the arts of
civilization. He is Master of the Words of God, or of the characters of
writing which he was said to have invented. In Greece, Hermes was the
god of prudence and cunning, and of commerce. He was also god of sleep
and dreams as well as of crops and mining. Hermes invented many things,
including numbers, the alphabet, the science of astronomy, the art of
fighting, and weights and measures.

The interesting feature of both Hermes and Thoth is that they
are imaginary; that is, they are created by man in order to explain the
existence of many worldly phenomena. Because they are moon gods, the
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moon represents all o that the goda rejrenent | oand, theretore, the moor,
refiects the union of the imapinary and the real.

However, the roon ic alse g real Planet and soientitic
daccomplishments have succeeded 1in dispwlling much ot the mystery which
used te surround it. The moon there fore embodies Lorh the imay Inary and
the reai, and is, a5 4 consequence, an ddeal battlepround.

7

The epigraph i trom Lauren: vander Fost 's The Seed and e
Sothe recognition ot the Similarity between a4 wi

s
Sower, and des~ribe

inside and a war outside -

1t was then that I firet realized that the wvar T wase Sighting

was in me long before 74 was in the world without. [ realized
that I was fighting [t in Ge-ach! w. Lest es=—a secondary

dimension of reality.

5

\UWCndolyn MacEwen, "The Armies of the Moon," in The Armiens of
the Moon (Toronte: Macmillan, 1972), P. s hereafter this poem will Lo
Clted "Armies'.  All further references to poems !y Gwen MacPwen Aare from
this llection.

9
MacEwen, "Armies " p. 1.

MacEw. . "Armies," p. 1.

11 i .
MacEwen, "Armies," p. 1.

lQMacEwen, "Armies," p. 1.
13 . .

- MacEwen, "Armies," p. 1.
14

MacEwen, "Apollo Twelve," p. 75.
15 "
MacEwen, "Apollo Twelve," p. 75,
6 " "
MacEwen, "Apollo Twelve," p. 75.

7MacEwen, "Apollo Twelve," p. 75.

8Stan Dragland, rev. of The Armies of the Moon, Ly Gwendolyn
MacEwen, Quarry, XXI:4 (Autumn 1972V, 57,

9Davey, p. 19.

OMargaret Atwood, ""MacEwen's Muse," Canadian Literature, 45
(Summer 1970), 2u,
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“MacEwern, "The Tilm," 5. 43,

-
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Machwen, "oredo,™ 30 590

Yo

i/MdCEWUn, "The Howr ot the Singer )" p. b0,

BArwood, p. 31.

54

e . . . ., .

Mactwen, "1 tve Mislaid Something " p. 7.
Y b

30 . . . -
MacEwen, "I Have Mislaid Something," p. 7.

1 . . . ‘
MacEwen, "Memolrs of .1 Mad ok, p. 1,

2 . . o
MacEwen, "Memoirs «f a Mad Cook," p. 14,
s

3Lilith is a female demon o! Jewish folklore, equivalent to the
English vampire. The personality and name (night monster) are derived
from a Babylonian-fusyrian demon 1ilit or liku. Lilith was believed tc
have a special power for evil cver children. In rabbinical literature,
Lilith becomes the first wife ~f Adam, but flies away from him and
becomes a demon.

"Lilith," Encyclopedia Britannica, lith ed.

y .
3 MacEwen, "Lilith," p. 15.
35 R
MacEwen, "Lilith," p. 15.
6 1" S : 1"
MacEwen, '"Lilith," p. 15.

7 .
Salome is identified with the dancer who asked Herod Antipas
for John the Baptist'’s head. Mark 6.16-28.

8 o
3 MacEwen, '"Lilith," p. 15.

’



190

14 . - . -
Micbkwen, "Lilith " o 150 At a time of acute Crisis o when b

Nika insurrection broke out in 532, Theodora's courage and firmnes: in
retasing to fly when the relels were attacking the palace wan o
contributing factor in saving her hustand's crown.  In the relipions
controversy which divided the empire, Theodora sided with the Monophvaites

(persons who teach that Jesus Christ had onlv one oture, rather than two
natures, Jdivine and human) and Strongly supported tie heretice o Pyt
and Syria.  After hev marriage she lived o strict Iy moral Tite, and a:

empress she instituted homes for prostitutes,
"Theodora," Luey<lopedia Britannica, 11t .

40
MacEwen, "The Holy Burlesque," p. 17,

4] . .
Macrwen, "The Holy Burlesque," p. 17.

y2
MacEwen, "Phobos," p. 24,

43 .
MacEwen, "Phobos," p. 2u,

4y . . .
MacEwen, "Meditations of a Seamstress (1)," p. 8.

45 .. .
MacEwen, "Dining at the Savarin," p. 13.

L6
MacEwen, "The Vacuum Cleaner Dream," p. 18.

4 . ..
/MacEwen, "Note from a Figure at Pompeii," p. 25.

4 . .
8MacEwen, ""Note from a Figure at Pompeii," p. 25.

9MacEwen, "Two Aspects of the Moon," p. 29; hereafter this poem
will be cited '"TAM". . P

SOMacEwen, "TAM," p. 29.
lMacEWen, "TAM," p. 29.
2MacEwen, "TAM," p. 29.

53 1" L]

MacEwen, "TAM,'" p. 29.
4 .
> MacEwen, "TAM," p. 29.

55MacEwen, ”TAﬁ," p. 30.
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MacTwen,

60 .
Macbwen,

1ted "onr,

bl .
Machwen,

L2 .
MacEwen,

63
MacEwen,

b
MacFwen,

65
MacEwen,

66MacEwen,

67
MacEwen,

68MacEwen,

9MacEwen,
70

MacEwen,

lMa_cEwen,

72
MacEwen,
"Hunger".

3
MacEwen,

74
MacEwen,
5MacEwen,

6 t
MacEwen,

1481

STAM,M pLo30,
"The vhild Dancing,'" p. 33.
"The Child Pancing,' p. 33,
"The «Nild Dancing,'" p. 33,
"

hereafter this poem

The Other Underground,™ p. 34,

"L, pL 34,

"OULT pL 3

"OU," p. 34,

"OULU" pL 39,

"0U," p. 35.

"A Dance at the Mental Hospital," p. 37.

"Letters of Water," p. uu.

"A Letter to Charos," p. U5,

"A Letter to Charos," p. us.

"The Telescope Turned Inward," p. 47,
"The Telescope Turned Inward," p. 47,

"The Golden Hunger," p. 51; hereafter this poem will

Ve

"Hunger,'" p. 51.
"Hunger,'" p. 51.
"Hunger," p. 51.

"Hunger,'" p. 51.



N

MacEwen, "House of Mercury," p. 52.

8
Maictwen, "House of Mercumy," p.

w
L]

79

Mactwen, "Jewellery," p. 53.

80 .
MacEwen, "The Sign," p. 5u4.

1 .
MacEwen, '"The Real *":me of the Sea," p. 58.
82

MacEwen, '"Credo,'" p. 59.

83 . . ]
Mackwen, "Written After Coming Out of a Deep Sleep," p. b2,
hereafter this poem will be cited "Deep Sleep".

84
MacEwen, 'Deep Sleep," . 62.

85

MacE "Deep Sleep," p. 62.
e NGO 2

t

86
MacEwen, '"Deep Sleep,'" p. 62.

87 . . : . .
In this 1966 collection, MacEwen includes the first three
arcana. No revisions have been made to the original three poems.

88MacEwen, "Arcanum One: The Prince," p. 64.

9 .
8 MacEwen, "Arcanum Three: The Death of the Prince," p. 66.
90 " Co

MacEwen, "Arcanum Four: The Embalming," p. 67.
91 " . . "

MacEwen, "Arcanum Six: The Centuries, p. 69.

2MacEwen, "Arcanum_ Six: The Centuries," p. 69.
93 1" 3 e g "
MacEwen, "Arcanum Six: The Centuries," p. 69.
y

MacEwen, "Arcanum Seven: The Return," p. 70.
5MacEwen, "Arcanum Two: The Conspirator," p. 65.

96MacEwen, "Arcanum Eight: The Story,'" p. 71.

97MacEwen, "The Hour of the Singer," p. 60.

s
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98 . .
MacEwen, "Arcanum Nine: The Ring," p. 72.

99
Dragland, p. 61.

100 . . . - -
Mackwen, "Arcanum Nine: The PingL,t on. 72,

v
Chapter IV: Margaret Atysdd's "The Journals of Susanna Moodie"

1 . . . . . .
George Woodcock, "Playing with reezing I'ire," Canadian
Literature, 70 (Autumn 1976), 8u.

‘ 2John Wilson Fosten, "The Poetry of Margaret Atwood,'" Canadian
Literature, 74 (Autumn 19777, 9. :

C
3Sherrill Grace, Violent Duality: A Study of Margaret Atwood,
ed. Ken Norris (Montreal: Vahicule Press, 1980), p. 33.

y . .
Atwood, "Afterword," in The Journals of Susanna Moodie
(Toronto: Oxford University Press, 1970), p. 63.

5Robert L. McDougall, "Introduction" in Zﬁfe in the Clearings
by Susanna Moodie (Toronto: Macmillan, 1959), p. viii.

6 . . . . . .
) Susanna Moodie, "Introduction," in Life in the Clearings
(Toronto: Macmillan, 1959), p. xxxiii, -

7
McDougall, p. x.

.
8Atwood, "First Neighbours," in The Journals of Susanna Moodie

(Toronto: Oxford University Press, 1970), p. 14. All further references
to Atwood poems are from this edition.

9Atwood, "First Neighbours," p. 14,
10 s .

Atwood, "First Neighbours," p. 1u.
11, . " "

Atwood, "The Planters, p. 16.

leusanna Moodie, "Introduction to Third Edition," in Roughing
It in the Bush (Toronto: Bell ard Cockburn, 1913), p. xviii.

13Atwood, "Paths and Thingscape," p. 20.
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)

lﬁAtwood, "Paths and Thingscape,'" p. 20.
15, 7 1] . H .
Atwood, "Paths and Thingscape," p. 21.

l6Susanna Moodie, Roughing It in the Bﬁsh p- 279.

~

i L
1 Atwood, ''The Two Fires," p \\\

8 T
1 Atwood, "The Twa Fi%es,” 'VQn

g . N ] N
1 Susanna Moodie, Roughipg It in the Bush, p. S5uu,.
Atwood, '"Looking in a Mirror," p. 24.

5 ,
lAtwood, "Death of a Young Son by Drowning," p. 31.

2Susarma Moodie, [ife in the Clearings (Toronto: Macmillan,
1959), p. 27.

23Atwood, "The Double Voice," p. 42,
24 .
Atwood, '"The Double Voice,¥§ p. 42.
25 .
Atwood, "The Double Voice," p. 42.
26 ,
Atwood, "Dream 1: The Bush Garden," p. 3u.
27
Atwood, "Dream 1: The Bush Garden," p. 34.

28Susanna Moodie, Roughing It in the Bush, p. 225.
’ £

A

ngtwood, "Later in Belleville: Career," p{’47.
30 " . . "
Atwood, "Later in Belleville: Career,'" p. 47,
31 " . .
Atwood, "Afterword," in The Journals, p. 63.

- 32At cod, "Afterword," in The Journals, p. 62.

33Foster, p. S.

3u Dorothy Livesay, "The Documentary Poem: A Canadian Genre,"
in Contexts of Canadian Criticism, ed. Eli Mandel (Chicago: Unlver51ty
of Chicago Press, 1971), p. 267.

' o
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3
5Atwood, "Afterword," in The Journals, p. 62,

36 - .
bAtwood, "Afterword," in The Journals, p. 62,

37Atwood, "Afterword," in The Jourpals, p. 62.

38Atwood, Untitled, n. pag.

9In his essay "The Journals of Susanna Moodie: a self-portrait
of Margaret Atwood" (white pelican 2.3 (Spring 19723, pp. 32-36), Sid
Stephen's emphasis on the importance of the prefacing poem is correct but
there is little support for his claim that the poem does not form an
integral part of the collection or for his claim that "the resulting
poems may he said to represent a kind of transforgation of the poet's own
picture of herself, and thus to be a kind of 'self-portrait' of Margaret
Atwood." ~ '

qun Violent Duality, Sherrill Grace changes the triple goddess
to Diana, Luna, Hecate. Atwood does not make such a suggestion .in
Survival, or elsewhere, and, therefore, I concluded that Grace makes this
change in order to make her‘argument stronger. I feel, however, that she
should indicate she has made such a change: Further, her suggestion that
in the second journal Moodie is governed by the moon is not supported by
the text, any more than the suggestion that Mooglie becomes associated
with Venus. In fact, my suggestion that Atwood intentionally has Moodie
skip her association with Venus, follows Atwood's suggestion that in
Canadian literature, the identification of females with Nature is .perhaps
responsible for the lack of Venuses. See Atwood's Survival, pp. '199-208.

. .
ulMargaret Atwood, Survival oronto: Anansi, 1972):~;T\iiﬁkv

I

y .
2Atwood, Survival, p. 199.

4 - .

3Atwond "Disembarking at Quebec," p. 11.
Ly . .

Atw d, Disembarking at Quebec," p. 11.
“’5 " 3 3 t

Atwood, '"Disembarking at Quebec," p. 11.
46 . .

Atwood, '"Disembarking at «Jebec," p, 11.
u7 .

Atwood, "Further Arrivals," p. 12.

ueAtwood, "Further Arrivals," p. 12.

ugAtwood, "Further Arrivals," p. 12.
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5
OAtwood, "Further ArJivqlsjﬂ‘p. 13.

N
lAtwood, "Further Arrivals," p. 13,

5 -

2Atwood, "Further Arrivals," p. 13.
5

3Foster, p. 13.
54 .

Atwood, "Further Arrivals," p. 13.
55 3

Atwood, "Further Arrivals," p. 1-.

LU

56Atwood, "First Neighbours,'" p. 14.

57 .. ' . .
*  Sid Stephen, "The Journals of Susanna Moodi&: a self-portrait
of Margaret Atwood,'" white pelican 2.2 (Spring 1972), p. 32. -

8
> Atwood, "First Neighbours," p. 14.

9 . .
> Atwood, "First Neighbours," p. 1lu,

6OAtwood, "First Neighbours," p. 15.
61 " 4
Atwood, "The Planters,’ p. 17.
62,
Atwood, "The Planters," p. 17.
P

63Atwood, "Paths and Thingscape," p. 21.
™~ 6I’LA*cwood, "Paths and Thingscape," p. 20.

65 . .

Atwood, "Paths and Thingscape,”" p. 21.
66 .

Atwood, "The Two Fires," p. 23.
67 N .

Atwood, '"Lodking in a Mirror," p. 24.
68 . . . "

Atwood, '"Looking in a Mirror," p. 25.

6gAtwopd, "Looking in a Mirror," p. 25. .

70Atwood, "Looking in a Mirror," p. 25.
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b R
LAtwood, "Looking in a Mirror,” p. 25,

]2In Joseph Clampbell's The Her. wit! a Thousand Faces (?nd o
edition, Princeton: Princeton University Press, 1968) Campbell derines
the power of the Lady of the House of Sleep: ", . | she is the
incarnation of’the promise of perfection; the soul's assurance that, at
the conclusion of its exile in a world of organized inadequaciesx the
bliss that once was. known will be known again. . . ." (p. 111).

N In The Golden Bough (Abridged Edition, London: Macmillan &
Co. Ltd., 1963) Frazer makes 4 more general statement off what the soul
can accomplish while the body sleeps: "The soul of the sleeper is
supposed to wander away from his body and actually to visit the places,
to see the persons, and to perform the acts of which he dreams" (p. 239).

73Atwood, "Looking in a Mirrof;” p. 25.

7L‘Atwood’, "Departure from the Bush," p. 26. y;
75Atwobd, ”Departuéé from thg Bush," p. 26,
76Atwood, "Departure from the Bush,"-p. 26.
77Atwood, ”beparture from thé Bush," p. 26.
78Atwood, "Departure from the Bush," p.'27.
79Atwood, "Departure frqm the.Bush,” p. 27.
8OAtwood, "Departu?e from the Bush," p. 27.
81Atwood, "Death of a Young Son by Dpowning," p. 30.
82Atwood, ”beath of a Young Son by Drowning," p. 31.

83Atwood, "Death of a Young Son by Drowning," p. 31.

8L‘Atwood, "Death of a Young Son by Drowning," p. 31. .

(NP

85Atwood, "Death of a Young Son by Drowning," p. 31. .
86 o |
Atwood, '"Death of a Young Son by Drowning," p. 31. : p

87Atwood, "The Immigrants," p. 32.
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In The Golden Bough, trazer explaing the connect lon Letweer

Dionysidac rites and the land: "Like other pgoda ot vepeotation Dionyouas
was belleved to have died a violent death, but to have heen broupht ‘o
life againj; and his sufferings, death, and resurrection were enact-.i in
his sacred rites'" (p. 511).

"On the whole we may perhaps conclude that toth as o roat and
as a bull Dionysus was essentially a god of vegetation. . . . The animal
was torn into fragments . . . in order that the worshippers might edach
secure a portion of- the life-giving and fertilising inflgﬁnco of the god.
The flesh was eaten raw as a sacrament, and we may conjecture tha! some
of 1t was taken home to be buried in the ficlds, or otherwise emploved so
ds to convey to the fruits of the earth the quickening influence of the
god of vegetation'" (p. 615).

. )

96 ~ .
Atwood, "1837 War in Retrospect," p. 35.

7
° Atw . 837 War in Retrospect," p. 35.

98 .
Atv »d., "1.17 War in Retrospect," p. 35.

gAtWOC’ " ceam 2: Brian the Still-Hunter,'" p. 36.
1))
1

{
OAtwood, "Dream 2: Brian the Still—&hmter,” p. 36.

\

. N 4
Atwood, '"Dream 2: Brian the Still-Hunter," p. 36.

——

101

lOQAtwood, "Dream 2: Brian the Still-Hunter," p. 36.

losAtwood, "Dream 2: Brian the Still-Hunter," p. 36.
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Chapter V:  Michael Ondaatje's "The (ollected Works of Billy the kiov

1 . . . . -

stephen Scoble, "Two Author:s in Search of a Character: bp
Nichol and Michael Ondaatje," in Poets and Critics: Lssays from Canadian
Literature, ed. George Woodcock (Toronto: Oxford Univ. Press, 1974), |

p- 225.

2 . . .
Ondaatje, The Collected Works of Billy the Kid (Toronto:
Anansi, 1870), p. 20. ,

3 .
Ondaatije, p. 20.

4 . . .
Kent Ladd Steckmesser, in The Western Hero in History and
Legend (Norman, Oklahoma: Univ. of Oklahoma Press, 13865), points out

1Al

that "the event took place on December 18 . . . ," p. 88,

B

Sln the Credits-at the end of the collection, Ondaatje states,
"The death of Tunstall, the reminiscences by Paulita Maxwell on Billy,
are essentially made up of statements made to Walter Noble Burns in his
book The Saga of Billy the Kid published in 1926."

6Ondaétje, p. Sh.
7 .
Ondaatje, p. 29.

8Walter Noble Burns, The Saga of Billy the Kid (New York:
Doubleday, Page & Company, 1926), pp. 15-16.

9Ondaatjq, p. 30.
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tndaatie, p. 28.
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ondaat je, p. 28.

Ondaatije, p. 28,
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Chapter VI:  George Bowering's "Gendve"

lFrank Davey, "Anything but Reluctant: Canada's Little
" Magazines," in The Making of Modern Poetry in Canada, eds. Louis Dudek
and Michael Gnarowski (Toronto: The Ryerson Press, 1967), p. 223.

2Davey, "Anything but Reluctant," p. 2286.

. 3Louis Dudek and Michael Gnarowski, eds., The Making of Modern
Poetry in Canada (Toronto: The Ryerson Press, 1967), p. 203.
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George Bowering, "The Moot Remarkab]e Fiing about Tish," in

Tish Nos. 1-19, 1961-63, ed. Frank Davey (Vancouver: Talonbooks, 1475),
August 1963, p. 423, (Al reprinted in The Makinyg of Modern Poetry in
Canada, pp. 293-24y,)
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JBeverlcy Mitchell, S.N0AL, "The Genealopy of Tish," Open
letter, 2nd ser., 3 (rall 1972), 42,

& . . . . .
In the introduction to Tish Nos. 1-19, 1961-1963, I'rank Davey

speake of Robert Duncan's role: "The impulse to create Tish had been
sparked by Robert Duncan during three nights of lectures), July 22, 24,
and 25, 1961, at the Vancouver home of Warren Tallman. . . . [Tallman's])

efforts had brought Duncan to Vancouver to give readings in December 1959

and February, 1961. . . . After the second reading Tallman encouraged

various students, including Bowering, Wah, Jamie Reid, David Dawson,

Gladys Hindmarch, and myself, to cooperate with him in firancing a

special lecture visit by Duncan for that July.'" Frank Davey, "Introduction,"
in Tish Nos. 1-19, 1961-1963, ed. Frank Davey (Vancouver: Talonbooks,

1975), p. 7. Robert Duncan was ¢ member of the Black Mountain group, and
thus, it was Duncan who introduced the Tish poets to Olson's theories.

7Paul Christensen, Charles Olson: Call Him Ishmael (Austen:
University of Texas Press, 1979), p. 70.
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Charles Olson, "Projective Verse," in American Poetic Theory,
ed. George Perkins (n.p.: Holt, Rinehart and Winston, Inc., 1973), p. 337.

9Olson, p. 338.

loOlson, p. 338.
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12Olson, pp. 336-337,
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the new. . . . The future springs from the rich loam of the past. Nothing
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