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M i c h a e l C.R. Sweeting 

A b s t r a c t o f Ph.D. t h e s i s 
" P a t t e r n s o f I n i t i a t i o n i n t h e P o e t r y o f Ted Hughes 

From 1970 t o 1980" 

T h i s s t u d y SBBks tD g i v e a c l o s e r e a d i n g o f t h e poems i n t h e 
major sequences by Ted Hughes p u b l i s h e d 3 i n c e 1970. The c o n s i d e r a t i o n 
e f t h e poems c e n t r e s upon t h e i n f l u e n c e o f i n i t i a t o r y r e l i g i o u s 
p a t t e r n s and t h e i r m y t h o l o g i e s upon t h e p o e t ' s work. A key t o such 
i n i t i a t o r y p a t t e r n s i s t h e p r i m i t i v e r e l i g i o u s phenomenon known as 
shamanism. The f i r s t c h a p t e r o f t h e t h e s i s c h a r t s e v i d e n c e o f Hughes's 
f a s c i n a t i o n w i t h shamanic p r a c t i c e and shows i t s p e r v a s i v e and c e n t r a l 
i n f l u e n c e f r o m e a r l y poems such as *Jaguar' r i g h t up t o t h e p i v o t a l 
work o f Gaudete. 

I n c h a p t e r s on each o f t h e t h r e e volumes p r e c e d i n g Gaudete 
Hughes i s shown as b e i n g p r e o c c u p i e d w i t h shamanic q u e s t i o n s r a t h e r 
t h a n w i t h t h e answers t h a t a f u l l y i n i t i a t e d shaman i s a b l e t o g i v e . 
Crow t a k e s i t s p r o t a g o n i s t t o t h e v e r y t h r e s h o l d o f i n i t i a t i o n , as does 
Prometheus on h i s Crag, but t h e need f o r t h e c o n t e x t u a l i z a t i o n o f t h e 
a b s t r a c t e x p e r i e n c e s i n t h e poems becomes v e r y c l e a r . Cave B i r d s i s an 
a t t e m p t t o i n t r o d u c e a coda o f t h e r e a l i t i e s o f common human e x p e r i e n c e , 
b u t i t i s n o t u n t i l Gaudete t h a t t h e s t r o n g m y t h o l o g i c a l element i n 
Hughes's work i s d i s c i p l i n e d i n t o a g r e a t e r , though f l a w e d , whole. 

Wore and more Hughes seeks t o t r a n s f o r m t h e p r o f a n e e x p e r i e n c e o f 
our p r e s e n t l i f e i n t o a p e r c e p t i o n o f t h e s a c r e d . I n Gaudete Lumb 
f a i l s t o do t h i s w i t h t h e r i t u a l s o f h i s p e r s o n a l f e r t i l i t y c u l t and 
t h o s e around him a r e k i l l e d or e m o t i o n a l l y damaged. But he h i m s e l f i s 
r a d i c a l l y changed. The E p i l o g u e Poems o f Gaudete r e f l e c t t h i s change 
and p o i n t t h e way away from a p o e t i c r e l i a n c e on t h e mechanisms o f 
mythology t o a l i v i n g o u t o f r i t u a l i n t h e p o e t r y i t s e l f . Both 
'Ploortown' and Remains o f Elmet e x e m p l i f y t h i s development i n t h e i r 
p e r c e p t i o n o f t h e sacredness o f N a t u r e . By Adam and t h e Sacred Nine 
th e m y t h o l o g i c a l element can now be p r e s e n t e d yoked i n a balanced 
way t o t h e s e n s i t i v i t y o f t h e p o e t r y . 
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INTRODUCTION 

The aim o f t h i s t h e s i s i s t o s t u d y t h e p o e t i c a l works o f 

Ted Hughes, c o n c e n t r a t i n g on t h o s e major works p u b l i s h e d between 1970 

and 1980. These a r e Crow, s u b t i t l e d 'From t h e L i f e and Songs o f t h e 

Crow', Prometheus on h i s Crao. Cave B i r d s . Gaudete. T l o o r t o w n * , 

Remains o f Elmet and Adam and t h e Sacred Nine. The volumes have been 

c o n s i d e r e d i n t h e o r d e r o f f i r s t p u b l i c a t i o n , whether i n l i m i t e d o r 

t r a d e e d i t i o n s , r a t h e r t h a n t h e o r d e r o f p u b l i c a t i o n by Paber and 

Faber which bears no r e l a t i o n t o t h e c h r o n o l o g y o f c o m p o s i t i o n . 

W i t h i n t h i s framework c e r t a i n key m o t i f s i n t h e poems w i l l be 

c o n s i d e r e d and used t o i l l u m i n a t e t h e meaning and v a l u e o f t h e t e x t s . 

The m o t i f s i n v o l v e d a l l i l l u s t r a t e o r e x t o l some k i n d o f i n i t i a t o r y 

e x p e r i e n c e , p a r t i c u l a r l y t h a t most c l e a r l y f o u n d i n t h e p r i m i t i v e 

r e l i g i o u s phenomenon c a l l e d shamanism - a phenomenon which must p r o v i d e 

our c o n t e x t f o r t h e a p p r e c i a t i o n o f o t h e r complementary r e l i g i o u s f o r m s . 

Because Hughes has a p a r t i c u l a r a f f i n i t y f o r s p i r i t u a l systems 

t h a t i n c o r p o r a t e elements o f shamanism, he t h e r e f o r e moves away from 

th e major m o n o t h e i s t i c r e l i g i o n s towards those p a t t e r n s t h a t f l o u r i s h e d 

p r i o r t o them. L a t e r b e l i e f s such as G n o s t i c i s m and T i b e t a n Buddhism 

a r e c o n s i d e r e d because o f t h e i r deep r o o t s i n e a r l i e r b e l i e f s . 

To l i s t t h e b e l i e f systems t h a t Hughes uses i s t o be c o n f r o n t e d 

w i t h t h e h o t c h - p o t c h o f r e l i g i o n s t h a t f l o u r i s h e d d u r i n g t h e days o f 

t h e d e c l i n e o f t h e Roman empire. D u r i n g t h i s p e r i o d most b e l i e f s were 

p o l y t h e i s t i c , s y n c r B t i s t i c and i n i t i a t o r y i n c o n t e n t , depending upon a 

mystery t h a t o n l y i n i t i a t e s were e n t i t l e d t o know o r p a r t i c i p a t e i n . 

Thus t h e E l e u s i n i a n M y s t e r i e s e x i s t e d a l o n g s i d e o t h e r Earth-Mother c u l t s 
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such as t h a t o f t h e P h y r y g i a n G r e a t Mother, t h e O r p h i c m y s t e r i e s , 

M i t h r a i s m , G n o s t i c s e c t s , Manicheism and sundry P e r s i a n and E g y p t i a n 

c u l t s . There was no bar t o d e v o t i o n t o a number o f these c u l t s as 

l o n g as one was r i c h enough t o pay t h e . . i n i t i a t i o n f e e s . The r e v i l e d 

e x c e p t i o n t o t h i s was t h e minor c u l t o f C h r i s t i a n i t y , d e r i v e d from 

t h e b a r e l y t o l e r a t e d r e l i g i o n o f t h e Jews. 

The a t t i t u d e o f Ted Hughes c l o s e l y p a r a l l e l s t h a t o f t h e c u l t i v ­

a t e d Roman, u t i l i z i n g elements o f each m y s t e r y r e l i g i o n a t w i l l , b u t 

w i t h a l a t e n t f e a r and h o s t i l i t y where C h r i s t i a n i t y i s concerned. L i k e 

t h e Roman Hughes sees i t as a t h r e a t t o a c e n t r a l corpus o f b e l i e f -

" C h r i s t i a n i t y deposes Mother Nature and b e g e t s , on her p r o s t r a t e body, 
1 

Science, which proceeds t o d e s t r o y N a t u r e . " Science d e s t r o y s m y s t e r y 

and w i t h o u t mystery t h e r e i s no means o f i n i t i a t i o n or l i v i n g c o n t a c t 

w i t h t h e d e i t y . Hughes l i n k s s c i e n c e t o P u r i t a n P r o t e s t a n t i s m and 

t h e r i s e o f i n d u s t r i a l i z a t i o n . But he i s p r e p a r e d t o a d m i t t h a t " i f you 

a r e a r e a l C h r i s t i a n you a r e n o t f a r away f r o m n a t u r e and when you go 
2 

back t o t h e B i b l e and C h r i s t and t h e e a r l y C h r i s t i a n s , God i s n a t u r e . " 

A r e l i g i o n ' s a t t i t u d e t o n a t u r e i s o f paramount i m p o r t a n c e t o 

Hughes. That i s why he v a l u e s r e l i g i o n s t h a t have s t r o n g shamanic 

elements, s i n c e these r e l i g i o n s d e r i v e from a t i m e when man was i n a 

c l e a r e r r e l a t i o n s h i p w i t h h i s e n v i r o n m e n t . The shaman was, and i s , t h e 

h o l y man o f h u n t e r s , o f nomads and o f h e r d e r s , a l l groups v i t a l l y 

dependant upon a n i m a l s and n a t u r e ' s c o n t i n u e d t o l e r a n c e o f t h e i r 

a c t i v i t i e s . 

From t h e v e r y b e g i n n i n g o f h i s p o e t i c c a r e e r Hughes has shown a 

deep i n t e r e s t i n a n i m a l v i t a l i t y and i n t h e need f o r r e l a t i o n s h i p w i t h 

t h e w o r l d we l i v e i n . Shamanism c o r r e s p o n d s t o t h i s i n a h i g h l y 

a t t r a c t i v e f a s h i o n , b u t i t has a n o t h e r major i n t e r e s t . Hughes's 

second w r i t t e n r e f e r e n c e t o shamanism, i n 1966, t h r e e y e a r s a f t e r h i s 
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r e v i e w o f F l i r c e a E l i a d e ' s Shamanism, was i n an essay on h i s w i f e ' s 

p o B t r y : ( T h i s passage was l a t e r d e l e t e d from t h e essay.) 

Her p o e t r y escapes o r d i n a r y a n a l y s i s i n t h e way t h a t c l a i r v o y a n c e 
and mediumship do: her p s y c h i c g i f t s , a t a l m o s t any t i m e , were 
s t r o n g enough t o make her f r e q u e n t l y w i s h t o be r i d o f them. I n 
her p o e t r y , i n o t h e r words, she had f r e e and c o n t r o l l e d access t o 
d e p t h s f o r m e r l y r e s e r v e d t o t h e p r i m i t i v e e c s t a t i c p r i e s t s , shamans 
and h o l y men, and more f r e q u e n t l y f l u n g open^to t o u r i s t s w i t h 
t h e p a s s p o r t o f such h a l l u c i n o g e n s as L.S.D. 

I t has been c l a i m e d by Anthony L i b b y t h a t Hughes sees h i m s e l f i n t h e 

same way - " t h e r o l e he p l a y s as p o e t must be u n d e r s t o o d l i t e r a l l y i n 
4 

terms o f t h e a c t i v i t y o f t h e shaman." There are g r e a t p roblems about 

a l i t e r a l shamanic a c t i v i t y such as t h e l a c k o f a t r i b a l c o n t e x t , t h e 

need f o r a p p r e n t i c e s h i p and t h e need f o r an a u d i e n c e , b u t i t i s 

c e r t a i n l y c l e a r t h a t a m e t a p h o r i c a l shamanic a c t i s t a k i n g p l a c e i n 

Ted Hughes's p o e t r y (as we s h a l l see i n t h e f i r s t c h a p t e r ) . 

I t must t h e r e f o r e be u n d e r s t o o d t h a t r a t h e r than a l i t e r a l , 

a n t h r o p o l o g i c a l , survey o f t h e p o e t r y t h e g o a l o f t h i s work i s an 

i n f o r m e d r e a d i n g o f t h e poems. Our t a s k i s l i t e r a r y r a t h e r t h a n s p i r i t ­

u a l i l l u m i n a t i o n . I n t h i s c o n t e x t i t i s hoped t o do g r e a t e r j u s t i c e 

t o t h e i m p o r t o f t h e p o e t r y and t o g a i n a g r e a t e r u n d e r s t a n d i n g o f i t s 

s t r u c t u r e , t h r o u g h an a p p r e c i a t i o n o f a key model. T h i s model must 

i t s e l f be open t o c r i t i c i s m , s i n c e i t g r e a t l y a f f e c t s t h e t o n s and 

s t y l e o f t h e poBms. The d e s i r e t o a v o i d c r i t i c i z i n g r e l i g i o u s b e l i e f s 

has tended t o make a number o f w r i t e r s on Hughes o v e r - t o l e r a n t o f 

c e r t a i n e f f e c t s , e f f e c t s such as a b s t r a c t i o n , or t h e p r i v a c y o f many 

poBms. A n o t h e r problem has been t h a t i n a d e q u a t e u n d e r s t a n d i n g o f t h e 

r e l i g i o u s models i n Hughes's work has r e s u l t e d i n an unawareness o f t h e 

p o e t ' s own e x t e n s i v e c a p a c i t y f o r s u b v e r s i o n o f h i s s o u r c e s ; t h e r e i s 

a l s o a tendency t o o v e r l o o k t h e i n h e r e n t weaknesses o f t h e models 

Hughes uses. 
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To e x p l o r e these f a c t o r s most c l e a r l y the p o e t ' s most p r o d u c t i v e 

p e r i o d o f p u b l i c a t i o n has been chosen. Whereas i n t h e f i r s t t w e l v e 

years o f p u b l i c a c t i v i t y Hughes p u b l i s h e d t h r e e major volumes o f 

v e r s e , i n t h e t e n years between 1970 and 1980 he has p u b l i s h e d seven 

major sequences, t h e i r c o h e s i o n a n o t a b l e development, as Wodwo had 

a l r e a d y h i n t e d . ^ 

D u r i n g t h i s p e r i o d Hughes has begun t o d i v e r s i f y h i s a r t i s t i c 

c o l l a b o r a t i o n s . He has worked w i t h P e t e r Brook, w i t h Gordon Crosse 

and Fay Godwin as w e l l as h i s o l d e r i n f l u e n c e t h e a r t i s t Leonard 

B a s k i n , a l l o w i n g drama, opera and photog r a p h y t o i n t e r a c t w i t h h i s 

c e n t r a l p o e t i c i m p u l s e s . 

Not o n l y has t h e r e been an i n c r e a s e i n the p o e t ' s p r o d u c t i v i t y i n 

t h i s decade, b u t more i m p o r t a n t l y , an i n c r e a s e i n q u a l i t y , d i r e c t i o n 

and c o n f i d e n c e , a c o n f i d e n c e based upon t h e s t r i p p i n g away o f f a l s e 

v a l u e s and t h e embracing o f every m a n i f e s t a t i o n o f the s a c r e d . These 

a r e a l s o the a c t i v i t i e s o f t h e shaman and th e i n i t i a t e i n a mystery 

r e l i g i o n , so i t i s n o t s u r p r i s i n g t h a t t h e s e elements a r e made e x p l i c i t 

i n a way t h a t has n o t happened b e f o r e i n Hughes's work. C e r t a i n l y t h e 

use o f a n i m a l totems and f a m i l i a r s has been p r e s e n t even i n the p o e t ' s 

e a r l i e s t work, l i k e 'Jaguar' and 'Hawk R o o s t i n g ' . ^ The backdrop t o the 

whole o f Wodwo i s a descent t o t h e u n d e r w o r l d , a f e a t u r e o f many 

i n i t i a t o r y b e l i e f s . But these i d e a s do n o t r e p r e s e n t a c o n s c i o u s 

embracing o f t h e shamanic model, a model f o r the p o e t ' s own a c t i v i t y 

t h a t i s n o t even mentioned i n e i t h e r p o e t r y or pros e u n t i l 1963. The 

e a r l i e r poems seem r a t h e r t o be a n a t u r a l outcome o f the A n t h r o p o l o g y 

degree t h a t Hughes took a t Pembroke C o l l e g e , Cambridge. 

There a r e two a d d i t i o n a l advantages i n d e a l i n g w i t h the p o e t ' s more 

r e c e n t work. F i r s t l y , t h e p e r i o d has r e c e i v e d f a r l e s s a t t e n t i o n , 

p a r t l y due t o t h e d i f f i c u l t i e s o f be i n g o b j e c t i v e about r e c e n t l y 
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p u b l i s h e d m a t e r i a l . Secondly, the c h o i c e o f a l a t e r p e r i o d a l l o w s f o r 

an e x t e n s i v e use o f Hughes's prose t o i l l u s t r a t e t h e p o i n t s being made. 

D u r i n g t h i s p e r i o d Hughes gave a number o f i n t e r v i e w s , committed h i s 

views t o a commercial t a p e , and w r o t e a number o f essays d e v e l o p i n g 

i d e a s a l r e a d y a p p a r e n t i n h i s book r e v i e w s o f the s i x t i e s f o r the 

New Statesman and The L i s t e n e r . H i s pro s e c l e a r l y shows the p o e t ' s 

i n v o l v e m e n t w i t h t h e use o f i n i t i a t o r y models and enab l e s us t o con­

s i d e r more c l e a r l y what he i s a t t e m p t i n g t o a c h i e v e i n the poems. 

Th i s t h e s i s i s n o t t h e f i r s t work which has touched upon such 

i s s u e s . So f a r t h e r e have been f o u r f u l l : l e n g t h s t u d i e s on Hughes 

h i m s e l f and two o t h e r s which r e l a t e h i s work t o t h a t o f h i s contemor-

a r i e s . Both o f the l a t t e r books, Thorn Gunn and Ted Hughes by Alan Bold 

and S y l v i a P l a t h and Ted Hughes by Margaret D i c k i e U r o f f , a r e u n s a t i s ­

f a c t o r y because they share a m y s t i f i c a t i o n as t o Hughes's g o a l s and 

approach, c o n s e q u e n t l y t u r n i n g t h e i r a t t e n t i o n more c l o s e l y t o h i s 

companions. T h i s i s perhaps e x c u s a b l e i n Bold's work which i s aimed 

a t wide use i n s c h o o l s , b u t s e r i o u s l y o v e r b a l a n c e s U r o f f ' s book, which 

c o n f i n e s i t s c o n s i d e r a t i o n o f S y l v i a P l a t h and her husband t o p o e t i c 

s i m i l a r i t i e s , s i m i l a r i t i e s which a re shown as d e r i v i n g from P l a t h , i n 

u t t e r c o n t r a d i c t i o n o f many passages from L e t t e r s Home. 

I n c o n t r a s t G i f f o r d and Roberts's Ted Hughes; A C r i t i c a l Study i s 

e x a c t l y what i t c l a i m s t o be; a c r i t i c a l a p p r a i s a l o f a number o f 

i m p o r t a n t poems executed w i t h s e n s i t i v i t y and g r a c e w h i l s t a v o i d i n g 

some o f the more e n i g m a t i c i s s u e s w h i c h m i g h t d e t r a c t from t h e a d m i r a b l e 

coherence o f t h e book. A d i f f e r e n t approach i s t a k e n by Ekbert Faas, 

whose Ted Hughes: The Unaccommodated U n i v e r s e i s o r g a n i z e d around 

c e r t a i n i s s u e s r a t h e r t h a n c e r t a i n poems. D i f f e r e n t y e t a g a i n i s t h e 

r e c e n t l y p u b l i s h e d Myth i n t h e P o e t r y o f Ted Hughes by S t u a r t H i r s c h b e r g 

which sees a p a t t e r n o f development from p r o t a g o n i s t as shaman t o 
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p r o t a g o n i s t as t r i c k s t e r , and f i n a l l y as scapegoat. 

The f o u r t h f u l l - l e n g t h work i s t h e s e m i n a l The A r t o f Ted Hughes 

by K e i t h Sagar which seeks t o show Hughes as t h e major p o e t he i s and 

t o r a i s e as many r e l e v a n t p o i n t s about h i s work as p o s s i b l e . Because 

o f t h i s an i n d e b t e d n e s s t o Dr. Sagar i s u n a v o i d a b l e , s i n c e he m e n t i o n s 

i f n o t a c t u a l l y e x p l o r e s most o f t h e i n f l u e n c e s upon Ted Hughes's 

work. I t was t h i s book which paved t h e way f o r an e x p l o r a t i o n 

o f those i s s u e s which had been d e a l t w i t h i n p a s s i n g o r w i t h o u t a w i d e r 

c o n t e x t . My own l o n g s t a n d i n g i n t e r e s t i n p r i m i t i v e c u l t u r e s and myth­

o l o g y then s u p p l i e d t h e d i r e c t i o n needed t o c o r r e l a t e t h e emerging 

p a t t e r n s . 

Other t h a n t h e i n s p i r a t i o n a l i n f l u e n c e o f The A r t o f Ted Hughes 

the o n l y one o f the above Dooks t h a t has proved d i r e c t l y r e l e v a n t has 

been t h a t o f E k b e r t Faas, due t o t h e p i o n e e r i n g i n t e r v i e w s he has 

r e p r i n t e d t o g e t h e r w i t h p r e v i o u s l y u n p u b l i s h e d i n f o r m a t i o n and essays. 

Books whose t i t l e s would seem t o r e v e a l a c l o s e n e s s o f i n t e r e s t have 

pro v e n t o d e a l w i t h o t h e r t o p i c s . Leonard 5 c i g a j ' s t h e s i s 'Myth and 

Psychology i n t h e P o e t r y o f Ted Hughes' d e a l s a l m o s t e x c l u s i v e l y w i t h 

Buddhism and Jung i n t h e e a r l y works. David P o r t e r ' s a r t i c l e ' Beasts/ 

Shamans/Baskin: The Contemporary A e s t h e t i c s o f Ted Hughes' a l s o d e a l s 

w i t h e a r l y work and l a c k s c o n c r e t e c o n c l u s i o n s . Both P o r t e r and 

S t u a r t H i r s c h b e r g t e n d t o d e s c r i b e r a t h e r than e x p l o r e the phenomena 

th e y d e a l w i t h , whereas Faas and Sagar r a i s e q u e s t i o n s and s u g g e s t 

c o n n e c t i o n s . T h i s t h e s i s d e a l s w i t h t h e consequences of such q u e s t i o n s 

and the i m p o r t a n c e o f what we see when c e r t a i n c o n n e c t i o n s a r e f o l l o w e d 

t h r o u g h Hughes's p o e t r y . 

Above a l l what f o l l o w s seeks t o both acknowledge and a p p r e c i a t e 

t h e e f f e c t o f Ted Hughes's w r i t i n g . The i n t e n t i o n i s n o t t o h a s t e n a 

p r o c e s s o f d e m y s t i f i c a t i o n b u t t o complement the e m o t i o n a l i m p a c t o f 
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t h e poems, an i m p a c t w h i c h i s n o t d e t r a c t e d from by knowledge o f 

r e l i g i o u s t h o u g h t o r mythology b u t r a t h e r enhanced by i t . For t h i s 

p urpose we must now t u r n t o t h e q u e s t i o n s o f how and why t h e poems 

a f f e c t us so muoh. A major c l u e t o t h i s must be the p a t t e r n o f 

i n i t i a t i o n known as shamanism, and i t i s t o t h i s t h a t we must f i r s t 

t u r n . 

A b r i e f n o t e on t h e t e x t s = I have used t h e most r e c e n t v e r s i o n o f 

t h e most e a s i l y a v a i l a b l e t e x t . T h e r e f o r e a l l r e f e r e n c e s a r e t o 

B r i t i s h p u b l i c a t i o n s , u s u a l l y by Faber and Faber. Where a l i m i t e d s m a l l 

p r e s s e d i t i o n g i v e s a f u l l e r v e r s i o n t h e e x t r a poems a r e i n c l u d e d . 

T h i s most o b v i o u s l y a p p l i e s t o Adam and t h e Sacred N i n e . p u b l i s h e d i n two 

v e r s i o n s i n 1979. F o l l o w i n g my p r i n c i p l e , i t i s t h e l o n g e r Rainbow 

Press e d i t i o n t h a t i s d e a l t w i t h , r a t h e r t h a n t h a t c o l l e c t e d i n the 

Faber Noprtown. 

Thus, f o r Crow t h e second e d i t i o n o f t h e B r i t i s h t e x t i s used, 

p u b l i s h e d i n 1972. Cave B i r d s , though produced as a t e n poem sequence 

i n 1975, i s c o n s i d e r e d from t h e Fab e r / S c h o l a r p r e s s e d i t i o n o f 1978. 

There a re no problems w i t h Gaudete, t h e Faber 1977 t e x t being used. 

W i t h Remains o f Elmet t h e r e i s o n l y a one poem d i f f e r e n c e between s m a l l 

p r e s s and Faber t e x t ( ' U y c o l l e r H a l l ' ) . The most c o n f u s i n g case i s 

t h a t o f 'Moortown'. The poems were p u b l i s h e d as hoortown E l e g i e s by 

Rainbow Press i n 1978. They form t h e t i t l e sequence a t t h e b e g i n n i n g 

o f t h e 1979 Faber c o l l e c t i o n c a l l e d Woortown. Since t h e l a t t e r con­

t a i n s t h e most r e c e n t and r e a d i l y a v a i l a b l e v e r s i o n , I have worked 

from t h a t . I n t h a t v e r s i o n t h e sequence i s c a l l e d 'Woortown•, and 

t h a t i s how I r e f e r t o i t i n my t B x t . 
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NOTES 

1. E k b e r t Faas, Ted Hughes; The Unaccommodated U n i v e r s e . ( S a n t a Barbara 
C a l i f o r n i a ; Black Sparrow P r e s s , 1980^ p. 109. 

2. Essay 'Myth and E d u c a t i o n ' , p u b l i s h e d i n ' C h i l d r e n ' s L i t e r a t u r e i n 
E d u c a t i o n I'{Marsh, 1970), 70, T h i s i s the f i r s t o f two essays w i t h 
th e same t i t l e . 

3. 'Notes on t h e C h r o n o l o g i c a l Order o f S y l v i a P l a t h ' s Poems', 
T r i q u a r t e r l y t 7 ( F a l l 1966 ) , 82, This passage was e d i t e d o u t o f 
the essay's r e p r i n t i n The A r t o f S y l v i a P l a t h . ed. Charles Newman, 
( B l o o m i n g t o n : I n d i a n a U n i v e r s i t y P r e s s , 1 9 7 0 ) . See E r i c Homberger, 
A r t o f t h e Real. (London : Dent ,1977), pp. 164-5. 

4. Anthony L i b b y , 'God's Lioness and t h e P r i e s t o f Sycorax: P l a t h and 
Hughes', Contemporary L i t e r a t u r e . 1 5 , p a r t 3 (Summer 1974), 
391. 

5. Even i n terms o f minor m a t e r i a l t h e l a t e r p e r i o d has been more 
p r o d u c t i v e . I n 1966 Hughes r e l e a s e d t h e c o l l e c t i o n R e c k l i n g s . 
s i g n i f y i n g t h e weak a n i m a l s o f t h e l i t t e r . O t h e rwise he devoted 
h i m s e l f t o w r i t i n g f o r c h i l d r e n , f o l l o w i n g the b i r t h o f F r i e d a i n 
1960 and N i c h o l a s i n 1962. I n terms o f sheer volume Hughes w r o t e 
more f o r c h i l d r e n t h a n f o r a d u l t s d u r i n g t h i s p e r i o d . 

I n c o n t r a s t a f t e r 1970 minor works i n c l u d e O r t s , t h e l e a v i n g s 
a t t h e s i d e o f t h e p l a t e , 'Earth-Numb', Crow Wakes and A Few Crows. 

6. Noted by S t u a r t H i r s c h b e r g , whose book Myth i n t h e P o e t r y o f 
Ted Hughes, ( D u b l i n ; Wolfhound P r e s s , i g s i ^ m a k e s much o f shamanic 
elements i n t h e e a r l y p o e t r y , w h i l s t t e n d i n g t o n e g l e c t more 
e x p l i c i t r e f e r e n c e s i n l a t e r p o e t r y . This i s because he sees a 
development from shaman model t o t r i c k s t e r and hence t o scapegoat. 
These are n o t , o f c o u r s e , m u t u a l l y e x c l u s i v e c h a r a c t e r i s t i c s . T h i s 
work i s a l s o n o t a b l e f o r i t s a l m o s t t o t a l n e g l e c t o f Hughes's p r o s e 
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CHAPTER 1 

TED HUGHES AND SHAMANISM 

Ted Hughes i s a p o e t who i s d e e p l y concerned about h i s c u l t u r e , a 

c u l t u r e where i t seems t h a t , i n t h e words o f C a r l Jung, " n o t h i n g i s 

h o l y any l o n g e r " , 1 whose p u r s u i t o f m a t e r i a l b e n e f i t has l e d t o n e g l e c t 

and abuse o f bo t h t h e n a t u r a l w o r l d and t h e human s p i r i t . Hughes's own 

response i s s i m i l a r t o t h a t o f Jung. I n h i s r e v i e w o f Max N i c h o l s o n ' s 

The E n v i r o n m e n t a l R e v o l u t i o n he w r i t e s , "The s t o r y o f t h e mind e x i l e d 
2 

fro m n a t u r e i s t h e s t o r y o f w e s t e r n man." Hughes's p o e t r y i s p o e t r y 

w r i t t e n f o r a w o r l d t h a t has l o s t i t s b a l a n c e , p o e t r y t h a t can v i v i d l y 

p o r t r a y t h e c r i s i s , y e t whic h a l s o has a h e a l i n g f o r c e t h r o u g h i t s 

emphasis on t h e h o l i n e s s o f t h e n a t u r a l w o r l d and t h e m y s t e r y o f t h e 

human psyche. 

I n many ways Hughes's poems r e c o r d t h e e p i c j o u r n e y o f w e s t e r n man 

r e t u r n i n g from e x i l e , and i t i s i n t h i s c o n t e x t t h a t Hughes begins t o 

e x p l o r e t h e s p i r i t u a l t e c h n i q u e known as shamanism, which a l s o 

emphasizes r e s t o r a t i o n o f cosmic balance and h e a l i n g , and which o f t e n 

expresses i t s e l f i n terms o f a j o u r n e y o r f l i g h t . 

So what i s shamanism? There a r e numerous p e r s p e c t i v e s on what i s 

e s s e n t i a l l y a h i g h l y i n d i v i d u a l i s t i c phenomenon, b u t t h e b a s i c s a r e 

c l e a r . Hughes o u t l i n e s t h e shamanic e x p e r i e n c e l i k e t h i s : 
B a s i c a l l y , i t ' s t h e whole p r o c e d u r e and p r a c t i c e o f becoming 
and p e r f o r m i n g as a w i t c h - d o c t o r , a m e d i c i n e man, among p r i m i t i v e 
p e o p l e s . The i n d i v i d u a l i s summoned by c e r t a i n dreams. The 
same dreams a l l over t h e w o r l d . A s p i r i t summons him ... 
u s u a l l y an a n i m a l or a woman. I f he r e f u s e s , he d i e s ... or 
somebody near him d i e s . I f he a c c e p t s , he t h e n p r e p a r e s him­
s e l f f o r t h e j o b ... i t may t a k e y e a r s . U s u a l l y he a p p r e n t i c e s 
h i m s e l f t o some o t h e r Shaman, b u t t h e s p i r i t may w e l l t e a c h him 
d i r e c t . Once f u l l y - f l e d g e d he can e n t e r t r a n c e a t w i l l and go 
t o t h e s p i r i t w o r l d ... he goes t o g e t something b a d l y needed, 
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a c u r e , an answer, some s o r t o f d i v i n e i n t e r v e n t i o n i n t h e 
community's a f f a i r s . Now t h i s f l i g h t t o t h e s p i r i t w o r l d he 
e x p e r i e n c e s ^ a s a dream ... and t h a t dream i s t h e b a s i s o f t h e 
hero s t o r y . 

A f u l l e r d e s c r i p t i o n o f t h e shaman's c a l l and p r a c t i c e i s g i v e n i n 

Hughes's r e v i e w o f Piircea E l i a d e ' s major work on t h e s u b j e c t : 

The shaman i s chosen i n a number o f ways. I n some r e g i o n s , 
commonly among t h e N o r t h American I n d i a n s , t h e a s p i r a n t i n f l i c t s 
on h i m s e l f e x t r a o r d i n a r y s o l i t a r y o r d e a l s o f f a s t i n g and s e l f 
m u t i l a t i o n , u n t i l a s p i r i t , u s u a l l y some a n i m a l , a r r i v e s and 
becomes h e n c e f o r t h h i s l i a i s o n w i t h t h e s p i r i t w o r l d . I n o t h e r 
r e g i o n s t h e t r i b e chooses t h e man - who may o r may n o t , under t h e 
i n i t i a t i o n o r d e a l s , become a shaman. But t h e most common fo r m o f 
e l e c t i o n comes from t h e s p i r i t s t h e m s e l v e s ; t h e y approach t h e man 
i n a dream. At t h e s i m p l e s t t h e s e dreams a r e no more t h a n a 
v i s i o n o f an e a g l e , as among t h e B u r y a t g , o r a b e a u t i f u l woman 
(who m a r r i e s them), as among t h e G o l d i . 

More complex forms o f t h i s i n i t i a t o r y d r e a m - c a l l c o n t a i n a " c e n t r a l 

e p i s o d e " w h i c h c o n s i s t s o f : 

a m a g i c a l d e a t h , t h e n dismemberment, by a demon or e q u i v a l e n t 
powers, w i t h a l l p o s s i b l e v a r i a n t s o f b o i l i n g , d e v o u r i n g , b u r n ­
i n g , s t r i p p i n g t o t h e bones. From t h i s n a d i r , t h e shaman i s 
r e s u r r e c t e d w i t h new i n s i d e s , a new body c r e a t e d f o r him by t h e 
s p i r i t s . 

The death e x p e r i e n c e i s a p r e l u d e t o a number o f y e a r s o f s t u d y l e a d i n g 

up t o t h e t i m e when t h e p r o s p e c t i v e shaman i s ca p a b l e o f s a f e l y 

n e g o t i a t i n g t h e s p i r i t r e a l m s , realms dominated by " f a m i l i a r f i g u r e s " -

" t h e f r e e z i n g r i v e r , t h e c l a s h i n g r o c k s , t h e dog i n t h e cave e n t r a n c e , 

t h e queen o f a n i m a l s , t h e h o l y m o u n t a i n , and so on." 

The shamanic dance i s a p e r f o r m a n c e , and t h u s always r e q u i r e s some 

k i n d o f a u d i e n c e , u s u a l l y h a v i n g a p u b l i c purpose: 

The r e s u l t s , when t h e shaman r e t u r n s t o t h e l i v i n g , a r e some 
d i s p l a y o f h e a l i n g power, o r a c l a i r v o y a n t p i e c e o f i n f o r m a t i o n . 
The c a t h a r t i c e f f e c t on t h e a u d i e n c e , and t h e r e f r e s h i n g o f 
t h e i r r e l i g i o u s f e e l i n g , must be p r o f o u n d . These shamanizings 
a r e a l s o e n t e r t a i n m e n t s , f u l l o f b u f f o o n e r y , m i m i c r y , d i a l o g u e , 
and m a g i c a l c o n t o r t i o n s . The e f f e c t on t h e shaman h i m s e l f i s 
something t o wonder a b o u t . One main c i r c u m s t a n c e i n becoming a 
shaman, i n t h e f i r s t p l a c e , i s t h a t once you've been chosen by 
th e s p i r i t s , and dreamed t h e dreams, t h e r e i s no o t h e r l i f e f o r 
you, you must shamanise or d i e : t h i s b e l i e f seems a l m o s t 
u n i v e r s a l . 
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A t t h e end o f t h e a r t i c l e Hughes suggests t h a t t h e e x p e r i e n c e b e i n g 

d e s c r i b e d i s n o t a shamanic monopoly, b e i n g , " i n f a c t , t h e b a s i c 

e x p e r i e n c e o f t h e temperament we c a l l ' r o m a n t i c ' . " He c o n t i n u e s : 

I n a shamanizing s o c i e t y 'Venus and A d o n i s ' , some o f Keats's 
l o n g e r poems, 'The Wanderings o f O i s i n ' , 'Ash Wednesday', would 
a l l q u a l i f y t h e i r a u t h o r s f o r t h e magic drumj w h i l e t h e a c t u a l 
f l i g h t l i e s p e r c e p t i b l y b e h i n d many o f t h e b e s t f a i r y t a l e s , and 
behind myths such as t h o s e o f Orpheus and H e r a k l e s , and 
b e h i n d t h e e p i c s o f Gilgamesh and Odysseus. I t i s t h e o u t l i n e , 
i n f a c t , o f t h e H e r o i c Quest. 

Both passages l i n k t h e shamanic and t h e p o e t i c e x p e r i e n c e s , a 

correspondence which t h e shamanic p r a c t i t i o n e r s a l s o a p p r e c i a t e . The 

Papago I n d i a n s o f N o r t h America 9ay t h a t "Only t o one who i s humble 

does t h e dream come, and c o n t a i n e d w i t h i n t h e dream t h e r e i s always 
5 

t h e song." The I n d i a n shaman c o u l d a l m o s t be t a l k i n g o f C o l e r i d g e ' s 

'Kubla Khan'.^ I t i s t h u s l i t t l e wonder t h a t Hughes l i n k s shamanic 

dreams t o t h e ' r o m a n t i c ' temperament. He does n o t o n l y see t h i s temp­

erament i n terms o f t h e song, but a l s o o f i t s c o n t e n t , t h e h a r n e s s i n g 

o f m y t h i c m a t e r i a l t o c o n t r o l e m o t i o n a l energy. That i s why he can 

i n c l u d e T.S. E l i o t among t h e ' r o m a n t i c ' c a n d i d a t e s f o r t h e shaman's 

7 
drum. 

Ted Hughes r e g a r d s shamanism as a f o r c e f o r e q u i l i b r i u m because i t 

d e a l s w i t h t h e c o n t r o l and h a r n e s s i n g o f energy expressed t h r o u g h 

e c s t a s y , energy w h i c h can v i t a l i s e and empower o r b r i n g t o chaos and 

d e s t r u c t i o n . T h i s d i a l e c t i c can be seen being worked o u t even i n t h e 

e a r l i e s t o f Hughes's poems; f o r i n s t a n c e , 'The Daguar', w r i t t e n i n 1955 

as t h e r e s u l t o f a few weeks d i s h w a s h i n g a t Regent's Park Zoo i n London. 

The g r e a t c a t s y m b o l i z e s t h e danger o f t h e energy and i t s need f o r con­

t a i n m e n t , y e t w i t h o u t r e s o l v i n g t h e paradox - t h a t t h e j a g u a r i s a 

p r i s o n e r a t t h e same t i m e as 'His s t r i d e i s w i l d e r n e s s e s o f freedom", 

and t h e obverse o f t h a t p aradox, where t h e c a t i s d e l i v e r e d from chaos 

by b e i n g d e n i e d h i s n a t u r a l e x i s t e n c e . 
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The p o e t e x p l a i n s t h e b a s i s o f t h e dilemma i n h i s i n t e r v i e w w i t h 

Faas: 

I f you r e f u s e t h e e n e r g y , you a r e l i v i n g a k i n d o f d e a t h . I f 
you a c c e p t t h e energy, i t d e s t r o y s you. What i s t h e a l t e r n a t i v e ? 
To a c c e p t t h e energy, and f i n d methods o f t u r n i n g i t t o good, o f 
k e e p i n g i t under c o n t r o l - r i t u g l s , t h e machinery o f r e l i g i o n . 
The o l d method i s t h e o n l y one. 

Thus i t i s n o t s u r p r i s i n g t h a t i n 'Second Glance a t a Jaguar* t h e j a g u a r 

i s " M u t t e r i n g some mantrah, some drum-song o f murder", and i s "Going 

l i k e a p r a y e r - w h e e l . " HB i s even, l i k e c e r t a i n South American shamans, 

"making h i s s k i n / i n t o l e r a b l e " - "he has t o wear h i s s k i n o u t " , e n a b l i n g 

i t s r e p lacement by a m a g i c a l s k i n t o e f f e c t a change i n s e n s i b i l i t y . 

But such poems a r e more t h a n e n q u i r i e s i n t o t h e d i a l e c t i c o f 

e l e m e n t a l energy. They a r e a l s o " i n v o c a t i o n s o f t h e Goddess", and 
g 

" i n v o c a t i o n s o f a j a g u a r - l i k e body o f e l e m e n t a l f o r c e , demonic f o r c e . " 

Hughes r e g a r d s such poems as h a v i n g " r e a l summoning f o r c e " , l i k e 'Gog', 

which was meant t o be a j o u r n a l i s t i c poem about t h e Ardennes o f f e n s i v e 

i n t h e Second World War, u n t i l t h e energy r e l e a s e d summoned up t h e dragon 

o f t h e Apocalypse, which was o n l y stopped i n i t s rampage t h r o u g h t h e 

p o e t ' s psyche by t h e w r i t i n g o f t h e Red Cross K n i g h t s e c t i o n o f t h e poem. 

I n k e e p i n g w i t h t h i s , Hughes goes on i n t h e same i n t e r v i e w t o speak 

o f t h e way i n which vehement a c t i v i t y c o n n ects one w i t h t h e e l e m e n t a l 

power c i r c u i t o f t h e u n i v e r s e . I t i s t h i s power c i r c u i t which 
b o t h p o e t and shaman seek t o p l u g i n t o . F©r t h e shaman t h e 

energy i s r e l e a s e d i n e c s t a s y , m a n i f e s t e d i n song and i n dance. For 

t h e p o e t t h e same r i t e s t a k e p l a c e i n h i s v e r s e . 

Thus, as e a r l y as 1957, when The Hawk i n t h e Rain was made P o e t r y 

Book S o c i e t y Autumn Choice, Hughes w r o t e i n t h e i r b u l l e t i n l i k e n i n g 

h i s method t o t h a t o f a m u s i c a l composer - " I m i g h t say t h a t I t u r n 

e v e r y combatant i n t o a b i t o f music, t h e n r e s o l v e t h e whole u p r o a r i n t o 

as f o r m a l and balanced a f i g u r e o f melody and rhythm as I can , " 1 0 T h i s 
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e s t a b l i s h i n g o f o r d e r and r e s t o r i n g o f b a l a n c e i s e x a c t l y what t h e 

shaman i s a l s o a c c o m p l i s h i n g t h r o u g h h i s music. 

I n 'The Poet Speaks', a 1963 i n t e r v i e w , Hughes spoke o f a c o r r e l ­

a t i o n between h i s i n t e r e s t s i n music and h i s w r i t i n g o f p o e t r y - "my 

i n t e r e s t i n p o e t r y i s r e a l l y a m u s i c a l i n t e r e s t , I t h i n k . " He saw 

some o f h i s poems as " m u s i c a l rhythm - a s o r t o f dance", o f t e n i n i t i a l l y 
11 

w i t h no words a t a l l . "Then I j u s t t h r e w words i n t o them." The 

shaman has a s i m i l a r a t t i t u d e towards c o m p o s i t i o n . He "does n o t f i x 

h i s o r h e r mind on p a r t i c u l a r words nor s i n g a known t u n e . I n dreams 

o r o t h e r d r e a m l i k e s t a t e s , t h e song comes t h r o u g h t h e b a r r i e r t h a t 

s e p a r a t e s t h e human be i n g f r o m t h e s p i r i t w o r l d . " ^ 2 A l t h o u g h t h e r e a r e 

numerous examples o f t h i s t e c h n i q u e i n e a r l i e r poems, i t s b o l d e s t 

a p p l i c a t i o n i s found i n t h e Crow poems. "Most o f them appeared as I 

w r o t e them. They were u s u a l l y something o f a shock t o w r i t e . M o s t l y 
13 

t h e y w r o t e themselves q u i t e r a p i d l y ..." The e x p e r i e n c e i s v e r y c l o s e 
t o t h a t o f t h e G i t k s a n I n d i a n shaman, I s a a c Tens, who d e c l a r e s , "The 

songs f o r c e themselves o u t complete w i t h o u t any a t t e m p t t o compose 
14 

them." 

The dance o f t h e g n a t s i n 'Gnat-Psalm' i s e q u a l l y c o m p u l s i v e : 

Dancing 
Dancing 
W r i t i n g on t h e a i r , r u b b i n g a u t e v e r y t h i n g t h e y w r i t e 
J e r k i n g t h e i r l e t t e r s i n t o k n o t s , i n t o t a n g l e s 
Everybody everybody e l s e ' s yoyo (Wodwo. p. 179) 

The f i g u r e i s c a r r i e d o u t upon t h e d a n c e - f l o o r o f t h e page, as i s t h e 

r a t ' s dance i n 'Song o f a Rat'. These dances a r e a l s o songs, songs o f 

e x p e r i e n c e l i k e W i l l i a m Blake's 'The F l y ' , dances which a r e e v e n t u a l l y 

s e t t o t h e " s u p e r - u g l y " songs o f Crow, accommodating h i s f l a p and s t r u t 

and i n d o m i t a b l e i n c o m p r e h e n s i o n . 

I n t h e s e e a r l i e r poems o n l y i n s t i n c t i v e i n s e c t and a n i m a l l i f e can 

g e n e r a t e t h e t r u e e l e m e n t a l energy. Nan i s t o o much h e l d back by h i s 
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r a t i o n a l i t y and h i s a r b i t r a r y t a b o o s . T h i s i s why Hughes wants t o 

s h i f t c u l t u r a l f o u n d a t i o n s t o c o m p l e t e l y new "Holy Ground", a new 

mythus r e p l a c i n g C h r i s t i a n i t y , w h i c h he b e l i e v e s i s t h e worn o u t 

r e l i g i o u s machinery o f a u/orn o u t c u l t u r e . Hughes i s l i k e t h e p r o t a g ­

o n i s t o f C a r l y l e ' s S a r t o r R e s a r t u s who c l a i m s t h a t t h e g r e a t need o f 

h i s age i s t o r e p l a c e t h e "Mythus o f t h e C h r i s t i a n R e l i g i o n " i n o r d e r 
15 

" t o embody t h e d i v i n e s p i r i t o f t h a t R e l i g i o n i n a new Mythus." 

T h i s mythus, t h i s "new d i v i n i t y " , has a n c i e n t r o o t s . "The o l d 

method i s t h e o n l y one." Hughes f e e l s t h a t we must tap t h e p r i m i t i v e 

i m p u l s e s a t t h e r o o t o f our own minds. He echoes t h e s e n t i m e n t o f 

Pa u l Ganguin who f e l t t h a t "To a c h i e v e something new, you have t o go 

back i n t i m e " . For Hughes t h e b e s t way t o do t h i s i s t o make shamanic 

f l i g h t s i n t o t he depths o f one's own mind, w i t h t h e i m p l i c a t i o n t h a t 

t h e r e t h e p a s t consciousness o f our race can be f o u n d . 

For t h e p o e t a major way o f making t h e s e c r e t f l i g h t i s t h r o u g h 

dreams. Hughes c a l l s Shakespeare's corpus "a p e r f e c t example o f t h e 

a n c i e n t U n i v e r s a l s h a m a n i s t i c dream o f t h e c a l l t o t h e p o e t i c o r h o l y 

l i f e . " ^ A c c o r d i n g t o Jung dreams a r e : 
pu r e n a t u r e ; t h e y show us t h e u n v a r n i s h e d n a t u r a l t r u t h , and 
a r e t h e r e f o r e f i t t e d , as n o t h i n g e l s e i s , t o g i v e us back an 
a t t i t u d e t h a t a c c o r d s w i t h our b a s i c human n a t u r e when our 
con s c i o u s n e s s h a s ^ s t r a y e d t o o f a r from i t s f o u n d a t i o n s and r u n 
i n t o an impasse. 

Dreams a r e t h e u n c o n s c i o u s n e s s 1 s e q u i v a l e n t o f n a r r a t i v e t a l e s , and 

l i k e such t a l e s have c o l l e c t i v e meaning when they have m y t h i c a l c o n t e n t . 

I t i s n o t s u r p r i s i n g t h a t t h e d r e a m l i k e poem 'Pike' i s a b o u t f i s h i n g i n 

a " s t i l l e d l e g e n d a r y d e p t h " , which "was as deep as England," ( L u p e r c a l , p. 

For Hughes, as f o r Dung, t h e r e i s a p o s i t i v e e f f e c t i n j u s t h a v i n g 

t h e dream, p a r t i c u l a r l y i n a c u l t u r e t h a t has exchanged dreaming f o r 

a s p i r a t i o n . He sees a s t o r y as h a v i n g t h e same q u a l i t i e s . 
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When we t e l l a c h i l d a s t o r y , t h e c h i l d q u i c k l y f i n d s h i s 
r o l e ; as t h e s t o r y proceeds t h e c h i l d e n t e r s a c o m p l e t e l y 
i m a g i n a t i v e w o r l d ... t o some e x t e n t he goes i n t o a c o n d i t i o n 
o f t r a n c e ... And so whatever happens t o him i n t h e sbory 
happens under c o n d i t i o n s o f h y p n o s i s . Tn o t h e r words, i t 
r e a l l y happens. I f i n a s t o r y he i s p u t t h r o u g h a h u m i l i a t i n g 
d e f e a t , t h e e f f e c t s on him a r e o f r e a l d e f e a t . I f he i s p u t 
t h r o u g h some s o r t o f v i c t o r y , t h e e f f e c t s on him a r e o f r e a l 
v i c t o r y . T h i s i s how these e a r l y s t o r y t e l l e r s c o u l d c l a i g good 
f o r t u n e and so on f o r t h e l i s t e n e r s t o t h e i r hero t a l e s . 

I n a l a t e r essay on t h e same s u b j e c t , t h a t o f myth and e d u c a t i o n , 

Hughes speaks o f s t o r i e s as a f o r c e o f r e i n t e g r a t i o n . "So i t comes 
19 

about t h a t once we r e c o g n i z e t h e i r t e r m s , these works seem t o h e a l us." 

The n a r r a t i v e p o e t i s l i k e t h e shaman whose r e l a t i n g o f a myth r e s u l t s 

i n "some d i s p l a y o f h e a l i n g power o r a c l a i r v o y a n t p i e c e o f i n f o r m a t i o n . " 

( i t i s w o r t h remembering t h a t t h i s does n o t p r e c l u d e t h e r i t u a l s a l s o 

b e i n g " e n t e r t a i n m e n t s , f u l l o f b u f f o o n e r y , m i m i c r y , d i a l o g u e and m a g i c a l 
20 

c o n t o r t i o n s " , l i k e Crow.) 

The m y t h i c n a r r a t i v e , t h e e n t e r i n g o f t h e Dream Time, i s c e n t r a l 

b o t h t o t h e 3hamanic h e a l e r and t h e ' r o m a n t i c ' p o e t . Ted Hughes a l s o 

p l a c e s g r e a t emphasis on t h i s , t h e p o e t i c e x p e r i e n c e which i s h e a l i n g 

because, l i k e t h e c h i l d r e n ' s s t o r y , i t " r e a l l y happens". T h i s sense o f 

immediacy i s what i s being sought i n t h e e a r l y poem, ' C h i l d b i r t h ' , f r o m 

The Hawk i n t h e Rain, a poem which l o o k s a t b i r t h t h r o u g h m y t h i c 

s p e c t a c l e s . 

The poem c l o s e l y resembles an a c t u a l i n c a n t a t i o n - o f t h e Cuna 
21 

I n d i a n s o f Panama, as r e c o r d e d by Claude L e v i - S t r a u s s - an i n c a n t a t i o n 

s p e c i f i c a l l y i n t e n d e d t o f a c i l i t a t e c h i l d b i r t h by g i v i n g a m y t h i c 

e x p l a n a t i o n f o r the mother's p a i n . The song i s a qu e s t by t h e shaman 

f o r t h e woman's l o s t s o u l , or 'purba', which has been c a p t u r e d by 

Muu P u k l i p , t h e power who forms t h e f o e t u s , nuu i s " i n d i s p e n s i b l e t o 

c r e a t i o n " , and t h e f i g h t i s o n l y a g a i n s t "her abuses o f power". I t i s 

th u s a r e s t o r e d balance which i s s o u g h t . The shaman's task i s t o h e l p 
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t h e mother r e l i v e her c o n d i t i o n by means o f an empathic a c t whereby 

he t o o l i v e s t h r o u g h t h e e x p e r i e n c e as he c h a n t s . To d e s c r i b e t h e 

e f f e c t upon t h e p a t i e n t L e v i - S t r a u s s uses t h e term " a b r e a c t i o n " - "when 

t h e p a t i e n t i n t e n s i v e l y r e l i v e s t h e i n i t i a l s i t u a t i o n from w h i c h h i s 
22 

d i s t u r b a n c e stems." He a l s o p o i n t s o u t t h a t t h e term a l s o a p p l i e s t o 

t h e shaman, who i s t h e r e f o r e a " p r o f e s s i o n a l a b r e a c t o r . " ( i n f a c t , 

because t h e shaman a b r e a c t s t h e p a t i e n t a b r e a c t s . ) 
I n b o t h t h e poem and t h e i n c a n t a t i o n t h e t r e a t m e n t o f t h e theme 

h i n g e s upon an e q u a t i o n o f t h e womb w i t h a h e l l o r u n d e r w o r l d : 

When, on t h e b e a r i n g mother, d e a t h ' s 
Door opened i t s f u r i o u s i n c h , 
I n s t a n t o f s t r u g g l i n g and b l o o d , 
The commonplace became so s t r a n g e . (The Hawk i n t h e Rain, p.45) 

I n t h e Cuna chant t h e u t e r u s i s d e s c r i b e d as " t h e dark i n n e r p l a c e " , and 

t h e vagina i s i n h a b i t e d by v a r i o u s c r e a t u r e s o f t h e u n d e r w o r l d . I n t h e 

Hughes poem a s i m i l a r u n d e r w o r l d a l s o l i e s v e r y c l o s e d u r i n g b i r t h : 

Through t h a t m i r a c l e - b r e a c h e d bed 
A l l t h e dead c o u l d have g o t back; 

Both poem and c h a n t d e a l w i t h t h e problem o f how a new-born c h i l d 

can come fr o m a p l a c e a s s o c i a t e d w i t h d e a t h . T h i s i s p a r t i c u l a r l y 

p r e s s i n g f o r t h e Cuna, who c l o s e l y l i n k t h e mother and t h e e a r t h . The 

c h i l d i s t h e r e f o r e an a u t o c h t h o n o u s b e i n g , one t r u l y back from t h e dead. 

Hughes's poem r e a s s u r e s us t h a t t h e cosmos has come back i n t o a d j u s t ­

ment a f t e r t h i s u n n e r v i n g m i r a c l e . The c h i l d has "Put t h e s k u l l back 

about t h e head/Righted t h e s t a g g e r o f t h e e a r t h . " The shaman calms t h e 

f r i g h t e n e d mother i n a s i m i l a r way, l i k e w i s e s t r e s s i n g t h a t t h e womb-

door has been c l o s e d and t h a t t h e dead cannot now escape. 

The main d i f f e r e n c e , besides t h e f a c t t h a t t h e poet t r e a t s a con­

d i t i o n he h i m s e l f p r o v o k e d , i s i n t h e degree o f i d e n t i f i c a t i o n . The 

Cuna h e a l i n g i s c h a r a c t e r i s t i c a l l y shamanic, where the s o r c e r e r t o o 

e x p e r i e n c e s t h e e v e n t s , " i n a l l t h e i r v i v i d n e s s , o r i g i n a l i t y and 
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v i o l e n c e . " But t h e Hughes poem l a c k s t h i s i d e n t i f i c a t i o n . At t h i s 

s t a g e o f h i s development he has n o t y e t d e a l t w i t h a tendency towards 

c u r i o u s m e t a p h y s i c a l e n q u i r y and a c o r r e s p o n d i n g d i s t a n c i n g o f the 

s u b j e c t from t h e h e a l i n g power o f myth. 

One begins t o be aware t h a t t h e b e s t poems a r e where t h e e x p e r i e n c e 

i s somehow l i v e d o u t by t h e p o e t h i m s e l f , w h i l e ' C h i l d b i r t h ' and many 

o t h e r e a r l y poems seem t o have t h e q u a l i t y o f o b s e r v a t i o n s - o f t e n 

s t r i k i n g , b u t l i t t l e more. What t h e p o e t shaman does n o t f u l l y l i v e 

o u t cannot be f u l l y a p p r e c i a t e d by t h e r e a d e r . Thus, d e s p i t e Hughes's 

c o n s c i o u s l i n k i n g o f h i s c r a f t w i t h t h a t o f t h e shaman, t h e f i n a l t e s t 

must always l i e i n t h e poems t h e m s e l v e s . 

The shaman's song i s based upon t h r e e f a c t o r s ; t h e energy, or 

e c s t a s y ; t h e myth, expressed i n some form o f r i t u a l ; and a r e s u l t i n g 

c a t h a r s i s or a b r e a c t i o n . These t h r e e components combine t o produce 

h e a l i n g , r e i n t e g r a t i o n and answers t o s p i r i t u a l q u e s t i o n s . I n h i s 

p o e t i c development Hughes d e a l s w i t h each o f t h e s e elements i n t u r n . 

I n t h e e a r l y work the a c c e n t i s upon t h e power, what F l i r c e a E l i a d e 
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c a l l s the "Kratophany", t h e m a n i f e s t a t i o n o f f o r c e . We a r e shown 

the s t r e n g t h o f hawk, p i k e , j a g u a r , b u l l , w i n d , sea. T h i s i s why t h e 

emphasis i s on a n i m a l l i f e , s i n c e "Each one i s l i v i n g t h e redeemed l i f e 

o f j o y . They a r e c o n t i n u a l l y i n a s t a t e o f energy which men o n l y 
24 

have when t h e y ' v e gone mad," I n Wodwo t h i s power i s t u r n i n g i n w a r d s 

and t h e r e i s danger o f d e s t r u c t i o n , so too i n Crow t h e emphasis i s 

p u t upon t h e p r o c e s s , t h e a c t u a l machinery o f t h e e x p e r i e n c e . Thus 

the volume commences w i t h a k i n d o f c a t e c h i s m , ('Examination a t the 

Womb Door') preceded by a genealogy and a creed ('Lineage' and 'Two 

Legends'). Crow i s f u l l o f songs, macabre dances and h i g h l y compressed 

r i t u a l s , ( f o r example 'A K i l l ' and 'Crow's B a t t l e F u r y ' ) a n d l i k e 

Cave B i r d s and Prometheus on h i s Crag, g r e a t emphasis i s p u t upon t h e 
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search f o r i n i t i a t o r y e x p e r i e n c e . I n each o f these t h r e e volumes t h e 

c a t h a r t i c f a c t o r i s s t r o n g l y d e v e l o p e d , b u t i t i s c a t h a r s i s and 

p r o c e s s which a r e emphasised, n o t c a t h a r s i s and r e i n t e g r a t i o n . 

I t i s n o t u n t i l Kaudete t h a t Hughes begins t o t r y f o r answers. 

The m y t h i c element i s made a g r e a t d e a l more a c c e s s i b l e by t h e r e i n t r o -

d u c t i o n o f a human p e r s p e c t i v e . I n t h e t h r e e p r e c e d i n g works t h e main 

l i n k w i t h mankind has been t h e s u f f e r i n g o f t h e p r o t a g o n i s t s . The 

e v e n t s o f t h e s e volumes a r e n o t l i v e d o u t i n a s o c i a l c o n t e x t . There 

i s no buman s o c i e t y p r e s e n t a t a l l i n Prometheus on h i s Crag, w h i l e 

i n Cave B i r d s and Crow human r e l a t i o n s h i p s a r e used more as a c o u n t e r ­

p o i n t t o t h e a c t i v i t y o f t h e p r o t a g o n i s t s , t h a n any k i n d o f background. 

I n Gaudete t h e r e has t o be a s o c i a l m i l i e u , s i n c e Hughes i s now 

i n t e n t upon a p o e t i c l i v i n g - o u t o f t h e r i t u a l , b e l i e v i n g t h a t i f the 

shaman/poet/reader can even g e t so f a r as t o ask t h e v i t a l q u e s t i o n o f 

t h e d i v i n e b e i n g , t h a t m i g h t c o n s t i t u t e an answer i n i t s e l f , as P a r z i v a l 

h e a l e d t h e F i s h e r - K i n g by a s k i n g about h i s h e a l t h . 

Thus i t i s p o s s i b l e t o see a shamanic f o r m u l a b e i n g worked o u t i n 

Ted Hughes's p o e t i c development: 

energy - myth / ^ h e a l i n g 
\ c a t h a r s i s 2 5 

power - p r o c e s s j ~ ) p r o d u c t 

I t s h o u l d be n o t e d t h a t t h e g o a l i s always i n t e r a c t i o n w i t h t h e reader 

p a t i e n t even i f t h e p o e t i s n o t aware o f t h a t when w r i t i n g . Only t h e 

b e s t poems i n L u p e r c a l and The Hawk i n t h e Rain see t h i s f o r m u l a worked 

t h r o u g h t o a s u c c e s s f u l c o n c l u s i o n , where both a u t h o r and r e a d e r seem 

t o j o i n t o g e t h e r i n a s h a r i n g o f t h e e x p e r i e n c e t h e page p r o v i d e s . 

I t i s w i t h Wodwo t h a t Hughes seems t o grasp a p r o p e r u n d e r s t a n d i n g 

o f h i s g o a l s and begins t o t a k e up t h e c a l l f u l l y . T h i s d e l a y i s n o t 

s u r p r i s i n g , as he p o i n t s o u t - "Poets u s u a l l y r e f u s e t h e c a l l . How a r e 

t h e y t o a c c e p t i t ? How can a p o e t become a m e d i c i n e man and f l y t o t h e 
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source and come back and h e a l o r pronounce o r a c l e s ? E v e r y t h i n g among 
26 

us i s a g a i n s t i t . " 

Perhaps one can u n d e r s t a n d t h i s by making a p a r a l l e l w i t h t h e 

shaman's i n i t i a l c a l l . Hughes has mentioned t h e c a l l t h r o u g h dreams, 
27 

" t h e same dreams a l l over t h e w o r l d . " The p o t e n t i a l shaman i s u s u a l l y 

summoned by an a n i m a l o r a woman - t h e summoning by an a n i m a l c l o s e l y 

p a r a l l e l s Hughes's e x p e r i e n c e as d e s c r i b e d by K e i t h Sagar: 
I n h i s second year a t Cambridge Hughes went t h r o u g h a s o r t o f 
c r i s i s w hich caused a complete b l o c k i n h i s a b i l i t y t o w r i t e 
essays. One n i g h t v e r y l a t e , v e r y t i r e d , he went t o bed, l e a v ­
i n g t h e essay he had been s t r u g g l i n g w i t h on h i s desk. Then he 
dreamed t h a t he was s t i l l s i t t i n g a t t h e desk when t h e door 
opened and a c r e a t u r e came i n w i t h t h e head and body o f a f o x , 
b u t e r e c t , man-sized, and w i t h human hands. He had escaped f r o m 
a f i r e ; t h e r e was a s t r o n g s m e l l o f b u r n i n g h a i r and t h e s k i n 
was c h a r r e d , c r a c k e d and b l e e d i n g , e s p e c i a l l y t h e hands. He 
came a c r o s s t h e room, p u t h i s hand on t h e essay, and s a i d "Stop 
t h i s . You a r e d e s t r o y i n g us." His hand l e f t a b l o o d - p r i n t on 
t h e page. Hughes connected t h e f o x ' s command w i t h h i s own 
doubts about t h e e f f e c t o f t h e Cambridge brand o f c r i t i c a l 
a n a l y s i s on t h e c r e a t i v e s p i r i t , (he had w r i t t e n no more poems 
s i n c e l e a v i n g s c h o o l ) , and d e c i d e d t o change from E n g l i s h t o 
Archaeology and A n t h r o p o l o g y . 

T h i s account p o i n t s s t r o n g l y t o a shamanic t h r e s h o l d e x p e r i e n c e . The 

poem 'The Hawk i n i t h e R a i n ' reminds us o f t h e comment i n t h e E l i a d e r e v i e w 

t h a t i n some t r i b e s j u s t t o dream o f an e a g l e i s t o be i d e n t i f i e d as a 

shaman, w h i l e a n o t h e r common t h r e s h o l d dream, t h a t o f t h e t r a n s f i g u r e d 

woman, seems t o l i e b e h i n d Hughes's f a s c i n a t i o n w i t h The White Goddess 

by Robert Graves. 

These i n s t a n c e s a l l p o i n t towards a shamanic c a l l c l o s e l y bound i n 

w i t h Hughes's p o e t i c v o c a t i o n , b u t a t t h i s stage i t seems t h a t Hughes 

had n o t f u l l y u n d e r s t o o d t h e shamanic s i d e o f t h i s double c a l l , and i s 

u n c o n s c i o u s l y s e e k i n g t o e x e r c i s e c e r t a i n a t t r i b u t e s o f t h e shaman w i t h ­

o u t h a v i n g e x p e r i e n c e d t h e necessary deep c r i s i s . T h i s c r i s i s "has t h e 

v a l u e o f a s u p e r i o r t h r e s h o l d i n i t i a t i o n " , and g i v e s shamanism, 29 a c c o r d i n g t o Joseph Campbell,- "a q u a l i t y o f g e n e r a l human v a l i d i t y . " 
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The shaman has f o u r main ac c o m p l i s h m e n t s , a c c o r d i n g t o F l i r c e a 

E l i a d e i n Myths. Dreams and M y s t e r i e s ; 

1. The c a p a c i t y f o r h i e r o p h a n y . The s a c r e d m a n i f e s t s i t s e l f 
t h r o u g h t h e sharpened senses o f t h e shaman. He o f t e n f e e l s 
a v i v i d warmth s i n c e t h e e x p e r i e n c e i s a l s o a ' k r a t o p h a n y 1 , 
a m a n i f e s t a t i o n o f f o r c e . The shaman i s d i s t i n g u i s h e d by h i s 
a b i l i t y tD e x p e r i e n c e t h e w o r l d i n a new way. The w o r l d i s 
renewed las hiB sees i t anew. The r e s u l t i s : 

2. The a b i l i t y t o see s p i r i t u a l l y and r e c e i v e i l l u m i n a t i o n . 

3. The a b i l i t y t o j o u r n e y i n t o t h e s p i r i t r e a l m , b o t h t o 
o b t a i n answers and t o converse w i t h t h e d i v i n e . The 
c l i m b i n g o f t r e e s o r b e a t i n g o f drums a r e s y m b o l i c o f 
t h e ' m y s t i c a l f l i g h t ' i n t o t h e s p i r i t w o r l d . 

4. Because t h e b a r r i e r between heaven and e a r t h has been 
overcome, b e s i d e s the p r e - F a l l a b i l i t y t o t a l k t o t h e 
Godhead, the shaman can a l s o t a l k t h e "language o f t h e 
a n i m a l s " and a c h i e v e renewed f r i e n d s h i p w i t h them 
( t h i s u s u a l l y i n c l u d e s r e c e i v i n g an a n i m a l f a m i l i a r ) . 

By these a t t r i b u t e s the shaman, on b e h a l f o f h i s c l a n o r g r o u p , l o c a t e s 

them i n a s p i r i t u a l u n i v e r s e where s p i r i t u a l q u e s t i o n s can be answered 

and h e a l i n g e f f e c t e d . 

Shamanism t h u s c a t e r s f o r Hughes's d o c t r i n e o f energy, h i s l o v e 

f o r t h e w o r l d o f n a t u r e , h i s m e t a p h y s i c a l c o n c e r n s , and h i s f a s c i n a t i o n 

w i t h a n i m a l s . I t a l s o p r o v i d e s an answer t o t h e t w e n t i e t h - c e n t u r y 

p o e t ' s problem o f whether h i s work i s r e l e v a n t . 

I n h i s e a r l y p o e t r y Hughes has a c l e a r u n d e r s t a n d i n g o f fche 

shamanic c a l l , a l t h o u g h much o f t h i s i s i n s t i n c t i v e and n o t f u l l y 

d e v eloped. He has had t h e courage t o a c c e p t t h e c a l l , b u t has n o t y e t 

come t o terms w i t h t h e consequences. The l o n g a p p r e n t i c e s h i p i s j u s t 

b e g i n n i n g . As has a l r e a d y been p o i n t e d o u t , Hughes has begun t o use 

myth as a means o f c o n t r o l l i n g energy, a t e c h n i q u e which becomes a major 

concern i n h i s l a t e r p o e t r y . But t h i s i s r a r e l y as developed as i n 

' C h i l d b i r t h 1 . U s u a l l y we see t h e m y t h i c p e r s p e c t i v e i n terms o f h o l d i n g 

two o p p o s i t e s i n b a l a n c e , as f o r i n s t a n c e i n 'Six Moung den': 
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That man's n o t more a l i v e whom you c o n f r o n t 
And shake by t h e hand, see h a l e , hear speak l o u d , 
Than any o f thBse s i x c e l l u l o i d s m i l e s a r e , 
Nor p r e h i s t o r i c or f a b u l o u s b e a s t more dead; 
No t h o u g h t so v i v i d as t h e i r smoking b l o o d : 
To r e g a r d t h i s p h o t o g r a p h m i g h t w e l l dement, 
Such c o n t r a d i c t o r y permanent h o r r o r s here 
Smile f r o m t h e s i n g l e exposure and s h o u l d e r o u t 

One's own body from itos i n s t a n t and h e a t . (The Hawk i n t h e R a i n , p. 54) 

These young men have become a l e g e n d , as dead as any p r e h i s t o r i c 

b e a s t , y e t a l i v e , n o t o n l y because o f t h e i r p r e s e r v a t i o n i n c e l l u l o i d , 

b u t a l s o because o f t h e i r power t o a f f e c t t h e minds o f t h e l i v i n g . 

What b r i n g s t h i s theme even c l o s e r t o t h e m y t h i c p e r s p e c t i v e i s t h e 

f a c t t h a t i t i s based upon a d i a l e c t i c between l i f e and d e a t h , t h e 

" b i n a r y o p p o s i t i o n " t h a t Dakobson saw as f u n d a m e n t a l t o language, and 

t h u s a l s o t o myth. 

Hughes i n v e s t s h i s poems w i t h a d r e a m l i k e q u a l i t y , a k i n d o f 

' r e v e r i e ' . I t i s n o t s u r p r i s i n g t h a t such a r e v e r i e on a c o l d w i n t e r ' s 
30 

n i g h t produced 'The Thought-Fox'. I n L u p e r c a l we see t h e r e v e r i e 

become dreams, a l t h o u g h t h e r e i s a l r e a d y a s t r o n g dream element r e p r e ­

s e n t e d i n poems l i k e 'A Woman Unconscious', 'A Dream o f Horses' and 

' R e l i c ' , t h e l a s t o f which i s v e r y r e m i n i s c e n t o f t h e eskimo i n i t i a t e ' s 

c o n t e m p l a t i o n o f a whale o r s e a l bone, o r t h e T a n t r i c B u d d h i s t m e d i t ­

a t i n g upon a s k e l e t o n . But t h e t o o l s o f t h e shaman seem n o t t o be 

f u l l y d e v e l o p e d . Myth and dream a r e used. There _is t h e changed 

s e n s i b i l i t y which makes a f l o w e r " B r u t a l as t h e s t a r s o f t h i s month." 

The v i s i o n i_s b o t h immediate and c o n v i n c i n g . But i t i s n o t r e l a t e d t o 

common human e x p e r i e n c e . Where t h e r e i s an example o f a l t e r e d v i s i o n , 

o f a m a n i f e s t a t i o n o f t h e s a c r e d , t h e d i a l e c t i c i s m i s s i n g , b l u r r i n g 

t h e v i s i o n ; and c o r r e s p o n d i n g l y , t h e d i a l e c t i c i s o f t e n c u t o f f f r o m 

t r u e v i s i o n , l e a v i n g many o f t h e poems i n Hughes's two f i r s t c o l l e c t i o n s 
31 

i n a k i n d o f f o r c e d m e t a p h y s i c a l i t y . 
The i n t e g r a t i o n o f v i s i o n and d i a l e c t i c can o n l y come t h r o u g h t h e 
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i n i t i a t o r y o r d s a l , wbich h i n g e s upon t h e p r o v o k i n g o f a p r o f o u n d c r i s i s 

i n t h e l i f e o f t h e c a n d i d a t e . T h i s i s a c h i e v e d by d i s l o c a t i n g t h e 

u n i v e r s e o f t h e p r o s p e c t i v e shaman, u s u a l l y t h r o u g h i s o l a t i o n and 

v a r i o u s o t h e r forms o f p r i v a t i o n . I n soma c u l t u r e s t h i s m i g h t go w i t h 

an e d u c a t i n g p r o c e s s o v e r a number o f y e a r s . I n o t h e r s , p a r t i c u l a r l y 

among th e Eskimo and N o r t h American I n d i a n t h e o r d e a l i s " n a s t y , 

b r u t i s h and s h o r t . " 

Whatever t h e case, t h e c r i s i s i s e x p e r i e n c e d as a s y m b o l i c d e a t h , 

by being s w a l l o w e d , e a t e n , dismembered or s c o u r g e d . T h i s m y s t i c a l 
32 33 r e t u r n t o chaos and d e s t r u c t i o n o f "normal p r o f a n e e x p e r i e n c e " 

enables a r e c r e a t i o n and r e s u r r e c t i o n . The r e s u r r e c t i o n b r i n g s about 

a change o f s e n s i b i l i t y and as a r e s u l t a l l e x p e r i e n c e becomes sacred 

f o r t h e i n i t i a t e . 

I n t h i s c o n t e x t i t i s t h e r e f o r e l i t t l e wonder t h a t Hughes has 
34 

c a l l e d Uodwo "a descent i n t o d e s t r u c t i o n o f some s o r t . " The i n i t i a t o r y 

o r d e a l emphasizes Freud's 'Thanatos', t h e d e a t h - p r i n c i p l e w i t h i n man, 

death which makes r e g e n e r a t i o n p o s s i b l e . T h i s emphasis abandons what 

FrBud would see as s a n i t y , t h e m a i n t a i n i n g o f t h e balance between 

Thanatos and Eros ( t h e l i f e - p r i n c i p l e ) i n f a v o u r o f a k i n d o f d i v i n e 

madness. 

The Hawk i n t h e Rain and L u p a r c a l a r e p a r t o f t h e b a l a n c e , s i n c e 

i t becomes c l e a r t h a t a l t h o u g h t h e w o r l d p o r t r a y e d i s v i o l e n t i n t h e 

extreme, i t i s a l s o a w o r l d o f l i f e . The " u n s e l f c o n s c i o u s w i l l t o 

l i v e " i s dominant. Death i s p r e s e n t b u t t h e r e i s no w i l l t o d i e , and 

w i t h o u t death t h e r e i s no r e b i r t h . There i s i n d e e d a t e n s i o n between 

l i f e and d e a t h , as a poem l i k e 'Mayday on H o l d e r n e s s ' shows. "The 

d e c o m p o s i t i o n o f l e a v e s " and "The f u r n a c e door w h i r l i n g w i t h l a r v a e " , 

( L u p e r c a l . p. 1 1 ) , a r e b o t h p r e s e n t , b u t h e r e t h e y are n o t i n c o m p e t i t i o n . 

What i s n o t p r e s e n t i s t h e t e n s i o n between t h e w i l l t o l i f e and t h e w i l l 
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t o d e a t h , t h e e x c r u c i a t i n g c o m p e t i t i o n which b e g i n s t o f u e l Hughes's 

p o e t i c g e n i u s i n t h e mid s i x t i e s . " ^ 

A f t e r L u p e r c a l t h e Thanatos p r i n c i p l e i s r e l e a s e d i n a d i f f e r e n t 

and f a r more d i s t u r b i n g way. The f e r t i l i t y r i t e o f ' L u p e r c a l i a ' 

becomes bawdry, as i n 'Bawdry Embraced' i n R e c k l i n g s . Along w i t h 'The 

Bur n i n g o f t h e B r o t h e l 1 t h i s poem r e c o r d s a f r e n e t i c , d i s g u s t e d v i o l e n c e 

t h a t has no s h r e d o f a f f i r m a t i o n , save t h a t o f bawdry i t s e l f : 

Bawdryl Bawdryl S t e a d f a s t l y 
Thy g r e a t p r o t a g o n i s t s 

Died f a c e t o f a c e , w i t h b e l l i e s f u l l , 
I n t h e s o l a r waste 

Where t h e r e i s n e i t h e r s k i r t nor c o a t , 
And e v e ry o g l i n g eye 

I s a c o l d s t a r t o measure 

T h e i r s o l i t u d e by. ('Bawdry Embraced', R e c k l i n g s p. 

I n 'Scapegoats and Rabies' and 'Root, Stem, L e a f , Hughes i s j u s t 

b e g i n n i n g t o g e t t h i s f o r c e under c o n t r o l . The p o e t ' s i n s t i n c t has 

begun t o use t h e energy, r a t h e r t h a n being h e l p l e s s l y d r i v e n by i t . 

Thus th e s t a n d a r d o f t h e p o e t r y a l s o begins t o r i s e d u r i n g t h i s p e r i o d . 

But now t h e easy, unconscious balance o f t h e e a r l i e r p o e t r y has gone, 

r e l e a s i n g b o th a p o t e n t i a l b l e s s i n g and a c u r s e . The p o e t i s now 

d e p o s i t e d i n such a p o s i t i o n as t o be exposed t o t h e f u l l f o r c e o f h i s 

u n i v e r s e w i t h n e i t h e r s h e l t e r nor b e a r i n g s . T h i s c e r t a i n l y f o r c e s him 

f rom the l i m i t e d themes he c o u l d have remained c h a i n e d t o , b u t a l s o 

commits him t o a g r e a t r e s p o n s i b i l i t y i n t h e use o f h i s g i f t , and makes 

him prone t o o v e r - r e a c t i o n when f a c e d w i t h t h e extremes o f numbness 

and the h e i g h t s o f d e s t r u c t i v e f o r c e . 

I n Wodwo Hughes descends i n t o d e pths where t r u e i n i t i a t i o n no 

l o n g e r seems p o s s i b l e . The poem 'The Bear', e n i g m a t i c a l l y says of the 

bear, 
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HB i s t h e f e r r y m a n 
To dead l a n d . 

H i s p r i c e i s e v e r y t h i n g . (Wodwo, p. 41) 

The poem has a d r e a m l i k e q u a l i t y . The dream i s a p u r p o s e f u l one, t h e 

shaman's dream o f h i s i n i t i a t i o n . Eskimo shamans o f t e n dreamed o f bears 

d u r i n g t h e i r search f o r knowledge. One such dreamer, t h e a p p r e n t i c e 

shaman A u t d a r u t a , d e s c r i b e s t h u s how he a c q u i r e d power over s p i r i t s : 

Sometime a f t e r w a r d s he ( A u t d a r u t a ' s m a s t er) took me on a 
j o u r n e y a g a i n , and t h i s t i m e i t was so t h a t I m y s e l f m i g h t 
be e a t e n by t h e b e a r j t h i s was necessary i f I wishsd t o 
a t t a i n t o any good. We rowed o f f and came t o the cav/ej t h e 
o l d man t o l d me t o t a k e my c l o t h e s o f f , and I do n o t deny 
t h a t I was somewhat u n c o m f o r t a b l e a t t h e t h o u g h t o f b e i n g 
devoured a l i v e . 

I had n o t been l y i n g t h e r e l o n g b e f o r e 1 heard t h e bear 
coming. I t a t t a c k e d me and crunched me up, l i m b by l i m b , 
j o i n t by j o i n t , b u t s t r a n g e l y enough i t d i d n o t h u r t a t a l l j 
i t was o n l y when i t b i t me i n t h e h e a r t t h a t i t d i d h u r t 
f r i g h t f u l l y . 
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From t h a t day f o r t h I f e l t t h a t I r u l e d my h e l p i n g - s p i r i t s . 

A u t d a r u t a e x p e r i e n c e s t h e m y t h i c a l death which l e a d s t o renewal 

and wisdom, but t h e bear o f Wodwo o n l y f e r r i e s t o "dead l a n d " . He can 

t a k e one _to t h e Wasteland, but n o t back a g a i n . I n 'Out', Hughes's 

f a t h e r has i n a sense r e t u r n e d from t h i s p l a c e , h a v i n g been dragged 

from "The m o r t i s e d f o u r - y e a r s t r a t a o f dead Englishmen/He belonged w i t h . " 

The f i r s t s e c t i o n o f t h e poem i s even c a l l e d 'The Dream Time', t h e 

m y t h i c t i m e t h e p o t e n t i a l shaman seeks t o r e - e n t e r . But i n t h e second 

s e c t i o n "The dead man i n h i s cave" i s r e b o r n : 
As a f t e r being b l a s t e d t o b i t s 
The reassembled i n f a n t r y m a n 
T e n t a t i v e l y t o t t e r s o u t , g a z i n g around w i t h t h e eyes 
Of an exhausted c l e r k . (Wodwo, p. 156) 

The p o e t ' s d e s p a i r i n g c o n c l u s i o n i s : 

Goodbye t o a l l t h e remaindered charms o f my f a t h e r ' s s u r v i v a l . 

L e t England c l o s e . Let the g r e e n sea-anemone c l o s e . (Wodwo t p. 157) 

T h i s i s more t h a n a r e m i n i s c e n c e o f t h e p o e t ' s j u v e n i l e d i s a p p o i n t m e n t 

t h a t h i s f a t h e r has n o t become some k i n d o f super-man as a r e s u l t o f 
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t h e F i r s t World War. Hughes i s f i l l e d w i t h t h e s u s p i c i o n t h a t the 

i n i t i a t i n g e x p e r i e n c e now o n l y f e r r i e s t o a dead l a n d . 

E v e n t u a l l y Hughes w i l l t a k e up the shamanic t o o l s i n a more con­

f i d e n t way and seek f o r a h e a l i n g o f t h a t Wasteland. But a t t h i s s t a g e 

he must e x p l o r e t h e p o s s i b i l i t y t h a t i n i t i a t i o n and r e g e n e r a t i o n a r e no 

l o n g e r p o s s i b l e f o r man i n a c u l t u r e where s p i r i t u a l v a l u e s have been 

undermined. I n Crow, Hughes c o n s i d e r s t h e p o s s i b i l i t y t h a t i f t h e 

o l d body cannot be r e p l a c e d , maybe Man h i m s e l f w i l l be. 

The f i n a l l i n k between the r a t h e r d i s j o i n t e d work o f the p o e t ' s 

c r i s i s p e r i o d and Crow i s a p i e c e c a l l e d 'Eat Crow', a r a d i o p l a y , 

w r i t t e n i n 1964, some o f which was .published a year l a t e r under the 
3 7 

t i t l e 'X - A D i a l o g u e 1 . This p i e c e l i n k s the quest f o r a completed 

i n i t i a t i o n w i t h t h e c r o w - f i g u r e , t h e mocking a n t i t h e s i s o f t h a t 

a s p i r a t i o n . 

The work can h a r d l y be c a l l e d a d i a l o g u e i n t h e u s u a l u n d e r s t a n d ­

i n g o f t h e t e r m . There a r e two s p e a k e r s , Morgan and She, but t h e r e i s 

no communication between t h e two. She c o n t i n u e s what seems t o be a 

f r a g m e n t e d l i t a n y . "The crow watches the man" i s t h e r e f r a i n , w i t h two 

c a t e c h i s t i c a l s t a t e m e n t s i n between, s t a r t i n g "A Crow i s a s i g n o f l i f e . 

Even though i t s i t s m o t i o n l e s s , " 

'She' seems t o be a k i n d o f m i d w i f e t o Morgan's i n i t i a t o r y o r d e a l . 

F i r s t Morgan e x p e r i e n c e s a t e a r i n g a p a r t s i m i l a r t o t h e Eskimo shaman 

who i s m y s t i c a l l y eaten by a p o l a r bear. A f t e r w a r d s he s l e e p s - "When 

I woke 1 c o u l d hear v o i c e s , many v o i c e s , / l t was my bones a l l c h a t t e r i n g 

t o g e t h e r . " T h i s resembles the second s t a g e o f Eskimo i n i t i a t i o n as o u t ­

l i n e d by Joseph Campbell and M i r c e a E l i a d e , where the p r o s p e c t i v e 

shaman c o n t e m p l a t e s h i s bones which have now been p i c k e d c l e a n . But 

t h e g r e a t d i f f e r e n c e i s t h a t i n s t e a d o f l e a d i n g t o i n t e g r a t i o n , t h e 

o r d e a l speaks o n l y o f d i s l o c a t i o n . U n l i k e E z e k i e l ' s v i s i o n o f the d r y 
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bones coming t o g e t h e r i n harmony and r e c e i v i n g t h e b r e a t h o f God's l i f e 

- "The p e l v i s was s h o u t i n g . And t h e bones o f t h e f o o t / A n d t h e bones o f 

the hand, f o u g h t . " I n s t e a d o f a m a n i f e s t a t i o n o f the Logos " t h e v a t e b r a e 

were scr e e c h i n g / S o m e t h i n g i n c o m p r e h e n s i b l e " , p r e s a g i n g t h e many 

i n c o h e r e n t c r i e s i n l a t e r Hughes poems. 

The f i r s t p a r t o f 'X' f i n i s h e s w i t h Morgan r u n n i n g from t h e n i g h t ­

mare. He i s unable t o a c c e p t t h e i n c o m p r e h e n s i b l e , and t h a t p a r t i c u l a r 

t a s k now d e v o l v e s upon Crow, who i s t r y i n g t o become a man. Hughes 

says i n h i s b r o a d c a s t ' P o e t r y Now 1, t h a t f o r t h i s purpose, "He's p u t 

t h r o u g h v a r i o u s a d v e n t u r e s and d i s a s t e r s and t r i a l s and o r d e a l s " which 

i n i t i a l l y do n o t a l t e r him a t a l l . Then suddenly Crow's s u f f e r i n g s 

" c o m p l e t e l y t r a n s f o r m him, t e a r him t o b i t s , p u t him t o g e t h e r a g a i n , 
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and produce him a l i t t l e b i t changed." This s h o u l d b r i n g about Crow's 

i n i t i a t i o n i n t o h u m anity, but i t i s n o t f o r t h c o m i n g . 

Whereas i n Wodwo th e i n i t i a t i n g p a t t e r n s a r e i n c o m p l e t e , and t h e r e 

i s even a h i n t o f t h e p o s s i b i l i t y o f complete a n n i h i l a t i o n w i t h no 
3' 

r e b i r t h , i n Crow t h e s p e c t r e i s o f c o n t i n u a l r e b i r t h w i t h o u t i n i t i a t i o n . 

Thus i n 'A K i l l ' Crow i s : 
Flogged lame w i t h l e g s 
Shot t h r o u g h the head w i t h b a l l e d b r a i n s 
Shot b l i n d w i t h eyes 
N a i l e d down by h i s own r i b s 
S t r a n g l e d j u s t s h o r t o f h i s l a s t gasp 
By h i s own w i n d p i p e 

Clubbed unconscious by h i s own h e a r t (Crow, p. 16) 

This i s n o t j u s t p a r t o f "God's Nightmare". Crow i s g o i n g t h r o u g h 

elements o f I r i s h , S c a n d i n a v i a n and C h r i s t i a n i n i t i a t i o n o f d e i t i e s 

t h r o u g h s u f f e r i n g . But here t h e e x p e r i e n c e i s n e i t h e r e x p i a t o r y nor 

i l l u m i n a t i n g , 

A s i m i l a r n i g h t m a r e s i t u a t i o n o c c u r s i n the T i b e t a n Book o f the 

Dead, the Bardo Thodol. a work which u n d e r p i n s t h e whole schema o f Crow. 

I n the s e c t i o n e n t i t l e d t h e 'Bardo o f Karmic I l l u s i o n s ' , the dead p e r s o n 
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comes face t o f a c e w i t h t h e v a r i o u s w r a t h f u l d e i t i e s , "Have f a i t h i n 
40 

the Blood - d r i n k i n g D e i t i e s t o o " , he i s e x h o r t e d . I n B u d d h i s t terms 

i f t h i s a d v i c e i s f o l l o w e d r e b i r t h can be a v o i d e d and the t r u e 

i n i t i a t i o n which i s N i r v a n a a t t a i n e d . But Hughes, w h i l e g r e a t l y 

u t i l i z i n g t h i s s t r a i n o f t e a c h i n g , i s f a r more a k i n t o t h e T a n t r i c 

and shamanic i n f l u e n c e s on t h e Bardo. He says t o E k b e r t Faas - " t h e 

s p e c i a l w e i r d n e s s and power o f a l l t h i n g s T i b e t a n i n o c c u l t and m a g i c a l 
41 

c i r c l e s s p r i n g s d i r e c t from the shamanism, n o t t h e Buddhism." 

Where t h e B u d d h i s t and shamanic s t r a i n s a r e u n i t e d i s i n Crow's 

r e f u s a l t o abandon h i s s e l f - h o o d , h i s one i n d e s t r u c t i b l e d e s i r e t o l i v e 

For t h e B u d d h i s t t h i s i s a t r a g e d y s i n c e "He who h a t h d e s i r e c o n t i n u e t h 

s u b j e c t t o r e b i r t h " ( B r i h a d a r a n y a k a Upanishad). Only by g i v i n g up t h e 

d e s i r e t o l i v e , which i s the essence o f s e l f - h o o d , can Crow escape from 

the wheel o f e x i s t e n c e . T h i s same r e f u s a l t o l e t go o f s e l f - h o o d a l s o 

p r e v e n t s Crow e x p e r i e n c i n g shamanic i n i t i a t i o n s i n c e he cannot r e c e i v e 

the new s e l f u n t i l he has l e t go o f t h e o l d . 

A l s o t h e r e i s t h e problem o f f a i t h . Morgan, i n 'Eat Crow 1 i s f a r 

too a f r a i d t o "have f a i t h i n the B l o o d - D r i n k i n g D e i t i e s . " Crow i s f a r 

too e g o c e n t r i c t o have f a i t h i n a n y t h i n g e l s e save h i m s e l f . By t h i s 

t i m e Hughes has i s o l a t e d the two g r e a t e s t b a r r i e r s t o i n i t i a t i o n , f e a r 

and l a c k o f f a i t h , b o t h o f which a r e m a n i f e s t e d i n t h e d e s i r e t o remain 

i n s i d e o n e s e l f , r a t h e r t h a n r e a c h i n g o u t . O c c a s i o n a l l y Crow does 

manage t o l o o k o u t s i d e h i m s e l f . One such i n s t a n c e i s the poem 

a p p r o p r i a t e l y c a l l e d 'Glimpse': 

'0 l e a v e s ' , Crow sang, t r e m b l i n g , '0 l e a v e s -' 
The t o u c h o f a l e a f ' s edge a t h i s t h r o a t 
G u i l l o t i n e d f u r t h e r comment. 

N e v e r t h e l e s s 
Speechless he c o n t i n u e d t o s t a r e a t the l e a v e s 

Through the god's head i n s t a n t l y s u b s t i t u t e d . (Crow, p. 90) 
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But t h i s i s a g l i m p s e and no more. Crow i s more t r u l y t h e 'King o f 

C a r r i o n ' : 

H i s p a l a c e i s o f s k u l l s . 

His crown i s t h e l a s t s p l i n t e r s 

Of the v e s s e l o f l i f e . (Crow. p. 91) 

He p r e s i d e s over what c l o s e l y resembles a shaman's a l t a r , which i s a l s o 

made o f " s k u l l s " and a " s c a f f o l d o f bones". But h i s kingdom i s empty, 

and he r e i g n s over s i l e n c e . 

D e s p i t e Crow's e a r l i e r r e f u s a l t o a l l o w h i s s u f f e r i n g r e d e m p t i v e 

v a l u e , e v e n t u a l l y he i s p r e p a r e d t o a t t a c h h i m s e l f t o an Eskimo shaman. 

'Two Eskimo Songs' a r e t h e p r i m i t i v e man's answer t o t h e q u e s t i o n o f 

m o r t a l i t y and c l a r i f y f o r Crow the n a t u r e o f h i s q u e s t . Crow's own 

p e r s p e c t i v e i s too c l o s e l y l i n k e d t o t h a t o f t w e n t i e t h c e n t u r y 

' c i v i l i z e d ' man, m i t i g a t e d t o some e x t e n t by h i s a n i m a l v i t a l i t y . But 

t h e a n i m a l i s denied i n i t i a t i o n because i t i s n o t human, and the modern 

man i s d e n i e d i n i t i a t i o n because he has b e t r a y e d h i s r o o t s . The o n l y 

h o p e f u l response t o t h e problem o f man c o n f r o n t e d w i t h h i s t e m p o r a l i t y 

i s t h a t o f t h e eskimo, i n ' F l e e i n g from E t e r n i t y ' : 
He g o t a sharp rock hB gashed h o l e s i n h i s f a c e 
Through t h e b l o o d and p a i n he lookHd a t t h e e a r t h 

He gashed a g a i n deeper and t h r o u g h the Dlood and p a i n 
He screeched a t t h e l i g h t n i n g , a t the f r o s t , and a t t i m e . 

Then, l y i n g among th e bones on t h e cemetery e a r t h , 
He saw a woman s i n g i n g o u t o f her b e l l y . 

He gave her eyes and a mouth, i n exchange f o r t h e song. 
She wept b l o o d , she c r i e d p a i n . 

The p a i n and t h e b l o o d were l i f e . But the man laughed -

The song was w o r t h i t . 

The woman f e l t c h e a t e d . (Crow, pp. 92-3) 

'How Water began t o P l a y ' r e p e a t s t h e l e s s o n o f ' F l e e i n g from E t e r n i t y ' . 

Water, l i k e man, searches t h e p h y s i c a l u n i v e r s e , meets p a i n , b l o o d 
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"maggot and r o t t e n n e s s " , and begins t o weep u n c o n t r o l l a b l y . As a 

r e s u l t " I t l a y a t t h e bottom o f a l l t h i n g s / U t t e r l y worn o u t u t t e r l y 

c l e a r , " ( p . 9 3 ) . I f t h e r e i s any message i n Crow, t h i s i s i t , t h a t s u f f e r i n g 

makes the u n i v e r s e t r a n s p a r e n t . P o e t r y i s t h e response t o t h i s s t a r t l i n g 
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c l a r i t y , and i s o f t e n an e x p r e s s i o n o f t h e s t r u g g l e which makes t h e 

h i e r o p h a n y p o s s i b l e . 

The s t r u g g l e i s p a r t i c u l a r l y e v i d e n t i n Crow, where i t seems both 

Crow and h i s c r e a t o r a r e i n t e n t upon one t h i n g ; t o s u r v i v e t h e o r d e a l , 

knowing t h a t "The p a i n and the b l o o d were l i f e " ( ' F l e e i n g from E t e r n i t y ' ) 

- "To emerge i s the aim o f t h e Crow poems" G e o f f r e y T h u r l e y has s a i d i n 
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The I r o n i c H a r v e s t . Hughes does n o t o n l y seek t o emerge, but a l s o t o 

emerge a t a p a r t i c u l a r p l a c e , where he can Degin t o f u l l y use the 

"master - f u l c r u m " o f shamanic energy. 

A f t e r Crow we see a new s t r a n d i n t r o d u c e d i n t o Ted Hughes's p o e t r y . 

S u f f e r i n g i s v a l u a b l e , n o t o n l y i n terms o f i n i t i a t i o n , but a l s o f o r 

e x p i a t i o n . Prometheus on h i s Crag and Cave B i r d s weave these two 

s t r a n d s t o g e t h e r . 

I n Prometheus on h i s Crag t h e i n i t i a t o r y and e x p i a t o r y elements 

a r e l i n k e d t o g e t h e r i n terms o f shamanic m e d i a t i o n . Prometheus, l i k e 

t h e shaman, i s a l i n k between heaven and e a r t h , c o n v e r s i n g w i t h both 

the gods o f Olympus and t h e men o f Athens. At t h i s stage he i_s a 

m e d i a t o r , but n o t a t r u e one. He i s s e e k i n g t o d e a l w i t h d i v i n i t y on 

b e h a l f o f man, whem t h e problem o f g u i l t has not y e t been d e a l t w i t h . 

To p u t t h i n g s i n 3 u d e o - C h r i s t i a n t e r m s , the b a r r i e r between man and God 

r e q u i r e s more than j u s t someone t o m e d i a t e , but a l s o someone t o pay t h e 

p r i c e f o r man's s i n , which i s what p u t the b a r r i e r up i n t h e f i r s t p l a c e . 

As a r e s u l t Hughes's p o e t r y o f t h e s e v e n t i e s more and more e x p l o r e s 

t h e t e n s i o n between shamanism, which does n o t d e a l w i t h g u i l t , and 

3 u d e o - C h r i s t i a n i t y , w h i c h c l a i m s t o d e a l w i t h both g u i l t and d e a t h , y e t 
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which seems t o a t r o p h y t h e l i f e o f energy which he h o l d s so c l o s e . I t 

i s t h i s e x p l o r a t i o n which perhaps most o f a l l e s t a b l i s h e s Hughes's 

a f f i n i t i e s w i t h t h e p o e t r y o f W i l l i a m B l ake. 

The major d i f f e r e n c e between Prometheus' u n d e r s t a n d i n g ( p r o b a b l y 

a l s o Hughes's) and C h r i s t i a n i t y , i s t h a t one b e l i e v e s i n a t o n i n g s u f f e r ­

i n g , w h i l e C h r i s t i a n i t y i s about an a t o n i n g s a c r i f i c e - d e a t h . Sp when 

Prometheus l a y s h i m s e l f down i n h i s c h a i n s : 

On the m o u n t a i n , 
under Heaven 

as THE PAYMENT -
He i s - Too f a r from h i s p e o p l e t o t e l l them 

Now they owe n o t h i n g . (Poem 16, Woortown, p. 86) 

Here we have t h e e x p i a t i n g payment w i t h o u t e x p i a t o r y r e s u l t s . Prometheus 

i s " t o o f a r " from mankind t o communicate t h e good news, which t h e r e f o r e 

remains u s e l e s s . This i s n o t s u r p r i s i n g c o n s i d e r i n g t h e f a c t t h a t 

Prometheus i s s u f f e r i n g f o r h i s own t r a n s g r e s s i o n , w h i l e C h r i s t d i e d 

f o r mankind's. The r e s u l t i n g p r o b l e m o f g u i l t i s most c l e a r l y s t a t e d 

i n Poem 20, where Prometheus asks, "Was L i f e h i s transgression?/Was he 

t h e p u n i s h e d c r i m i n a l a b e r r a t i o n ? " The g u i l t i s worsened by t h e know­

le d g e o f h i s own i m m o r t a l i t y . Prometheus cannot e x p e r i e n c e f u l l 

i n i t i a t i o n o r freedom from s i n , s i n c e both i n v o l v e d e a t h . 

Hughes seems t o d e a l w i t h t h i s problem by f o c u s i n g upon t h e 

i n i t i a t o r y a s p e c t . This i s l o g i c a l , s i n c e p a r t o f t h e shaman's r e p ­

e r t o i r e i s t h e a b i l i t y t o r e t u r n t o t h e p r e - F a l l s t a t e , the P a r a d i s e 

where man, beast and God a r e i n harmony, b e f o r e t h e advent o f s i n . But 

t h i s r a i s e s numerous problems f o r Prometheus. He has l o s t any shamanic 

accomplishments he m i g h t have had. He "Has b i t t e n h i s p r o p h e t i c 

tongue o f f " (Poem 6 ) . He i s " A r r e s t e d h a l f - w a y from heaven/And s l u n g 

between heaven and e a r t h . " (Poem 7) 

Prometheus i s a p r i s o n e r as w e l l as a c a n d i d a t e f o r f u l l i n i t i a t i o n . 
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T h i s s i t u a t i o n i s r e p e a t e d i n t h e psychodrama Orghast a t P e r s o p o l i s . 

where t h e c r u e l f a t h e r - f i g u r e Krogon v i c t i m i z e s Pramanath, who s t a n d s 

f o r Prometheus. The p r i s o n e r / p o t e n t i a l i n i t i a t e correspondence i s a l s o 

s t r o n g i n Cave B i r d s , where t h e p r o t a g o n i s t i s l e d l i k e a condemned 

p r i s o n e r by t h e summoner v i a t h e i n t e r r o g a t o r and t h e j u d g e t o the 

e x e c u t i o n e r . 

I n a l l t h r e e works Hughes endeavours t o work a p o e t i c s o l u t i o n t o 

a problem w h i c h must be s o l v e d b e f o r e h i s shamanic a p p r e n t i c e s h i p can 

end. I n Qrghast a t P e r s o p o l i s t h i s i s s t a t e d s i m p l y i n t h e r i s i n g dawn 

a t t h e end o f t h e p e r f o r m a n c e , ( i t was p e r f o r m e d i n t h e open a i r a t 

the S h i r a z f e s t i v a l i n 1971.) 

I n Prometheus i t i s i n t h e sudden o u t b u r s t o f Poem 2 1 , where t h e 

mountain he i s c h a i n e d t o " s p l i t s i t s sweetness", s e t t i n g him f r e e t o 
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t r e a d "On t h e d u s t y peacock f i l m where t h e w o r l d f l o a t s . " T h i s i s a 

b e a u t i f u l b u t u n c o n v i n c i n g l y p r e c i p i t a t e r e l e a s e . The samB e f f e c t i s 

f a r b e t t e r a c h i e v e d i n Cave B i r d s where t h e a c c e n t i s n o t so much on 

t h e v i s i o n a r y dreams o f t h e c a n d i d a t e , but upon t h e j o u r n e y t h r o u g h the 

s p i r i t - w o r l d . These poems b r i n g a c r o s s a sense o f w e l l - d e s e r v e d n i g h t ­

mare a s s a i l i n g t h e p r o t a g o n i s t , Kafkaesque i n i t s i n t e n s i t y . 

The p r o t a g o n i s t c o c k e r e l , r e p r e s e n t a t i v e o f S o c r a t i c r a t i o n a l i t y , 

t r i e s t o argue h i s way o u t o f t h e summons t o t h e s p i r i t - w o r l d b u t : 

When I s a i d : ' C i v i l i z a t i o n ' , 
He began t o chop o f f h i s f i n g e r s and mourn. 
When I s a i d : ' S a n i t y and a g a i n S a n i t y and above a l l S a n i t y ' , 
He disembowelled h i m s e l f w i t h a cross-shaped c u t . 
I stopped t r y i n g t o say a n y t h i n g . 
But t h e n he began t o snore i n h i s d e a t h - s t r u g g l e 
The Q u i l t came. 
And when they c o vered h i s f a c e I went c o l d . ('After the f i r s t f r i g h t ' , 

Cave B i r d s , p. 10) 

The p r o t a g o n i s t deserves t h e death sentence f o r h i s murder o f n a t u r e 

t h r o u g h h i s r a t i o n a l i s m and l a c k o f t h a n k s g i v i n g . N e v e r t h e l e s s t h i s 
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sentence i s a l s o t h e hope o f r e g e n e r a t i o n . I n 'The E x e c u t i o n e r ' t h e 

p r i s o n e r says: 

You have no i d e a what has happened 
To what i s no l o n g e r y o u r s 

I t f e e l s l i k e t h e w o r l d 

Before your eyes ever opened (Cav/e B i r d s , p. 22) 

T h i s i s p r o p h e t i c , b u t f i r s t he must go t h r o u g h t h e gates o f H e l l a f t e r 

b e i n g equipped w i t h t h e weapons f o r t h e t a s k . He had become the 

' w a r r i o r ' , t h e one s e e k i n g t o become a 'man o f knowledge 1 The 

p r o t a g o n i s t e n t e r s t h e H a l l o f Judgement and h i s s o u l i s s k i n n e d ('A 

f l a y e d crow i n t h e h a l l o f j u d g e m e n t ' ) . T h i s s y m b o l i z e s h i s m y s t i c a l 

d e a t h , as does the image o f b a p t i s m , t a k e n from C h r i s t i a n i t y , s l e e p 

t a k e n from G n o s t i c i s m , b u r i a l from Earth-Mother c u l t s and e v e n t u a l l y 

t h e scapegoat image from Judaism. A f t e r t h i s , t h e i n i t i a t e i s g i v e n 

a 'Scarecrow s w i f t ' as h i s t r u e g u i d e and s p i r i t f a m i l i a r . He i s now 

'Walking bare' and l i k e a b o r i g i n a l shamans whose i n t e s t i n e s t u r n t o 

o p a l , he has " t h e gem o f m y s e l f " . He can now e n t e r i n t o s a c r ed 
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m a r r i a g e . "The v i o l e n t d e ath i s c r e a t i v e " , and so the Earth-Mother 

(Blodeuedd, i n t h e poem 'The owl f l o w e r ' ) i s r e c o n c i l e d , and now can 

be wooed. I m m o l a t i o n and m a r r i a g e b o t h harness E a r t h ' s c r e a t i v i t y , 

whereas i n Wodwo and Crow she has been a t enmity w i t h a l l . 

The f i n a l v i s i o n i s o f a f a l c o n , 'The r i s e n ' , " h i s s h a p e / i s a 

c r o s s . " (Cave B i r d s , p. 60) At l a s t t h e r e i s a v i s i o n o f d i v i n i t y , even 

i f i t i s n o t t h e C r e a t o r h i m s e l f . 

I n Gaudete Hughes t a k e s t h i s v i s i o n o f the d i v i n e and p u t s i t i n 

terms o f h i s e a r l y f a s c i n a t i o n w i t h t h e White Goddess. Now d i v i n i t y 

has been d i s c o v e r e d the myth does n o t have t o be t o l d , i t can be l i v e d . 

G u i l t i s a t l e a s t c a p t u r e d i f n o t a c t u a l l y removed, and has been 

harnessed t o t h e i n i t i a t o r y e x p e r i e n c e . I n Gaudete Hughes can have 

f a i t h i n so m e t h i n g , even i f as y e t i t i s the " B l o o d - d r i n k i n g D e i t i e s " 
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of t h e Book o f the Dead. 

I n b o t h Cave B i r d s and Gaudete t h e r e i s a l s o a g r e a t e r c o n s c i o u s ­

ness o f t h e r e l a t i o n s h i p w i t h t h e r e a d e r , who i s encouraged t o p a r t i c ­

i p a t e i n each poem. Both volumes a r e c i n e m a t i c and e p i s o d i c . The 

language i s f a r more v i s u a l , a l o n g way from the l o n g s t r i n g s o f 

a d j e c t i v e s i n Crow's " s u p e r - u g l y " songs. Hughes has found t h e optimum 

way o f c o n t r o l l i n g h i s e x t r a v a g a n c e o f energy. I n s t e a d o f b a l d des­

c r i p t i o n s o f what takes p l a c e l i k e : 

When Crow c r i B d h i s mother's ear 

5corched t o a stump. ('Crow and Mama', Crow, p. 17) 

or t h e s t u t t e r i n g d e s c r i p t i o n o f t h e mother f i g u r e as: 

Death and death and d e a t h - ( t o g ' I I , Wodwo, p. 151) 

We now see t h i s f i g u r e f a c e t o f a c e : 
A f a c e as i f sewn t o g e t h e r from s e v e r a l f a c e s . 
A baboon beauty f a c e 
A c r u d e l y s t i t c h e d patchwork o f f a c e s . (Gaudete, p. 104) 

The g r e a t e r v i s u a l emphasis more c l e a r l y p r e s e n t s t h e g o a l o f t h e 

Gaudete n a r r a t i v e , which i s t o h e a l t h i s a w f u l f i g u r e , t h e m u t i l a t e d 

Gea G e n e t r i x . L i k e the hero o f Wolfram von Eschenbach's P a r z i v a l and 

Peredur i n The Mab i n o g i o n , Lumb i s unable t o respond from h i s humanity 

when c o n f r o n t e d w i t h t h e s u f f e r i n g r u l e r . He too i s dominated by a 

system based upon d e n i a l . He l a c k s both t h e compassion which Wolfram 
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e x t o l s and t h e c u r i o s i t y which the a u t h o r o f Peredur emphasizes. 

He i s "The v e t e r a n o f n e g a t i v e s / A n d t h e s u r v i v o r o f cease." (What w i l l 

you make o f h a l f a man', Gaudete, p. 176) He i s a s t r a n g e r t o c h o i c e 

and p e r s o n a l r e s p o n s i b i l i t y : 
He d e c l a r e s he can do n o t h i n g 
He p r o t e s t s t h e r e i s n o t h i n g he can do 
For t h i s b e a u t i f u l woman who seems t o be a l i v e and dead. 
He i s n o t a d o c t o r . He can o n l y p r a y . (Gaudete. p. 15) 

The i n a b i l i t y t o a c t or e n q u i r e i s marked by numbness ( p . 1 3 ) , a 
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numbness w h i c h i s p e n e t r a t e d o n l y by p a i n , a p a i n which "rends him 

a p a r t , from t h e top o f h i s s k u l l downwards" ( p . 1 5 ) . Lumb must come 

t o t h e p o i n t where t o p r a y i s not t h e a n t i t h e s i s o f t o h e a l , t h e f u l c r u m 

p o i n t o f shamanic i n i t i a t i o n . Lumb e x p e r i e n c e s t h e i n i t i a t o r y e f f e c t 

o f p a i n and c r i s i s , w h i l e h i s double e x p e r i e n c e s t h e e x p i a t i o n . One 

i s t h e h i e r o p h a n t , t h e o t h e r the scapegoat. But as K e i t h 5agar has 

p o i n t e d o u t i n The A r t o f Ted Hughes: 

... t h e whole s t o r y i s a p s y c h o l o g i c a l analogue, as a l l t h e 
many s t o r i e s i n myth and f o l k l o r e o f d o u b l e s , c h a n g e l i n g s , 
t a n i s t s , t w i n s , w e i r d s and shadows a r e . There i s g°Ay one Lumb. 
He i s u n d e r g o i n g a s p i r i t u a l / p s y c h o l o g i c a l c r i s i s . 

The s i n g l e e x p e r i e n c e i s examined from a doubled p e r s p e c t i v e . 

The p r o l o g u e g i v e s a f a i r l y s t r a i g h t f o r w a r d i n i t i a t o r y p a t t e r n w i t h 

elements o f both t h e r i t e s o f H e r a k l e s and o f M i t h r a s . The p l u n g e i n t o 

t h e wasted o t h e r w o r l d and t h e r e t u r n t h r o u g h "a doorway t o d a y l i g h t " 

( p . 19) i s i n i t s e l f a m y s t i c a l d e a t h and r e D i r t h . This element o f t h e 

i n i t i a t o r y e x p e r i e n c e t a k e s p l a c e i n t h e Great Time, w h i l e t h e second 

element i s p u t i n t h e c o n t e x t o f s e m i - r u r a l England. Perhaps we a r e 

bein-j shown two d i f f e r e n t a s p e c t s or l e v e l s o f t h e sane p e r i o d o f t i m e 

i n Lumb's l i f e . Whatever t h e case, i t i s t h e second s t r a n d which i s 

th e more complex. 

The two a r e u n i t e d by t h e O r p h i c myth, as m o d i f i e d by i t s c o n t a c t 

w i t h Dionysan r e l i g i o n . The u n d e r w o r l d e x p e r i e n c e i n which a female 

f i g u r e i s f o u n d but not b r o u g h t back t o l i f e p a r a l l e l s Orpheus's q u e s t 

f o r E u r i d i c e , w h i l e t h e p u r s u i t and death parody t h e o r t h o d o x O r p h i c 

account o f t h e i r p a t r o n ' s death - hounded by t h e Maenads f o r too g r e a t 

a d e v o t i o n t o A p o l l o . Lumb's d e v o t i o n t o h i s own d e i t y , e n s h r i n e d i n 

the s h e e l - n a - g i g , i s a l s o overweened, but i n t h i s case i t i s murderous 

husbands who p u r s u e , r a t h e r than Bacchic women. 

Non e t h e l e s s t h e major i n f l u e n c e on t h e main n a r r a t i v e i s t h a t o f 
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t h e Dionysan r i t e . D ionysus was b r o u g h t f o r t h by h i s f a t h e r Zeus, 

a f t e r h i s mother Semele was consumed when she t r i e d t o see her l o w e r o f 

t h e n i g h t . As a r e s u l t he i s a d e i t y o f i n n e r t e n s i o n , between F a t h e r 

and Mother, between e x u l t a n t j o y and p i t i f u l s u f f e r i n g . T h i s t e n s i o n 

r e s u l t s i n madness. W a l t e r O t t o says o f t h i s god: 

... he appears among men l i k e a s t o r m , he s t a g g e r s them, 
and he tames t h e i r o p p o s i t i o n w i t h t h e whip o f madness ... 
L i f e becomes suddenly an e c s t a s y - an ecs^gsy o f b l e s s e d ­
ness, b u t an e c s t a s y , no l e s s , o f t e r r o r . 

He i s a god o f c o n f r o n t a t i o n , b r i n g i n g "A w i l d u p r o a r and a numbed 
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s i l e n c e . " Music o f t e n announces h i s madness, as i n 'ThB s c h e r z o ' 

(Gaudete, p. 4 1 ) . E s t r i d g e f e e l s h i s d a u g h t e r s " a r e t e a r i n g him t o 

p i e c e s " l i k e t h e Maenads ( p . 4 2 ) . I t i s a " m a t e r i a l i z e d demon" ( p . 4 4 ) , 

both an i n v o c a t i o n and an announcement of the madness des c e n d i n g . 

The madness i s h e a l t h - g i v i n g , l i k e the shaman's t h r e s h o l d i n i t -
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i a t i o n , a p r o c r e a t i v e madness, " i n h e r e n t i n the womb o f t h e mother", 

and p r o p a g a t e d by Dionysus's own s e n s u a l i t y . The problem i s t h a t t h e 

madness has n o t been a l l o w e d f r e e e x p r e s s i o n and e r u p t s i n an unbalanced 

f o r m , i n a s o c i e t y where very few o f t h e women h a v e c h i l d r e n , and i n 

which t h e y o u n g e s t , G a r t e n and F e l i c i t y , a r e over e i g h t e e n . 

The s p i r i t - L u m b i s a h e a l e r who does not u n d e r s t a n d t h e t r u e 

s i t u a t i o n and thus p r e c i p i t a t e s a c o r p o r a t e c r i s i s . Perhaps t h e r e i s a 

degree o f r e l e a s e , but F e l i c i t y ' s d e a t h i s murder, not s a c r i f i c e . 

Lumb must b o t h make atonement and d i s c o v e r the f u l l , t r u e i n i t i a t i o n 

needed t o h e a l t h e l a n d . The f i r s t s tage i s of a l i e n a t i o n l e a d i n g t o 

l o n g i n g : 

Me t o o , 
Let me be one o f your w a r r i o r s . 
Let your home 
Be my home. Your p e o p l e 
My p e o p l e . 

( p . 190) 
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The i n i t i a n d i s b e f o r e t h e Goddess as Ruth b e f o r e Naomi, begging 

i n c l u s i o n i n t h e chosen p e o p l e , a l o n g w i t h t h e " g r a s s - b l a d e " , t h e b l a c k ­

b i r d and the badger. T h i s m i r r o r s t h e s u p p l i c a t i o n o f p. 53: 

He t r i e s t o make t h i s a s h - t r e e h i s p r a y e r . 
He searches upward and downward w i t h h i s p r a y e r , 

r e a c h i n g upwards and downwards t h r o u g h t h e c a p i l l a r i e s , 
G r o p i n g t o f e e l t h e sur e r e t u r n grasp 
The s u r e embrace and r e t u r n gaze o f a l i s t e n e r -

The double's p r a y e r i s answered by " t h e drowning c r e a t u r e o f mud" 

which "embraces him as he embraces i t " ( p . 104). The Lumb o f t h e n o t e ­

books knows what he i s p r a y i n g f o r , and t o whom he i s p r a y i n g , but the 

double has n o t y e t reached t h i s s t a g e . The passage which c o n t a i n s t h i s 

e x p e r i e n c e s t r o n g l y emphasizes b i r t h . Lumb i s b u r i e d i n p r i m a l mud, i n 

a f o e t a l p o s i t i o n . He sees h i m s e l f " b e i n g d e l i v e r e d o f t h e woman from 

th e p i t " ( p . 105), and h i m s e l f g i v e s b i r t h . Now, "He sees her face 

undeformed and p e r f e c t " ( p . 106). 

I t i s i m p o r t a n t t o r e a l i z e t h a t t h i s i s Lumb's i n d i v i d u a l i n i t -
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i a t i o n . "The i n t i t i a n d i s born a g a i n from the womb o f Mother E a r t h " , 

w h i l e t h e descent i n t o t h e u n d e r w o r l d i s the h e r o i c and shamanic 

i n i t i a t i o n . The Dionysan element c e n t r e s upon i n d i v i d u a l p u r g a t i o n , 

th e use o f a v i c t i m . Dionysus i s b o t h h u n t e r and p u r s u e d , and, when 

pu r s u e d , i s c a s t down i n t o a sea, l a k e or u n d e r w o r l d . One o f the forms 

i n which he r e t u r n s i s t h a t o f a c h i l d , t he r e b o r n . The Dionysan 

mystery i s a l s o the " l e s s e r m y s t e r y " o f the E l e u s i n i a n r i t e , p e r f o r m e d 

i n t he s p r i n g , t he " g r e a t e r m y s t e r y " being the c e l e b r a t i o n o f t h e Great 

Mother. The Orphic element g i v e s t h e h e r o i c p e r s p e c t i v e , descent i n t o 

t h e Mother's womb. 

Gaudete reminds us t h a t s h a m a n i c / h e r o i c i n i t i a t i o n must be on a 

b a s i s o f p e r s o n a l r e b i r t h , a p e r s o n a l p l u g g i n g o f our "energy appeal i n t o 

t h e i n e x h a u s t i b l e e a r t h " ( p . 16 3 ) . Throughout t h e development o f t h i s 

theme, Hughes has been w o r k i n g towards an e q u i l i b r i u m which can be 

ac h i e v e d i n no o t h e r way t h a n t h r o u g h a c t u a l e x p e r i e n c e . The 'Moortown' 
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sequence and Remains o f Elmet. p a r t i c u l a r l y t h e l a t t e r , a r e h e i r s t o t h i s 

e x p e r i e n c e where t h e i n i t i a t i o n o f t h e shaman-poet does n o t a f f e c t 

p o e t r y a l o n e , b u t l e a d s t o a p l a c e i n which " e v e r y r e s p o n s i b l e a c t i o n 
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i s charged w i t h a m a g i c o - r e l i g i o u s v a l u e and meaning," 
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Would o v e r s p r e a d my s o u l , t h a t b o d i l y eyes 
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CHAPTER 2 

CROW 

To r e s p e c t words more than t h e t r u t h s which a r e p e r p e t u a l l y 
t r y i n g t o f i n d and c o r r e c t words i s the d e a t h o f p o e t r y . 
The r e v e r s e , o f c o u r s e , i s a l s o t h e death o f p o e t r y - b u t 
not b e f o r e i t has produced p o e t r y . 

Hughes on Laura R i d i n g , 1970 

I n 1962 Hughes was asked by t h e American a r t i s t Leonard Baskin t o 

complement a number o f h i s drawings o f dead crows and human corpses 

w i t h poems based upon t h e s e images. Hughes pounced upon t h e crow 

d r a w i n g s , s e e i n g them as t r a n s c e n d i n g t h e more human l o o k i n g f i g u r e s 

such as 'The Hanged fla n ' from t he T a r o t pack. He a r t i c u l a t e d h i s 

f a s c i n a t i o n i n an essay i n a Baskin e x h i b i t i o n c a t a l o g u e : 

'The Hanged Clan 1 i s n o t dead: i t i s t h e A n g e l , s h a t t e r e d by 
de a t h , d i s p e r s e d t o t h e U n i v e r s e , re-assembled by j o y , t h a t 
here t a k e s up a p o s i t i o n i n which i t i s e q u a l t o t h e whole o f 
i t s p a s t and t h e whole o f i t s f u t u r e . So t h e dead crow, j u s t 
t he s i z e o f a crow, as he i s j u s t t h e s i z e o f a man, i s t h e 
Hanged Clan's e q u a l . Every f e a t h e r o f t h e crow i s t h e r e and 
p e r f e c t , and t h e crow i s dead, y e t t h i s b i r d a g a i n i s t h e ^ 
i m m o r t a l Angel o f L i f e . I n t h e a s p e c t o f t h e Angel o f Death. 

We meet t h i s Angel o f Death i n v a r i o u s g u i s e s i n Wodwo, most 

e s p e c i a l l y i n ' B a l l a d from a F a i r y T a l e ' , but i t was n o t u n t i l 1964 t h a t 

t h i s f i g u r e w a s i d e n t i f i e d as a crow. Eat Crow, as we have a l r e a d y 

seen, was bo t h t h e debut o f the crow f i g u r e and t h e c l e a r e s t i n d i c a t i o n 

o f t h e i n i t i a t o r y m o t i f s t h a t have become more and more p r o m i n e n t i n 

Hughes's p o e t r y . But i n f a c t i t was n o t u n t i l Hughes went t o I r e l a n d i n 

1966 t h a t t h e Crow poems began t o t a k e on t h e i r p r e s e n t shape, seemingly 

a c t i v a t e d by the I r i s h s e t t i n g which i s m i r r o r e d i n the v e i l e d q u o t a t i o n s 

from t h e i r n a t i o n a l e p i c , t h e Tain Bo C q a j l g n e , t h e c a t t l e r a i d of Coole. 

Crow shows t h e same i n d e s t r u c t i b i l i t y as C u c h u l a i n who s i n g l e h a n d e d l y 
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harassed t h e army o f t h e Four P r o v i n c e s o f I r e l a n d w h i l e the men o f 

U l s t e r g a t h e r e d t o r e p e l t h e i n v a d e r s . He s i m i l a r l y e n c o u n t e r s b o t h 
3 

hags and a b e a u t i f u l m y s t e r i o u s woman. Crow i s a s p i r i t u a l w a r r i o r 

l i k e both C u c h u l a i n and t h e p r i m i t i v e shaman. 

But these a r e n o t t h e o n l y models f o r t h e i n i t i a t o r y p r o g r e s s o f 

Crow. A l a n Bold has c a l l e d Crow "a B r i t i s h book o f t h e d e a d " 4 and t h e 

sequence i s r e m a r k a b l e f o r i t s l a y e r i n g o f E a s t e r n t h o u g h t t o g e t h e r 

w i t h mythology d e r i v e d from t h e B r i t i s h I s l e s . The 'book o f t h e dead' 

being r e f e r r e d t o i s t h e T i b e t a n 'Book o f the Dead', t h e Bardo Thodol. 

one o f t h e main sacred t e x t s o f Llamaism, which i s a form o f T a n t r i c 

Buddhism. I n 1960 Hughes d i d some work f o r a grand o r a t o r i o <D£ the 

Bardo f o r Chou Wen Chung, the Chinese composer. The r a d i o - p l a y 'The 

Wound' i n Wodwo has a deep r o o t i n the Bardo Thodol (as w e l l as John 

Arden's Sergeant Musgrave's Dance). T a n t r i c Buddhism has two g r e a t 

a t t r a c t i o n s f o r Hughes: f i r s t l y T a n t r i c i s m i s a development o f 

shamanism" 1 and secondly t h i s k i n d o f Buddhism has a c l o s e l i n k w i t h t h e 

work o f A r t h u r Schopenhauer who i s t h e o n l y p h i l o s o p h e r Hughes "ever r e a l l y 

r e a d " . 

A. T a n t r i c i s m 

T a n t r i c i s m i s a t e c h n i q u e o f m a s t e r i n g t h e w o r l d around one. I t 

does not renounce the w o r l d l i k e Jzhe y o g i or the Buddha does, i n s t e a d 

s e e k i n g t o overcome i t t h r o u g h t h e awakening o f " t h e s e r p e n t power", 

p e r s o n i f i e d as t h e goddess K u n d a l i n i . I n the T a n t r i c s c h o o l s (N.B. 

Tan t r a j u s t means t r e a t i s e ) i t i s b e l i e v e d t h a t t h e human body i s a 

microcosm o f t h e u n i v e r s e and thus K u n d a l i n i i s l o c a t e d a t t h e base o f 

the s p i n a l column. The nerve a t t h i s p l a c e i s s y m b o l i z e d by a 

messenger's wand, w h i l e t h e two e n t w i n i n g nerves a r e p o r t r a y e d as 

snakes. T h i s i s t h e same as Hermes' Caduceus. I n a s i m i l a r way Mount 

Fleru on T i b e t i s i d e n t i f i e d as t h e s p i n a l nerve and t h e c e n t r e o f t h e 
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w o r l d . 

A l r e a d y we see h i n t s o f shamanism i n the concept o f Mount Fleru. 

( i n the Bardo t h e dead p e r s o n c l i m b s t h i s m o u n t a i n , thus embarking upon 

a s h a m a n i s t i c j o u r n e y w h i c h w i l l i n i t i a t e him i n t o new l i f e - i n t h i s 

c o n t e x t e i t h e r a b e t t e r r e i n c a r n a t i o n o r n i r v a n a i f h i s Karmic d e b t has 

been p a i d . ) A l s o T a n t r i c m e d i t a t i o n i n c l u d e s s p i r i t u a l e x e r c i s e s i n 

the presence o f corpses and s k e l e t o n s , b e l i e v i n g t h e l i f e essence t o be 

c o n c e n t r a t e d i n t h e s k e l e t o n . But w h i l e t h e shaman seeks t h e r o o t o f 

being t o p a r t i c i p a t e i n i t t h e T i b e t a n monk w i l l be seeking n i r v a n a , 

escape from b e i n g . 

The mythology o f T a n t r i c i s m i s based on t h e premise "That t h e w o r l d 

i s c r e a t e d and r u l e d by two p o l a r p r i n c i p l e s , Shiva and S h a k t i . 

S h i v a , the god, i s a b s o l u t e l y p a s s i v e , w h i l e S h a k t i , the goddess, man­

i f e s t s every l e v e l o f c r e a t i o n and l i f e . S h a k t i appears i n v a r i o u s 

forms of t h e Great Goddess and i s a l s o " a c t i v e i n woman". D e l i v e r a n c e 

from cosmic e v i l can o n l y be reached by the u n i o n o f these two p r i n c i p l e s 

i n the body o f t h e d e v o t e e . T h i s i s e x p e r i e n c e d as a "very l i v e l y 

warmth" which E l i a d e c a l l s t h e " m a g i c a l h e a t " , e x p e r i e n c e d by shamans 

the w o r l d o v e r . 

This p h i l o s o p h y i s v e r y a t t r a c t i v e t o one who p r e f e r s any male 

d e i t y t o be a b s e n t , who i s obsessed w i t h the w h i t e Goddess f i g u r e , who 

d e a l s c o n t i n u a l l y w i t h p o l a r i t i e s and t h e hope o f an i n i t i a t o r y i n t e g ­

r a t i o n . T a n t r i c i s m a l s o p u t s a h i g h v a l u e on sex, which i s a n o t h e r 

d e p a r t u r e from Gautama's Buddhism. 

B. Buddhism 

One must remember t h a t t h e Bardo Thodol i s a B u d d h i s t t e x t , no 

m a t t e r how i n f l u e n c e d by T a n t r i c i d e a s . Even though i t s form i s 

s h a m a n i s t i c - f u l l o f b e a s t s , gods, mountains and j o u r n e y s , l i k e a 

m a g i c a l 9 p e l l , i t s u n d e r l y i n g p h i l o s o p h y i s B u d d h i s t . I t i s c l o s e s t t o 



45 

th e Ashv/aghosha 1 s r e - e v a l u a t i o n o f t h e Buddha's Four T r u t h s ; t h e Four 

T r u t h s a r e t h e s e : 

1. E x i s t e n c e i s s u f f e r i n g ; a l l b e i n g i s impermanent, 
2. A l l s u f f e r i n g o r i g i n a t e s i n d e s i r e s . 
3. S a l v a t i o n i s a t t a i n e d by d e s t r u c t i o n o f d e s i r e s . 
4. E x t i n c t i o n o f s u f f e r i n g can be found by p r a c t i c e o f t h e 

e i g h t - f o l d p a t h , which i n a t t e n u a t e d form i s wisdom, 
knowing t h a t one's m a t e r i a l e x i s t e n c e i s 'maya' -
i l l u s o r y ; u p r i g h t n e s s , based on p a s s i v e compassion; and ^ 
s e l f c o n c e n t r a t i o n which i s m e d i t a t i o n on a y o g i c b a s i s . 

I f t h i s p a t h i s r i g h t l y f o l l o w e d the d i s c i p l e w i l l e v e n t u a l l y a t t a i n 

' n i r v a n a ' , r e l e a s e from b e i n g . 

Though Hughes i s c h i e f l y i n t e r e s t e d i n t h e m a g i c a l symbolism o f 

th e a c t u a l t e x t , some o f these i d e a s a t t r a c t h im, e s p e c i a l l y Gautama's 

s t a r t i n g p o i n t i n a b e l i e f t h a t t h e w o r l d i s f u l l o f e v i l and s u f f e r i n g 

and t h a t the phenomena o f l i f e m i g h t be l i k e n e d t o a dream, We must 

remember t h a t Crow i s "God's n i g h t m a r e " and t h a t Hughes i s a l r e a d y 

d e v e l o p i n g t h e use o f t h e dream s t a t e from h i e r o p h a n y . There a r e a l r e a d y 

examples o f t h i s i n 'The Hawk i n the Rain' or 'The Thought-Fox'. There 

w i l l be a p o e t i c r e - s t a t e m e n t o f an a c t u a l dream i n 'The Wound'. The 

p o e t ' s own dreams f e a t u r e s t r o n g l y i n t h e E p i l o g u e t o Gaudete. 

For Hughes l i f e _i_s a dream, but t h a t dream i s t h e c h i e f 

r e a l i t y because i t g i v e s t h e hope o f r e v e l a t i o n and t h a t i s i n essence 

what the Bardo Thodol i s ; a death dream l e a d i n g t o l i f e , f a r c l o s e r t o 

shamanism than t o Gautama, 

I t s h o u l d a l s o be no t e d t h a t t h i n g s u s u a l l y j u s t happen t o Crow. 

He seems t o have no d e s i r e s o f h i s own, a l l t h a t he has i s t h e w i l l t o 

l i v e . This i s t h e one d e s i r e which b r i n g s him back t o l i f e t i m e and 
Q 

tim e a g a i n . "He who h a t h d e s i r e c o n t i n u e t h s u b j e c t t o r e b i r t h . " Once 

a g a i n Hughes o n l y uses t h e framework o f a n o t h e r p h i l o s o p h y t o i l l u m i n ­

a t e h i s own dilemma. The B u d d h i s t o f f e r o f r e d e m p t i o n t h r o u g h t h e 

r e n u n c i a t i o n o f d e s i r e , i s i m p o s s i b l e f o r one who sees naked w i l l as 
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t h e g r e a t e s t t h i n g t h a t u/e can l e a r n from t h e a n i m a l s . Hughes i s a l s o 

a t t r a c t e d t o a r e l i g i o n which teaches "dependance on s e l f a l o n e " , as 

Schopenhauer has phrased i t . 

C. Schopenhauer 

Hughes's i d e a s a r e c l o s e s t t o Schopenhauer's v e r s i o n o f Buddhism. 

Schopenhauer a l s o e x p l o i t s the a m b i g u i t y o f t h e n a t u r e o f d e s i r e . For 

him i t i s n o t j u s t t h e source o f e v i l , but o f s a l v a t i o n t o o . The l a s t 

d e s i r e a B u d d h i s t d e n i e s i s h i s d e s i r e f o r s a l v a t i o n , which n e i t h e r 

Hughes nor Schopenhauer i s p r e p a r e d . t o c o n s i d e r . A l t h o u g h Schopenhauer 
9 

b e l i e v e d " s t r i v i n g a f t e r happiness ends i n d i s i l l u s i o n m e n t " he seems 

to have f e l t t h a t t h i s was an i n t e g r a l p a r t o f t h e human p r e d i c a m e n t . 

He a l s o seems t o have b e l i e v e d t h a t t o be human i s t o be i n a p r e d i c -
10 

ament where "each o f us i s being p u n i s h e d f o r h i s e x i s t e n c e . " T h i s 

i s e x a c t l y what Hughes's p r o t a g o n i s t f e e l s i n Prometheus on h i s Crag. 

I n t h i s c o n t e x t Schopenhauer emphasized " t h e n e g a t i v i t y o f w e l l -

being and h a p p i n e s s , i n a n t i t h e s i s t o the p o s i t i v i t y o f p a i n . " E v i l i s 

" p a l p a b l e " , w h i l e h a ppiness i s " t h e mere a b o l i t i o n o f a d e s i r e and t h e 
11 

e x t i n c t i o n o f a p a i n . " Hughes i n s t i n c t i v e l y agrees w i t h t h e main 

h y p o t h e s i s . P a i n and d e s t r u c t i o n a r e more c o n c r e t e t h a n a n y t h i n g e l s e 

i n Crow and Wodwo, i n Gaudete too f o r t h a t m a t t e r . But i n Gaudete t h e 

p o e t i s t r y i n g t o come t o g r i p s w i t h what t r u e j o y i s . He f a i l s com­

p l e t e l y , but i n the p r o c e s s o f d o i n g so g i v e s us some i n s i g h t i n t o why 

happiness i s so e l u s i v e . 

Schopenhauer a l s o g i v e s a reason why a n i m a l s a r e t o be e n v i e d , 

s i n c e t h e i r s u f f e r i n g s a r e not a c c u m u l a t i v e , because they a r e d e l i v e r e d 

from "memory and a n t i c i p a t i o n " . For an a n i m a l s u f f e r i n g "cannot sum 

i t s e l f up. Hence t h e e n v i a b l e composure and unconcern, which c h a r a c t -
12 

e r i z e s t h e a n i m a l . " Another element o f Schopenhauer's p h i l o s o p h y which 

appeals t o Hughes i s t a k e n over from Brahminism where the w o r l d i s 

c r e a t e d i n e r r o r . 
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Brahrna i s supposed t o hav/e c r e a t e d t h e w o r l d by a k i n d o f f a l l 
i n t o s i n , or by an e r r o r , and has t o atone f o r t h i s s i n or e r r o r 
by r e m a i n i n g i n i t h i m s e l f u n t i l he has redeemed h i m s e l f o u t o f 
i t . Very g o o d l 1 ^ 

I n t he same essay, 'On t h e S u f f e r i n g o f the Wo r l d ' , Schopenhauer a l s o 

a t t a c k s the J u d e o - C h r i s t i a n d e i t y w i t h these words: 

But t h a t a god l i k e Jehovah s h o u l d c r e a t e t h i s w o r l d o f want 
and m i s e r y anima causa and de q a i e t e de coeur and then go so 
f a r as t o applaud h i m s e l f f o r i t , s a y i n g i t i s a l l very good: 
t h a t i s q u i t e u n a c c e p t a b l e . 

I n s t e a d Schopenhauer p r e f e r s , as Hughes seems t o i n Orqhast and 

Prometheus on h i s Crag, t h e gods o f Z o r o a s t r i a n i s m , Ohrmazd, t h e good 

god, c o n t i n u a l l y a t war w i t h Ahriman, t h e e v i l god. For b o t h w r i t e r s 

t h i s seems more r e a l i s t i c t h a n p o s t u l a t i n g an a l l - g o o d C r e a t o r and 

then t r y i n g t o e x p l a i n why e v i l i s i n the w o r l d . The Crow poems a r e 

based on t h i s f undamental a t t i t u d e t o metaphysics and have t h e same f l a w . 

They take no account o f human mo r a l r e s p o n s i u i l i t y and c h o i c e . I f t h i n g s 

j u s t happen t o Crow t h e n e v i l must be a f o r c e a r i s i n g from God, or 

whoever p u t s him t h r o u g h h i s t r i a l s . I f t h e r e i s such a t h i n g as f r e e 

w i l l , e v i l can a r i s e i n Crow o r you o r me w i t h o u t God being a t a l l 

r e s p o n s i b l e . Crow e x p e r i e n c e s p e r s o n a l emotions and has h i s own 

p e r s o n a l i t y w i t h o u t any h i n t o f p e r s o n a l a c c o u n t a b i l i t y . 

I n many ways Schopenhauer e x e m p l i f i e s t h e p e s s i m i s t i c p o l a r i t y i n 

Hughes's t h o u g h t , w h i l e shamanism and m y s t i c a l e x p e r i e n c e r e p r e s e n t 

the h o p e f u l s i d e . For i n s t a n c e when Hughes i s a t h i s most p e s s i m i s t i c 

about sex and women he i s v e r y c l o s e t o comments l i k e " s e x u a l i t y 
14 

becomes f o r man a source o f b r i e f p l e a s u r e and p r o t r a c t e d s u f f e r i n g . " 

T h i s i s e x a c t l y what he seems t o f e e l i n poems l i k e 'A C h i l d i s h Prank', 

'Fragment o f an A n c i e n t T a b l e t ' or 'Lovesong'. Crow i s h i m s e l f s e x l e s s . 

( A l t h o u g h Baskin's d r a w i n g s show g e n i t a l i a , they s i g n i f y v i t a l i t y 

r a t h e r t h a n s e x u a l i t y . ) But a l t h o u g h s e x u a l i t y i n t h e Crow poems i s 

d e s t r u c t i v e or debased i t i s s t i l l a p o w e r f u l m o t i v a t i n g f o r c e and 
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p r o v i d e s a t l e a s t a temporary escape from i s o l a t i o n and e v e n t u a l 

d e s t r u c t i o n (as i n 'Notes For a L i t t l e P l a y ' ) . 

D. G n o s t i c i s m 

Elements o f a l l t h e p h i l o s o p h i e s c o n s i d e r e d so f a r can be found i n 

G n o s t i c i s m , the term used t o cover an e x t e n s i v e s y n c r e t i z a t i o n o f 

P l a t o n i s m , J u d e o - C h r i s t i a n i t y and Z o r o a s t r i a n i s m t h a t found i t s most 

developed forms d u r i n g t h e second c e n t u r y a f t e r C h r i s t . G n o s t i c i s m was 

n o t so much a r e l i g i o n as an approach t o r e l i g i o n , the p u r s u i t o f 

' g n o s i s ' , knowledge t h a t was n o t a v a i l a b l e t o t h e common r u n o f 

humanity. Sometimes G n o s t i c s o p e r a t e d w i t h i n t h e framework o f 

C h r i s t i a n i t y , c l a i m i n g t o h o l d t h e s e c r e t t e a c h i n g s o f Desus, but as 

th e s e c t s developed t h e y became more c l e a r l y a n t i - C h r i s t i a n . One s e c t , 

15 

the O p h i t e s , would s o l e m n l y curse 3esus as p a r t o f t h e i r l i t u r g y . 

G n o s t i c d o c t r i n e c o n c e n t r a t e d on two key a r e a s , t h e Nature o f t h e 

D i v i n e Being and t h e means o f r e d e m p t i o n , whatever the m u l t i p l i c i t y o f 

b e l i e f s t h a t m i g h t have been h e l d by c o n f l i c t i n g g r o u p s . The f o u n d a t i o n 

of t h e f i r s t b e l i e f was a form o f d u a l i s m , "an o p p o s i t i o n between an 

i n e f f a b l e t r a n s c e n d a n t God and an i g n o r a n t , o b t u s e demiurge ( o f t e n a 

c a r i c a t u r e o f t h e Old Testament J e h o v a h ) , who i s t h e c r e a t o r o f t h e 
,.16 

cosmos. For t h e G n o s t i c t h e r e a r e two Gods, one o f s p i r i t and one 

of m a t t e r . The p a t t e r n o f redemption i s i n d e l i v e r a n c e from t h e e v i l s 

of m a t t e r : 

The g e n e r a l p a t t e r n o f the g n o s t i c myth ... p o r t r a y s a heavenly 
essence which f a l l s f rom the upper s p i r i t u a l w o r l d o f l i g h t 
i n t o t h e lower m a t e r i a l w o r l d o f darkness and i s i m p r i s o n e d 
i n a number o f e a r t h l y b o d i e s . To l i b e r a t e t h i s p u r e essence 
from i t s i m p r i s o n m e n t a s a v i o u r descends from t h e w o r l d o f 
l i g h t t o i m p a r t t h e trye , knowledge ( g n o s i s ) ; he i s a t once 
redeemer and r e v e a l e r . , 

(F.F. Bruce) 

I t i s t h e f i r s t o f t h e two key g n o s t i c d o c t r i n e s t h a t Hughes d e a l s 

w i t h i n Crow, t h e second b e i n g developed v i a Manicheism i n Prometheus 

on h i s Crag. I n Crow God i s always shown as t h e ' i g n o r a n t demiurge', 

a development from such e a r l i e r poems as 'Theology' and 'Logos' i n 
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Wodwo. I n t h e f o r m e r poem God i s l i k e a " q u e r u l o u s " o l d man. I n t h e 

l a t t e r poem he i s "a good f e l l o w , b u t H i s mother's a g a i n s t Him". 

These poems n o t o n l y p r e f i g u r e t h e s t y l e o f Crow, but a l s o t h e t h e o l o g y ! 

The " b l i n d i n g pentagram" o f God's power i n 'Logos' i s a G n o s t i c 

symbol f o r t h e c o m b i n a t i o n o f t h e f i v e senses, each r e p r e s e n t e d by a 

d i f f e r e n t p l a n e t . These a r e t h e s o u r c e o f power o f the d e i t y o f 

m a t t e r , who i s c r e a t o r o f man and t h e w o r l d s b u t n o t o f a l l t h i n g s . 

His a c t o f c r e a t i o n p roduces a " n i g h t m a r e " which he b r i n g s f o r t h w i t h 

"a s w i n i s h c r y " . T h i s same f a i l e d c r e a t o r f i g u r e i s found i n Crow, 

where Hughes says, "God, h a v i n g c r e a t e d t h e w o r l d , has c r e a t e d i t s l i g h t l y 
18 

wrong, and Crow's e f f o r t s o v e r - c o r r e c t i t . " Thus the e x i s t e n c e o f 

e v i l can be a t t r i b u t e d t o t h e e r r o r s o f one d e i t y , and a l l good t h i n g s 

shown as t h e work o f a n o t h e r s u p e r i o r God. I n Hughes's cosmology 

t h i s l a t t e r b eing i s a b s e n t , the Deus O t i o s u s or Withdrawn God o f 

many p r i m i t i v e s ; so t h e o n l y l e g i t i m a t e f o r c e o f t r u e d i v i n i t y r e m a i n ­

i n g i s Mother E a r t h . 

The concept o f two l e v e l s o f d e i t y can be found i n 'Crow's 

Theology'. Only a m a t e r i a l l y minded demiurge would l o v e the s t o n e s 

and t h e " s h o t - p e l l e t s " reasons Crow. T h e r e f o r e he decides t h a t t h e r e 

are two Gods, one a b s e n t and l o v i n g him and t h e o t h e r dominant and o n l y 

l o v i n g Crow's enemies. T h i s i s t h e same r e a s o n i n g as t h a t o f t h e 

M a r c i o n i t e heresy w h i c h us'ed an o p p o s i t i o n between the Old and New 

Testaments t o p o s t u l a t e two c o n f l i c t i n g d e i t i e s , 3ehovah and Jesus. 

For o t h e r s e c t s t h e two c l a i m a n t s t o t h e r o y a l t h r o n e were God and 

Satan. Satan, the n o n - m a t e r i a l d e i t y , and t h e s e r p e n t i n t h e Book o f 

Genesis, were br o u g h t t o g e t h e r as one. T h i s throws l i g h t on t h e poem 

' R e v e i l l e ' i n Wodwo and upon 'Apple Tragedy' and 'Snake Hymn' i n Crow; 
The O p h i t e s o r S e r p e n t Worshippers ... t a u g h t t h a t t h e i n f e r i o r 
c r e a t o r - s p i r i t ... had g i v e n h i m s B l f o u t t o be the g r e a t e s t o f 
a l l t h e s p i r i t s and was so i n c e n s e d when th e f i r s t c r e a t e d man 
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gave thanks t o t h e F a t h e r i n s t e a d o f t o h i m s e l f t h a t he 
planned t o b e g u i l e him t h r o u g h Eve and so b r i n g about h i s 
undoing,, From such a f a t e t h e Serpent r e s c u e d t h e p r i m a l 
man by i n t r o d u c i n g Eve t o t h e knowledge o f good and e v i l . 

Hughes would have a l r e a d y been a c q u a i n t e d w i t h t h e b e l i e f s o f t h i s 
20 

s e c t t h r o u g h Robert Graves and The W h i t e Goddess. 'Apple Tragedy' 

i n f a c t expresses t h e even more extreme views o f t h e Naessenes who 

regarded t h e Serpent as " t h e d i v i n e seducer and i m p r e g n a t o r o f Eve."^ 1 

I n Crow God's i n v e n t i o n o f c i d e r i s t h e o c c a s i o n f o r t h i s : 
Adam drank and s a i d : 'Be my g o d 1 . 
Eve drank and opened her l e g s 
And c a l l e d t o t h e cockeyed s e r p e n t 

And gave him a w i l d t i m e . (Crow, 2nd e d i t i o n , 1972, p. 78) 

The r o l e o f Eve i n t h e ' t h e o l o g i c a l ' poems r a i s e s a problem about 

the a u t h o r ' s a t t i t u d e . I n t h e v a r i o u s G n o s t i c systems women were 

i n v a r i a b l y i n f e r i o r and o f t e n assumed t o be the source o f a l l e v i l . 

B i r t h was r e g a r d e d as an obscene s i g n o f m a t e r i a l i s m and the i l l -

c o n s i d e r e d m a n u f a c t u r e o f s o u l s d e s t i n e d f o r h e l l , s i n c e o n l y a chosen 

few would have ' g n o s i s ' . C e r t a i n Crow poems, such as 'Fragments o f an 

A n c i e n t T a b l e t ' and 'Crow's F i r s t Lesson' m i r r o r t h e h o r r o r o f b i r t h and 

the bondage o f "woman's v u l v a dropped over man's neck and t i g h t e n e d . " 

( p . 20) But i n s t a r k c o n t r a s t t h e p o e t hymns t h e Great Mother i n 'Crow's 

Undersong' . 

Ue would be s e r i o u s l y m i s u n d e r s t a n d i n g Hughes i f we assume t h a t he 

has embraced G n o s t i c c h a u v i n i s m , s i n c e I n f a c t i t i s G n o s t i c d u a l i s m 

t h a t f a s c i n a t e s him. He sees woman as mystery and a m b i g u i t y , as d e i t y 

t o be adored and as p o t e n t i a l l y f a i t h l e s s l o v e r . 

Both i t s d u a l i s m and i t s m y s t e r y element l i n k G n o s t i c i s m t o o t h e r 

types of i n i t i a t o r y r e l i g i o n . I t i s s i m i l a r t o b o t h shamanism and 

T a n t r i c Buddhism i n t h a t s e c r e t knowledge i s a t t a i n e d by a s p i r i t u a l 

j o u r n e y , s i n c e t o be u n i t e d w i t h t h e t r u e c r e a t o r t h e G n o s t i c i n i t i a n d 
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must f i r s t t r a v e r s e " t h e p l a n e t a r y spheres o f h o s t i l e demons" : 

Much t i m e was ... devoted t o l e a r n i n g t h e c o r r e c t magic pass­
words and the most p o t e n t a m u l e t s , w h i c h would enable t h e 
d e l i v e r e d s o u l t o f o r c e t h e monstrous powers b a r r i n g t h e 
ascent t o open t h e i r doors a n d ^ H o w him t o pass onwards and 
upwards t o t h e realm o f l i g h t . 

(Henry Chadwick) 

Thus G n o s t i c i s m , l i k e shamanism, depends upon an i n i t i a t o r y o r d e a l as 

th e way t o e n l i g h t e n m e n t . I t i s a s i m i l a r o r d e a l t h a t d i c t a t e s t h e 

events o f Crow. 

E. God's Nightmare; Cartoon and hero t a l e 

The Crow poems are a c t u a l l y based on a l a r g e u n f i n i s h e d n a r r a t i v e 

c o r p u s , a m y t h i c a l b a s i s t h a t i s i m p l i c i t i n the poems, which a r e 

s e l e c t i o n s from the e a r l i e r p a r t o f the s t o r y , compressed c o r e samples 

from a l a r g e f i e l d . 

The myth o f Crow beg i n s l i k e t h i s : 
God, h a v i n g c r e a t e d t h e w o r l d , has a r e c u r r i n g n i g h t m a r e . A 
huge hand comes from deep space, t a k e s him by the t h r o a t , h a l f -
t h r o t t l e s him, drags him t h r o u g h space, p l o u g h s the e a r t h w i t h 
him t h e n throws him back i n t o heaven i n a c o l d 3weat. Mean­
w h i l e man s i t s a t t h e g a t e s o f heaven w a i t i n g f o r God t o g r a n t 
him a u d i e n c e . He has come t o ask God t o t a k e l i f e back. God 
i s f u r i o u s and sends him p a c k i n g . The n i g h t m a r e appears t o be 
ind e p e n d e n t o f the c r e a t i o n , and God cannot u n d e r s t a n d i t . 
The n i g h t m a r e i s f u l l o f mockery o f t h e c r e a t i o n , e s p e c i a l l y 
of man. God c h a l l e n g e s t h e n i g h t m a r e t o do b e t t e r . T h i s i s 
j u s t what t h e n i g h t m a r e has been w a i t i n g f o r . I t pl u n g e s 
down i n t o m a t t e r and c r e a t e s Crow. 

( K e i t h Sagar) 

Crow i s thus t h e r e s u l t o f a d i v i n e n i g h t m a r e , and t h e poems m a i n t a i n 

t h i s sense o f h i s o r i g i n s . They a r e f u l l o f t h e c h a r a c t e r i s t i c s o f 

nig h t m a r e - agony w i t h o u t r e l e a s e i n d e a t h , c o r r u p t s e x u a l f a n t a s y , 

l i t t l e p r o g r e s s w i t h a g r e a t amount o f e f f o r t . Oavid Lodge has p o i n t e d 

out t he s i m i l a r i t y between Crow and t h e c a r t o o n s , and what i s a 

nig h t m a r e b u t a p r i v a t e and h o r r i f i c c a r t o o n ? A l l one can do i s 

s u r v i v e long enough t o wake up. 

I t must a l s o be remembered t h a t t h i s n i g h t m a r e can be c o n v e r t e d t o 

a u s e f u l purpose. W i t h every r e t e l l i n g o f t h e myth we e x p e r i e n c e a new 
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sense o f h o r r o r , y e t i t a l s o opens up t h e way f o r an i n t e g r a t i o n o f t h e 

emotions r a i s e d t o t h e s u r f a c e . (Greek t r a g e d y f u n c t i o n s i n t h e same 

way.) Hughes seems t o be s u g g e s t i n g t h a t i f the n i g h t m a r e i s i n f u s e d 

w i t h t h e s a c r e d , a r i t u a l h e a l i n g , and n o t a shaken awakening, w i l l 

r e s u l t . The e f f e c t s o f t h e dream a l s o depend on one's p e r s p e c t i v e . 

What t o a t w e n t i e t h c e n t u r y Westerner might be a n i g h t m a r e c o u l d mean 

o t h e r w i s e t o someone from a d i f f e r e n t c u l t u r e . Thus i n 'A K i l l ' Crow 

i s : 

Flogged lame w i t h l e g s 
Shot t h r o u g h t h e head w i t h b a l l e d b r a i n s 
Shot b l i n d w i t h eyes 
N a i l e d down by h i s own r i b s 
S t r a n g l e d j u s t s h o r t o f h i s l a s t gasp 
By h i s own w i n d p i p e 
Clubbed unconscious by h i s own h e a r t ( p . 16) 

For us t h i s v i s i o n o f b i r t h would be an u l t i m a t e n i g h t m a r e , b u t f o r 

t h e p r o s p e c t i v e w i t c h d o c t o r i t would be a promise o f r e v e l a t i o n , t h a t 

he was about t o be t o r n a p a r t i n o r d e r t o be r e b o r n , w i t h t h e s u p e r i o r 

knowledge o f t h e t w i c e - b o r n . A l s o Hughes has c h a r a c t e r i s t i c a l l y l e f t 

o bscure t h e f a c t t h a t most o f t h e a g o n i e s i n f l i c t e d on Crow have some-
25 

t h i n g t o do w i t h e x p i a t o r y s a c r i f i c e s or t h e advent o f some r e l i g i o n . 

The w o r l d o f t h e c a r t o o n s combined w i t h t h a t o f i n i t i a t o r y o r d e a l s 

i s t h e same w o r l d we f i n d i n t h e p r i m i t i v e e p i c s . Even l a t e r t r a n s ­

c r i p t i o n s such as 'the I M i e b e l u n q l i e d and the I c e l a n d i c Sagas have t h i s 

d u a l q u a l i t y where death and s u f f e r i n g have a curious a m b i g u i t y , t h e 

a m b i g u i t y o f t h e n i g h t m a r e . I n t h e s e works death i s a c a s u a l common­

p l a c e . I t m i g h t even be t h e r e s u l t o f a t r i c k or j o k e as i n t h e s t o r y 

H r e i d a r t h e F o o l . But death i s a l s o a p o r t e n t i o u s m a t t e r because o f 

i t s i n v o c a t i o n o f t h e gods, and i n many cases t h e laws o f revenge, as i n 

N.jal's Saga. 

These elements are p a r t i c u l a r l y n o t e w o r t h y i n t h e T a i n where 

C u c h u l a i n ' s opponents a r e comic i n t h e i r i n e f f e c t u a l i t y e xcept when he 
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i s f o r c e d t o f i g h t h i s f o s t e r - b r o t h e r F e r d i a , who has been duped by t h e 

o f f e r o f t h e woman F i n n e b a i r , o r when t h e o p p o s i t i o n becomes t r u l y 

s e r i o u s and t h e b e r s e r k f u r y or warp-spasm comes upon t h e h e r o . L i k e 

C u c h u l a i n k i l l i n g F e r d i a , Crow i n 'Crow Tyrannosaurus' weeps and s t a b s 

a t t h e same t i m e . I n 'Crow's B a t t l e F u r y 1 h i s madness i s d i r e c t l y 

based on t h a t o f C u c h u l a i n . L i k e C u c h u l a i n Crow i s surrounded by 

c a s u a l s l a u g h t e r and i s m i r a c u l o u s l y h e a l e d o f h i s own wounds. The 

n i g h t m a r e i s n o t o n l y t h a t o f t h e c a r t o o n but t h a t o f t h e e p i c t a l e , 

where humour always has a v i o l e n t t i n g e , where t h e hero i s e i t h e r 

i n d e s t r u c t i b l e or a l l t o o v u l n e r a b l e , Odysseus o r A c h i l l e s . Crow i s 

a l l heroes and combines t h e i r s t r e n g t h s and f a i l i n g s . 

F. Crow and h i s Context 

There a r e complex reasons f o r t h e p o e t ' s c h o i c e o f t h e Crow f i g u r e . 

F i r s t l y t h e r e i s i t s r e s i s t a n c e and a p p a r e n t i n d e s t r u c t i b i l i t y : 

The crow i s t h e most i n t e l l i g e n t o f t h e b i r d s . He l i v e s i n 
j u s t a b out every p i e c e o f l a n d on e a r t h , and t h e r e ' s a g r e a t 
body o f f o l k l o r e a b o u t crows, o f course. No c a r r i o n w i l l k i l l 
a crow. The crow i s t h e i n d e s t r u c t i b l e birp^who s u f f e r s 
e v e r y t h i n g , s u f f e r s n o t h i n g - l i k e H o r a t i o , 

I n a l e t t e r t o A l a n Bold Hughes adds: 

One o f t h e s t a r t i n g p o i n t s was t h a t t h e Crow, as t h e b i r d o f 
Bran, i s t h e o l d e s t and t h e h i g h e s t totem c r e a t u r e o f B r i t a i n 
... The crow was a l s o Odin's b i r d - t h e r e f o r e t h e t o t e m i c b i r d 
i n c h i e f o f t h e A n g l e s , Saxons, e t c . , and o f t h e Norsemen. 
England p r e t e n d s t o t h e l i o n - b u t t h a t i s a l a t e f a k e i m p o r t . 
England's a u t o c h t h o n o u s Totem i s t h e Crow. Whatever colour o f 
Englishman you s c r a t c h you come t o some s o r t o f Crow. 

Thus on t h e one l e v e l t h e crow i s a k i n d o f daemon of t h e E n g l i s h 

s p i r i t , h a v i n g t h e r i g h t t o speak on a l l E n g l i s h m a t t e r s , as i n 'Crow's 

Song About England'. I n t h i s a s p e c t he i s both g u i d e and exemplar, but 

he a l s o s u f f e r s from t h e same k i n d o f a n x i e t i e s - " t h e d u a l h o r r o r o f 

e x i s t e n c e " , t h e f i r s t h o r r o r being t h e "monstrous h o r r o r o f l i f e " (a 

very d i f f e r e n t a t t i t u d e from Hughes's f i r s t two c o l l e c t i o n s ) and t h e 

second " b e i n g s m a l l , l e f t o u t e m p t i l y e x c l u d e d " which i s b o t h a g e n e r a l 
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human a n x i e t y and a l s o a p o s t - I m p e r i a l n e u r o s i s . 

The s t o r y o f Crow i s h i s a t t e m p t t o become a man. "He's p u t 
2 R 

th r o u g h v a r i o u s a d v e n t u r e s and d i s a s t e r s and t r i a l s and o r d e a l s " which 

have two e f f e c t s on him. I n i t i a l l y t h e y do n o t a l t e r him a t a l l , l i k e 

t h e f a t h e r i n 'Out' whose s u f f e r i n g cannot rescue him from c l e r k h o o d . 

Then Crow's s u f f e r i n g s " c o m p l e t e l y t r a n s f o r m him, t e a r him t o b i t s , p u t 

him t o g e t h e r a g a i n , and produce him a l i t t l e b i t changed." But no 

m a t t e r how c l o s e Crow g e t s , he does n o t become a man. 

Crow resembles t h e man d e s c r i b e d i n Freud's ' C i v i l i z a t i o n and i t s 

D i s c o n t e n t s ' who has become "a k i n d o f p r o s t h e t i c God. When he p u t s on 

a l l h i s a u x i l i a r y organs he i s t r u l y m a g n i f i c e n t , b u t those organs have 
29 

not grown on him and they s t i l l g i v e him much t r o u b l e a t t i m e s . " L i k e 

Freud's t w e n t i e t h c e n t u r y man Crow a t t a i n ? a " G o d - l i k e c h a r a c t e r " w i t h ­

o u t c o n t e n t m e n t , because t h e t r u e f r u i t o f godhead i s denied him. He 

cannot be c o n t e n t because, as C a l v i n B e d i e n t has so a p t l y p u t i t , 
30 

" A n x i e t y b e g i n s t o r a d i a t e from f i n i t e n e s s o f b e i n g " , Crow i s a t h i s 

most i m p o t e n t when faced w i t h i n f i n i t y . Thus i n 'Crow on t h e Beach' as 

he l o o k s o u t t o sea, t h e symbol o f i n f i n i t y , he wonders "What c o u l d be > 

h u r t i n g so much?" Even i n h i s more s u c c e s s f u l second phase ( w h i c h 

comes about as the r e s u l t o f a n u c l e a r h o l o c a u s t ) Crow cannot r e a l l y 

cope w i t h t h e sea: 

F i n a l l y 

He t u r n e d h i s back and he marched away from t h e sea 

As a c r u c i f i e d man cannot move. 
('Crow and the Sea', p. 82) 

Th i s s t a t e m e n t i s h i g h l y ambiguous, i t c o u l d j u s t be ta k e n as Crow 

t u r n i n g h i s back on s p i r i t u a l r e a l i t i e s , o r i t c o u l d be an i r o n i c 

comment on t h e i n c a r n a t i o n where t h e f i n i t e and t h e i n f i n i t e a r e suppos­

ed t o meet. These l i n e s n o t o n l y suggest t h a t t h e I n c a r n a t i o n was a 
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f a i l u r e b u t a l s o r a i s e t h e q u e s t i o n o f how a l o v i n g God c o u l d t h u s 

condemn h i s son and those human beings who d i d n o t respond. T h i s p o i n t s 

t o a t h i r d , m e t a p h y s i c a l , s t r a n d i n t h e Crow poems. 

A t t h i s s t a g e i t i s w o r t h r e m i n d i n g the r e a d e r t h a t Freud's view 

o f man p r e c l u d e s a s p i r i t u a l d i m e n s i o n . His m y t h i c p o r t r a y a l o f Eros 

and Thanatos i s o n l y a s p e c i a l form o f s y m b o l i c language and t h i s can 

o n l y go so f a r i n a d e s c r i p t i o n o f s p i r i t u a l i s s u e s . 3ung on t h e o t h e r 
31 

hand saw myth as a " s u p e r n a t u r a l element w i t h i n man's psyche." I n 

'Modern'Man i n Search o f a S o u l ' he spoke o f " t h e n e c e s s i t y o f 
32 

r e d i s c o v e r i n g t h e l i f e o f t h e s p i r i t " , a s t a t e m e n t w i t h w h i c h Hughes 

would h e a r t i l y concur. ( A t a l a t e r s t a g e we w i l l examine Hughes's own 

u n d e r s t a n d i n g o f myth. S u f f i c e i t t o say a t t h i s s t a g e t h a t he 

b e l i e v e s modern man t o be i n a h e l l o f h i s own making, h a v i n g r e j e c t e d 

th e " r e l i g i o u s n e g o t i a t i o n s " which " f o r m e r l y embraced and humanized the 
33 

a r c h a i c e n e r g i e s o f i n s t i n c t and f e e l i n g . " T h i s i s c l o s e t o Jung's 

view and p o i n t s t o a p s y c h o l o g i c a l u n d e r s t a n d i n g o f r e l i g i o n , based 

upon i t s c a p a c i t y t o d e a l w i t h human needs, not on i t s a b s o l u t e 

v e r a c i t y . ) 

L i k e Jung Hughes wants a r e s t o r a t i o n o f r i t u a l and myth t o t h e i r 

r i g h t f u l p l a c e as h e a l i n g and t h e r a p e u t i c f u n c t i o n s ; "... t h e s e works 

seem t o h e a l us. More i m p o r t a n t , i t i s i n these works t h a t humanity 
34 

i s t r u l y formed." But b e f o r e the p o e t can b e g i n on t h i s t a s k (Jung 

would agree t h a t t h e r e a r e few besides p o e t s capable o f t h i s , s i n c e 

they have d i s c o v e r e d " t h e s p i r i t s , denons and gods") he must e s t a b l i s h 

h i s own b a s i s f o r so d o i n g . Thus i n Wodwo Hughes works t h r o u g h h i s 

burden o f d e s t r u c t i o n and l i f e - d e n i a l t o a stage where h i s p r o t a g o n i s t 

can say " v e r y queer but I ' l l go on l o o k i n g . " N e i t h e r i s HughBS b l i n d t o 

th e c a t h a r t i c n a t u r e o f myth, being so a f f e c t e d by t h e f i r s t p a r t o f h i s 

v i s i o n i n 'Gog' t h a t he had t o i n t r o d u c e the K n i g h t t o p r o t e c t h i m s e l f . 
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Our main q u e s t i o n i s whether Crow has s u f f i c i e n t r i t u a l power t o 

d e a l w i t h a d e s a c r a l i z e d s o c i e t y . Hughes s a i d t o E k b e r t Faas o f r i t u a l 

t h a t " t h e o l d method i s t h e o n l y one", b u t can t h i s method work i n a 

w o r l d where myth and r i t u a l have been d i v o r c e d from each o t h e r ? The 

myths Hughes u t i l i z e s no l o n g e r have a b a s i s i n a common s o c i a l m i l i e u . 

To a degree Hughes p r o b a b l y r e a l i z e d t h i s by h i s use o f a Crow, 

"England's aut o c h t h o n o u s Totem", h o p i n g t h a t some deep E n g l i s h n e s s 

would respond t o h i s p o e t r y - as perhaps i t has done c o n s i d e r i n g t h e 

success o f t h e volume. 

But i t c o u l d be s a i d t h a t Hughes i s no l e s s b e w i l d e r e d i n h i s own 

way t h a n most Englishmen. Crow seems t o be a t y p i c a l l y E n g l i s h a n t i -

hero i n many ways; s l i g h t l y comic, s l i g h t l y p a t h e t i c , s l i g h t l y m a l i c i o u s , 

committed t o t h e a c t i o n because i t seems t o f i l l a v o i d n o t because of 

any deep t r u s t i n h i s own m o t i v e s o r a s p i r a t i o n s . We ar e reminded o f 

Hamlet, who m i g h t be c a l l e d t h e a r c h e t y p a l E n g l i s h hero - "Mother-wet, 

weak-legged, h o r r i f i e d a t t h e t a s k , b o g g l i n g " as Hughes p u t i t i n h i s 
35 

essay 'Shakespeare's doem'. 

What Hughes has no t r e a l l y c o n s i d e r e d a r e t h e l i m i t a t i o n s o f myth, 

hoping t h a t a c o n c e n t r a t i o n o m i t s v a l u e would somehow o v e r r u l e . Myth 

can o n l y be f o u n d a t i o n a l , can o n l y succeed i n c o n f r o n t i n g and c o n t r o l l i n g 

our deepest f e a r s , can o n l y r e c o n c i l e o p p o s i t e s or i n t e g r a t e man back 

i n t o a h o l i s t i c w o r l d t o t h e degree t h a t i t expresses t r u t h and a 

c o r r e c t p e r c e p t i o n o f t h e w o r l d a r o u n d . Myths can i n f a c t e xpress 

what i s f a l s e as w e l l as what i s t r u e . One does not have t o go i n t o a 

l o n g defence o f a b s o l u t e s a g a i n s t r e l a t i v i s m t o c l a i m t h a t , i f s e l f -

d e c e p t i o n i s p o s s i b l e , a myth can be f a l s e . Since myths express our 

deepest urges and hopes t h e y always have t h i s a m b i g u i t y . Many myths 

a r e an a t t e m p t t o av/oid t h e human c o n d i t i o n , n o t j u s t t o come t o 

some u n d e r s t a n d i n g o f i t . Hughes's s a v i n g g r a c e i s t h a t he does not 
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t r y t o a v o i d such i s s u e s . 

Ted Hughes's answer t o b o t h t h e problem o f s o c i a l c o n t e x t and o f 

s e l f - d e c e p t i o n seems t o be i n a b e l i e f t h a t myth d e a l s w i t h a r c h e t y p a l 

human b e h a v i o u r and i s s u e s . T h i s i s p u t q u i t e v a g u e l y - " e v e r y 

p e o p l e has i t s t r u e myths .. They a r e as a l i k e as t h e l i n e s on t h e palm 
3 6 

o f t h e human hand", but he u n d e r s t a n d s t h a t n o t every myth i s a t r u e 

myth (by h i s use o f t h e phrase " t r u e myth") - an a c c o u n t o f what r e a l l y 

happens i n t h e i n n e r r e g i o n when i t c o l l i d e s w i t h " t h e s t u b b o r n con­

d i t i o n s o f t h e o u t e r w o r l d . " Such myths are a t t e s t e d because " t h e 

i m a g i n a t i v e men o f every subsequent age have had r e c o u r s e t o t h e i r 
37 

b a s i c p a t t e r n s and images." 

So Hughes's task i n Crow i s t o s e l e c t t h o s e p a t t e r n s and images 

which r e l a t e t o the t w e n t i e t h c e n t u r y s i t u a t i o n , and which a l s o r e l a t e 

t o a m y t h i c a l l y based i n i t i a t o r y e x p e r i e n c e t h a t i s n o t p u r e l y a s e l f -

d e c e p t i o n f o r t h e sake o f i n t e g r a t i n g emotions. I am c o n v i n c e d t h a t 

though Hughes has a p s y c h o l o g i c a l view o f b o t h myth and r e l i g i o n he i s 

n o t f u l l y s a t i s f i e d w i t h h i s own u n d e r s t a n d i n g . I f he were he would 

have stopped l o o k i n g and p r o b a b l y s t o p p e d w r i t i n g . 

Hughes's g r e a t e s t s t r e n g t h i s t h a t he i s " a l l f o r opening up 

n e g o t i a t i o n s w i t h whatever happened t o be o u t t h e r e " , 'out t h e r e ' b e i n g 
38 

" a n y t h i n g o u t s i d e the c o s i e s t arrangement o f s o c i e t y . " I n 'Myth and 

E d u c a t i o n ' he speaks o f t h e a t t e m p t t o r e - e n t e r t h e " l o s t i n h e r i t a n c e " , 

r e f u s i n g b o t h c u l t s and drugs as a means. T h i s l o s t i n h e r i t a n c e i s 

what Crow i s h i m s e l f s e a r c h i n g f o r , h i s w i f e a c r o s s t h e r i v e r . Hughes 

has n o t made c l e a r t h e n a t u r e o f Crow's quest i n t h e poems. At f i r s t 

i t i s the r e s u l t o f h i s a t t e m p t t o c o r r e c t God's mismanagement o f t h e 

w o r l d which l e a d s him t o seek o u t t h e a u t h o r o f a l l t h e c o n f u s i o n . 

L a t e r i s becomes t h e search f o r a b r i d e and embracing o f t h e female 

which has p r e v i o u s l y d i s g u s t e d Crow. I n o r d e r t o g e t a c r o s s t h e r i v e r 
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t o t h i s woman Crow must c a r r y a c r o s s an Ogress who asks him seven 

q u e s t i o n s : 

H i s answers move fr o m one p o l e ibf t o t a l d i s a s t e r i n t h e 
r e l a t i o n s h i p between him and t h e female t o t h e o p p o s i t e p o l e 
o f t o t a l l y s u c c e s s f u l , b l i s s f u l u n i o n . And meanwhile, t h i s 
Ogress on h i s back t u r n s i n t o a b e a u t y , b e f o r e she escapes 
i n t o t h e oak f o r e s t on t h e o t h e r s i d e o f t h e r i v e r . And 
t h e r e a r e many more episodes i n t h i s ^ a p p y l a n d u n t i l t h e 
Ogress e v e n t u a l l y becomes h i s b r i d e . 

We do n o t need a l l t h i s , t h o u g h , i n o r d e r t o a p p r e c i a t e t h e i m p o r t a n c e 

o f t h e Crow poems as poems o f s e a r c h , a s e a r c h where what happens on the 

j o u r n e y i s as i m p o r t a n t as t h e g o a l . 

T h i s k i n d o f j o u r n e y i s t o Hughes e s s e n t i a l l y shamanic. He sees 

i t as being based upon t h e shaman's " f l i g h t t o t h e s p i r i t w o r l d " which 

he e x p e r i e n c e s as a dream (Crow, a l t h o u g h he i s "God's n i g h t m a r e " i s 

h i m s e l f a flreamer), "... and t h a t dream i s the b a s i s o f t h e hero s t o r y . " 

Hughes b e l i e v e s t h a t : 

I t i s t h e same b a s i c o u t l i n e p r e t t y w e l l a l l over t h e w o r l d . . . I t 
i s t h e s k e l e t o n o f thousands o f f o l k t a l e s and myths. And o f 
many n a r r a t i v e poems. The Odyssey, t h e D i v i n e Comedy. Faust ... 

Hughes h i m s d l f f o l l o w s t h e shamanic o u t l i n e i n Crow as we s h a l l see i n 

our c o n s i d e r a t i o n o f t h e i n d i v i d u a l poems, remembering t h a t t h e hero 

s t o r y f o r m a t means t h a t t h e se poems must be c o n s i d e r e d as p a r t o f a 

whole. 

G. The Poems 

The a d v e n t u r e b e g i n s w i t h t h r e e d i f f e r e n t a c c ounts o f Crow's 

g e n e s i s , e c h o i n g t h e h a b i t u a l c o n f u s i o n o f t h e e p i c s and t h e numerous 

c o n f l i c t i n g Greek c r e a t i o n myths. 'Two Legends' l o c a t e s Crow's o r i g i n s 

i n b l a c k n e s s . He i s t h e a b s o l u t e o p p o s i t e t o t h e G n o s t i c L i g h t , " b l a c k 

t h e l u n g s / U n a b l e t o suck i n l i g h t . " He i s t o t a l l y m a t e r i a l , b u t a l s o 

t o t a l l y whole and c o n s i s t e n t : 

Black a l s o t h e s o u l , t h e huge stammer 
Of t h e c r y t h a t , s w e l l i n g , c o u l d n o t 
Pronouncs i t s sun, 

(P. 13) 
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The second p a r t o f t h e poem a l s o emphasizes Ccrow's uniqueness and i s o l ­

a t i o n . His b l a c k n e s s i s t h a t o f t h e o t t e r which Hughes i n 'An O t t e r ' 

c a l l e d " n e i t h e r f i s h nor b e a s t . " I t i s t h a t o f t h e rock " p l u n g i n g i n 

foam" which i s n o t t h e sea b u t n o t r e a l l y t h e l a n d e i t h e r . I t i s t h e 

b l a c k o f the g a l l , n e i t h e r f l e s h nor b l o o d . Crow's a m b i g u i t y i s t h a t 

o f each o f t h e s e o t h e r elements o f t h e n a t u r a l w o r l d * I n b e i n g n e i t h e r 

t h i n g he i s i n some s t r a n g e way b o t h . That i s why he i s a " b l a c k 

rainbow". The rainbow i s reckoned t o be a b r i d g e between heaven and 

e a r t h by p r i m i t i v e p e o p l e s . I t does n o t belong f u l l y t o the ground i t 

seems t o touch or t h e sky i t f i t f u l l y i n h a b i t s , y e t a t the same t i m e 

i t b r i n g s the two t o g e t h e r . 

The rainbow i s a cosmic symbol, as i t was t o Noah, p r o o f o f h i s 

covenant w i t h God. I n o t h e r c u l t u r e s i t s y m b o l i z e s a s i m i l a r covenant 

o f communication, communication t h r o u g h a m e d i a t o r , t h e shaman, who 

a l s o l i n k s heaven and e a r t h . Crow i s a s u b v e r t e r o f the shaman's r o l e , 

s i n c e he does n o t h i n g w i t h h i s b i r d a b i l i t y , t h e d u a l g i f t o f w a l k i n g 

and f l i g h t . He i s n o t an agent o f a f f i r m a t i o n . I n 'Lineage' he i s t h e 

son o f "Never/Never Never Never" son o f N o t h i n g . The poems t h a t f o l l o w 

i n c l u d e a l a r g e element o f t h e i n i t i a t o r y o r d e a l . The q u e s t i o n i s 

whether Crow w i l l be i n i t i a t e d o u t o f h i s g e n e s i s i n n e g a t i o n or by h i s 

o b s t i n a c y be i n i t i a t e d more de e p l y i n t o i t . 

The t h i r d myth o f Crow's b i r t h owes much t o t h e Bardo Thodol as he 

undergoes t h e L l a m i s t i c e x a m i n a t i o n a t t h e womb's door t h a t g i v e s t h e 

poem i t s t i t l e . But once a g a i n t h e r e i s a s u b v e r s i o n . The g o a l o f 

t h e Bardo i s t o o b s t r u c t b i r t h g i v i n g t h e i n i t i a n d a f u r t h e r hope o f 

p a r a d i s e w i t h o u t h a v i n g t o r e - e n t e r t h e w o r l d o f Karma. Crow on the 

o t h e r hand i m a g i n e s t h a t l i f e i s w o r t h h a v i n g . A r i t e t o a i d t h e 

a p p r e c i a t i o n o f death i s r e v e r s e d by Crow's s t u b b o r n d e s i r e f o r l i f e : 
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But who i s s t r o n g e r t h a n death? 
Me, e v i d e n t l y . 

Pass, Crow. 

( p . 15) 

W i t h these words Crow i s condemned t o meaningless i m m o r t a l i t y , h a v i n g 

r e j e c t e d t h e s o v e r e i g n t y o f t h e kingdom o f d e a t h . He i s now l i k e t h e 

Brahman d e i t y who must s t a y i n t h e w o r l d u n t i l he has redeemed h i m s e l f 

o u t o f i t , a Prometheus f i g u r e . 

I n 'The Door' Crow b r a v e l y f l i e s o u t t o f a c e l i f e . " F l y i n g from 

sun t o sun" he e v e n t u a l l y f i n d s h i s home i n a human body, a"growth o f 

t h e s o l i d w o r l d " : 
I t i s p a r t o f t h e w o r l d ' s e a r t h e n w a l l . 
The e a r t h ' s p l a n t s - such as t h e g e n i t a l s 
And t h e f l o w e r l e s s n a v e l 
L i v e i n i t s c r e v i c e s . 

( p . 18) 

Crow's d i s c o v e r y o f a p l a c e t o d w e l l i s s i m i l a r t o t h a t o f Satan i n 

Book IV o f M i l t o n ' s P a r a d i s e L o s t . Both j o u r n e y s end w i t h an i n f i l t ­

r a t i o n and l e a d t o d i r e r e s u l t s . I t i s i n t h i s poem t h a t we see t h a t 

Crow i s both a v i a n and human. He i s p a r t o f t h e human c o n s c i o u s n e s s , 

y e t a s e p a r a t e i n d i v i d u a l who has h i s own hope, f e a r s and problems. 

Hughes f u r t h e r s e t s t h e s t a g e f o r l a t e r poems by showing f i r s t 

Crow's r e l a t i o n s h i p w i t h t h e m a t e r n a l , and t h e n t h e p a t e r n a l . His 

b i r t h i s h i s immediate estrangement from h i s mother. I n s t e a d o f being 

p a r t o f her he i s p a r t o f something e l s e . I n 'Crow and Mama' Crow 

keeps t r y i n g t o s t a r t h i s j o u r n e y which i s i n i t s e l f a r e j e c t i o n o f t h e 

m a t e r n a l , t h e search f o r h i s f a t h e r . As we have a l r e a d y seen t h i s 

search w i l l change i n c h a r a c t e r s i n c e he b e g i n s t o s e a r c h f o r t h e 

f s m i n i n e a g a i n . But u n t i l t h a t t i m e he i s shown as murderer of women 

and f r i e n d o f the o u t s i d e w o r l d and t h e p a t e r n a l , r e j e c t i n g n o t o n l y 

t h e mother b u t her w o r l d and by e x t e n s i o n s p i r i t u a l r e a l i t i e s f o r 

m a t e r i a l i s m . Thus when "He t r i e d a s t e p , then a s t e p , and a g a i n a step 
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Every one s c a r r e d her f a c e f o r e v e r . " ( p . 17) His v e r y b i r t h i s 'A 

K i l l 1 , an a c t o f t e r r o r i s m a g a i n s t h i s mother. But t h e r e i s a l s o a 

p o s i t i v e hope. The k i l l i n g i s a l s o t h a t o f Crow, a c l u e t o f u t u r e 

chances. I f he i s w i l l i n g t o e x p e r i e n c e t h e s e same death pangs on a 

s p i r i t u a l l e v e l he can be i n i t i a t e d i n t o s p i r i t u a l as w e l l as m a t e r i a l 

l i f e , t h e i n n e r as w e l l as t h e o u t e r w o r l d . 

The p r o b l e m i s t h a t Crow ta k e s up w i t h t h e wrong company, t h a t o f 

God, who has i m p r i s o n e d t h e t r u e Supreme Being. Hughes d e s c r i b e s him 

t h u s : 

T h i s p a r t i c u l a r God, o f c o u r s e , i s t h e man-created, b r o k e n -
down, c o r r u p t despot o f a ramshackle r e l i g i o n , who bears 
about t h e same r e l a t i o n s h i p t o t h e C r e a t o r as, say, o r d i n a r y 
E n g l i s h does t o r e a l i t y . He accompanies Crow t h r o u g h t h e 
w o r l d , i n many g u i s e s , m i s - t e a c h i n g , d e l u d i n g , t e m p t i n g , 
opposing and a t every p o i n t t r y i n g t o d i s c o u r a g e or d e s t r o y 
him. 

T h i s God c l o s e l y resembles t h e G n o s t i c demiurge whom we c o n s i d e r e d 

e a r l i e r . But whereas t h e G n o s t i c d e i t y was m e d i a t o r between man and 

th e unknowable Godhead, Hughes's God i s an u s u r p e r , l i k e Zeus who 

s u p p l a n t e d Kronos, h i s f a t h e r t h e T i t a n . 

T h i s d e i t y i s a l s o r e s p o n s i b l e f o r t h e s u f f e r i n g s o f t h e female 

f i g u r e i n Crow and o f Crow h i m s e l f . He i s l i k e t he Lord o f Death i n 

th e Bardo. Echoes o f both 'Crow and Rama' and 'A K i l l ' c3n be found 

i n t h e s e c t i o n c a l l e d t h e 'Bardo o f Seeking R e b i r t h ' : 

The Lord o f Death w i l l p l a c e round t h y neck a rope and drag 
thee a l o n g ; he w i l l c u t o f f t h y head, e x t r a c t t h y h e a r t , 
p u l l o u t t h y i n t e s t i n e s , l i c k up t h y b r a i n , d r i n k t h y b l o o d , 
e a t t h y f l e s h , and gnaw t h y bones; b u t t h o u w i l t be i n c a p a b l e 
o f d y i n g . A l ^ o u g h t h e body be hacked t o p i e c e s , i t w i l l 
r e v i v e a g a i n . 

Thus i n 'Crow and Rama' "He jumped i n t o t h e car the towrope/Was around 

her neck he jumped o u t " and i n 'A K i l l ' Crow, though "Flogged ... Shot 

... N a i l e d ... S t r a n g l e d ... Clubbed ..." i s a l s o i n c a p a b l e o f d e a t h . 

These poems may n o t be good v e r s e b u t t h e y a r e n o t g r a t u i t o u s l y v i o l e n t 
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comic s t r i p s . The v i o l e n c e i s r e l i g i o u s , t h e n i g h t m a r e a s p i r i t u a l 

one, showing a w o r l d under t h e d o m i n a t i o n o f t h e Lord o f Death. 

As a r e s u l t a l l t r u e r e l i g i o n has b-Ben t u r n e d u p s i d e down. I n 

•Two Legends' Crow broke o u t o f t h e cosmic egg, t h e symbol t h a t t h e 

Buddha used f o r t h e b r e a k i n g o f t h e s h e l l o f i g n o r a n c e and wrong 

s e e i n g . I n c o n t r a s t , t h e b r e a k i n g o f Crow's egg l e t s l o o s e t h e son o f 

N o t h i n g . I n 'Lineage', a B i b l i c a l p a r o d y , i t i s n o t C h r i s t who i s 

produced b u t Crow. I n s t e a d o f t h e Word o f God, t h e Logos, t h e r e i s a 

b i r d "Screaming f o r B l o o d . " 

Numerous Crow poems show t h e f u t i l i t y o f r e l i g i o n under t h e domin­

a t i o n o f God t h e P a t e r n a l . Crow's mayhem i s o n l y i n i m i t a t i o n o f h i s 

companion, a showing up o f h i s i n c a p a c i t y : 

... i n t h e b e g i n n i n g Crow i s s i m p l y a p u p i l o f God's i n t h e 
e a r l y w o r l d , a l i t t l e c h i l d i s h hanger-on t o the events o f 
t h e c r e a t i o n . Crow i n t e r f e r e s a t every p o i n t , o f c o u r s e , 
because God, h a v i n g c r e a t e d t h e w o r l d , has c r e a t e d ^ 
s l i g h t l y wrong, and Crow's e f f o r t s o v e r - c o r r e c t i t . 

Thus i n 'Crow A l i g h t s ' t h e r e s u l t i s " t h e h o r r o r o f C r e a t i o n . " T h i s 

i s n o t t h e p o e t ' s p e r c e p t i o n b u t t h a t o f h i s p r o t a g o n i s t , t h e poems 
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bei n g " h i s songs, t h e songs t h a t a Crow would s i n g . " The p o i n t i s 

t h a t t h e eye o f t h e c a r r i o n - e a t e r which t h r i v e s on e n t r o p y and decomp­

o s i t i o n i s h o r r i f i e d by t h e exuberance o f any l i f e save h i s own. 

The w o r l d - v i e w evoked i s t h a t o f t h e c r e a t u r e i n Samuel B e c k e t t ' s 

n o v e l The Unnameable and o f h i s p l a y s . T h i s m i n i m a l i s t v i s i o n i n 'Crow 

A l i g h t s ' o f a w o r l d e p i t o m i z e d by "... t h i s shoe, w i t h no s o l e , r a i n -

sodden,/Lying on a moor" seems a t f i r s t t o be t h e same as t h a t o f 

Endgame, where man i s "a l i t t l e p i e c e o f g r i t i n the m i d d l e o f t h e 
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steppe" b u t i n f a c t t h e r e i s a major d i v e r g e n c e o f a u t h o r i a l i n t e n t . 

B e c k e t t ' s w o r l d i s one where evey p e r s o n has a God-shaped h o l e , 

b u t w i t h no d e i t y t o f i l l t h e h o l e . "The b a s t a r d ! He doesn't e x i s t 1 . " 

s h o u t s Hamm i n Endgame. B e c k e t t ' s view o f t h e absurd d e r i v e s from t h i s 



63 

u t t 8 r h o p e l e s s n e s s , w h i l e Hughes f i n d s h i s sympathies t o be w i t h E a s t e r n 

Europeans l i k e Vasko Popa who he f e e l s has t h e " s i m p l e a n i m a l courage o f 
47 

a c c e p t i n g t h e odds." 

Hughes a p p r e c i a t e s Popa because he and o t h e r s have " c u t t h e i r 

l o s s e s and c u t t h e whole hopelessness o f t h a t c i v i l i z a t i o n o f f , have 
4 8 

somehow managed t o i n v e s t t h e i r hopes i n something deeper." He f e e l s 

t h a t t h e r e i s a " s h i f t i n g o f your f o u n d a t i o n t o c o m p l e t e l y new Holy 

Ground, a new d i v i n i t y , one t h a t won't be under t h e r u b b l e when the 
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churches c o l l a p s e . " Thus f o r Hughes t h e hopelessness i s t h a t o f a 

p a r t i c u l a r c i v i l i z a t i o n , n o t o f t h e whole o f h u m a n i t y . He would p r o b ­

a b l y a l s o say t h a t w h i l e man s t i l l has t h e i d e a o f d i v i n i t y , he has 

t h a t godhead w i t h i n him and w i t h i n r e a c h . T h i s i s the i m p r i s o n e d being 

he i s seeking t o r e l e a s e t h r o u g h Crow. 

The demiurge o f Crow i s t h e God b r o u g h t i n t o being by t h e impover­

i s h e d E n l i g h t e n m e n t m e n t a l i t y ; man i s made i n h i s image and he i s made 

i n man's. Thus f o r Hughes t h e w o r l d i s n o t b r e a k i n g down because i t 

l a c k s God b u t because i t l a c k s a p r o p e r p e r c e p t i o n o f t h e s a c r e d . For 

B e c k e t t n o t h i n g has meaning w i t h o u t God, r e l a t i o n s h i p s a r e i m p o s s i b l e 

because p r o p e r communication i s i m p o s s i b l e . I n c o n t r a s t Hughes b e l i e v e s 

t h a t t h e r e i s hope and t h e p o s s i b i l i t y o f r e l a t i o n s h i p i f one goes f a r 

enough back t o human r o o t s i n a p e r c e p t i o n o f t h e whole w o r l d around as 

s a c r e d . ^ I n The Hawk i n t h e Rain and L u p e r c a l Hughes c o n c e n t r a t e d on t h e 

p o s i t i v e s i d e by p r e s e n t i n g numerous poems which g i v e r e v e l a t i o n o f 

t h e n a t u r a l w o r l d . I t c o u l d be argued t h a t he i s u s i n g Crow as a 

p r o p h e t i c w a r n i n g , and a l s o as an a t t e m p t t o f i n d a b a s i s f o r t h e 

a f f i r m a t i o n s he has p r e v i o u s l y so b l i t h e l y made. Hughes's v i s i o n o f 

Thanatos has m o d i f i e d h i s r e v e l a t i o n o f Eros, and i n Crow Thanatos 

seems t o be s t r o n g e r . 
Thus, n o t o n l y i s i t suggested t h a t t h e c h i e f f e a t u r e s o f human 
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r e l a t i o n s h i p s a r e s e x u a l i t y and a g g r e s s i o n , b u t a l s o t h a t a g g r e s s i o n 

i s t he dominant f o r c e . T h i s would be b e a r a b l e , Hughes f e e l s , i n a w o r l d 

where man and h i s e n v i r o n m e n t were r e c o n c i l e d , b u t s i n c e t h i s i s n o t 

t h e case t h e r e i s a dangerous r e l e a s e o f u n c o n t r o l l e d energy. ( T h i s i s 

e x a c t l y what Gaudete a l s o shows.) 

'A C h i l d i s h Prank' and 'Crow's F i r s t Lesson 1 a r e Crow's f i r s t 

e n c o u n t e r s w i t h s e x u a l i t y , w h i l e 'Crow A l i g h t s ' and 'That Moment' a r e 

h i s f i r s t e n c o u n t e r s w i t h d e s t r u c t i o n . 'A C h i l d i s h Prank' opens w i t h 

God wondering what t o do w i t h h i s u n a c t i v a t e d , s o u l l e s s man and woman. 

The problem makes him doze o f f and Crow begins t o i n t e r f e r e : 

Crow laughed. 
He b i t t h e Worm, God's o n l y son, 
I n t o two w r i t h i n g h a l v e s . 

He s t u f f e d i n t o man t h e t a i l h a l f 
W i t h t he wourtded end hanging o u t . 

He s t u f f e d t h e head h a l f h e a d f i r s t i n t o woman 
And i t c r e p t i n deeper and up 
To peer o u t t h r o u g h her eyes 
C a l l i n g i t s t a i l - h a l f t o j o i n up q u i c k l y , q u i c k l y 
Because 0 i t was p a i n f u l . 

Man awoke being dragged a c r o s s t h e g r a s s . 
Woman awoke t o see him coming. 
N e i t h e r knew what had happened. 

God went on s l e e p i n g . 

Crow went on l a u g h i n g . ( p . 19) 

Thi s i s a v a r i a t i o n on A r i s t o p h a n e s ' r e c o u n t i n g o f t h e o r i g i n o f sex u a l 

i n s t i n c t s i n P l a t o ^ s Symposium, a myth d e a l t w i t h i n depth by Freud i n 

'Three Essays on t h e Theory o f S e x u a l i t y ' and i n Beyond the P l e a s u r e 

P r i n c i p l e . The k i n d o f God shown here has a l r e a d y been p o i n t e d o u t . 

C a l l i n g the Worm "God's o n l y son" i s j u s t one s t e p beyond t h e G n o s t i c 

b e l i e f t h a t t h e s e r p e n t was an agent o f the i n e p t God who c r e a t e d m a t t e r . 

Crow i s a t t h e p l a y s t a g e i n 'A C h i l d i s h Prank' and i s soon ready 

t o go t o s c h o o l . 'Crow's F i r s t Lesson' shows t h a t he does n o t u n d e r s t a n d 
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s e x u a l i t y and o n l y u n d e r s t a n d s l o v e i n t h e c o n t e x t o f v i o l e n c e . Here 

Crow i s a k i n d o f Pandora, h i s v o i c e b e i n g t h e box from which t h e e v i l s 

t h a t beset man a r e r e l e a s e d : 

Crow gaped, and a b l u e f l y , a t s e t s e , a mosquito 
Zoomed o u t and down 

To t h e i r sundry f l e s h - p o t s . ( p . 20) 

But worse than any d i s e a s e i s the way t h a t "woman's v u l v a dropped over 

man's neck and t i g h t e n e d . " This i s the b e g i n n i n g o f a s e r i e s o f images 
o f hags p u r s u i n g Crow:^ 

Mummies stormed h i s t o r n i n s i d e s 
W i t h t h e i r bandages and embalming honey. 
He c o n t o r t e d c l e a r , he vomited empty -
He f l e w . 

('Oedipus t r o w ' , p. 43) 

Crow's i n t e r f e r e n c e has degraded s e x u a l i t y and M o t h e r - E a r t h i s s e e k i n g 

t o g e t her own back. 

'Crow A l i g h t s ' p r e s e n t s us w i t h a d i s j o i n t e d and tawdry w o r l d . 

The poem's d e s c r i p t i v e t e c h n i q u e reminds one o f a S a r t r e n o v e l . I t i s 

w r i t t e n as i f the p o e t ' s eye i s a camera c a t c h i n g a hand h e r e , a cup 

t h e r e , w i t h o u t r e a l i s i n g t h a t they a r e meant t o go t o g e t h e r . One must 

u n d e r s t a n d t h a t f o r Hughes the camera i s t h e symbol o f d e s c r i p t i v e 

s t e r i l i t y . The " i mprisonment o f the camera l e n s " p u t s our i n n e r w o r l d 
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i n t o n e u t r a l , " L i k e b r o i l e r k i l l e r s , we are reduced t o a s t a t e o f pure 

o b s e r v a t i o n . E v e r y t h i n g t h a t passes i n f r o n t o f our eyes i s e q u a l l y 
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i m p o r t a n t , e q u a l l y u n i m p o r t a n t . " Crow has camera eyes. His b l i n k s 

a r e l i k e the s h u t t e r c l o s i n g : 

Crow b l i n k e d . He b l i n k e d . N o t h i n y f a d e d . 

He s t a r e d a t t h e e v i d e n c e . 

N o t h i n g escaped him. ( N o t h i n g c o u l d escape.) ( p . 21) 

Because n o t h i n g can escape him e v e r y t h i n g he sees i s p u t i n the c a t e g o r y 

o f " e q u a l l y u n i m p o r t a n t " . He i s a s t r a n g e r t o t h e w o r l d o f men, com­

p l e t e l y o b j e c t i v e , and t h i s i s a judgement on man as 'Crow hears Fate 

Knock on t h e Door' p o i n t s o u t : 
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Yet t h e prophecy i n s i d e him, l i k e a g r i m a c e , 
Was I WILL MEASURE IT ALL AND OWN I T ALL 
AND 1 WILL BE INSIDE I T 

( p . 23) 

Crow's ego t i s m i s what g i v e s him t h e power t o s u r v i v e a f t e r " t h e o n l y 

f a c e l e f t i n t h e wo r l d / L a y b r o k e n . " ('That Moment', p. 22) 

E k b e r t Faas suggested w h i l e i n t e r v i e w i n g Hughes i n 1970 t h a t 'Crow 

A l i g h t s ' and 'That Moment' w i t h 'Notes f o r a L i t t l e P l a y 1 h i n t a t a 

n u c l e a r b l a s t . Hughes a c c e p t e d t h e p o i n t and s a i d i t was "a complete 

a b o l i t i o n o f e v e r y t h i n g t h a t ' s been up t o t h i s p o i n t and Crow i s what 
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manages t o drag h i m s e l f o u t af i t i n f a i r l y good morale." 

T h i s f o r c e s us t o l o o k a t t h e way t h e poems u n f o l d s i n c e t h e 

n u c l e a r b l a s t i n 'Notes f o r a L i t t l e P l a y ' i s u n r e l a t e d t o t h a t o f 'That 

Moment'. One m i g h t be tempted t o throw away one's i d e a o f any l i n e a r 

development or c o n v e n t i o n a l n a r r a t i v e but i n f a c t i t i s j u s t a d i f f e r ­

e n t k i n d o f l i n e a r development. W i t h i n t h e framework o f Crow's p r o g r e s s 

t h r o u g h l i f e , h a v i n g a c l e a r b e g i n n i n g i n t h e myths o f g e n e s i s and a • 

c l e a r c o n c l u d i n g p o i n t w i t h him s i t t i n g as 'King o f C a r r i o n ' , t h e r e a r e 

numerous episodes which c o u l d be t a k i n g p l a c e a t any t i m e o f h i s 

j o u r n e y . T h i s approach t o c h r o n o l o g y i s very s i m i l a r t o t h a t o f the 

Ta i n where s t o r i e s o f C u c h u l a i n ' s y o u t h o r d e a t h i n t e r r u p t t h e 

n a r r a t i v e o f t h e c a t t l e r a i d a t seemingly random p o i n t s . I n both Crow 

and t h e T a i n t h e aim i s n o t t o show c h a r a c t e r and a c t i v i t y so much as 

the n a t u r e o f t h e hero . For t h i s purpose c e r t a i n themes from t h e 

e a r l i e r p a r t o f t h e volume are r e i t e r a t e d l a t e r on ( e . g . 'Crow on the 

Beach' and 'Crow and t h e Sea'). The e f f e c t i s o f l a y e r s of meaning and 

development o f t h e myth around c e r t a i n f i x e d p o i n t s . 

Time i s used m y t h i c a l l y i n t h e Crow poems and i s t h e r e f o r e s u b ord­

i n a t e t o the a c t u a l e v e n t s . Myths as L e v i - 5 t r a u s s has c l a i m e d , suppress 

t i m e . They t a k e p l a c e i n t h e G r e a t Time, c a l l e d by t h e A u s t r a l i a n 
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a b o r i g i n e s t h e 'Dream Time'. I n t h e Dream Time l i f e i s n o t an i n f i n i t e 

s e r i e s o f e v e n t s as i t i s f o r Western h i s t o r i c i s m . I n s t e a d e v e n t s a r e 

c o n c e n t r a t e d around c e r t a i n p r i m a l o c c u r r e n c e s and p u t t h e emphasis upon 

s p i r i t u a l r a t h e r t h a n p h y s i c a l v e r i t i e s . 

One such c e n t r a l o c c u r r e n c e i n CDOW i s t h e n u c l e a r b l a s t w h i c h 
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l i n k s the work t o f l o o d n a r r a t i v e s l i k e t h e Epic o f Giloamesh. both 

b e i n g d i s a s t e r s which l e a d t o a s t a r t i n g a g a i n , a p o c a l y p s e b e f o r e w o r l d -

r e n e w a l , t h e end i n t r i n s i c a l l y c onnected t o a new b e g i n n i n g . But i n 

Crow we see numerous v i o l e n t ends w i t h o u t a new cosmology coming from 

t h e ashes, no new heaven and new e a r t h , because t o i n h a b i t such a w o r l d 

Crow must h i m s e l f be made new. The l a c k o f a p a r a d i s a l new b e g i n n i n g 

r e f l e c t s t h e pessimism o f Schopenhauer and h i s view o f t i m e as the 

u l t i m a t e human bondage. For Schopenhauer Time i s one o f t h e consequences 

o f t h e F a l l . " I t ceases t o p e r s e c u t e o n l y him i t has d e l i v e r e d over t o 

b o r e d o m . T h u s Crow i s s u b j e c t e d t o t h e i n c r e d i b l y r a p i d changes o f 

' T r u t h K i l l s Everybody' o r must s i t l i s t l e s s l y , " L o n e l i e r t h a n e v e r " , i n 

'Crow's Playmates'. 

I n Crow Ted Hughes p o s t u l a t e s a w o r l d where t h e r e are t h e conseq­

uences o f a F a l l , but w i t h o u t a P a r a d i s e which was l o s t , and w h i c h , 

t h e r e f o r e , cannot be r e g a i n e d . He e x p e r i e n c e s what E l i a d e c a l l s 
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" n o s t a l g i a f o r p a r a d i s e " w i t h o u t a P a r a d i s e t o b e l i e v e i n . The God o f 

Crow i s unable t o manage a n y t h i n g more t h a n t h e same tawdry e x p e r i m e n t -

an u n c r e a t i v e C r e a t o r . 

But t h i s i s n o t B e c k e t t ' s h o p e l e s s w o r l d . A s i n g l e hope remains 

f o r Hughes, t h a t o f new l i f e f o r o l d , t h e c r e a t i o n o f p a r a d i s e by a 

r e n o v a t i o n o f t h e s e n s i b i l i t y , t h e death i n t o l i f e t r a n s f o r m a t i o n o f 

alchemy and i n i t i a t o r y r e l i g i o n . Crow's b r i d e a c r o s s t h e r i v e r i s h i s 

P h i l o s o p h e r ' s Stone, capable o f t r a n s m u t i n g base m e t a l i n t o t h e g o l d o f 

e t e r n i t y . 



68 

G e o f f r e y T h u r l e y i s a b s o l u t e l y c o r r e c t when he s t a t e s i n The 
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I r o n i c H a r v e s t t h a t "The aim o f t h e Crow poems i s t o emerge." we must 

w a i t u n t i l Hughes's l a t e r p o e t r y t o see what k i n d o f w o r l d he emerges 

i n t o and what he emerges as. For Hughes t o emerge i s t o be a b l e t o 

i n t e g r a t e c o n f l i c t i n g e x p e r i e n c e s . Thus Crow i s f i n i t e b u t i n d e s t ­

r u c t i b l e . He i s f u l l o f both a raw u n s e l f c o n s c i o u s energy and a massive 

e g o t i s m . He i s a m i x t u r e o f b l i n d d e f i a n c e and a n x i o u s m i s g i v i n g s . He 

does n o t know whether t o renounce h i s a n i m a l o r h i s human ele m e n t s . 

A c c o r d i n g t o Schopenhauer an a n i m a l can best cope w i t h the w o r l d o f 

p a i n , b u t Hughes r e a l i z e s t h a t t h i s negates t h e v a l u e o f p a i n as 

i n i t i a t i o n . The s t r o n g l y m y t h i c a l f l a v o u r o f th e poems i s t h e p o e t ' s 

means o f d e a l i n g w i t h t h e se a s p e c t s o f t h e dilemma o f Crow's b e i n g . 

Myth and r i t u a l a l l o w one t o become one w i t h Nature w i t h o u t r e n o u n c i n g 

humanity. Myth r e c o n c i l e s o p p o s i t e s and r i t u a l makes t h a t r e c o n c i l ­

i a t i o n m a n i f e s t . , T h e c u l t o f Dionysus p a r a l l e l s Crow i n t h e way i t 

d e a l t w i t h t h e same p o t e n t i a l l y murderous f o r c e s : 
a l l e a r t h l y powers a r e u n i t e d i n t h e god; t h e g e n e r a t i n g , 
n o u r i s h i n g , i n t o x i c a t i n g r a p t u r e ; t h e l i f e - g i v i n g i n e x h a u s t ­
i b i l i t y ; and th e t e a r i n g Pg jLn , t h e d e a t h l y p a l l o r , t h e speech­
l e s s n i g h t o f h a v i n g been. . . 

y y ( W a l t e r O t t o ) 

The d i f f e r e n c e i s t h a t t h e r i t u a l o f Dionysus was t r i e d and t e s t e d , 

w h i l e Crow i s a dangerous e x p e r i m e n t . 

Hughes seems t o r e g a r d Crow as t h e p r e c u r s o r o f a new b e g i n n i n g , 

a k i n d o f 3ohn t h e B a p t i s t . He e x h i b i t s t h e same extreme b e h a v i o u r and 

a l s o bears a prophe c y . But w h i l e John s a i d "Prepare t h e way o f t h e 

Lo r d " , Crow's o n l y prophecy i s o f h i m s e l f and h i s hope i s t h a t : 

... I wlLL MEASURE I T ALL AND OWN IT ALL 
AND I WILL BE INSIDE I T 
AS INSIDE MY OWN LAUGHTER 
AND NOT STARING OUT AT I T THROUGH WALLS 
OF MY EYE'S COLD QUARANTINE 
FROM A BURIED CELL OF BLOODY BLACKNESS -

( p . 23) 
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T h i s prophecy i s t h e key t o Crow's se a r c h and e x p l a i n s why t h e 

i n d e p e n d e n t e x i s t e n c e o f g r i n s and s m i l e s i s seen w i t h such h o r r o r . 

Crow i s s e a r c h i n g f o r a p e r s o n a l , i n t e r n a l i n t e g r a t i o n w i t h t h e e x t e r n a l 

and i m p e r s o n a l w o r l d t h a t s u r r o u n d s him. C r e a t i o n l e a v e s him h e l p l e s s i n 

'Crow Hears Fate Knock on t h e Door' because he cannot s u s t a i n a 

r e l a t i o n s h i p w i t h i t . A l l he can do i s examine i t l i k e a contemporary 

s c i e n t i s t : 

He s t u d i e d a s t o n e from t h e s t r e a m . 
He f o u n d a dead mole and s l o w l y h e - t o o k i t a p a r t 
Then s t a r e d a t t h e g o b b e t s , f e e l i n g h e l p l e s s . 

( p . 23) 

Crow shows a f u n d a m e n t a l l a c k o f c o n f i d e n c e i n h i s own prophecy t h a t he 

"WILL BE INSIDE I T . " I n s t e a d o f b e i n g i n s i d e h i s own l a u g h t e r a l l he 

can see i s a "grimace S l o w l y r e n d i n g t h e v i t a l f i b r e s , " 6 ^ 

To emerge t o t h e p l a c e i n which ' L i t t l e b l o o d ' may be p r a y e d t o 

e f f i c a c i o u s l y b o t h Crow and t h e r e a d e r must j o u r n e y t h r o u g h poems which 

a r e t h e e q u i v a l e n t o f t h e Bardo Thodol's Dangerous Narrow Pathway, 

narrow because i t i s t h e p a t h o f f a t e . I n t h e Bardo t h i s pathway i s t h e 

n a t a l passage, and i n t h a t sense Crow i s n o t r e a l l y about Crow's l i f e 

b u t s o l e l y h i s b i r t h : 

And s t i l l he who never has been k i l l e d 
Croaks h e l p l e s s l y 

And i s o n l y . j u s t b o r n . ( p . 84) 

W h i l e John t h e B a p t i s t p r o p h e s i e d t h e b i r t h o f Jesus, Crow's prophecy 

i s o f h i s own b i r t h . U n t i l he e x p e r i e n c e s t h i s s p i r i t u a l b i r t h Crow i s 

o n l y t h e " h a l f i l l u m i n e d " h i e r o p h a n t o f 'Crow Communes'. 

I n t h i s c o n d i t i o n Crow d e s p e r a t e l y needs some form o f r i t u a l t o 

b oth f u r t h e r t h e process o f i l l u m i n a t i o n and t o c o n t a i n t h e e n e r g i e s 

g e n e r a t e d by Crow's a c t i v i t y : 
Any form o f v i o l e n c e - any f o r m o f vehement a c t i v i t y - i n v o k e s 
t h e b i g g e r e n e r g y , t h e e l e m e n t a l power c i r c u i t o f t h e U n i v e r s e . 
Once t h e c o n t a c t has been made - i t becomes d i f f i c u l t t o 
c o n t r o l . Something from beyond o r d i n a r y human a c t i v i t y e n t e r s . 
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When t h e wise men know hgw t o c r e a t e r i t u a l s and dogma, t h e 
energy can be c o n t a i n e d . 

The g r e a t weakness and t h e g r e a t e s t s t r e n g t h o f t h e Crow poems i s t h a t 

t h e energy i s n o t c o n t r o l l e d by t h e r i t u a l . The l a c k o f c o n t a i n m e n t 

may r e s u l t i n g r a t u i t o u s r e p e t i t i o n , unnecessary u g l i n e s s and a r e g u l a r 

l o s s o f p o e t i c c o n t r o l b u t i t a l s o e n a b l e s a un i q u e freedom o f 

e x p r e s s i o n . I t d r i v e s t h e poems w i t h u n s t o p p a b l e f o r c e , sweeping t h e 

rea d e r a l o n g w i t h them towards t h e p o i n t o f emergence. T h i s i s n o t 

n e c e s s a r i l y t h e p o i n t o f hope, n o t y e t anyway, s i n c e t h e r e i s no hope 

f o r Crow u n t i l he manages t o " l o c a t e and r e l e a s e h i s own c r e a t o r , God's 

nameless h i d d e n p r i s o n e r , whom he e n c o u n t e r s r e p e a t e d l y b u t always i n 

some u n r e c o g n i z a b l e f o r m . " 6 2 

I n 'Crow Tyrannosautus' and 'Crow's Account o f t h e B a t t l e ' we see 

h i s c u r i o s i t y b eing w h e t t e d f o r t h i s t a s k . Crow i s b r o u g h t f a c e t o f a c e 

w i t h a w o r l d i n which each l i v i n g t h i n g e x i s t s by p r e y i n g upon o t h e r s . 

As i n 'A K i l l ' t h e p o i n t i s pushed t o u g l y extremes: 

And t h e dog was a b u l g i n g f i l t e r b a g 
Df a l l t h e deaths i t had g u l p e d f o r t h e f l e s h and t h e bones. 
I t c o u l d n o t d i g e s t t h e i r s c r e e c h i n g f i n a l e s . 
I t s s h apeless c r y was a b l o r t o f a l l those v o i c e s . |p. 24) 

This i s n o t what i s commonly acc e p t e d as p o e t i c language; b u t i t i s n o t 

a p o e t speaking h e r e , i n s t e a d i t i s a crow. The crow's songs a r e "songs 

w i t h no music whatsoever, i n a s u p e r - s i m p l e and a s u p e r - u g l y language .." 

Hughes c o n t i n u e d t o say t h a t such poems "would i n a way shed e v e r y t h i n g 
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e x c e p t j u s t what he wanted t o say w i t h o u t any o t h e r c o n s i d e r a t i o n ; ! " 

'Crow Tyrannosaurus' i s one o f t h e p o o r e r a t t e m p t s a t f o l l o w i n g 

t h e above d i c t u m , viewed s o l e l y on Hughes's own terms i t i s s t i l l 

r e p e t i t i o u s and l a c k i n g i n t i g h t n e s s . The poem makes a s i m i l a r p o i n t 

t o 'Thrushes' i n L u p e r c a l . The l i n e "But h i s eye saw a g r u b . And h i s 

head, t r a p s p r u n g , stabbed" r e p e a t s t h e opening o f t h e e a r l i e r poem 

w i t h none o f i t s c o m p u l s i v e f a s c i n a t i o n . The poem i n s t e a d depends 
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upon t h e r e p e t i t i o n o f t h e word "weeping" - as i f t h a t would make us 

c r y . The same k i n d o f f l o r i d i t y can be found i n 'Crow's Account o f 

t h e B a t t l e ' , a l t h o u g h c e r t a i n s e c t i o n s show how a " s u p e r - u g l y " language 

can have a l y r i c i s m o f i t s own. The main problem w i t h b o t h poems, 

thou g h , i s n o t so much t h e language as t h e imbalance i n t h e p e r s p e c t i v e . 

For a crow's songs they a r e t o o c l o s e tD a human view and human 

l o y a l t i e s . On t h e o t h e r hand they a r e n o t c l o s e enough t o humanity 

f o r compassion t o come f o r t h from t h e chaos. 

W i t h i n t h e s t r u c t u r e o f Crow t h e s e poems n o n t h e l e s s s e r v e t h e i r 

p urpose. They e x p l a i n why Crow has now begun t o t h i n k and t o conseq­

u e n t l y s u f f e r remorse: 

Crow t h o u g h t 'Alas 
A l a s ought I 
To s t o p e a t i n g 

And t r y t o become t h e l i g h t ? ' ( p . 24) 

But he does n o t r e a l l y want t o be e i t h e r saved or t h e s a v i o u r , l i g h t 

b e i n g t h e p r o o f o f s a l v a t i o n t o t h e B u d d h i s t and t h e mark o f t h e cosmic 

d e l i v e r e r t o t h e G n o s t i c . I n s t e a d Crow p r e f e r s t h e evide n c e o f Nature 

c o n t a i n e d i n h i s i n s t i n c t s , b u t i s n o t honest enough t o f u l l y a d m i t i t . 

He t h u s i n v e n t s t h e Black Beast ( p . 28) t o e x t e r n a l i z e h i s g u i l t and a v o i d 

d e v e l o p i n g t h e malady o f c o n s c i e n c e . "Crow k i l l e d h i s b r o t h e r and 

t u r n e d him i n s i d e o u t t o s t a r e a t h i s colour./Where i s t h e Bl a c k Beast?" 

Here Hughes has a p p l i e d a contemporary myth t o t h e p o t - p o u r r i o f 

legends t h a t make up t h e Crow volume. Whether u n c o n s c i o u s l y o r n o t he 

has g i v e n Crow's a l t e r - e g o t h e name o f the c r e a t u r e t h a t Durham and 

Y o r k s h i r e m i n e r s j o k i n g l y r e f e r t o . F e e l i n g s o f i r r a t i o n a l f e a r and 

o f t h e presence o f a m a l e v o l e n t f o r c e i n t h e p i t a r e j o k i n g l y a t t r i b ­

u t e d t o a Black Dog, as c h r o n i c l e d i n t h e s h o r t s t o r i e s o f S i d C h a p l i n . 

T h i s correspondence i a n o t s u r p r i s i n g s i n c e t h e miner l i v e s i n two 

w o r l d s , above and below ground. I n h i s 1970 i n t e r v i e w w i t h Faas, Hughes 



72 

spoke o f two w o r l d s w h i c h he r e g a r d e d as e q u a l l y r e a l , an o u t e r one and 

an i n n e r one o f i m a g i n a t i o n . I n t h e 1976 'Plyth and E d u c a t i o n ' assay he 

expresses h i s f e e l i n g t h a t t h e l a t t e r w o r l d has been d e n i e d by a s i c k , 

m a t e r i a l i s t i c s o c i e t y and "has become e l e m e n t a l , c h a o t i c , c o n t i n u a l l y 

more p r i m i t i v e and beyond our c o n t r o l . I t has become a p l a c e o f demons." 

Thus both t h e m i n e r ' s u n d e r w o r l d and t h e i n n e r psyche have t h e i r demon -

t h e Black Beast. " I f we do manage t o c a t c h a g l i m p s e o f our i n n e r s e l v e s 

by some c o n t r a p t i o n o f m i r r o r s , we r e c o g n i z e i t w i t h h o r r o r - i t i s an 
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a n i m a l c r a w l i n g and decomposing i n a h e l l . " Our a c t o f s e l f - p r o t e c t i o n 

i s t o e x t e r n a l i z e t h e h o r r o r . 

But t o r e g a i n our l o s t i n h e r i t a n c e , two w o r l d s shared e q u a l l y , we 

and Crow must c o n f r o n t t h e Black Beast and r e c o g n i z e i t as p a r t o f o u r ­

s e l v e s . The u n c o l l e c t e d Crow poem-;'Song o f Woe' i s about a person's 

d i s c o v e r y o f t h e p r o b l e m , t h e o n l y way to a c h i e v i n g an answer. He 

sees t h e w o r l d as one o f " g r i e f " , c r e a t e d t h i n g s f o r m i n g a " g r e e t wheel 

o f woe." He seeks r d l e a s e from t h i s Karmic wheel by abandoning h i s 

w o r l d , which f a i l s j and so he i s f o r c e d t o s i t on t h e e a r t h naked, 

l i k e t h e shaman, and a l l o w t h e g r i e f t o overwhelm him - "And h i s mouth 

f i l l e d h i s eye f i l l e d / l i / i t h t h e same muddy woe." 

F i n a l l y , r a t h e r t h a n abandoning t h e w o r l d he abandons " h i s body, 

h i s b l o o d " and t h e e a r t h f a d e s away " I n t o n o n-being": 

And t h e r e a t l a s t he had i t 
As h i s woe s t r u g g l e d o u t o f him 
W i t h a t e r r i f i c c r y 
S t a r i n g a f t e r t h e e a r t h 
And s t o o d o u t t h e r e i n f r o n t o f h i m , 
His h o w l i n g t r a n s f i g u r e d d o u b l e . 

('Song o f Woe') 

The p r o t a g o n i s t weeps w i t h r e l i e f u n t i l - "And a t l a s t , t e a r by t e a r , / 

Something came c l e a r . " I n i t s d u a l themes o f c l a r i t y t h r o u g h s u f f e r i n g 

and d e a l i n g w i t h t h e d o u b l e t h e poem presages 'Two Eskimo Songs' and 

Gaudete. ( I t i s a l s o a p o t e n t i a l summary o f Dostoyevsky's n o v e l s . ) 
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'Crow's Account o f S t . George 1 shows a man f i g h t i n g h i s " h o w l i n g 

t r a n s f i g u r e d d o u b l e . " T h i s man i s a s c i e n t i s t who hae d e c i d e d t h a t 

" e v e r y t h i n g i n t h e U n i v e r s e / i s a t r a c k o f numbers r a c i n g towards an answer." 

T h i s c o n c l u s i o n , which i g n o r e s p r o b l e m f o r answer, awakes an o r d u r e -

covered demon. A t o t a l emphasis on t h e o u t e r w o r l d awakes t h e avenging 

f o r c e s o f t h e i n n e r w o r l d , r e p r e s e n t e d by "A b i r d - h e a d , / B a l d , l i z a r d -

eyed, t h e s i z e o f a f o o t b a l l , on two s t a g g e r i n g b i r d - l e g s . " ( p . 31) I n 

p a n i c t h e man l a s h e s o u t a t t h e a p p a r i t i o n s around him, an " e g g - s h e l l 

o b j e c t " , a " s h a r k - f a c e " and a " b e l l y - b a l l o f h a i r " , o n l y t o r e c o v e r and f i n d 

t h a t he has k i l l e d h i s w i f e and c h i l d r e n . ^ 

The s t o r y , which i s based upon a Japanese f o l k t a l e and which i s 

r e m i n i s c e n t o f H e r c u l e s ' k i l l i n g o f h i s b e s t f r i e n d , h i s t a n i s t or 

d o u b l e , i s used as a w a r n i n g . I t t e l l s us t h a t i n t r y i n g t o d e s t r o y 

t h e demon we become l i k e i t . I t i s a r e v e r s a l o f what Hughes c o n s i d e r s 
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t o be t h e " s u s p e c t " myth o f S t . George. Here t h e dragon/demon i s 

t r i u m p h a n t o v e r t h e m a s c u l i n e and s c i e n t i f i c f o r c e s w h i c h seek t o reduce 

t h e w o r l d t o manageable p r o p o r t i o n s . T h i s r e d u c t i v e a t t i t u d e i s seen as 

a n t i - f e m i n i n e , and Crow, l i k e t h e s c i e n t i s t , can t h u s o n l y e n c o u n t e r t h e 

f e m i n i n e as menacing and u g l y . As K e i t h Sagar has p u t i t : 
H i s a d v e n t u r e s b r i n g him i n t o c o n t a c t w i t h v a r i o u s women 
and female monsters. Because t h e y a r e u g l y , o f t e n h o r r i f i c , 
he f i g h t s them, o r evades them, o r i n some way mismanages 
th e s i t u a t i o n , n o t r e a l i z i n g t h a t eggh t i m e be i s m e e t i n g 
h i s own mother, h i s i n t e n d e d b r i d e . 

Both 'Crow's Account o f S t . George' and 'Crow's Account o f t h e 

B a t t l e ' e xpress a n i g h t m a r e v i s i o n , b u t w h i l e t h e l a t t e r i s d i r e c t l y 

p o l e m i c t h e o t h e r uses a more s u b t l e approach v i a t h e r e w o r k i n g o f both 

an e a s t e r n and a w e s t e r n f o l k t a l e . 'Crow's Account o f S t . George' 

exposes us t o t h e s p i r i t u a l consequences o f t h e myths and p o i n t s 

f o r w a r d t o a g r e a t e r development o f t h e same method i n l a t e r work. Here 

Hughes i s s t a r t i n g t o d e a l w i t h m y t h i c p a t t e r n s i n such a way t h a t t h e 
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a c t u a l p a t t e r n i s becoming more i m p o r t a n t t h a n t h e d i d a c t i c element i t 

can e x p r e s s . 

The poem 'A G r i n ' d e v elops t h i s tendency, showing f o r t h a d i s t u r b ­

i n g o c c u l t q u a l i t y r a t h e r t h a n a l e s s o n . When asked what L a u g h t e r , 

Smile and G r i n s t o o d f o r Hughes r e p l i e d , "I'm n o t q u i t e s u r e what they 

s i g n i f y . " E k b e r t Faas p r e s s e d t h e p o i n t and Hughes gavB some c o n f i r m ­

a t i o n as t o t h e n a t u r e o f 'A G r i n ' s 

Most o f them appeared as I w r o t e them. They were u s u a l l y 
something o f a shock t o w r i t e . M o s t l y they w r o t e themselves 
q u i t e r a p i d l y , t h e s t o r y was a s o r t o f machine t h a t assembled 
them, and s e v e r a l o f them t h a t seem o r d i n a r y enough now^g 
a r r i v e d w i t h a sense o f h a v i n g done something ... t a b u . 

These comments e x p l a i n t h e s u p e r n a t u r a l sense o f h o r r o r i n 'A G r i n ' , 

and g i v e a p o i n t o f r e f e r e n c e which l i n k s Crow t o Yeats' A O i s i o n , 

which was based upon a u t o m a t i c w r i t i n g d u r i n g a s e r i e s o f h i s w i f e ' s 
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seances. 

The namelessness o f t h e g r i n awakes p r i m i t i v e f e a r s o f t h e 

unknown and o f s p i r i t p o s s e s s i o n : 

There was t h i s h i d d e n g r i n . 
I t wanted a permanent home. I t t r i e d f a c e s 

I n t h e i r f o r g e t f u l moments, ... ( p . 29) 

L i k e 'The Smi l e ' t h i s poem draws a t t e n t i o n t o t h e presence o f t h i n g s 

i n s i d e us t h a t we a r e t o a degree aware o f , y e t unable t o d e f i n e . The 

l a c k o f d e f i n i t i o n i s t h e cause o f b o t h f e a r and f a s c i n a t i o n . Hughes 

does n o t want d e f i n i t i o n s l i k e those o f B e c k e t t who o u t l i n e s t h r e e 

k i n d s o f l a u g h i n h i s t h e o r y o f t h a - a b s u r d , and i n s t e a d c o n c e n t r a t e s 

upon n e g o t i a t i o n s w i t h t h e se f o r c e s , f o r c e s which a r e a l s o p r e s e n t , f o r 

th e same reasons o f m y s t e r y , i n i n i t i a t o r y r e l i g i o n . For Hughes i t i s 

t h e m y s t e r y , n o t so much i t s c o n t e n t , t h a t opens t h e human mind t o the 

i n n e r w o r l d and s p i r i t u a l r e a l i t y . H is words on t h i s a r e both a w a r n i n g 

and an encouragement t o t h e c r i t i c . " I t ' s easy enough t o g i v e i n t e r ­

p r e t a t i o n s I t h i n k and draw p o s s i b i l i t i e s o u t o f them b u t whether 
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71 t h e y ' d be t h e r e a l e x p l a n a t i o n s I d o n ' t know." 

Hughes c o n t r a s t s t h e s p i r i t u a l response w i t h t h e s c i e n t i f i c : 

The o b j e c t i v e , s c i e n t i f i c , f a c t w a t c h i n g a t t i t u d e , and t h i s 
d e t a c h e d , p a s s i v e l y r e c o r d i n g a t t i t u d e , i s o f no use whatso­
ever when i t comes t o d e a l i n g w i t h our own minds and h e a r t s . 
I t i s u s e l e s s i n t h e most v^£al a c t i v i t y o f a l l . The a c t i v i t y 
o f u n d e r s t a n d i n g o u r s e l v e s . 

T h i s a t t i t u d e m e d i a t e s t h e s t a t i c r a t h e r t h a n t h e e t e r n a l , g i v i n g no 

t r u e permanence such as t h e g r i n l o o k s f o r : 

I t t r i e d t h e f a c e 
I n t h e e l e c t r i c c h a i r t o g e t a t e n u r e 

I n e t e r n a l d e a t h , b u t t h a t t o o r e l a x e d . ( p . 29) 

I t l o o k s f o r t h e permanence o f d e a t h r a t h e r t h a n o f l i f e because i t 

f e e l s i t has g o t a b e t t e r chance, d e a t h l a s t i n g so much l o n g e r t h a n 

l i f e . Hughes i s b e g i n n i n g t o f a c e t h e c e n t r a l q u e s t i o n o f i n i t i a t o r y 

r e l i g i o n - how t o d e a l w i t h d e a t h and e x p l o i t i t t o advantage. But a t 

t h i s s t a g e t h e e n q u i r y i s a b s t r a c t and i m p e r s o n a l and t h e d i s c o v e r y t h a t 

d e ath can r e l e a s e a s m i l e as w e l l as a r i c t u s i s n o t f u l l y d e veloped i n 

Crow. 

'The S m i l e ' e x presses a m e t a p h y s i c where t h e p e r c e p t i o n s a r e formed 

i n t h e sense r a t h e r t h a n t h e mind, a l l o w i n g one t o meet: 

... t h i s s m i l e 
That r o s e t h r o u g h h i s t o r n r o o t s 
Touching h i s l i p s , a l t e r i n g h i s eyes 
And f o r a moment 
Mending e v e r y t h i n g 

B e f o r e i t swept o u t and away a c r o s s t h e e a r t h . ( p . 63) 

The p o e t ' s approach i s t h e same as t h a t wtoich he applauds i n t h e work 

o f 3anos P i l i n s z k y , whose work he t r a n s l a t e d i n 1976 a f t e r e i g h t o r 

n i n e y e a r s a c q u a i n t a n c e : 
Though t h e C h r i s t i a n c u l t u r e has been s t r i p p e d o f f so b r u t a l l y , 
and t h e t r u e c o n d i t i o n o f t h e a n i m a l exposed i n i t s u g l i n e s s , 
and words have l o s t t h e i r meaning - y e t o u t o f t h a t r i s e t h e 
poems, whose words a r e m a n i f e s t l y crammed w i t h meaning. Some­
t h i n g has been s a i d which b e l i e s n e i t h e r t h e r e a l i t y nor t h e 
s i l e n c e . More t h a n t h a t t h e r e a l i t y has been redeemed. The 
v e r y symbols o f t h e h o r r o r a r e t h e v e r y t h i n g s he has redeemed. 
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They a r e n o t redeemed i n any r e l i g i o u s sense. They a r e 
redeemed, p r e c a r i o u s l y i n some a l l - t o o - h u m a n sense, somewhere 
i n t h e p u l s i n g mammalian n e r v o u s - s y s t e m , by a f e a t o f human 
c o n s e c r a t i o n : a p r o v i s i o n a l ^ ^ I a s t - d i t c h ' m i r a c l e ' which we 
r e c o g n i z e , h e r e , as p o e t i c 

P i l i n s z k y ' s poems a r e some o f t h e v e r y few which can be compared 

w i t h JCrow, f o r i n s t a n c e ' S i n ' : 

You a r e s t i l l a c h i l d b u t a l r e a d y your l i m b s 
a l m o s t d e l i b e r a t e l y d a z z l e 
i n t h e dawning 
system o f c u r v e s . 
And, l i k e a s e c r e t s m i l e , 
i f n o t your h i p , your s h o u l d e r 
f o r g e t s you, and b e t r a y s you. 
I see you from head t o h e e l . 

I l o o k a t you, t i l l I can no l o n g e r bear i t . 
One move 
and m y . - l i f e s t a r t s t o s l i p s o f t l y 
l i k e a c r u m b l i n g s a n d - p i t . 
You a r e s t i l l f r a g i l e - escape 
b e f o r e i t reaches y o u l 
Your head t o p p l e s w i t h a nod 
I t was h i t by t h e f i r s t blow. 

The c o l l a p s i n g y ears 
mine towards you, g r e e d i l y . 
L i k e s t a r v e d s t i c k s 
th e immense f o r e s t comes t o l i f e . 
My n i g h t s l The s h i v e r i n g 
mob o f my n i g h t s ! 
They pounce on you b o d i l y -
a m o r s e l o f bread. 

They snap your young w r i s t 
t h e y c r u s h your back 
they a r e s e e k i n g t h e happiness t h e y never 
found w i t h me. 
The l o s t c h i l d , 
b l i n d i n g y o u t h ! 
And they throw you away empty 
l i k e a g u t t e d sack. 

I s t h i s what you a r e s a v i n g f o r me? 
I watch you, d e t a c h e d , numb. 
Where i s t h e s h o u l d e r t h a t f l a r e d 
the h i n t o f i t s s p l e n d o u r ? 
Ply hands hang, c o n f u s e d , 
i n empty a i r . 
Would i t be you t h a t was k i l l e d ? 

Would I be t h e one who k i l l e d h e r ? (1947) 
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This poem deals w i t h the same kin d of issues as Crow. There i s the 

sense of human f r a g i l i t y t h a t we f i n d i n 'Crow's Wanity'. There are 

touches of the same c a r t o o n - l i k e h o r r o r found i n 'Revenge Fable' -

"Your head topples w i t h a nod." "My n i g h t s " are l i k e the g r i n : "they 

are seeking the happiness they never/found w i t h me," They have a l i f e 

of t h e i r ownj they can snap a w r i s t and crush a back. 

The persona's response i s the same as t h a t of Prometheus, also 

confronted w i t h the panorama of s u f f e r i n g concentrated i n t o a s i n g l e 

occasion - " I watch you, detached, numb." The bewilderment a t the end 

leads to the same dawning of r e a l i z a t i o n as i n 'Crow's Account of St. 

George' - "Would J_ be the one t h a t k i l l e d her?" 

But a completely d i f f e r e n t perspective i s given when one looks 

a t the poem's t i t l e - 'Sin'. An aspect of the same force as the g r i n 

and the smile has been named. We can now see how great i t s power i s . 

Sin, i n many ways, i s what Hughes i s also t a l k i n g about, separation from 

the d i v i n e , the source of t r u t h . He also exposes a world i n i t s u g l i ­

ness, where words have l o s t t h e i r meaning, where Crow i s asked to say 

'LOVE* and can only r e t c h . The world of both poets i s equally bleak, 

the d i f f e r e n c e i s t h a t P i l i n s z k y s t i l l t h i n k s i t worth praying t h i s ; 

Only l e t me t r u s t you, God. 
I want your nearness so much, 
s h i v e r i n g 
makes the love of loves even f i e r i e r . 

Bury me i n your embrace. 
Do not g i v e me up to the f r o s t . 
Even i f my a i r i s used up 

my c a l l i n g w i l l not t i r e . ('Complaint') 

Hughes wants to meet the d i v i n e , but cannot cope w i t h the d e i t y . 

He can only speak of the Great Mother of Nature, the closest he has got 

to the source of t h i n g s , i n the t h i r d person. This i s the feminine 

f i g u r e of 'Crow's Undersong' who "cannot come a l l the way." Any 

f u r t h e r contact w i t h the Ultimate Being i s hampered by h i s v i s i o n of 
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the sleeping demiurge i n 'Crow Communes', "a great carcase" who has 

been exhausted by h i s e f f o r t s a t c r e a t i o n . 

While P i l i n s z k y i s prepared to seek a r e l i g i o u s redemption i n 'The 

Prayer of Van Gogh', Hughes contents himself w i t h r i d i c u l e of the 

" c o r r u p t despot" of 'Crow Communes'. I t i s t h i s a t t i t u d e which under­

mines the claim t h a t Crow i s searching f o r h i s imprisoned creator and 

perhaps explains why he does not f i n d him/her i n the Crow volume. 

I n the e a r l i e r quoted passage from h i s i n t r o d u c t i o n to P i l i n s z k y ' s 

Selected Poetry Hughes contrasted redemption " i n a r e l i g i o u s sense" w i t h 

" p o e t i c " redemption, where "The very symbols of the horror are the very 

things he ( t h e poet) has redeemed." This i s a s a l v a t i o n of things not 

l i v i n g beings and t h e r e f o r e inadequate. This f a c i l e conclusion i s i n 

f a c t not followed through i n the poems where a m a t e r i a l i s t i c view of 

s a l v a t i o n i s r i d i c u l e d . Crow's l i t e r a l i s m about C h r i s t i a n communion 

i s the " f i r s t j e s t " , a " cipher". Crow may tear a piece o f f the sleeping 

God and swallow i t but t h a t does not mean t h a t r e v e l a t i o n comes through 

d i g e s t i o n ! 

There can be no t r u e redemption e f f e c t e d by such a ramshackle 

f i g u r e as the God of 'Crow Communes' and i t i s because of t h i s t h a t 

Hughes turns to a " p o e t i c " redemption of such symbols as the a n t i -

Logos. I n Hughes's cosmology even the incarnate word of God needs 

redemption, an idea held by the Gnostics, but he has also added a mod­

ern p e r s p e c t i v e , since i n 'A Disaster' t h i s new Logos manifests the 

d e s t r u c t i v e f o r ce of Freud's Thanatoss 

There came news of a word. 
Crow saw i t k i l l i n g men. He ate w e l l . 
He saw i t b u l l d o z i n g 

Whole c i t i e s to rubble. Again he ate w e l l . (p. 33) 

Rather than breathing l i f e i n to the inanimate, t h i s word sucks 

l i f e out of the l i v i n g , "sucking the c i t i e s / L i k e the nipples of a sow/ 

Drinking out a l l the people." Crow contains numerous reversals of 
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B i b l i c a l teaching,, The events are not reversed but t h e i r consequences 

are. Thus i n Crow there i s a Genesis, a F a l l , an I n c a r n a t i o n and as 

Apocalypse but the r e v e l a t i o n i s of the Beast and the Whore r a t h e r than 

the Lamb. 

The B a t t l e of Armageddon i s echoed i n 'The B a t t l e of O s f r o n t a l i s ' , 

a series of sick jokes which emphasize t h a t since the Word i s c o r r u p t 

words lose t h e i r meaning. 'Crow's F a l l ' , a f a r t i g h t e r poem i n con­

s t r u c t i o n and d i r e c t i o n , besides parodying C h r i s t i a n d o c t r i n e , echoes 

the Planichean b a t t l e between darkness and l i g h t , between Ahriman and 

Ohrmazd, between Tiamat and Flarduk. By a t t a c k i n g the sun Crow a l l i e s 

himself w i t h darkness and so i s "charred black", having once been 

white. This i s also the explanation of why the crow i s black found i n 

many Central European f o l k t a l e s . 

By l i n k i n g himself to darkness Crow has also made himself the 

enemy of Jesus, whom the Manicheans c a l l e d 'The B r i l l i a n t L i g h t ' . One 

French t a l e i n f a c t t e l l s of the crow being cursed by C h r i s t w i t h 

blackness f o r annoying him. 

Another layer of 'Crow's F a l l ' p a r a l l e l s Crow w i t h the Viking 

berserker who was infused w i t h superhuman s t r e n g t h through h i s " f e r g " 

or b a t t l e f u r y . This f u r y was "a m a g i c o - r e l i g i o u s experience t h a t 
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r a d i c a l l y changed h i s mode of being." The berserker's f u r y i s as 

e c s t a t i c as the shaman's f l i g h t and manifests a s i m i l a r "magical heat." 

A l a t e r poem, published i n the c h i l d r e n ' s c o l l e c t i o n floon-Bells brings 

the a b i l i t y to conquer heat together w i t h the shaman's dance i n a most 

e x p l i c i t manner: 

The Crow i s a hardy creature 
Fireproof i n every f e a t u r e . 

Beware, beware of the CrowL 
When Mankind's blasted to kingdom come 
Then Crow w i l l dance and hop and drum 
And i n t o an o l d thigh-bone h e ' l l blow 

Ho Ho Ho 
Singing the Song of the Crow. ('Hor r i b l e Song', floon-Bells, 

pp 29-30) 
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•Crow's F e l l ' i s the f i r s t time we t r u l y encounter Crow as hero, 

and from t h i s p o i n t onwards h i s a c t i o n s echo those of c l a s s i c a l heroes. 

The poem a n t i c i p a t e s 'Crow's B a t t l e Fury' which contains l i n e s 

taken almost d i r e c t from the Tain Bo Cuailgna describing Cuchulain's 

b a t t l e f u r y . Both poems centre around an expression of Crow's ' f e r g ' 

as l a u g h t e r , the same laugh found i n ' I n Laughter'. 

'Crow and the Sea' i s a v a r i a t i o n on another Cuchulain s t o r y , 

t h a t of h i s death. I n the g r i p of a magically induced delusion the 

hero fought the sea, as i n Yeats' •Cuchulain'a Fight w i t h the Sea'. 

I n c o n t r a s t Crow j u s t walks away. The true hero cannot r e s i s t the 

challenge of the symbol of e t e r n i t y . Crow can. ( I t i s also worth con­

s i d e r i n g another myth of Cuchulain's death, embodied i n the memorial 

to the Irishmen k i l l e d a t the General Post O f f i c e i n Dublin during the 

1916 Easter Rising. A s t a t u e shows the dying hero defying h i s enemies 

w i t h a scald crow perched upon h i s shoulder, perhaps an agent of the 

d e i t y Lug, h i s f a t h e r . ) 

Crow i s also shown as a f a i l e d hero i n 'Oedipus Crou', where he i s 

t r i p p e d up by death i n a spectacular p r a t - f a l l , reminiscent of a 

Buster Keaton f i l m . He i s a f a i l e d Hercules i n 'Truth K i l l s Everybody', 

since although he does not l e t go h i s g r i p on Proteus he i s "blown to 

nothing" when the god turns himself i n t o a bomb. These episodes are 

both i n i t i a t o r y ordeals and reruns of t h i r d - r a t e Westerns (probably 

s t a r r i n g Carson MacReared, a j u v e n i l e c r e a t i o n of the p o e t ) . They 

depend on the same c r i t e r i o n - s u r v i v a l of the hero. Crow has a k i n d of 

s u p e r i o r i t y over the c l a s s i c a l hero since he always s u r v i v e s , but i n 

doing so he misses t h e i r g l o r y and continued l i f e i n the memory of 

admirers. Thus i n 'Crowego' he i s shown as the only author, p r o t a g o n i s t 

and reader of h i s epic t a l e , a hollow v i c t o r y : 
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The gold melted out of Hercules' ashes 
I s an electrode i n Crow's b r a i n . 

Drinking Beowulf's blood, and wrapped i n h i s hide, 
Crow communes w i t h p o l t e r g e i s t s out of o l d ponds. 

His wings are the s t i f f back of h i s only book, 
Himself the only page - of s o l i d i n k . (p. 61) 

A f t e r the holocaust the only remaining epic i s t h a t of Crow. 

I t i s i n t e r e s t i n g to see which heroes Crow i s e x p l i c i t l y l i n k e d 

w i t h . Like Ulysses he i s a wanderer, searching f a r a home. Like 

Hercules he r e l i e s on brute s t r e n g t h and must go through a number of 

labours before he can r e s t . Like Beowulf he seeks a h o r r o r which l i e s 

a t the periphery of human consciousness. The Black Beast i s Crow's 

Grsndel and the hags i n the poems echo Grendel's mother, the Sea Hag. 

These three heroes are l i n k e d by t h e i r resourcefulness and a c t i v e , 

v i o l e n t response to t h e i r t r o u b l e s . I n c o n t r a s t are several of a 

d i f f e r e n t k i n d of hero, one who i s more a t r i c k s t e r than a w a r r i o r . 

Prometheus i s the foremost of these and w i t h C h r i s t and Oedipus i s a 

passive s u f f e r e r r a t h e r than a robust freebooter. The second t r i o are 

also men who d i e an e x p i a t o r y death or seek a meaning i n t h e i r s u f f e r ­

i n g . 

Oedipus i s the type of the man i n 'Criminal Ballad*. Whatever 

he does i t r e s u l t s i n s u f f e r i n g , d i s l o c a t i o n and death: 

There was a man and when he was born 
A woman f e l l between the ship and the j e t t y 
At a heave from the moon and the sun 
Her pleading c r i e s were humbled out (p. 38) 

'Criminal Ballad' also deals w i t h e x a c t l y the same sequence of events 

found i n Hughes's adapta t i o n of Seneca's Oedipus f o r Peter Brook's 

theetre company: 

... the face of Oedipus contorted l i k e a 
r a b i d dog he had begun to scream a bellowing 
animal anger agony t e a r i n g h i s t h r o a t 

hi s f i n g e r s had stabbed deep i n t o h i s eyesockets ... 
(Seneca's Oedipus, p. 51) 
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I n 'Criminal Ballad' events are compressed and the agony of g u i l t 

de-emphasized, but the r e s u l t i s the same: 

And when he began t o shout to defend h i s hearing 
And shake h i s v i s i o n to s p l i n t e r s 

His hands covered w i t h blood suddenly (P. 39) 

Like Oedipus the p r o t a g o n i s t of t h i s poem i n s t i n c t i v e l y runs away from 

h i s c h i l d r e n , "Holding h i s bloody hands clear of everything" i n case 

he p r e c i p i t a t e s even more pain and g u i l t . F i n a l l y h i s weeping becomes 

laughter. He has f u l l y embraced the world of ' I n Laughter'. 

'Oedipus Crow' concentrates on the second p a r t of the Oedipus myth 

i n which he i s pursued throughout the earth by the vengeful harpies. 

This has close p a r a l l e l s w i t h the p u r s u i t of the soul by demons of the 

Bardo-realm i n the Bardo Thodol. I n f a c t one i s a psychological 

analogue of the other. I n t h i s poem Crow i s lame, "One legged, 

gutless and b r a i n l e s s " , l i k e Oedipus whose name means lame-footed i n 

Greek. 

The poem i s an i r o n i c comment on both the Bardo and the Oedipus 

s t o r y . I n the Book of the Dead to run away from the demon leads to an 

unwanted r e b i r t h , which i n Buddhist terms i s worse than death. The 

journeying soul i s meant to be chastened and taught by h i s f a i l u r e and 

achieve Nirvana i n the next Bardo s t a t e . I n 'Oedipus Crow' Crow i s 

both warned and corrected but remains unchanged. He i s unrepentant 

because he knows n e i t h e r s i n nor g u i l t . He cannot say w i t h Oedipus: 
... and you cannot pay you cannot p o s s i b l e pay 
not i n t h i s l i f e t i m e 
you need to be born again s u f f e r f o r everything 

a g a i n ' (Oedipus, p. 50) 

Crow r e j e c t s both the Bardo 1s o f f e r of nirvana and Oedipus's obsession 

w i t h r e b i r t h , and so h i s s u f f e r i n g remains meaningless. His c o n d i t i o n 

i s expressed i n P i l i n s z k y ' s 'Sin': 
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- And so ue atone, but our atonement 
cannot appease 
no s u f f e r i n g 
can redeem our h e l l s . 

This i s why i n 'The Contender 1 the p r o t a g o n i s t ' s s u f f e r i n g i s 

c a l l e d a "senseless t r i a l of s t r e n g t h . " He has n a i l e d himself w i t h 

n a i l s of nothing, hoping t h a t h i s s u f f e r i n g w i l l be redemptive, but he 

lacks any t r u e s p i r i t u a l context to make i t so. He i s l i k e Prometheus 

chained to f i t . Elbruz, self-chained by h i s r e f u s a l to di v u l g e h i s 

secret to Zeus h i s captor. Neither the Contender nor Prometheus are 

C h r i s t f i g u r e s since they are both seeking redemption f o r themselves, 

rather than f o r others. They are both t r y i n g Crow's way, change through 

s u f f e r i n g alone, not the way of C h r i s t (and i n one sense the shaman) 

whose death i s f a r more important than h i s s u f f e r i n g . I t i s death t h a t 

Crow, the Contender and Prometheus are each unable to confront,, 

(As i n C h r i s t i a n i t y s u f f e r i n g f o r the shaman i s only a means to an 

end, t h a t of r e c e i v i n g a new body and becoming a 'man of knowledge'. 

The shaman knows t h a t there i s no s a l v a t i o n by s u f f e r i n g alone, as does 

the C h r i s t i a n , but one looks f o r the answer i n s i d e himself and the 

other outside.) 

'The Contender' should be read together w i t h 'Crow on the Beach' 

and '^row and the Sea', the l a s t poem drawing together the themes of 

the f i r i t two. Crow i s shown as a creature of only two out of the four 

c l a s s i c a l elements, earth and a i r . The f i r e only chars him. The water 

makes him f e a r f u l and inadequate. He i s thus s y m b o l i c a l l y denied c e r t a i n 

i n i t i a t o r y p o s s i b i l i t i e s . Both C h r i s t i a n water-baptism and H e r a c l i t a n 

f i r e - b a p t i s m are denied him and he must f i n d h i s answers i n the 

heavens or i n the e a r t h . 

H e r a c l i t a n d o c t r i n e c l a r i f i e s t h i s symbolism,for H e r a c l i t u s 

taught t h a t through ' s t r i f e ' f i r e changes i n t o water, water i n t o e arth 
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and back a g i n . Crow i s e a r t h but does not want to be made one w i t h 

water again. Instead of transmuting him l i k e some alchemical metal 

• s t r i f e ' only tears him a p a r t : 

His utmost gaping of b r a i n i n h i s t i n y s k u l l 
Was j u s t enough to -wonder, about the sea, 

What could be h u r t i n g so much? (P. 40) 
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I n c o n t r a s t , i n a Planichean universe, f i r e and earth are 

p o l a r i t i e s , not p a r t of a H e r a c l i t a n c i r c l e . H e r a c l i t u s l i v e d i n a 

u n i f i e d world where Hades and Oionysus are one (see Gaudete -

epigraphs) w h i l e Manicheism i s d u a l i s t i c , p r e f i g u r i n g the Freudian 

separation of Hades and Dionysus and Thanatos and Eros. Crow i s a 

v i c t i m of t h i s dualism. Thus water i s not a u n i f y i n g agent, p a r t of a 

c i r c l e , but a d i v i d i n g agent. Crow i s shown i n the water poems as on 

the wrong side of the Red Sea and unable or u n w i l l i n g to take a step 

of f a i t h . 

I n the Crow poems water i s always l i n k e d w i t h e t e r n i t y and e t e r n a l 

l i f e . I n 'Crow and the Sea' the sea i s even equated w i t h a c r u c i f i e d 

saviour f i g u r e - "He turned h i s back and he marched away from the sea/ 

As a c r u c i f i e d man cannot move." ( p . 82) But t h i s c r u c i f i e d f i g u r e i s 

not the son of the Father i n Heaven, but the Contender, the stubbornly 

s t u p i d son of the demiurge. The Contender's passion i s played out 

among c l i f f s and gorges l i k e t h a t of Prometheus, not upon a h i l l l i k e 

t h a t of Jesus. The Contender i n f a c t c l o s e l y resembles Aeschylus's 

Prometheus, o b s t i n a t e and d e f i a n t , dominated by a k i n d of martyr 

complex. 

The f i n a l main Oedipal poem i s 'Song f o r a Phallus' which p o r t r a y s 

a "Daddy", reminiscent of Syl v i a Plath's murderous father/husband/God 

i n her poem 'Daddy', who has walled up h i s son i n the p r i s o n of h i s 

mother's womb. He i s i n league w i t h a god who i s j u s t a bigger v e r s i o n 
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of h i m s e l f . This poem develops two areas of the poet's personal 

mythology. One i s the image of the f a t h e r - d i v i n i t y imprisoning h i s son 

which i s found again i n Qrqhast and Prometheus on h i s Crag. The other 

repeats the s p l i t t i n g i n two of the mother which we have already 

encountered i n 'Crow's Account of St. George'. Oedipus' s p l i t t i n g of 

the Sphinx end h i s "Mammy l i k e a melon" w i l l also be found again as 

Krogon's murder of h i s f a m i l y i n the play Qrqhast. The poem p o r t r a y s 

the opposite t o the H e r a c l i t a n c i r c l e of l i f e . I t i s a c i r c l B o f murder 

i n which Oedipus f i n d s himself i n s i d e h i s eviscerated mother, doomed to 

repeat h i s unnatural a c t . She w i l l not stay dead and he w i l l only 

destroy himself once again by h i s m a t r i c i d e , as i n 'Revenge Fable'. 

The mother f i g u r e s are r e p r e s e n t a t i v e s of Mother Nature, completely 

e l e m e n t a l and m u l t i - f a c e t e d . I n 'Crow's Undersong 1 she i s mother, b r i d e , 

daughter and hag. She i s naked and sing i n g or made dumb by needless 

trappings of feathers and f u r . "She stays/Even a f t e r l i f e even among 

the bones" because she w i l l b r ing new l i f e out of the compost. But 

pa r a d o x i c a l l y she "cannot l a s t " since her dominating p r i n c i p l e i s t h a t 

of m u t a b i l i t y (Spencer met her i n the M u t a b i l i t i e Cantos of The F a i r i B 

Queens). She has been badly t r e a t e d and so appears to be a hag and 

Crow, l i k e Oedipus, does not t h e r e f o r e appreciate her as mother and 

w i f e ; she i s only the t a r g e t f o r h i s v i o l e n c e . 

Paternal abuse has not only a f f e c t e d the Great Mother who i s shown 

as w r i n k l e d w i t h c i t i e s , but c o r r u p t s the very idea of woman. This 

explains the vaginal obsession found i n 'Fragment of an Ancient Tablet' 

and i t s "gouts of blood and babies." The op p o s i t i o n of 'above' and 

'below' shows a s p l i t i n c r e a t i o n analogous to the s p l i t t i n g of Crow's 

mama and the s c i e n t i s t ' s c h i l d r e n i n 'Crow's Account of 5 t . George'. 

But t h i s image of f a i l u r e has i t s obverse. The 'Ancient Tablet' i s 

the Emerald Tablet or Smaragdine Tablet which summarized the d o c t r i n e s 
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of Hermes Trismegistus. I t was studied f o r purposes of i l l u m i n a t i o n 

by numerous mystery c u l t s and by the more recent Sufic masters. I t i s i n 

f a c t quoted i n f u l l by I d r i e s Shah whose book The Sufis was reviewed by 

Hughes i n 1964. The hidden message i s t h a t the symbols of horror are 

the means of redemption. 
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Thus the d u p l i c i t y of the l o v e r s i n 'Lovesong' which r e s u l t s i n 

a mutual possession has the nuclear b l a s t of 'Notes f o r a L i t t l e Play' 

as i t s a n t i d o t e . The explosion leaves only two s u r v i v o r s , a new Adam 

and Ewe. They are "Horrors - h a i r y and slobbery, glossy and raw", but 

they are also humanity's hope. These mutations are the new p r i m i t i v e s , 

naked l i k e t h e i r Mother. Their danse macabre becomes a sexual union: 
And t h i s i s the marriage of these simple creatures -
Celebrated here, i n the darkness of the sun, 

Without guest or God. (p. 86) 

They have been freed from the " v i r u s of God", the God of W i l l i a m Blake's 

'Earth's Answer': 
" S e l f i s h f a t h e r of meni 
"Cruel, j e a l o u s , s e l f i s h f e a r ! 
"Can d e l i g h t , 
"Chain'd i n n i g h t , 7 Q 

"The v i r g i n s of youth and morning bear? 

This God r e s t r i c t e d sexual a c t i v i t y to the n i g h t . A f t e r the "nuclear 

g l a r e " the p r i m a l parents can celebrate i n the "darkness of the sun." 

The jealous r e s t r i c t i o n s of Jehovah have been overthrown. Jealousy 

i s also a c e n t r a l c h a r a c t e r i s t i c of Hughes's demiurge, as i n 'Genesis of 

E v i l ' , an u n c o l l e c t e d Crow poem: 

When Adam relaxed 
And Heaven closed f o r the day 
Eve began again 
With what her l i t t l e snake, her f a m i l i a r , 
Had whispered while she s l e p t . 

Every day Adam could hardly w a i t 
For Heaven to close 
And the next i n s t a l l m e n t 
Of the snake's bloody l o v e - t h r i l l e r 
From Eve's l o v e l y l i p s . 
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When God heard about t h i s from Michael 
He came creeping c l o s e , i n the form of a mouse, 
And l i s t e n e d -
I t was there hidden i n the bush ^ g 

That He became b l i n d w i t h Jealousy. 

Hughes, l i k e Blake, sees the earth as being i n bondage to t h i s 

jealous Jehovah. As a r e s u l t n e i t h e r the Great Mother nor one's 

e a r t h l y love can be p r o p e r l y addressed: 

He wanted to sing about her 

He d i d n ' t want comparisons w i t h the earth or anything to do w i t h i t 

Oversold l i k e detergents 
He d i d not even want words 
Waving t h e i r long t a i l s i n p u b l i c 

With t h e i r p r o s t i t u t e ' s exclamations ('Crow Tries the Media', p. . 

The moment a sound comes from Crow's beak "her shape dimmed." Crow 

r i g h t l y d i s t r u s t s words because they are on God's side. They have 

nothing to do w i t h the si n g i n g Earth-Mother who "cannot manage words" 

('Crow's Undersong*), who must h e r s e l f be sung t o , wooed and adored. 

That i s why Crow sings f o r her not j u s t h i s undersong but 'Robin Song', 

'Owl's Song' and 'Crow's Elephant Totem 5ong'. 

These are songs of Experience, not of Innocence, but l i k e Blake's 

Songs of Experience these too have a prophetic hope of freedom. For 

Blake the chained Earth has h e r s e l f become an agent of oppression due to 
. . 80 her own bondage: 

Thou, Mother of my Mortal p a r t , 
With c r u e l t y d i d s t mould my Heart, 
And w i t h f a l s e s e l f - d e c e i v i n g tears 
Didst bind my N o s t r i l s , Eyes 4 Ears: 

Didst close my Tongue i n senseless c l a y , 
And me to Mortal L i f e betray. 
The Death of Jesus set me f r e e : 

Then what have I to do w i t h thee? ('To Tirzah') 

Hughes i s too suspicious to t u r n to Blake's Je3us or P i l i n s z k y ' s 

"comfortless" God. His hope derives i t s energy from more pagan sources. 

I n 'Fleeing from E t e r n i t y ' the man obtains earth's song af;ter 
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looking at the earth "through blood and pain." His i n i t i a t o r y s u f f e r ­

i ng i s l i k e t h a t of the couple i n 'Notes f o r a L i t t l e Play'. The two 

poems show d i f f e r e n t aspects of shamanic i n i t i a t i o n . "The song was 

worth i t " i s the esk^mo's op i n i o n . The mutant couple, beyond opinions, 

j u s t a c t , and a marriage i s celebrated. One poem centres on the a c t u a l 

s u f f e r i n g which goes w i t h r e v e l a t i o n . The other h i n t s at i t s e f f e c t . 

The nuclear g l a r e becomes a t w e n t i e t h century "magical heat" where "the 

excess of power" (as a r e s u l t of i n i t i a t i o n ) " i s experienced as a very 
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v i v i d warmth." Also the couple are "raw" l i k e the South American 

Indians whose sk i n i s scraped u n t i l the ' s p i r i t u a l ' s k i n i s reached. 

So what i s t h i s song which brings r e v e l a t i o n and gives us hope 

i n the r u i n s of a blasted c i v i l i z a t i o n ? Hughes would probably say 

t h a t i t i s completely i n d i v i d u a l , a r e v e l a t i o n t h a t i s h i n t e d at i n the 

poem 'Glimpse', tahich i s the nearest t h a t Crow gets t o a f u l l 

hierophany. I n eating God he was only " h a l f - i l l u m i n e d " . But now he 

has seen what Blake a r t i c u l a t e d as God s i t t i n g i n a t r e e . Crow's song 

to the leaves turns h i s gaze outside h i m s e l f , and the leaves become 

f o r him a m a n i f e s t a t i o n of the sacred. At l a s t he can worship - speak 

i n the second person ra t h e r than the t h i r d . 

This i s the culmination of a progressive growth i n Crow's con­

sciousness. Though i t i s dangerous to make the poems too l i n e a r i n 

development, one can see t h i s growth being a c t i v a t e d as a r e s u l t of 

Crow's c o n f r o n t a t i o n w i t h the sea i n 'Crow on the Beach'. Before t h i s 

poem there seems to be no h i n t of consciousness of s e l f i n Crow. His 

egotism i s so monumental t h a t he does not need to t h i n k i n terms of 

self-hood. He has the t o t a l s e l f - c o n f i d e n c e of the animal, completely 

unaffected by h i s e r r o r s . 

But a f t e r 'Crow on the Beach' we begin to encounter poems l i k e 

'Crow's Vanity', 'Crow's Nerve F a i l s ' and 'Crow Sickened'. 'Crow's 
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Vanity" i s h i s f i r s t attempt i n the volume to look at h i m s e l f . His 

v a n i t y , the desire "For a glimpse of the usual g r i n n i n g face" has 

opened him up to self-consciousness. This i s the t h i n end of the 

wedge, since v a n i t y i s a symptom of i n s e c u r i t y , and, as 'Crow's Nerve 

F a i l s ' p o i n t s out, i n s e c u r i t y i s founded upon a sense of g u i l t . 

The i n s e c u r i t y comes from a - v i s i o n of impermanence, of the hang­

in g gardens of Babylon, the "mistings of c i v i l i z a t i o n " which are 

dispersed by one brush of the arm. The tr a n s i e n c e of c u l t u r e reminds 

Crow o f h i s own f i n i t u d e . His b i r t h has committed him to e x i s t i n 

t e m p o r a l i t y . Now "His p r i s o n i s the e a r t h " ('Crow's Nerve F a i l s ' ) . 

Since he i s imprisoned by the earth ( c f . 'To T i r z a h ' ) , he reasons t h a t 

he must be g u i l t y of some unknown crime. Not knowing h i s crime he 

cannot ask f o r mercy, thus "He cannot be f o r g i v e n " , so "Trying to 

remember h i s crimes/Heavily he f l i e s . " ( p . 47) 

Thus a desire to know i s born a t the same time as Crow discovers 

g u i l t : 

I s he h i s own strength? 
What i s i t s signature? 
Or i s he a key, c o l d - f e e l i n g 

To the f i n g e r s of prayer? ('Crow Frowns', p. 50) 

Crow begins to ask questions, p a r t i c u l a r l y about where he derives h i s 

being from and why, the basic questions of sentience. Crow f e e l s l i k e 

a spare p a r t i n c r e a t i o n " w a i t i n g f o r something/To use him f o r some 

everything." Why was he brought f o r t h from nothing? Was God j u s t 

doing a few t r i c k s to e n t e r t a i n the angels as Crow suspects i n 

'Conjuring i n Heaven 1? 

The s t o r y of Crow's growth i s in t e r s p e r s e d by v i o l e n t p h y s i c a l 

encounters w i t h a r a p i d l y changing universe, which accelerate the 

journey i n t o a n x i e t y . Thoughts crush Crow, choke him or bewilder him 

as i n 'Magical Dangers'. I n 'Crow Goes Hunting' Crow t r i e s words 
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in s t e a d , but they cannot even cope w i t h a "bounding hare". I n 'Crow 

Improvises' s e l f - a n n i h i l a t i o n replaces the d e s t r u c t i o n of other creature 

And so the smile not even Leonardo 
Could have fathomed 
Flew o f f i n t o the a i r , the rubbish heap of laughter 
Screams, d i s c r e t i o n s , i n d i s c r e t i o n s etcetera ( p . 65) 

The f r a n t i c attempt to s t r i k e the spark t h a t w i l l "scour him to 

ashes" l i k e a Phoenix i s one response to Crow's growing r e a l i z a t i o n of 

h i s c o n d i t i o n . But the next poem, 1 *Crowcolour', reminds us t h a t , 

u n l i k e the many-coloured Phoenix, Crow i s "Blacker/Than any blindness." 

I n f a c t r a t h e r than being consumed he ends up as 'Crow Blacker than Ever 

a blackness l i n k e d to h i s egotism, "Crying: 'This i s my Creation',/ 

Flying the black f l a g of hims e l f . " ( p . 69) 'Crow's Song of H i m s e l f i s 

a s i m i l a r statement of s e l f - s u f f i c i e n c y , but t h i s i s deceptive. I n 

'Crow Sickened' "His i l l n e s s was something could not vomit him up", 

Crow experiences not only e x i s t e n t i a l a n x i e t y , but also e x i s t e n t i a l 

nausea. Another aspect of the i l l n e s s i s shown i n 'Crow's Playmates': 

Lonely Crow created the gods f o r playmates -
But the mountain god t o r e f r e e 

And Crow f e l l back from the w a l l - f a c e of mountains 
By which he was so much lessened. (p. 60) 

Crow i s seeking, i f not to be f r e e of h i s c o n d i t i o n , to a t l e a s t make 

i t p a l a t a b l e . But he i s l e f t " l o n e l i e r than ever", faced w i t h the 

unchanged f a c t t h a t "He was what h i s b r a i n could make nothing o f . " 

The act of c r e a t i n g seems p o i n t l e s s , not knowing who created him, nor 

why he was created. A l l Crow's a s p i r a t i o n s founder upon the rock of 

the m a t e r i a l universe, the realm of m u t a b i l i t y , death and decay. I n 

'Crow Sickened* Crow: 

Decided to get death, but whatever 
Walked i n t o h i s ambush 
Was always h i s own body. ( p . 74) 

Crow's own m a t e r i a l being i s always i n the way. He s t r i k e s h i s enemy, 
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f e a r , and "He f e l t the blow./Horrified, he f e l l . " Divided against him­

s e l f Crow i s always doomed to seek and newer f i n d , t o s u f f e r without 

discovering meaning. 

I n 'Truth K i l l s Everybody' Crow f i n d s Proteus, the god who always 

t e l l s the t r u t h , to P u t n ^ s question to him. I n t h i s poem Proteus i s 

i n f a c t Nereus, c a l l e d by Homer "The Old One of the Sea". Hercules 

sought Nereus i n order to discover the way to the Hesperides during 

h i s labours. Nereus challenged him to a w r e s t l i n g match, during which 

he took various shapes to shake Hercules' g r i p , but f i n a l l y submitted 

and t o l d the hero the way. Crow's experience i s s l i g h t l y d i f f e r e n t : 

And he held i t he held i t and held i t and 

BANG! 

He was blasted to nothing. (p. 83) 

Thoughrthe god always t e l l s the t r u t h , t r u t h k i l l s everybody. But 

instead of death leading to r e b i r t h , i n Crow's case death only leads to 

a r e - c r e a t i o n . 

But i n a l l t h i s Crow does not give way to the human f e e l i n g of 

despair, despite h i s other anthropomorphic a t t i t u d e s . Crow's energy 

"invokes the bigger energy, the elemental power c i r c u i t of the 
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Universe" which gives him the power to continue. Crow's problem i s 

t h a t he w i l l not accept the energy i n other t h i n g s . He doesn't know 

how t o dBal w i t h energy outside h i m s e l f , w i t h a constantly changing 

c r e a t i o n . His dilemma i s t h a t of modern man, s t r i p p e d of the s t r u c t u r e s 

of r e l i g i o n to channel the elemental energy. " I f you refuse the 
energy, you are l i v i n g a k i n d of death. I f you accept the energy, i t 
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destroys you" To be t r u l y reborn Crow must accept the energy, and 

through "the machinery of r e l i g i o n " keep i t under c o n t r o l . 

The a l t e r n a t i v e i s put forward i n 'A Bedtime Story': 
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Once upon a time there was a person 
Almost a person 

Somehow he could not q u i t e see 
Somehow he could not q u i t e hear 
He could not q u i t e t h i n k 
Somehow h i s body, f o r instance, 
Was i n t e r m i t t e n t (p. 71) 

This echoes God's word through the prophet I s a i a h t o I s r a e l "Hear and 

hear, but do not understand; see and see, but do not perceive." I s a i a h 

asfts how long t h i s w i l l continue. The reply i s : 

U n t i l c i t i e s l i e waste 
wi t h o u t i n h a b i t a n t s 

and houses w i t h o u t men, 
and the land i s u t t e r l y desolate. ( I s a i a h 6 w 11) 

I t i a no wonder t h a t i n 'A Bedtime Story' "As i f to welcome h i s 

glance/An earthquake shook a c i t y onto i t s people" ( p . 71) Hughes 

sees Western man as p a s s i v e l y " f r o z e n " i n f r o n t of the t e l e v i s i o n s e t , 

o b l i v i o u s t o the holocaust, " i n a t t i t u d e s of t o t a l disengagement, a s o r t 
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of anaesthetized unconcern." As a r e s u l t the t e l e v i s i o n set dreams 
f o r us and "We are dreaming a p e r p e t u a l massacre": 

And when the seamonster surfaced and stared a t the rowboat 
Somehow h i s eyes f a i l e d to c l i c k 
And when he saw the man's head c l e f t w i t h a hatchet 
Somehow s t a r i n g blank swallowed h i s e n t i r e face 
Just a t the c r u c i a l moment 
Then disgorged i t again whole 
As i f nothing had happened ( p . 72) 

We now r e a l i z e t h a t Crow's o b j e c t i v i t y i s t h a t of the camera; Crow i s 

showing us our dreams i n a c t i o n r e p l a y . "That smell of psychosis which 
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i s very easy to detect" i s now expressed i n poems rath e r than on the 

t e l e v i s i o n . Hughes's hope i s t o achieve a cure f o r the psychosis by 

b r i n g i n g i t i n t o the open. The images raised cannot be explained and 

then disposed o f , but they must not be surrendered to e i t h e r . " ' I give 

up', he s a i d . He gave up./Creation had f a i l e d again." (p. 72) 

I n c o n t r a s t t o the person i n 'A Bedtime Story', Crow i s the one 

who never gives up. I n 'Crow and Stone', h i s enemy stone " b a t t e r e d 
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i t s e l f featureless/While Crowgrew p e r f o r c e nimbler." (p„ 84) He i s 

p e r f e c t l y adapted to s u r v i v a l , a Darwinian (flraam. He w i l l i n h e r i t the ;• 

earth " h i s mere eyeblink/Holding the very globe iirt t e r r o t " , but i n doing 

so he has become a monster, and though he has never bean k i l l e d , Crow 

" i s only j u s t born", croaking " h e l p l e s s l y . " I t i s not enough not t o 

give up. B l i n d s u r v i v a l i s as b l i n d as despair. 

While Crow i s b l i n d to s p i r i t u a l t h ings h i s every act w i l l be a 

joke; dangerous, macabre and e f f e c t i v e , but s t i l l a j o k e . A f t e r the 

impressive l i t a n y o f Crow's Song of H i m s e l f , "Crow stropped h i s beak 

and s t a r t e d i n on the two t h i e v e s . " ( p . 73) I n 'A H o r r i b l e Religious 

Error' when Crow saw the serpent he "Grabbed t h i s creature by the 

s l a c k s k i n nape,/Beat the h e l l out of i t , and ate i t . " ( p . 45) He i s 

bound to the world of cartoon and the t e l e v i s i o n . 'A H o r r i b l e 

Religious E r r o r ' i s a k i n d of s c r i p t f o r a new m o r a l i t y play. Enter 

the serpent, s t a r i n g d e f i a n t l y a t the audience. God grimaces w i t h 

panic. Adam and Eve collapse i n te a r s whispering "'Your w i l l i s our 

peace'." The e f f e c t i s of a camera panning across the stage. Then 

of course the hero leaps to the rescue, except i t i s Crow, who peers 

s h o r t s i g h t e d l y and, motivated purely by i n s t i n c t , pecks a t the worm. 

The scenario i s now more l i k e the k i n d of m o r a l i t y play favoured by 

Ionesco and Ar r a b a l . 

'Apple Tragedy' and 'Crow Blacker than Ever' have the same atmos­

phere of f a r c e . God i s t r y i n g out h i s p a r t y t r i c k s again, t r y i n g to 

make himself popular, and invents c i d e r . This i s e f f e c t i v e w i t h Adam 

who says "Be my god'." But the serpent c u r l s up i n t o a questionmark 

u n t i l Eve, having drunk, c a l l s him over f o r a " w i l d time." The t a l e 

r a p i d l y becomes a sleazy domestic drama, p a r t of the "bloody love-

t h r i l l e r " i n 'GenBsis of E v i l ' which keeps Paradise e n t e r t a i n e d a f t e r 

"Heaven closed f o r the day." 
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Adam t r i e s to hang himself,, Eve c r i e s rape and stamps on the 

serpent's head, a new perspective on the B i b l i c a l ' b r u i s i n g of the 

serpent's head': 

Now whenever the snake appears she screeches 
'Here i t comes again] HelpJ HelpJ' 
Then Adam smashes a chair on i t s head, 
And God says: ' I am w e l l pleased' 

And everything goes to h e l l . ('Apple Tragedy' p. 78) 

•Crow Blacker than Ever' shows the consequences of t u r n i n g upon 

the serpent, the monster who i s r e a l l y our mother: 

When God, disgusted w i t h man, 
Turned towards Heaven. 
And man, disgusted w i t h God, 
Turned towards Eve, 
Things looked l i k e f a l l i n g a p a r t . 

But Crow Crow 
Crow mailed them together, 
N a i l i n g Heaven and earth together -

So man c r i e d , but w i t h God's voice. 
And God bled, but w i t h man's blood. 

Then heaven and earth creaked a t the j o i n t 
Which became gangrenous and stank -
A horror beyond redemption. 

The agony d i d not di m i n i s h . 

1*1 an could not be man nor God God. ( p . 69) 

I n t h i s poem God and man t u r n from each other, r e s u l t i n g i n the 

'absentee God' or Oeus Otiosus of p r i m i t i v e s o c i e t i e s . I n Shamanism 

Mircea Eliade describes the phenomenon: 

... Supreme Beings gr a d u a l l y lose t h e i r a c t i v e place i n the 
c u l t , g i v i n g way to r e l i g i o u s forms t h a t are more 'dynamic' 
and ' f a m i l i a r ' ... The magico-religious complex t h a t has come 
to be c a l l e d 'matriarchy' accentuates the tra n s f o r m a t i o n of a 
c e l e s t i a l god i n t o a deus o t i o s u s . The redu c t i o n or even the 
t o t a l loss i n r e l i g i o u s currency of uranian Supreme Beings i s 
sometimes i n d i c a t e d i n myths concerning a p r i m o r d i a l and 
p a r a d i s a l time when communications between heaven and earth 
were easy and accessible to everyone; as the r e s u l t of some 
happening ( e s p e c i a l l y a r i t u a l f a u l t ) , these communications 
were„broken o f f and the Supreme Beings withdrew t o the highest . 86 sky. 

The world of Crow c l o s e l y corresponds w i t h t h i s f o r m u l a t i o n . 'Crow's 
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Undersong' shows the new i n t e r e s t i n the more dynamic mother-figure. 

A r i t u a l f a u l t i s present i n 'Crow's F a l l ' and i s r e - t o l d i n a d i f f e r ­

ent form i n 'Crow Blacker than ewer 1. The poet's a d d i t i o n t o the 

p a t t e r n derives from Gnosticism; t h i s i s the presence of two l e v e l s of 

Supreme Being, only one of whom i s a c t u a l l y present i n the poems. 

The t r i i e Creator i s the demiurge's p r i s o n e r , as we have seen. 

Thus the r e a l Supreme Being i s f o r Hughes not one but two steps removed 

from His c r e a t i o n . He i s both absentee and p r i s o n e r , and i s only 

knowable through h i s w i f e , the Great Mother, the woman of 'Crow's Under­

song' and 'Fleeing from E t e r n i t y ' . 

The r o l e of the shaman i n such a d i s l o c a t e d universe i s to bridge 

the gap between heaven and ea r t h . As the r e s u l t of h i s m y s t i c a l death 

the shaman i s able to move f r e e l y between the two spheres, " t o r e l i v e 
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a s t a t e i n a c c e s s i b l e to the r e s t of mankind." The f a c t t h a t Crow i s 

seeking contact with the d i v i n e t h e r e f o r e makes him a prospective 

shaman. The problem i s , as always, h i s i n d e s t c u c t e b i l i t y which pre­

cludes any t r u e m y s t i c a l death. 

Because Crow seeks f a l s e l y t o p r a c t i c e as a t r u e shaman he only 

causes unnecessary pain. I n 'Crow Blacker than ever' one of h i s plans 

f o r r e c o n c i l i a t i o n i s the I n c a r n a t i o n of Jesus, regarded as an a r b i t ­

r a r y attempt a t " N a i l i n g Heaven and earth together." Hughes r e j e c t s 

the I n c a r n a t i o n because i t p o s t u l a t e s a God who i s near to mankind, but 

embraces the Cross, t o which he seems to believe t h a t a l l humanity i s 

born. 'Snake Hymn' i s Crow's statement of t h i s b e l i e f : 

The blood i n Eve's body 
That s l i d from her womb 
Knottad on the cross 

I t had no name. (p. 87) 

I n Crow i t i s the snake who i s "God's only son", as i n 'The 

Contender', not Oesus C h r i s t . The "empty husk" of the snake's shed 
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s k i n i s the equivalent of the empty tomb and i s the proof t h a t the snak 

has a new s k i n , a symbol of i n i t i a t i o n . Among the Yamana of T i e r r a d e l 

Fuego the purpose of r i t u a l rubbing of the face i s to remove the o l d 
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s k i n f o r a new one, v i s i b l e only to i n i t i a t e s . To Aborigine shamans 

i n A u s t r a l i a the touch of the snake's s k i n against one's own imparts 

knowledge. 

I n Crow the only way out of the c r u c i f i x i o n of the created con­

d i t i o n seems to be through an a l t e r e d s t a t e , an i n i t i a t i o n out of 

nothing and i n t o a concrete yet s p i r i t u a l r e a l i t y . I n a c h a r a c t e r i s t ­

i c a l l y subversive fashion Hughes has made the serpent the epitome of 

t h a t s p i r i t u a l r e a l i t y . I t i s not a new idea, i n f a c t , f o r the 

Christian-Gnostic sect the Naassenes revered the serpent of Genesis, 

who to them was the a l l e g e d d i v i n e seducer and impregnator of Eve, 

a b e l i e f t h a t i s d i r e c t l y reproduced i n 'Apple Tragedy'. For Hughes 
89 

the serpent represents a l l t h a t P u r i t a n C h r i s t i a n i t y has suppressed. 

For St. George to k i l l the dragon i s to him "a suppression or denying 

of what i n these s t o r i e s t h e r e f o r e becomes e v i l , becomes demonic or 

satanic" and r e s u l t s i n the establishment of an " a r t i f i c i a l , s l i g h t l y 

u nreal" moral i d e a l . 

Crow has been misunderstood as a b l a s t of n i h i l i s m , but i t i s i n 

r e a l i t y a c o r r e c t i v e extreme. Hughes, a f t e r complaining about the 

f a b l e of St. George to questioners a t a symposium on c h i l d r e n ' s l i t e r ­

a t u r e , went on to say what he f a i t was the r o l e of poetry - " t o r e a l i g n 

our extreme, exclusive a t t i t u d e w i t h our n a t u r a l environment and our 
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n a t u r a l b i o l o g i c a l supply of l i f e . " Whereas sequences l i k e 'Ploortown 

and Remains of Elmet deal w i t h the environment, Crow, l i k e Gaudate, 

deals w i t h the "supply of l i f e . " 

Shamans invoke the l i f e - e n e r g y by the means of e c s t a t i c experience 

expressed by dancing, and more i m p o r t a n t l y , song. Through the 
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sequence Crow sings a number of such songs. But h i s songs only show 

one of the two c h a r a c t e r i s t i c s of shaman song. Hughes's "supply of 

l i f e " i s hindered i n the poems by the f a c t t h a t h i s hero cannot ' si>ng 

i n t o l i f e ' and can only experience shaman songs i n t h e i r other r o l e as 
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"comrades i n l o n e l i n e s s . " 

Sometimes, though, Crow sings about what he himself cannot 

experience. This i s the case i n 'Crow's Elephant Totem Song'. The 

t i t l e r e f e r s t o the p r i m i t i v e idea of m y t h i c a l animal ancestors. Crow 

i n t h i s song has taken the elephant as h i s totem, and thus i t i s both 

him and h i s p r i m o r d i a l ancestor. 
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Totem songs and shaman songs are usually separate, but ttais i s 

a totem song about Crow's ancestor's shamanic powers. The hyenas do 

the elephant a favour by t h e i r disassembling of h i s body since "At the 

Resurrection/The Elephant got himself together w i t h c o r r e c t i o n . " ( p . 58) 

He becomes "a walking s i x t h 9ense" and goes upon h i s way, while the 

hyenas are condemned to f r u s t r a t e d running - "opposite and p a r a l l e l . " 

The Blephant's song i s deep i n the f o r e s t ' s verdure, the hyenas* 

" p u t r e f y i n g laughter" i s confined to the desert. The elephant sings 

about Paradise, the hyenas about c o r r u p t i o n . 

Through h i s song Crow seeks to i d e n t i f y w i t h h i s claimed ancestor. 

He p a t h e t i c a l l y claims t h a t : 

Then i t was d e l i c a t e and small 
I t was not f r e a k i s h a t a l l 

Or melancholy (p. 57) 

This would seem to be an oblique reference to h i s own freakishness and 

growing anxiety. I n f a c t he i s r e a l l y trapped i n the same desert as 

the hyenas. He i s the King of Carrion, r u l i n g an empty kingdom, or i n 
'Dawn's Rose', " t a l k i n g to stony s k y l i n e s " : 

Desolate i s the crow's puckered cry 
As an o l d woman's mouth 
When the eyelids have f i n i s h e d 
And the h i l l s continue. (p. 59) 
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The beauty of 'Dawn's Rose1 and 'Crow's Elephant Totem Song' only 

serves to h i g h l i g h t h i s i s o l a t i o n and h i s i n a b i l i t y to sing p r o p e r l y . 

Crow's songs t r u l y become comrades i n l o n e l i n e s s and they are also 

about h i s other comrades, the Robin and the Owl. The r o b i n seems to be 

a f a m i l i a r of the imprisoned Deus Otiosus. Both are hunted kings. 

Both have been l o s t . Both can say: 

I am the maker 
Of the world 

That r o l l s to crush 

And s i l e n c e my knowledge. ('Robin Song' p. 52) 

The robin's mastery through gnosis cannot be maintained because h i s 

f a t h e r the wind "can't recognize me though J_ cry." Neither can Crow 

recognize the tru e nature of h i s companion. 

I n 'Owl's Song' Crow encounters a f a l s e companion, l i k e the Green 

Mother i n Cave Birds. His song embraces the m a t e r i a l i s t i c philosophy 

of the supplanting demiurge and the Western s c i e n t i s t , h i s a c o l y t e : 

He sang 
How the swan blanched forever 
How the wolf threw away i t s t e l l t a l e heart 

And the s t a r s dropped t h e i r pretence (p. 55) 

His a s s e r t i o n t h a t "everything had nothing more to lose" i s brought to 

stunned s i l e n c e when faced w i t h the majesty of the Heavens, the t i g e r 

which i s the created Universe. 

'Robin Song' and 'Owl's Song' are d i s t i n c t i v e i n the uncharacter­

i s t i c t h i n k i n g i n t o the l i v e s of a creature other than Crow himself. 

'Crow's Undersong' and ' L i t t l e b l o o d ' are d i s t i n c t i v e i n t h a t Crow's 

hard-won preparedness to look outside himself r e s u l t s i n acts of invoc­

a t i o n . Crow has discovered both a d e i t y worth worshipping and a 

f a m i l i a r s p i r i t which he can r e l a t e t o . L i t t l e b l o o d i s a t r u e shaman's 

helper. He i s both drummer and dancer, the one who can show Crow the 

way to the i n i t i a t o r y experience t h a t has so f a r eluded him, although 

t a n t a l i z e d by the threshold experience of the poem 'A Glimpse': 
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0 l i t t l e b l o o d , drumming i n a cow's s k u l l 
Dancing w i t h a gnat's f e e t 
With an elephant's nose w i t h a crocodile's t a i l . 

Grown so wise grown so t e r r i b l e 
Sucking death's mouldy t i t s . 

S i t - on my f i n g e r , sing i n my ear, 0 l i t t l B b l o o d . ( ' L i t t l e b l o o d ' , p. 

Hawing subverted r a t h e r than r e j e c t e d more s o p h i s t i c a t e d i n i t i a t ­

ory systems such as Buddhism and Gnosticism, Hughes has chosen shaman­

ism as h i s major model f o r the i n i t a t o r y experience i n the Crow poems. 

The poems we must f i n a l l y consider are the c l e a r e s t statement of t h i s 

d e c i s i o n . 'Fleeing from E t e r n i t y ' , one of 'Two Eskimo Songs' shows the 

basis f o r such a d e c i s i o n . Under the pressure of g e o l o g i c a l time and 

of the r e a l i z a t i o n of the dominance of death, the eskimo seeks to 

harness the powers which seem to be h i s enemies. Rather than St. 

George's d e s t r u c t i o n of what he fears there i s the desire f o r an 

accomodation w i t h these fo r c e s . 

What the eskimo does next i s the beginning of shamanism - "He got 

a sharp rock he gashed holes i n h i s face/Through the blood and pain he 

looked at the ear t h . " Blood and pain become twin lenses of the 

spectacles through which he now regards the e a r t h . Now he can SBB "a 

woman singing out of her b e l l y " , a woman tha t he has never seen before. 

The song she gives him i s also composed of blood and p a i n , but i t i s 

the song of l i f e , the second k i n d of song th a t a shaman sings, the kind 

t h a t has been denied to Crow. 

This song and i t s companion are l i k e repeated lessons from Crow's 

new-found s p i r i t helper. He has ceased from play and the f a l s e teaching 

of the demiurge found i n 'Crow's F i r s t Lesson'. 'How Water Began to 

Play' i s a d i f f e r e n t perspective on the same truth,, From wanting to 

l i v e water goes to the stage of wanting to d i e . These are the paths of 

materialism and of e x i s t e n t i a l despair. Water also searches, l i k e the 



100 

Buddhist, f o r "nothingness", not knowing t h a t the very act of searching 

denies the goal. Only when water has ceased to s t r i v e does true 

c l a r i t y become pos s i b l e . This i s not the s t i l l n e s s of Zen m e d i t a t i o n , 

but the rest of one who has s u f f e r e d , the r e s u l t of involvement rather 

than detachment. 'How Water Began to Play' p a r a l l e l s 'King of Carrion* 

where Crow discovers t h a t he has reached a dead end, r u l e r of an empty 

kingdom. I t i s i n t o t h i s enforced i n a c t i v i t y t h a t the eakimo's answer 

comes. 

I f the shamanic element i s as strong as suggested then the most 

important doorway f o r Crow's chances of i n i t i a t i o n i s to be found i n 

the " s k u l l s " and "the s c a f f o l d of bones" t h a t surround him. The exper­

ience of Crow clo s e l y p a r a l l e l s t h a t of the shaman: 

Even before s e t t i n g out to acquire one or more helping 
s p i r i t s , which are l i k e new 'mystical organs' f o r any 
shaman, the Eskimo neophyte must undergo a great i n i t i a t o r y ^ 
ordeal ... gaining the a b i l i t y to see himself as a_ skeleton. 

The Eskimo shaman had bones to a i d h i s contemplation, so too does Crow, 

a contemplation t h a t i s not strange to the poet whose own m e d i t a t i o n on 

a bone has r e s u l t e d i n the Lupercal poem 'Relic ' . 

The presence of the o v e r t l y shamanic poems at the end of the Crow 

sequence remind us t h a t the s u f f e r i n g t h a t has gone before was not 

t r u l y i n i t i a t o r y , not even an i n i t i a t i o n i n t o humanity. I n the l a s t 

poem of the book Crow gains h i s helping s p i r i t ; now the way i s open f o r 

the t r u e "great i n i t i a t o r y o r d e a l . " Crow i s s t i l l comtemplating bones, 

not yet h i s own skeleton. Crow ends w i t h i t s hero being made a 

shaman's apprentice, but w i t h no guarantee t h a t he w i l l complete h i s 

t r a i n i n g . The threshold c a l l has come to him and he has responded. 

Uie must await u n t i l Cave Birds to see a p r o t a g o n i s t gain the a b i l i t y to 

see h i s own skeleton. I n ' F i r s t , the d o u b t f u l charts of s k i n ' the hero 

comes to "loose bones/On a heathery moor", the equivalent of 'King of 
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Carrion', but i n the next poem, 'The k n i g h t ' , he himself decomposes 

i n t o a p i l e of bones - "While hour by hour the sun/strengthens i t s 

r e v e l a t i o n . " 

No such r e v e l a t i o n i s present i n Crow, only u n s a t i s f a c t o r y 

glimpses. The s i t u a t i o n a t the end of the sequence i s s t i l l c loser to 

the desert than the f o r e s t . ^ Crow does not yet sing w i t h the voice 

of h i s elephant ancestor "About a s t a r of deathless and painless 

peace." (p. 58) L i t t l e b l o o d must sing such songs to him by means of 

i n s t r u c t i o n . The long apprenticeship has j u s t begun. 
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Once upon a time 
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CHAPTER 3 

PROMETHEUS ON HIS CRAG 

By 1969 the Crow p r o j e c t had l o s t i t s momentum. Hughes abandoned 

i t , salvaging the best poems f o r the volume e n t i t l e d Crow. But the 

poet had not l o s t the concerns t h a t had engendered Crow and h i s myth-

making capacity was s t i l l i n f u l l f l o o d . This capacity was turned 

towards a p r o j e c t c a l l e d Orqhast which Peter Brook had i n v i t e d Hughes 

fco j o i n , not only to w r i t e the play but to w r i t e the language, Orghast, 

a f t e r which the play was named. Orqhast was performed only a t the 

Shiraz f e s t i v a l i n I r a n , f o r which i t had been commissioned, and i t s 

t e x t i s not r e a d i l y a v a i l a b l e . What d i d eventually a r i s e from the 

adventure i n language was a poem sequence c a l l e d Prometheus on h i s 

Crag, f i r s t published by Rainbow Press i n a l i m i t e d e d i t i o n during 

November 1973. W r i t t e n i n 1971, published i n 1973, Prometheus on h i s 

Crag d i d not become r e a d i l y a v a i l a b l e u n t i l 1979, when the sequence 

was included i n a revised version i n the Faber Moortown c o l l e c t i o n . 

The poems rB l y on the same source m a t e r i a l as the play - Wanicheism, 

Zoroastrianism, the Prometheus Bound of Aeschylus and Calderon de l a 

Barca's L i f e i s a Dream. Hughes had hoped t h a t h i s experiments w i t h 

Qrghast would feed h i s use of English, Prometheus on h i s Crag was the 

f i r s t t e s t of whether i t had done so. 

I t would be easy to consider t h i s sequence to be a mere mental 

residue from the Shiraz f e s t i v a l p r o d u c t i o n , but we must rather recog­

nize t h a t the poems continue the s i n g l e myth t h a t pervades Hughes's 

poetry. They do not repeat the d i s c o v e r i e s and perceptions, nor even 

the s t y l e of Crow. but seek to approach the same human dilemmas from a 
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d i f f e r e n t angle. To understand the new development of o l d themes we 

should f i r s t t u r n to the play which was the p r o g e n i t o r , though not the 

u l t i m a t e ancestor of Prometheus on h i s Crag. 

Orqhast must be approached as a dual e n t i t y . On the one hand 

there i s the n a r r a t i v e encapsulated i n the a c t u a l performance a t Shiraz. 

On the other i s the myth which served as the foundation f o r the 

expressed events. Together these two aspects form what Peter Brook 

h a i l e d as "the most l a b y r i n t h i n e work since Ulysses." 1 

F i r s t i t would be wise to consider the a c t u a l play since i t i s 

t h i s t h a t formed the immediate quarry of ideas f o r Prometheus on h i s 

Crag i n the same way t h a t the long Crow myth was the quarry f o r the 

Crow volume. The content of Orqhast i s not f u l l y a v a i l a b l e , remaining 

i n Hughes's hands as an unpublished manuscript, but Orqhast at 

Persepolis by A.C.H. Smith has c o l l e c t e d and c o l l a t e d Hughes's notes 

f o r the play. The p l o t of the play i s summarized thus: 

Part I 
i s the s t o r y of the crime against m a t e r i a l nature, the Creatress, 
source of l i f e and l i g h t , by the V i o l a t o r , the mental t y r a n t 
H o l d f ast, and her revenge. The f i r s t plan of her revenge i s on 
the animal l e v e l , and i t f a i l s , because on the animal l e v e l the 
s i t u a t i o n i s u n a l t e r a b l e , or r a t h e r i n e v i t a b l y reproduces i t s e l f ; 
the second plan i s on the t r u l y human l e v e l , and i t succeeds, 
transcending the c o n f l i c t by c r e a t i n g a being which, l i k e 
Prometheus ( t h i s i s the story of how he s u r v i v e s ) , includes the 
elemental opposites, and i n whom the c o l l i s i o n and pain become 
i l l u m i n a t i o n , because i t i s the t r u e account. 

Part I I 
i s the s t o r y of the t y r a n t , H o l d f a s t , i n the Underworld, the 
decomposition of the f a l l e n ego among the voices of i t s crimes, 
oversights and v i c t i m s . Hercules, h i s son, descends to r a i s e 
him up, back i n t o the world, but death gives i n s t e a d the v u l t u r e 
(the mystery of Prometheus's p h y s i c a l / s p i r i t u a l dilemma), t r a n s ­
formed i n t o a woman. 

This summary c l e a r l y shows the play's roots i n I r a n i a n gnostic 

r e l i g i o n s , most cl o s e l y p a r a l l e l i n g the main myth of flanicheism. 

According to Nani there was a Supreme Being, corresponding to the d e i t y 
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Zervan, worshipped bp both Zervanites and Z o r o r a s t r i a n s , e v e n t u a l l y 

revered by Plithraism. Beneath him were two other d i v i n e beings, 

Ohrmazd and Ahriman, the former who embraced good, the l a t t e r a v i l o A 

f o u r t h i n g r e d i e n t was L i g h t which was considered to be "absolute and 

c o e x i s t e n t " w i t h God. Ahriman i n h a b i t e d the underworld, and looking 

up one day he saw L i g h t , and coveting i t he rose up against God/Zervan. 

God, being a pure s p i r i t , was unsuited to such s t r i f e and c a l l e d the 

•Mother of L i f e ' to h i s a i d . She subsequently c a l l e d the Primal Man, 
4 

who turns out to be Ohrmazd. Drqhast i s thus p a r t of the unrecorded 

s t r u g g l e between God's agents and Ahriman who i s c a l l e d Holdfast i n the 

play. 

I n the myth behind Orghast Hughes both develops and d r a s t i c a l l y 

r e i n t e r p r e t s a Flanichean version of the cosmos. The r e i n t e r p r e t a t i o n 

hinges upon the poet's treatment of the key d o c t r i n e of matter. The 

Planicheans considered matter to be e v i l and the opposite of the Supreme 

Being who was completely s p i r i t . The body was i r r e l e v a n t t o t h i s brand 

of Gnosticism which concentrated on the s a l v a t i o n of the s o u l . This i s 

anathema to Hughes who suggests through the Orghast myth t h a t the 

problem i s not w i t h matter and the m a t e r i a l world, but w i t h the t y r a n t 

f i g u r e of Ahriman/Holdfast who i s c a l l e d Krogon i n the myth and i s 

Prometheus' enemy, Zeus. 

Krogon i s the c o r r u p t e r of the n a t u r a l order which he accomplishes 

by supplanting the t r u e God and raping the Mother f i g u r e , who i s 

c a l l e d Ploa i n Hughes's myth. He also imprisons the son of God who 

corresponds to the I r a n i a n Ohrmazd, but who i s simply c a l l e d 'Sun' i n 

Hughes's ver s i o n of the myth. Thus s p i r i t u a l emptiness and the degener­

a t i o n of the n a t u r a l world are seen not as the f a u l t of matter but of 

male oppression of the female. 

Like Planicheism Hughes's myth has a hierarchy of d e i t i e s . There 
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i s an absent Supreme Being. Beneath him i s Sun and h i s w i f e Floa, one 

being ' s p i r i t f i r e ' , the other m a t e r i a l f i r e . Krogon i s t h e i r son i n 

time. Krogon i s the epitome of the key f i g u r e of c l a s s i c a l myth. 

Edmund Leach has summarized a l l these myths i n one sentence. " I f 

society i s to go on, daughters must be d i s l o y a l to t h e i r parents and 

sons must destroy (replace) t h e i r f a t h e r s . " ^ Krogon not only f o l l o w s 

t h i s p a t t e r n , but also echoes p a r t of i t . He d i r e c t l y corresponds to 

Zeus who supplanted Kronos h i s own f a t h e r , thus ending the r u l e of the 

Tit a n s . (Prometheus, being a T i t a n , i s thus a h e r e d i t a r y enemy of 

Zeus.) 

Supplanting can be p a t r i c i d e , the n a t u r a l order undermined f o r 

gain. Krogon d i s l o c a t e s the n a t u r a l order i n t h i s way. Hughes's 

p o i n t i s t h a t i t i s not the n a t u r a l world t h a t i s a t f a u l t . Rather, 

e v i l i s the r e s u l t of a d i s l o c a t i o n d e r i v i n g from wrong personal 

a t t i t u d e s . Like Blake's God Krogon i s grasping and j e a l o u s . 

Hughes i s never comforted by p a t r i a r c h s , but puts h i s whole hope 

f o r the f u t u r e i n Mother Earth: 

Krogon does not reproduce i n himself the harmony of Moa 
and Sun. He cannot i n h e r i t the b l i s s of L i g h t , or grow up i n t o 
the order and n a t u r a l a u t h o r i t y of the Sun, or accept the teem­
in g energies of Moa. Why not? = he wants to hang on t o them as 
i f time d i d not e x i s t . 

So he imprisons h i s f a t h e r Sun. Now a l l t h a t the world 
can see of the n a t u r a l order and a u t h o r i t y of the Sun i s the 
shadow of Krogon - the f a l s e order and a u t h o r i t y which Krogon 
has invented to perpetuate h i s own power. 6 

I t i s h i s i n f l u e n c e t h a t has made Nature the hag of Crow. Hughes 

has said t h a t "the i n t e r i o r mythology of the play i s of a piece w i t h 
7 

p a r t s of my e a r l i e r w t i t i n g . " The importance of Orqhast i s t h a t i t s 

schema a r t i c u l a t e s Hughes's s p i r i t u a l concerns i n a h i g h l y s p e c i f i c , 

though complex, manner„ As we s h a l l see the myths of Crow and Orghast 

can not j u s t be found i n e a r l y w r i t i n g s but i n a more developed and 
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d i r e c t i o n - f i l l e d form i n the l a t e r works. I n t h i s context i t i s note­

worthy t h a t Hughes has suggested t h a t any poet's work i a p a r t of a 

s i n g l e whole, of "one system and the same." His essay on Shakespeare 

shows a s i m i l a r c o n v i c t i o n . 

The mother f i g u r e t h a t HughBS f e e l s Puritanism suppressed i n her 

guise as the V i r g i n Mary i s shown as a v i c t i m of i s o l a t i o n and degener­

a t i o n i n Orqhast: 

Ploa, separated from the s p i r i t u a l i z i n g love of thB Sun, sinks 
more and more deeply i n t o the cha o t i c and randomly productive 
f i r e s of matter. Less and less of a d i v i n i t y under Krogon's 
persecution, and more and more of a revengeful demon, s u f f e r ­
ing h i s rapes only i n order to bear somehow a son who w i l l 
destroy him. 9 

doa's degeneration i s hastened by Krogon's r u t h l e s s murder of her c h i l d ­

ren, which i s both a mirror of the c l a s s i c a l myth of Zeus' c o n f l i c t w i t h 

the Titans and of a s i m i l a r Japanese myth, the myth t h a t 'Crow's Account 

of St. George' recounts anew. Moa's response i n her r e a r i n g of a new 

supplanter reproduces the substance of the Norse Volsunqa Saga i n which 

the ravished Signy rears her son S i n f j o t l i t o k i l l h i s f a t h e r Siggeir. 

I n the saga p a t r i c i d e i s S i n f j o t l i ' s i n i t i a t i o n i n t o manhood, but i n 

Hughes's myth the son of Krogon j u s t replaces h i s f a t h e r as a second 

despot. These events repeat themselves time and again. "And each 

succeeding Krogon i s even more mechanically and s o p h i s t i c a t e d l y 

suppressive than h i s f a t h e r , as i f the s i n g l e ghost went strengthening 

from generation to g e n e r a t i o n . " 1 ^ 

I t i s not our purpose here to consider the whole Orghast myth nor 

to seek to understand i t thoroughly, since the emphasis must remain on 

the poetry. What i n f a c t both the p l o t of Orqhast and t h a t of the 

Orghast myth show us, i s an impossible s i t u a t i o n which i s resolved by 

the m i n i s t r a t i o n s of a Redeemer f i g u r e . I n the play the redeemer r o l e 

i s s p l i t between Hercules, the rescuer, and Prometheus, the s u f f e r e r . 
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I n the myth there are three f i g u r e s . Pramanath corresponds to 

Prometheus and does h i s work on the e t e r n a l l e v e l . Sogis works on a 

wholly s p i r i t u a l l e v e l . Agoluz corresponds to Hercules, a man so 

t o t a l l y dominated by matter t h a t he does not see the redemptive l i g h t 

i n him. His task i s to b r i n g m a t e r i a l redemption. 

I n the Orghast myth Sogis alone i s successful i n h i s task, h i s 

success symbolized by h i s marriage to Ussa, Floa's r e p r e s e n t a t i v e , a 

marriage t h a t i s echoed i n the r e s o l u t i o n to Cave Birds. As we s h a l l 

see i n our a p p r e c i a t i o n of the i n i t i a t o r y p a t t e r n s i n t h a t work, the 

d i s t i n c t i v e f e e t u r e i s t h a t i t only a f f e c t s a purely s p i r i t u a l realm. 

Sogis i s able to resolve i n s p i r i t what Agoluz can never resolve i n 

f l e s h , and what Pramanath can never resolve i n e t e r n i t y . While Cave 

Birds celebrates the purely s p i r i t u a l v i c t o r y and marriage Prometheus on 

h i s Crag examines the dilemma of i t s hero t h a t f a i l s to bring an 

i n i t i a t o r y r e s o l u t i o n i n matter or i n e t e r n i t y . The Prometheus poems 

concentrate more on the e t e r n a l p e r s p e c t i v e , since i n the f i g u r e of 

Crow we have already met the Hercules f i g u r e and h i s i n e x t r i c a b l e 

involvement w i t h matter. 

The s i n g l e f i g u r e of Prometheus un i t e s the myth, the play and the 

poems. Only he i s e t e r n a l i n l i f e s p a n , s p i r i t u a l i n nature and m a t e r i a l 

i n h i s a b i l i t y to f e e l p a i n . I t i s t h i s t h r e e f o l d , c o n t r a d i c t o r y , 

character whom we meet i n the Prometheus on h i s Crag poems. Hughes 

t r e a t s Prometheus as an archetypal f i g u r e , much along the l i n e s of 
11 

Dung and Kerenyi, r a t h e r than as "Indo-European f o l k - h e r o " i n a f a l s e 
myth ("an a n t i - f e m i n i s t f a b l e " probably invented by Hesiod as Robert 

12 

Graves has suggested i n h i s The Greek Myths. ) 

Prometheus appeals to Hughes as an archetypal hero f o r three main 

reasons. F i r s t l y he spans East and West. His a l t e r n a t i v e name, 

'Pramanath', i n the Qrghast myth, reminds us of t h i s . The Bhaqavata 
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Purana speaks of two br o t h e r s , Pramanthu and Manthu, and the Sanskrit 

word "pramantha" r e f e r s to the f i r e d r i l l which Prometheus i s supposed 

to have invented. Thus he i s not a p u r e l y Mediterranean f i g u r e . 

Secondly he has many of the c h a r a c t e r i s t i c s of the Manichean Primal 

Man. This redeemed Redeemer, l i k e Prometheus, s u f f e r e d a defeat a t the 

hands of a seemingly superior e v i l god. He i s s t r i p p e d of h i s f i v e 

weapons of l i g h t and l i e s stunned i n the abyss of matter, f e t t e r e d and 

surrounded by beasts ready to devour him. Prometheus i s f e t t e r e d t o 

Mount Elbruz i n the Caucasus and a v u l t u r e comes to dine upon h i s l i v e r , 

which i s renewed d a i l y f o r t h i s purpose. Both Prometheus and the 

Primal Man are i d e a l f i g u r e s , as Shelley understood i n h i s Prometheus 

Unbound. Shelley took Prometheus to be "the type of the highest p e r f e c t ­

i o n , of moral and i n t e l l e c t u a l nature, impelled by the purest and t r u e s t 
13 

motives to the best and noblest ends." For Hughes the i d e a l i s not 

t h a t of human moral p e r f e c t i o n , but of human s u f f e r i n g w i t h i n i t i a t o r y 

p o t e n t i a l . Prometheus f o r the poet i s the type of the hierophant, the 

i n i t i a n d , the prospective man of knowledge. 

The t h i r d a t t r a c t i o n of the Prometheus s t o r y derives from the 

second. Prometheus' pain i s t h a t of the p r i s o n e r , a perception of the 

human c o n d i t i o n common to both the Manichean and the E x i s t e n t i a l i s t . 

Peter Brook had already t r e a t e d the p l i g h t of the p r i s o n e r . I n 

between the two c o l l a b o r a t i o n s w i t h Hughes, Oedipus and Drqhast at 

Persepolis. the company had explored and performed three works wfeich 

d e a l t w i t h the t a l e of "a young man suddenly confronted w i t h the ambig-
14 

u i t y of freedom and imprisonment." The three plays were Shakespeare's 

The Tempest, Peter Handke's Kaspar and Calderon de l a Barca's L i f e i s a 

Dream, the l a s t of which i s p a r t i c u l a r l y r e l e v a n t to Prometheus on h i s 

Crag. 

L i f e i s a Dream i s the s t o r y of a young man c a l l e d Segismundo who 
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i s imprisoned by h i s f a t h e r the King because of prophetic warnings of 

h i s f u t u r e depradations: 

Plany times h i s mother 
I n a r e c u r r e n t nightmare 
Saw a human monster 
That r e n t her body open 
And came bloodstained i n t o the world ^ 
Like a wiper - h i s mother's murderer. /,.,,. 

( L i f e i s a Dream, p. 20) 

As a r e s u l t Segismundo spends a l l of h i s e a r l y l i f e i n a s p e c i a l l y -

b u i l t tower, remote from s o c i e t y , seen only by one keeper, Clotaldo. 

Segismundo i s suddenly r a i s e d to kingship to see i f he w i l l r e s i s t Fate 

and act morally, but i s too preoccupied by h i s sense of i n j u s t i c e to 

r u l e j u s t l y . He i s sent back i n t o p r i s o n , and convinced t h a t he dreamed. 

Released by r e b e l l i n g s o l d i e r s he vanquishes h i s f a t h e r , but i s so 

chastened by h i s experience t h a t he acts honourably. For Segismundo a l l 

l i f e i s an i l l u s i o n which shows a l l ambitions and posturings as nothing. 

The key f a c t o r i n L i f e i s a Dream i s the s i m i l a r i t y to the themes 

of Aeschylus's Prometheus Bound together w i t h which i t provides a ki n d 

of gloss t o Hughes's poems. I n each work there i s an imprisoned Son i n 

p r o t e s t against a Father/God. Both challenge the r u l e r ' s a u t h o r i t y , 

Segismundo by i n s u r r e c t i o n , Prometheus by h i s prophecy t h a t Zeus w i l l 

be deposed. Both r a i l a t the vagaries of Fate and are counselled to 

h u m i l i t y , Prometheus by Oceanus, Segismundo by Clotaldo; "be g e n t l e , be 

humble, f o r i t may be t h a t you are dreaming." ( L i f e i s a Dreary p. 47) 

Prometheus' response to t h i s i s b l u s t e r and a k i n d of martyr complex 

which Oceanus po i n t s out, "You w i l l not be made humble, w i l l not y i e l d to 

pain;/You mean to add new s u f f e r i n g s to those you have." (Prometheus 

Bound, p. 30) . Segismundo says, "But now I know myselfJ I am 

nature's monster,/Part man, p a r t beast," ( L i f e i s a Dream, p. 48) I n 

other words he i s a Uodwo. I t i s also s i g n i f i c a n t t h a t Segismundo 

succeeds i n deposing the f a t h e r - f i g u r e , w h i l e bhis i s only p o t e n t i a l i n 
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the Prometheus myth, C e r t a i n l y n e i t h e r Prometheus, nor Hercules h i s 

a l l y , achieve such a r e v o l u t i o n . 

I n both plays the c e n t r a l question being asked i s whether the con­

t r o l l i n g f o r c e , Fate i n Calderon, Zeus i n Aeschylus, can be overthrown. 

This i s c l o s e l y l i n k e d to the problem of f r e e w i l l . Segismundo does 

achieve moral choice, w h i l e a l l t h a t Aeschylus i s prepared to say i s t h a t 

no-one i s f r e e but Zeus. Prometheus can disobey Zeus and b r i n g f i r e 

t o man, but he must s u f f e r g r e a t l y f o r i t , chained to Mount Elbruz w i t h 

an i r o n wedge i n h i s side awaiting the v u l t u r e . Meanwhile Zeus extends 

the punishment to man by g i v i n g Pandora to Prometheus's brother, 

Epimetheus, knowing she w i l l open the box of plagues (although Prometheus 

has also put hope i n s i d e ) . Pandora i s the f i r s t woman.} 'bringer of 

both beauty and e v i l , 

Calderon's version of the s i t u a t i o n i s i n the t r a d i t i o n of Western 

humanism and i s i n stark c o n t r a s t to the c u l t u r e which i s meant to have 

spawned t h a t humanism. The Greek myths show a b i t t e r human c o n d i t i o n , 

Prometheus and h i s three brothers are a l l aspects of t h i s c o n d i t i o n : 

Poometheus, "he who knows i n advance." 
Epimetheus, "he who learns afterwards." 
M enoitios, "he who mortal doom awaits." , 
A t l a s , who c a r r i e s the world as both punishment and r e s p o n s i b i l i t y . 

These four brothers are ambiguous o f f s p r i n g s . One version of the myth 

has them as c h i l d r e n of Iapetos, the T i t a n l i n k e d w i t h temporality,and 

Klymene, daughter of Okeanos, while the other v a r i a n t has Klymene 

married to Ouranos, master of the heavens. I n other words the brothers 

are c h i l d r e n both of t e m p o r a l i t y and mother e a r t h , and heaven and e a r t h . 

This i s a powerful mythic treatment of the nature of man. 

The d i f f e r e n c e between Prometheus and Segismundo i s t h a t the l a t t e r 

i s nearer the beast. So too i s Caliban, the son of the blue-eyed 

Sycorax, who Hughes i d e n t i f i e s as Shakespeare's version of the White 
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Goddess, the Great Mother. Kaspar i n Handke's play i s also separated 

from humanity by h i s imprisonment i n a dark room from b i r t h , never 

seeing or meeting a human being. He i s taught language by the i n v i s i b l e 

Prompters i n the same way t h a t Prospero i n s t r u c t s Caliban. Prometheus, 

on the other hand, has no contact w i t h the animal world before the 

advent of the c u l t u r e . Although Prometheus i s an o f f s p r i n g of "Earth-, 

mother of a l l l i f e " , whom he invokes a t the s t a r t of Aeschylus' p l a y , he 

does not a f f i r m her values. As the daughters of Oceanus complain, "You 

respect too h i g h l y the race of mortals."(Prometheus Bound, p. 36) 

I t i s also notable t h a t the plays a l l deal w i t h a rescue from dark­

ness and imprisonment. The element of waking from a dream i s also a 

Gnostic a l l e g o r y of the event of gnosis. L i f e i s a Dream im p l i e s the 

unreality of m a t e r i a l t h i n g s . 

Hughes has described Prometheus on h i s Crag as "A limbo ... a numb 

poem about numbness." This numbness seems to be the i n t e r s t i c e between 

the world of dream and the world of p h y s i c a l s u f f e r i n g . Prometheus 

hangs between these as he hangs between d i v i n i t y and humanity. I t i s 

noteworthy t h a t these are the two main c h a r a c t e r i s t i c s of shamanistic 

i n i t i a t i o n . The prospective shamanistic p r a c t i t i o n e r begins to dream 

and make contact w i t h the s p i r i t world and as a r e s u l t of h i s personal 

experience i s submitted to a series of p h y s i c a l ordeals by the community. 

There are numerous permutations of the shamanis i n i t i a t i o n but a l l 

include c e r t a i n u n i t i n g f a c t o r s . The v a r i e t y can be very c l e a r l y seen 

among the Siberian peoples where a prospective shaman can be properly 

i n i t i a t e d " i n the candidate's dreams or e s s t a t i c experience" without 

having to go through any r i t u a l . I n other p a r t s of Siberia the 

i n i t i a t o r y r i t u a l Includes climbing a t r e e or pole, symbolic of the 

ascent to Heaven and undergoes a c e r t a i n amount of p h y s i c a l s u f f e r i n g . 

I n some c u l t u r e s t h i s includes t o r t u r e , inoothers pure stamina, as i n 
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the Eskimo i n s i s t e n c e on shamans swimming from hole to hole under the 

i c e . 

But the p o i n t i s bhe same. The candidate must experience a 

symbolic death and regeneration, o f t e n being iiorn apart and being put 

back together again as i n the Siberian Yakuts. With the I g l u l i k 

Eskimo a f t e r many days spent i n m e d i t a t i o n the candidate f a l l s down 

"dead" i n the snow f o r three days and n i g h t s . When he comes to he t e l l s 

of being devoured by a polar bear and reduced to a skeleton, "But you 

w i l l f i n d your f l e s h again, you w i l l awaken and your garments w i l l f l y 
18 

towards you." 

This regeneration r e s u l t s i n an i l l u m i n a t i o n , which lays the ground 

f o r a new s e n s i b i l i t y . This i s the second requirement of t h i s type of 

i n i t i a t i o n and can happen i n various ways. The important f a c t o r of 

shamanic i n i t i a t i o n as opposed to adolescent i n i t i a t i o n , or j o i n i n g a 

secret s o c i e t y , i s t h a t i t i s not j u s t to do w i t h the t r i b e but with the 
whole Universe, which gives shamanism "a q u a l i t y of general human 

19 

v a l i d i t y . " Shamanism i s a vocation, which i s p a r t chosen, p a r t p r e c i p ­

i t a t e d by e x t e r n a l events. Whatever happens there i s a c r i s i s which "has 

the value of a superior threshold i n i t i a t i o n . " The whole philosophy 

behind t h i s i s encapsulated i n the words of the Caribou Eskimo I g j u g a r j u k : 
The only tru e wisdom l i v e s f a r from mankind out i n the great 
l o n e l i n e s s , and i t can be reached only through s u f f e r i n g . 
P r i v a t i o n and s u f f e r i n g alone can open the mind of a man to 
a l l t h a t i s hidden to others.20 

I t i s i n t h i s l o n e l i n e s s of s u f f e r i n g t h a t the poems of Prometheus on 

h i s Crag are located. 

Prometheus shares the dual t r i a l of the Eskimo shaman, lo n e l i n e s s 

and s u f f e r i n g . I t i s a place of hope because " t r u e wisdom l i e s f a r 

from mankind", but i t i s also a p r i s o n . Prometheus i s i n a limbo 

because he i s i n between heaven and e a r t h and i n between l i g h t and 
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dark, He i s n e i t h e r one of the Olympian Gods nor one of the men of 

Athens he has aided. He i s not t o t a l l y matter because he i s immortal. 

He i s not t o t a l l y s p i r i t since he s u f f e r s . His p h y s i c a l s i t u a t i o n i s 

also a limbo, h i s mountain being also i n between earth and sky. His 

p o s i t i o n i n r e l a t i o n to the l i g h t i s equally ambiguous: 

... And he paused 
3ust w i t h i n darkness, j u s t w i t h i n numbness. 
He l e t h i s mouth-mask f a r o f f 

L o l l i n the l i g h t . (Poem 1, Faber Moortown. p. 71) 

The imagery of l i g h t and darkness d i r e c t l y r e l a t e s to the 

Manichean element. Prometheus i s l i k e the Primal Han awaking from 

slumber to dicover t h a t he i s a p r i s o n e r , "Something i s a l t e r e d . " Both 

Psometheus and the various Gnostic Redeemers have f i r e , wind and l i g h t 

as weapons. Each l i e s s t r i p p e d of those weapons. I n b r i n g i n g f i r e to 

man Prometheus has l o s t i t f o r h i m s e l f . This i s expressed i n p h y s i c a l 

terms by the cold of Mount Elbruz, r e s u l t i n g i n "ice-burned lungs." 

Pcometheus i s i n a place of choice shared by the p r o t a g o n i s t s of 'The 

Contender' i n Crow and 'The k n i g h t ' i n Cave Bir d s . The contender'* 

response to being n a i l e d to a c l i f f " w i t h n a i l s of nothing" (Crow. 

pp. 41-2) i s obstinacy: 

He lay c r u c i f i e d w i t h a l l h i s s t r e n g t h 
On the earth 
Grinning towards the sun 
Through the t i n y h o l B s of h i s eyes 
And towards the moon 

And towards the whole paraphernalia of the heavens ('The Contender') 

I n c o n t r a s t the Knight "Has conquered. He has surrendered every­

t h i n g " (Cave B i r d s , p. 28). Like the Manichean w a r r i o r or the shamanic 

i n i t i a t e he i s prepared to surrender h i s weapons i n order to take them 

up again i n a consecrated manner. Prometheus cannot make t h i s response 

because he cannot d i e , the t o t a l " f l a w l e s s " submission. But n e i t h e r i s 

he stubbornly wakeful l i k e the Contender who s l e e p l e s s l y gazes a t b o t h 
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SUR and moon. Again he i s i n an in t e r m e d i a t e s t a t e , t h a t of draaming, a 

k i n d of death and a kin d of wakefulness. 

The issue of sleep and waking i s c e n t r a l to the sequence. I f 

Prometheus wants to continue h i s re s i s t a n c e to Zeus, much l i k e Shelley's 

hero, he must stay a l e r t and a l i v e . To die i s to f a i l i n t h a t s e l f - s e t 

task. I n t h a t sense he has c r u c i f i e d himself l i k e the Contender, The 

other choice i s to f o l l o w the leading of h i s dreams and abandon o b s t i n a t 

defiance f o r a more t o t a l v i c t o r y , t h a t of gnosis, tru e wisdom t h a t w i l l 

i n t e g r a t e h i s being, b r i n g heaven and earth together once again. The 

source and s o l u t i o n to t h i s dilemma i s i n himself as i s the case i n 

Orqhast: 

Pramanath i s himself L i g h t , c r e a t i v e f i r e , the o r i g i n a l s i n g l e 
substance ... 

But he i s f r a c t u r e d . He i s the crossroads of e t e r n a l 
l i g h t and ecstasy, and temporal doom, pai n , change and death. 
Conscious i n e t e r n i t y , he has t o l i v e i n time. And he cannot 
solve h i s dilemma. He hangs between heaven and ea r t h , almost 
t o r n a p a r t , an open wound, immortal.21 

Prometheus i s almost t o r n a p a r t , u n l i k e the shaman who must be 

t o t a l l y disassembled and r e c o n s t i t u t e d by the forces of the n a t u r a l 

world. Prometheus i s almost anything, but unsure of what he wishes to 

be or do. There may even be an issue of choice. Can he choose what to 

do or not? 

I n t h i s impossible s i t u a t i o n Prometheus grabs a t an i n i t i a l f a l s e 

hope. As he regains a degree of consciousness he asks h o p e f u l l y , "Am I 

an eagle?" Vain hope was h i s g i f t t o man to m i t i g a t e the plagues of 

Pandora's vessel. Vain hope i s teis own response, made a l l the more 

poignant by the f a c t t h a t he i s the one whose nature i s also to always 

know the r e a l s i t u a t i o n i n advance. 

Why does Prometheus hope t h a t he i s an eagle? Hughes has w r i t t e n 

i n h i s review of Plircea Eliade's Shamanism th a t among the Buryat t r i b e 
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j u s t to dream of an eagle i s to become a shaman. The shaman expresses 

t h i s t o t e m i s t i c a l l y by claiming t h a t he and the eagle are one and the 

same. (The poem 'The Eagle' i n Under the North Star i s based on a 

r e v e r s a l of t h i s p r i m i t i v e mind s e t , making the eagle a shamanl) 

Prometheus hopBS t h a t h i s punishment by Zeus was the death penalty and 

t h a t he has been reborn to the shaman's task, the r e c o n c i l i a t i o n of 

heaven and e a r t h , man and God, a task which he p r e v i o u s l y attempted 

without the r i g h t q u a l i f i c a t i o n s . Prometheus's hope i s p a r t i c u l a r l y 

vain since only a voluntary death would be acceptable. The same vain 

hope can also be seen on a Manichean model. The Redeemer experiences 

two awakenings. One i s a f t e r h i s defeat, the other i s h i s rescue by 

the Messenger of L i g h t . Prometheus imagines t h a t h i s awakening i s the 

second one and t h a t he i s f l y i n g beside the Messenger. 

Importantly both paradigms can be subsumed i n t o u n i v e r s a l l y under­

standable images. I n world l i t e r a t u r e a t r a d i t i o n a l yearning of the 

prisoner f o r freedom i s symbolized by the glimpse of a b i r d through 

p r i s o n bars. I t i s very noticeable i n Tolstoy and i n Bernard Malamud's 

The Fixer. I n the l a t t e r s i g h t i n g s of b i r d s and strange dreams f o l l o w 

each other. As the prisoner i n some T z a r i s t c e l l i d e n t i f i e s w i t h the 

b i r d ' s freedom, so too d o e s Prometheus. Common symbols of the human .•> 

c o n d i t i o n - confinement, and of freedom - b i r d s , are brought n a t u r a l l y 

together. 

Kerenyi has c a l l e d Prometheus's p l i g h t the "epitome of the s e l f -

chosen human existence." He faces h i s s u f f e r i n g l i k e a Camusian hero, 

"Relaxes/in the f a c t t h a t i t h a s happened." (Poem 2) Prometheus i s the 

archetypal e'tranger, forbidden i n t e r c o u r s e w i t h both man and d e i t y , 

h i s only companion the v u l t u r e , the equivalent o f the plague f o r Doctor 

Rieux i n Camus' La Paste. 

I n Camus' work the dilemma o f the human c o n d i t i o n i s not solved, 
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only m i t i g a t e d by good f a i t h . Hughes i s seeking more of an answer than 

t h a t . We know t h a t Aeschylus resolved Prometheus's dilemma, but we do 

not know how since the other two plays of h i s t r i l o g y are preserved i n 

fragments o n l y . The only known c l a s s i c a l r e s o l u t i o n of the myth has 

Chiron the centaur going down to Hades as Prometheus's s u b s t i t u t e , thus 

f u l f i l l i n g the prophecy i n Prometheus Bound which promises no ending to 

h i s agony u n t i l a god comes t o . f r e e l y s u f f e r f o r him. This i s 

another v e r s i o n of the myth of the redeemed Redeemer. I t would seem 

l o g i c a l t h a t Hughes's way ahead i s based on h i s idea of the story 

happening w i t h i n Prometheus. I n other words he needs no one else to 

s u f f e r f o r him, but must f r e e l y s u f f e r h i m s e l f . 

The f i r s t step towards t h i s i s taken i n the second poems 

And now, f o r the f i r s t time 
r e l a x i n g 

helpless 

The T i t a n f e e l s his s t r e n g t h . (p. 72) 

Prometheus i s l i k e the p r o t a g o n i s t of another poem c o l l e c t e d i n the 

Faber floortown, 'A god', "There, hanging,/He accepted the pain beneath h i s 

r i b s . " But i t i s s a l u t a r y to remember t h a t , also l i k e Prometheus, t h i s 

f i g u r e "could not understand what had happened./Or what he had become,," 

The d i f f e r e n c e i s t h a t Prometheus's e x u l t a t i o n i s a prophecy of f u t u r e 

release, being " l i k e an eagle," His response echoes both Buddhist and 

C h r i s t i a n concepts. Mahayana Buddhism stresses t h a t t r u e i l l u m i n a t i o n 

comes from helplessness w i t h o u t s t r i v i n g to escape, while St. Paul f e l t 

t h a t "when I am weak, then I am strong" because i n h i s weakness God's 

strength i s made manifest. 

A c t u a l l y Prometheus has only relaxed i n the f a c t of thegast, not 

of the present. I n Poem 3 the pestering of the b i r d s provokes a mighty 

shout of i r r i t a t i o n . This shout i s an i r o n i c comment on the d i v i n e 

Logos, containing the idea t h a t , l i k e Prometheus's own "world's end 
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shout", the shout t h a t heralds the Apocalypse w i l l be one of d i v i n e 

i r r i t a t i o n l There i s also an obvious echo of C h r i s t ' s Passion, but 

which shout i s echoed? I s i t ' I t i s f i n i s h e d ' ? Or i s i t 'My God, my 

God, why have you forsaken me?'? I t must be the l a t t e r , since the 

v e i l between heaven and earth i s not rent i n two. The shout also echoes 

the Summons of The L i v i n g S p i r i t by the hero i n the abyss. Hughes's 

treatment i s no less i r o n i c when dealing w i t h Manicheism than w i t h 

C h r i s t i a n i t y . The shout t h a t should have brought a helping s p i r i t only 

wakes the v u l t u r e , who i s a c t u a l l y l i k e n e d to the S p i r i t i n Poem 20 

where he i s c a l l e d the "Helper", the Paraclete. 

We have already met a p e r s o n i f i e d scream i n Crow. m i r r o r i n g the 

Manichean Summons which was t r e a t e d as a l i v i n g e n t i t y . I n Cave Birds 

the very t i t l e of the poem 'The Summoner' speaks of t h i s correspondence. 

I t i s s i g n i f i c a n t , too, t h a t i n the same way that a shout arouses the 

v u l t u r e a scream produces the summoner. I n c o n t r a s t to Crow and pre­

saging Cave Birds Prometheus's shout opens the door to h i s i n i t i a t i o n -

through s u f f e r i n g . The shout increases h i s p a i n , "splayed him open from 

breastbone to c r o t c h " (Poem 4) but i t s feathers t e l l him i n "headline 

l e t t e r s " t h a t : 

"Today i s a fresh s t a r t 
Torn up by i t s roots 

As I tear the l i v e r from your body." (p. 74) 

Rather than a code to be deciphered, as i n the Wodwo poem 'Gnat-Psalm' 

where a l l the observer can d i s c e r n i s a "crazy l e x i c o n " and a "dumb 

kabala", there are "Black, bold and p l a i n " words. The key to the code 

has proved to be the involvement of tru e s u f f e r i n g . 

Before we continue we must consider the b i r d s more f u l l y . Having 

seen the connection w i t h freedom i n the mention of the eagle, we must 

also appreciate the v u l t u r e ' s r o l e and t h a t of the other b i r d s found i n 
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the t h i r d poem of the sequence. One i s reminded of 'Crow and the Birds' 

and the other Parliament of Fowls i n Adam and the Sacred Nine. The 

b i r d s are a c o n t i n u a l reminder of Prometheus's dilemma since i n t h e i r 

own freedom they remind him of h i s l o s s . They pester but they are also 

a mockery. They are "The c l u s t a r e r s t o heaven" while he i s f e t t e r e d to 

a rock. They are "sun-darkeners" because they are closer to the sun, 

source of a l l l i f e , than he. As we s h a l l see the v u l t u r e i s s i m i l a r l y 

l i n k e d to the sun. 

Prometheus's r e l a t i o n s h i p w i t h the v u l t u r e i s the key to under­

standing. Of t h i s b i r d ' s r o l e i n Orqhast Hughes has w r i t t e n . "The cure, 

f o r Clan, w i l be to understand t h i s b i r d and come to some f i n a l r e c o n c i l ­

i a t i o n , as Sogis" (Prometheus's s p i r i t u a l a l t e r ego) "does, not to hero-
22 

i f y the sickness as Agoluz does." Agoluz stands f o r the purely heroic 

response to the question of i n i t i a t i o n . His f e l l o w s i n Hughes's poetry 

are Hercules and Cuchulain, both of whom appear i n Crow. Cuchulain i s 

himself a Prometheus type as the poet's 1972 a d d i t i o n to 'Skylarks' 

from Wodwo suggests: 

Manacled w i t h blood, 
Cuchulain l i s t e n e d bowed, 
Strapped to h i s p i l l a r (not to d i e prone) 
Hearing the f a r crow 
Guiding the near l a r k nearer 
With i t s b l i n d song 
'That some sorry l i t t l e wight more feeble and misguided than myself 
Take thy head 
Thine ear 

And thy l i f e ' s career from thee' (Selected Poems 1957-1967, p. 100) 

Cuchulain w i l l not embrace the egoless death of the s k y l a r k s , so cannot 

experience f u l l i n i t i a t i o n and v i c t o r y over death, despite h i s other 

shamanic a t t r i b u t e s such as the 'hero halo' and 'the warp-spasm' b a t t l e 

f u r y . 

Hughes's account of Cuchulain 1s death from the Ulster cycle and h i s 

reworking of the Prometheus myth show each hero i n con t r a s t to c e r t a i n 
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b i r d s and challenged by a p a r t i c u l a r one, a crow i n the former work and 

a v u l t u r e i n the l a t t e r . Prometheus eventually comes to terms w i t h h i s 

mentor i n a way t h a t Cuchulain does not. The v u l t u r e ' s r o l e i s the 

same as t h a t of the eagle i n a s t o r y r e l a t e d by Claude Levi-Strauss 

which he composed himself around the p l o t of C o r n e i l l e ' s Cinna. I t i s 

close to Hughes's themes i n i t s t a l e of two childhood f r i e n d s who 

become enemies. Cinna has become a cynic and Augustus i s on the verge 

of d i v i n i t y . Augustus i s v i s i t e d by J u p i t e r ' s eagle, s c r u f f y and " f o u l -

s m e l l i n g " : 

The eagle explained to the incredulous Augustus t h a t the 
d i v i n e nature he was about to acquire would consist p r e c i s e l y 
i n no longer experiencing the f e e l i n g of r e v u l s i o n by which 
he was now overwhelmed while s t i l l a man. Augustus would r e a l i z e 
t h a t he had become a god, not by some ra d i a n t sensation or 
the power to work m i r a c l e s , but by h i s a b i l i t y to t o l e r a t e 
the p r o x i m i t y of a w i l d beast w i t h o u t a sensationuof d i s g u s t , 
to put up w i t h i t s stench and the excrement w i t h which i t 
would cover him.24 

This i s e x a c t l y what transforms Prometheus's a t t i t u d e . The involvement 

required i s not j u s t t h a t of s u f f e r i n g but of communion w i t h the n a t u r a l 

world. 

I n Poem 5 Prometheus has h i s f i r s t dream, but rather than t h i n k i n g 

i n terms of an accomodation w i t h animal stench and talons he contem­

p l a t e s "The hook-faced majesties of r e v e l a t i o n . " This i s no way to 

i n i t i a t i o n as 'Second B i r t h ' i n Moortoun p o i n t s out. Revelation i s 

not to be found i n the "exploded heavens" but i n "an ugly grave/Fallen 

i n on bleached s t i c k s . " ( p . 112). As a r e s u l t h i s s o l u t i o n to the problem of 

God i s too easy, although i t does have the advantage of i n s t i n c t . "He 

had resolved God/As a cow swallows i t s a f t e r b i r t h , " This s o l u t i o n does 

not deal w i t h "The i n f a n t ' s bottomless cry, the mother's lament,/The 

f a t h e r ' s curse."(p. 75) We are reminded th a t what i s at stake i s no mere 

question of metaphysics but an issue a f f e c t i n g every human relationship„ 

since every other human being i s also p a r t of the n a t u r a l w o r l d . 
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Prometheus i s s t i l l behaving too l i k e the hero f i g u r e . Hig dream 

of b u r s t i n g "the sun's mass" i s rooted i n Mithraism, the u l t i m a t e hero 

r e l i g i o n . Mithras was born naked from a rock on the Cosmic Mountain, 

Hara B a z a i t i . Perhaps t h i s i s also Prometheus's hope and so he 

p a t h e t i c a l l y t r i e s to behave l i k e Mithras whose f i r s t f e a t a f t e r b i r t h 

was to measure h i s s t r e n g t h against the Sun, a f i g h t which he won. 

Prometheus i s "Like a new-born c a l f " i n the same way t h a t Mithraism 

taught t h a t the f i r s t c r e a t i o n of the good god Ohrmazd was a b u l l . 

Although Prometheus has a v i s i o n of released l i g h t i t i s i n f a c t 

s t i l l w i t h i n "the heart's j a r / T h a t clapped again shut." (p. 75) The cry 

of f r u s t r a t i o n t h a t i s expressed i s no longer h i s own, but t h a t of a l l 

humanity. We are again pointed to Prometheus as an example of human­

i t y ' s s i t u a t i o n . 

I n Poem 6 Prometheus "Has b i t t e n h i s p r o p h e t i c tongue o f f " l i k e 

Crow who was " H a l f - i l l u m i n e d . Speechless." ('Crow Communes') This has 

a d i r e c t e f f e c t on the human world which cannot now r e l y on the 

u n s u l l i e d voice of prophecy, but must make do w i t h horoscopes, Tarot 

and the B i b l e . R e l i g i o n i s devalued because i t i s now mediated by 

t h i n g s , not the tru e shaman. Thus the only r e a l contact between man 

and the d i v i n e i s severed. Shamanism i s f o r the world of the withdrawn 

God, but w i t h o u t even t h i s tenuous l i n k , which only a few can f o l l o w , 

man i s cut o f f e n t i r e l y . I n the t w e n t i e t h century poetry i s the only 

means of communication remaining. No wonder both Hughes and Shelley, 

both holding to a view of poet as p r i e s t , have turned to the Prometheus 

myth. 

The demythologized world makes time meaningless. The clock t a l k s 

backward. P r i m i t i v e s o c i e t y , no matter how c y c l i c i n i t s t h i n k i n g , can 

think back to the Great Time, the Dream Time, what Clircea Eliade c a l l s 

'Nostalgia f o r Paradise'} and t h i n k s forward to a f u t u r e world renewal. 
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I f time i s made meaningless (a f a v o u r i t e Beckett theme), no such renewal 

i s p o s s i b l e . Without an end, there can be no new beginning. The world 

as w e l l as Prometheus are trapped by i m m o r t a l i t y even more than by 

death. 

I n t h i s k i n d of world Prometheus i s "slung between heaven and 

ea r t h . " (Poem 7) The s o l u t i o n of h i s personal dilemma w i l l heal the 

world, which i s the macrocosm of h i s mind. But the c o n d i t i o n of the 

world makes i t nigh on impossible f o r him to f i n d personal release 

through death i n t o i n i t i a t o r y experience. Thus the dilemma widens. He 

i s l e f t to a "numb b l i s s , a f o r l o r n freedom." Meanwhile we are given a 

f u r t h e r mythological i n s i g h t i n t o the v u l t u r e . Here the b i r d i s the 

r e s u l t of Prometheus swallowing the f i r e he s t o l e , which now works a t 

hi s v i t a l s . The r e p r e s e n t a t i v e of L i g h t eats the repre s e n t a t i v e of 

Dark, the son of Klymene. Thus we again glimpse something of the 

Orqhast cosmology where the v u l t u r e i s " L i g h t , h i s consciousness of 

his p o s i t i o n . " ^ 

The seventh poem centres round Prometheus's t h e f t of f i r e . I n 

t h i s poem Prometheus "Swallowed what he had s t o l e n . " He i s thus shown 

as tormented from i n s i d e by f i r e and outside by the v u l t u r e , both of 

which are one i n substance w i t h the Sun: 

And the sun, plundered and f u r i o u s , 
Planted i t s v u l t u r e . 

So the sun bloomed, as i t drank him, 
Earth purpled i t s crocus. (p. 77) 

At t h i s p o i n t Hughes i s not only f o l l o w i n g the cosmology of Manicheism 

but also t h a t of a more recent d u a l i s t , D.H. Lawrence, f o r whom f i r e i s 
27 

"the sudden sun-assertion" and "an absolute u n i t y i n i t s e l f . " For 
Lawrence as f o r Hughes i n Prometheus on h i s Crag "The sun i s not, i n 

28 

any sense, a m a t e r i a l body," I t i s not even a symbol, but a s p i r i t u a l 

r e a l i t y . Lawrence saw the sun and moon as the two main poles of 
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consciousness, forming a holy t r i n i t y w i t h i n d i v i d u a l l i f e as the 

Holy S p i r i t . 

Laurence's myth i s only a refinement of the Babylonian myth of 

Tiamat and Marduk. Marduk was the vanquisher of the aea-beast Tiamat. 

He was a sun-god, eventually j o i n e d to Mithras, another Mesopotamian-

d e i t y , w h i l e Tiamat was a Moon goddess, an aspect of the Great Mother. 

Marduk's defeat of Tiamat m i r r o r s Krogon's suppression of Moa i n 

Orqhast. L i g h t vanquishes darkness. Male supplants female. To Hughes 

t h i s i s a d i s a s t e r and to understand Prometheus on h i s Crag we must 

r e a l i z e t h a t darkness i s valued and the sun i n d i c a t e s oppression. Once 

again the poet has used mythic p a t t e r n s to h i s own ends. I n the same 

way t h a t he subverted Buddhism i n Crow he now reverses Manicheism 

r e t a i n i n g i t s dualism but re p u d i a t i n g i t s a n t i - m a t e r i a l i s m and hence i t s 

d e n i a l of earth and the Mother. 

By eating Prometheus's l i v e r the v u l t u r e i s eating the darkness, 

preying upon a polar opposite t h a t should be balanced against, not 

opposed, and eventually t h i s w i l l be expressed i n the image of the 

weighing scales i n Poem 10. Prometheus i s himself being weighed by 

these scales "slung between heaven and e a r t h . " 

This i m m o b i l i t y i s h i s punishment as a t r i c k s t e r . Prometheus 

t r i c k e d Zeus a t the Mekone s a c r i f i c e where he o f f e r e d the god a choice 

of o f f e r i n g s , one a p i l e of bones hidden beneath f a t , the other the 

f l e s h wrapped i n the animal's stomach. Zeus chose the tempting rubbish 

and man was given the meat. To get h i s own back Zeus w i t h h e l d f i r e 

from man and t h i s was the cause of Prometheus's t h e f t , discovery and 

punishment. 

The t r i c k s t e r r o l e not only l i n k s Prometheus to Crow but p o i n t s 

to t h e i r j o i n t debt to shamanism which i s the domain of the i h s t i t -
29 

u t i o n a l t r i c k s t e r . The punishment of Prometheus i n these poems i s 
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i n keeping w i t h t h i s background, since the gr e a t e s t p o s s i b l e f r u s t ­

r a t i o n f o r a shaman, mediator between heaven and e a r t h , i s t o be stuck 

between the two. Prometheus's punishment i s Zeus's own t r i c k . 

As a r e s u l t a l l of Prometheus's responses i n Poem 8 can be seen 

i n a t r a g i - c o m i c a l l i g h t , a k i n d of mime: 

Prometheus On His Crag 

Lay astonished a l l h i s preparations 
For h i s humanity 

Were disablements he l ay disabled ( p . 78) 

The lack of punctuation and r e p e t i t i o n both c u l t i v a t e a sense of person­

a l clumsiness, showing a f i g u r e more a t home w i t h a c t i v i t y thao s p i r i t ­

ual enlightenment. The s i m p l i c i t y of the language of t h i s poem i s also 

a strong c o n t r a s t w i t h the two t h a t have gone before. 

Prometheus i n Poem 8 begins to change h i s r e l i g i o u s response. I n 

the f i r s t p a r t of the poem he i s t h i n k i n g i n almost Buddhist terms. 

With c h a r a c t e r i s t i c i r o n y Hughes has him equate being human w i t h nirvana, 

since to become human i s t o d i e and thus escape the wheel of being, 

which i n Prometheus's case i s t h a t of i m m o r t a l i t y . But as i n Buddhism 

the concentration upon " p r e p a r a t i o n s " are i n themselves "disablements." 

Like h i s previous t r i c k s t e r f e a t s Prometheus's r e l i g i o u s i n t e r e s t s are 

i n s u f f i c i e n t c r e d e n t i a l s f o r humanity. But i n the seoond h a l f of the 

poem he i s beginning to consider the terms of the cradle/grave of 

'Second b i r t h ' and of Cave B i r d s , "bias t h i s stone h i s grave t h i s c r a d l e / 

Nothingness nothingness over him over him" He wonders whether the 

v u l t u r e i s mother, f e l l o w - p r i s o n e r or j a i l o r . The answer, t h a t the b i r d 

i s a l l t h r e e , i s i r r e l e v a n t since i t s a c t i v i t i e s preclude f u r t h e r 

t h e o l o g i c a l debate. The important t h i n g i s t h a t a t l a s t he i s 

beginning t o ask relev a n t questions. Since the shaman i s a s p e c i a l i s t 

i n s p i r i t u a l questions t h i s could be an i n d i c a t i o n t h a t there i s hope 

of an escape from limbo. The scenario a t t h i s stage i s very s i m i l a r to 
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t h a t of Cave Birds where the psychodrama w i l l be extended so t h a t 

Prisoner, J a i l o r and Mother are a l l separate, though s t i l l b i r d s . The 

pro t a g o n i s t s of both Prometheus on h i s Craa and Cave Birds are 

v i t a l l y concerned w i t h escape from avian oppressors. 

I n Poem 9, though, Prometheus loses a l l hope of such an escape. 

His mental props have been s y s t e m a t i c a l l y removed. His shouts have 

become a scream i n the previous poem and now everything has become 

incomprehensible. Only the v u l t u r e has any knowledge and Prometheus 

can only v a i n l y consider "The h i e r o g l y p h he makes of my e n t r a i l s . " 

Prometheus's f i n a l prop was h i s hope of revenge by r e f u s i n g to divulge 

the secret t h a t i s r e f e r r e d to i n the poem. I n Aeschylus t h i s secret 

i s the prophecy t h a t i f Zeus couples w i t h the nymph Thetis then the 

c h i l d of the union w i l l supplant him. This same c h i l d w i l l rescue 

Prometheus. Prometheus b i t " h i s p r o p h e t i c tongue" o f f t o w i t h h o l d t h i s 

i n f o r m a t i o n and thus hasten Zeus's d o w n f a l l , but i t has r e s u l t e d i n him 

being s t r i p p e d bare and l e f t speechless, i n i n v o l u n t a r y s i l e n c e . Now he 

cannot save himself by d i v u l g i n g the secret to Zeus. He now cannot 

f a l l i n t o the trap of King B a s i l i o i n L i f e i s a Dream, who i n defeat 

exclaims, "And I , by seeking to save myself, am l o s t - / i , I myself have 
30 

destroyed my kingdom." 

Instead Prometheus i s becoming l i k e Augustus i n Levi-Strauss's 

l i t t l e p l ay. He "Began to admire the v u l t u r e / l t knew what i t was doing" 

What he f i n d s p a r t i c u l a r l y impressive i s i t s a b i l i t y to " d i g e s t i t s 

g u i l t . " (poem 10, p. 80). I t f e e l s no personal r e s p o n s i b i l i t y f o r 

the s u f f e r i n g i n the world, the "cost of the g i f t " of l i f e . ( i n the 

Greek myth man received the plagues of Pandora's box as the p r i c e of 

the g i f t of f i r e ) . 

Prometheus envies the b i r d because i t s existence i s i n a s t a t e of 

dynamic balance rather ibhan s t a t i c suspension l i k e h imself. L i f e and 
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s u f f e r i n g are p e r f e c t l y balanced on i t s "heavenly weighing scales" - i t s 

wings. Prometheus has both l i f e and s u f f e r i n g , ( i n f a c t they are a l l 

t h a t he has) butthe cannot r e l a t e them together because of g u i l t . The 

balance must be reached through e x p i a t i o n . This i s now Prometheus's 

only hope, as i t i s f o r Sagismundo i n Calderon's pla y , and Prometheus may 

have the chance of a second e l e v a t i o n , as does Segismundo. 

I n Poem 11 Prometheus dreams. "He who l i v e s dreams h i s l i f e / U n t i l 
31 

he wakes." Both Segismundo and Prometheus have what they t h i n k i s 

only a dream of e l e v a t i o n and begin to t h i n k t h e i r whole existence i s a 

dream. But i n the same way t h a t Segismundo's release a c t u a l l y takes 

place and i s a prophecy of h i s second accession t o the throne, so too 

t h i s poem can be seen as a prophecy of an as yet unrealized i n i t i a t o r y 

v i c t o r y . Prometheus i s experiencing a shamanic threshold experience 
32 

where everything i s transformed by an a l t e r e d s t a t e of perception. 

Thus the spike i n h i s chest becomes "a s w a l l o w t a i l b u t t e r f l y , j u s t 

t r e m b l i n g . " I t i s a f a s c i n a t i n g coincidence t h a t Lavi-Strauss's 

Augustus i s t o l d t h a t subsequent to h i s assumption of d i v i n i t y " B u t t e r -
33 

f l i e s w i l l come and copulate on your neck." As i n the eagle's 

prophecy to Augustus the road to i n i t i a t i o n i s i n an accomodation w i t h 

nature, an accomodation t h a t began w i t h admiration f o r the v u l t u r e and 

continues i n the v i s i o n of instrument of s u f f e r i n g as b u t t e r f l y . 

Once again Hughes has reversed flanichean d o c t r i n e s by making 

Prometheus awake to the h o r r i b l e m a t e r i a l f a c t of the v u l t u r e r a t h e r 

than a purely s p i r i t u a l gnosis. I n the next poem he unashamedly borrows 
34 

from the myth of Orpheus. Orpheus i s c r e d i t e d as g i v i n g the hero 

short r e l i e f by h i s song which could charm any l i v i n g c r e a t u r e , i n c l u d ­

i n g the v u l t u r e . I n the Hughes poem Prometheus sings to hi m s e l f , "A 

song t o h i s wounds", a song which i s : 
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A pure 

U n f a l t e r i n g morphine 

Drugging the whole earth w i t h b l i s s . (Poem 12, p. 82) 

The song may be a p a l l i a t i v e but i t i s s t i l l a 3ong, the common 

accompaniment to a prospective shaman's i n i t i a t o r y s u f f e r i n g . The 
N e t s i l i k Eskimo Aua puts i t l i k e t h i s : 

I would sometimes f a l l to weeping, and f e e l unhappy without 
knowing why. Then, f o r no reason, a l l would suddenly be 
changed, and I f e l t a great, i n e x p l i c a b l e j o y , a j o y so 
powerful t h a t I could not r e s t r a i n i t , but had to break i n t o 
song ... And then i n the midst of such a f i t of mysterious 
and overwhelming d e l i g h t I became a shaman ... 

Aua said he d i d not know how i t happened but he could "sea and hear i n 

a t o t a l l y d i f f e r e n t way." 3 5 

Nonetheless Prometheus i s s t i l l racked by g u i l t . He f e e l s t h a t "he 

had already invented too much." The symbol of h i s imprisonment i s 
36 

expressed i n human s o c i e t y by the woman's womb. Another flanichean 

idea i s used here - the b e l i e f t h a t p r o c r e a t i o n was wrong since i t only 

created candidates f o r h e l l as only a chosen few would reach gnosis. 

Poem 13 also r e i t e r a t e s themes found i n Crow which deal w i t h Mother 

Nature i n her hag aspect. G u i l t i s made s p e c i f i c here because the 
37 

e f f e c t s of Prometheus's transgressions are catalogued. 

A s i m i l a r l y bleak view of human existence i s found i n the next poem. 

We seem t o have been thrown i n t o Beckett's universe, one t h a t Hughes had 

denounced as cheaply helpless i n h i s work on the Eastern European poets. 

Prometheus i s a new Nagg from Endgame, an "accursed p r o g e n i t o r " , while 

i n Poem 14 a l l r e l a t i o n s h i p s are based upon whipping, a f a v o u r i t e 

Beckett image, e s p e c i a l l y i n the r e l a t i o n s h i p between Pozzo and Lucky 

i n Waiting f o r Godot. These poems show Prometheus g i v i n g up hope, and 

instead c l i n g i n g to g u i l t . I t i s t h i s which must be whipped away and 

the whips have a p o s i t i v e as w e l l as a negative r o l e . 

The three weapons of the Primal w a r r i o r were considered to be 
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l i g h t , f i r e and wind. The whips are the wind, " i n v i s i b l e tongues", a 

pagan Pentecost, the environment of the s w i f t s , the motor of thai world 

which i s envisioned as "leaping/Like a great ungainly top." (Poem 14, 

p. 84) Prometheus has already had h i s own weapons of l i g h t and f i r e 

turned upon him and must s u f f e r the f i n a l o r d e a l . Planicheism has again 

been adapted, as usual to a ahamanistic model, i n .<order to show a personal 

i n i t i a t i o n through a c r i s i s of s u f f e r i n g . Among Eskimo shamans the wind 

i s the force which whips the f l e s h o f the i n i t i a n d u n t i l he i s a bare 

skeleton. This symbolizes h i s nakedness before Nature, and precedes 
38 

h i s r e c l o t h i n g i n f l e s h and hence a new, s p i r i t u a l , body. The forces 

which b a t t e r both Prometheus and the shaman are demonic enemies u n t i l 

i n i t i a t i o n when they are forced to become servants. Prometheus's encount­

er w i t h f i r e i n the form of the c u l t u r e w i l l g i v e him the shaman's mastery 

of f i r e . The r e v e l a t i o n of l i g h t w i l l give him what Eliade c a l l s i n 

The Two and the One "the mystic l i g h t . " He w i l l only be able to r i d e 

the wind l i k e the shaman a f t e r he has been f l a y e d by t h a t same wind. 

There f o l l o w s a second dream of freedom and of "prophesying Freedom." 

(Poem 15, p. 85) As was the case p r e v i o u s l y he again awakes to a harsh 

r e a l i t y , " t o the o l d chains/and the o l d agony." Nonetheless Prometheus 

has made progress. I t i s i n h i s dreams t h a t he w i l l f i n d the key to h i s 

f e t t e r s . Instead of seeking to b u r s t out to the periphery he instead 

turns to the "centre of every aeon ... Himself sealed on h i s rock": 
This i s the way out of the v i c i o u s c i r c l e . Not t o rush 

round on the periphery, l i k e a r a b b i t i n a r i n g , t r y i n g t o 
break through. But to r e t r e a t t o the very centre of centres, and 
there to be f i l l e d w i t h a new strange s t a b i l i t y , p o l a r i z e d 
i n unfathomable richness w i t h the centre of t h i n g s . 3 9 

(D.H. Lawrence) 

Prometheus's dream precedes the r e a l i z a t i o n i n the next poem of 

some p o i n t t o h i s s u f f e r i n g ; 
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He y i e l d s h i s own e n t r a i l s 
A d B i l y premium 

To the winged Death I n L i f e , to keep i t from men. (Poem 16, p. 86) 

The issue of e x p i a t i o n has now become c l e a r e r , but no good can yet 

come from the p r o t a g o n i s t ' s s u f f e r i n g since he i s "Too f a r from h i s 

people to t e l l them/Now they owe nothing." 

Prometheus sees h i s death as s u b s t i t u t i o n a r y , a common p r i m i t i v e 

concept, as i s evinced by the e a r l y Lupercalia and UIB p r a c t i c e of Hindu 

kingdoms i n I n d i a where the king dies to a v e r t some great misfortune of 

h i s people. He was t h e i r s u b s t i t u t e and i n l a t e r years even he had a 

s u b s t i t u t e i n the form of a slays. The problem comes i n communicating 

the f a c t of h i s s u b s t i t u t i o n to a human race who are s t i l l s u f f e r i n g as 

i f nothing had been done by him. His s u f f e r i n g brings no communication 

and f a i l s i n the terms of the two b e l i e f systems t h a t emphasize 

r e l a t i o n s h i p w i t h the heavenly - C h r i s t i a n i t y and shamanism. Chr i s t 

brought r e c o n c i l i a t i o n f o r man w i t h God by h i s death of the cross. The 

shaman i s also a mediator, a l b e i t h i g h l y man-centred. The u n i t i n g 

f a c t o r i n the claims of e s t a b l i s h i n g l i n k s w i t h the d i v i n e i s i n the 

death and r e s u r r e c t i o n m o t i f . Prometheus cannot die so there can be no 

communication. 

This throws some l i g h t on the f i r s t l i n e of Poem 17. The f l a t 

statement "No God -" i s probably not a statement of atheism but one of 

a l i e n a t i o n . I f one continues the shamanic paradigm one can equate 

t h i s w i t h the concept of the Deus Otiosus, the absentee Supreme God who 

set the world i n motion and l e f t i t to lesser d i v i n i t i e s who are thB 
40 

ones the shaman negotiates w i t h . I t i s not s u r p r i s i n g t h a t despair­

ing of any contact w i t h t h i s God Prometheus f i n a l l y turns to "His 

mother", Themis, another figurehead of the c u l t of the Magna Mater or 

Great Mother. Thus the statement could also be seen as a r e j e c t i o n ; 

of the male d e i t y who i s not i n t e r e s t e d , i n eventual favour of one who 
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i s c l o s e r . Commenting on the i n t r o d u c t i o n of f a m i l i a r words to h i s 

Orghast language characterized DAOA as " t h a t person over t h e r e , who 

doesn't give me food, i s strange, and comes t o represent the outside 

world", w h i l e he f e e l s t h a t the word MAMA comes from the sucking shape 

of the l i p s and closeness. 4^ Prometheus embraces "A word" which i s 

not the male Logos but i s "Buried behind the navel, unutterable./The 

v i t a l , immortal wound." (Poem 17, p. 87) 

The word i s shown as a wound and wound as womb. The previous sense 

of r e v u l s i o n has gone. Hughes i s reconsidering the import of the 

Smaragdine Tablet and i t s statement t h a t "as i t i s above, so i t i s 

below": 

Above - a word and a si g h . 
Below - gouts of blood and babies. 

Above - The face, shaped l i k e a p e r f e c t h e a r t . 
Below - The heart's t o r n face. ('Fragment of an Ancient Tablet' 

Crow, p. 85) 

I n the above l i n e s womb, wound and word are also brought together, but 

are incomprehensible to Crow. I n Prometheus on h i s Crag there i s the 

beginning of the a p p r e c i a t i o n of the t a b l e t ' s t r u e meaning. I d r i e s 

Shah's t r a n s l a t i o n of the Tablet reminds i t s reader t h a t "The miracle 
42 

i s to be obtained", r a t h e r than judged. Whether Prometheus does 

o b t a i n the miracle remains to be seen. 

I n Poem 18 Prometheus meets a new re p r e s e n t a t i v e of animal l i f e -

a f t e r the avian and the i n s e c t , now the r e p t i l e . Hughes's version of 

the " i c o n " p i c t u r e s the hero surrounded s o l e l y by n a t u r a l l i f e , not even 

by humans i n animal form l i k e I o , who comforted Prometheus despite her 

own s u f f e r i n g i n a cow's form. Although I o might seem a f i t t i n g 

comforter, as she was i n Aeschylus's Prometheus Bound, f o r Hughes she 

i s a d i s t r a c t i o n since he wants h i s hero t o appreciate h i s humanity 

t o t a l l y i n the context of the world around him. 
From the l i z a r d ' s whisper we must assume t h a t somewhere i n the 
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midst of these shamanic dreams and ordeals Prometheus has been i n i t ­

i a t e d i n t o humanity. Maybe h i s death insurance, h i s " d a i l y premium" 

to the v u l t u r e ' s "Death i n L i f e " company (Poem 16) has f i n a l l y matured. 

I r o n i c a l l y he has a perception of things t h a t he never had as a d e i t y 

of foreknowledge, and equally i r o n i c a l l y i t does not r e l i e v e h i s s u f f e r ­

i n g . The l i z a r d ' s envy of h i s new-found humanity does not i n t e r r u p t 

the v u l t u r e . 

Prometheus's humanity arouses a great shout from w i t h i n . His words 

now hold the p o s s i b i l i t y of v a l i d communication. "So speech s t a r t s 

h o p e f u l l y to hold/Pieces of the wordy earth together" (Poem 19, p. 89). 4' 

But faced w i t h the immensity of c r e a t i o n one i s s t i l l forced to the 

'savage* s i l e n c e of " s p a c e - f r i g h t . " F u l l humanity prompts a f u l l 

q u estioning, the search f o r a way round the " s p a c e - f r i g h t " and the 

human c o n d i t i o n . 

The questions t h a t PromBtheus asks i n Poem 20 are very s i m i l a r to 

those t h a t Hughes has asked throughout h i s p o e t i c career. I n the idea 

of b i r d as "unborn h a l f - s e l f " we meet the p r o t a g o n i s t of Cave Birds. 

As "prophetic f a m i l i a r " the v u l t u r e could be the b i r d i n 'Hawk Roost­

i n g ' or any other l i v i n g creature i n the e a r l y p o e t r y . As "The 

nothing door" the v u l t u r e i s Crow at the womb-door. There then f o l l o w s 

a c e n t r a l question which i s the p i v o t of the poem - "Was L i f e h i s 

transgression?/li)as he the punished c r i m i n a l a b e r r a t i o n ? " This i s a 

d i r e c t echo of Segismundo's words i n L i f e i s a Dream when he states -

"For man's greatest s i n / l s t h a t he was born." 

I t i s t h i s O r i g i n a l Sin t h a t Prometheus i s seeking to expiate. 

Since i t can only be expunged by death he remains both unshriven and 

u n i n i t i a t e d . His second question about himself r a t h e r than the v u l t u r e 

shows t h i s r e a l i z a t i o n . "Was he an u n i n i t i a t e d i n f a n t / M u t i l a t e d towards 

alignment?" Hughes's poetry seeks to answer t h i s question, applying i t 
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to Western man. With each volume he takes a d i f f e r e n t p e r s p e c t i v e , 

desperately t h i n k i n g as the v u l t u r e c i r c l e s . 

Not only i s the e a r l i e r work echoed i n the r i d d l e of the v u l t u r e 

but also we are given h i n t s of l a t e r developments, p a r t i c u l a r l y 

Gaudete. Lumb i s also an " a n t i - s e l f " and a "Helper", a "supernatural 

s p i r i t " sent by the Earth Mother, "the earth's enlightenment." 

The f i n a l poem should be read i n the context of these far-reaching 

questions and i d e n t i f i c a t i o n s . I t i s not a conclusion to Prometheus's 

experience but only the end of a chapter whose p l o t w i l l continue, 

played out by d i f f e r e n t characters. The hero's r e c o g n i t i o n t h a t he i s 

an " u n i n i t i a t e d i n f a n t " has opened the way to a f a r greater degree of 

"earth's enlightenment" than we ever found i n the d e s t r u c t i o n of Wodwo 

or the n i h i l i s m of Crow, despite such t a n t a l i z i n g h i n t s such as the 

poems 'Glimpse* or 'Fleeing from Eternity'„ 

Prometheus's f i n a l admission of g u i l t , unavoidable because shared 

w i t h a l l humanity, and h i s admission of lack of knowledge, c o n t r a d i c t i n g 

the meaning of h i s name, have the required e f f e c t : 

His mother covers her eyes. 
The mountain s p l i t s i t s sweetness. 
The blue f i g s p l i t s i t s magma. 

And the cry bulges. 
And the veiny mire 

Bubbles scolded. (Poem 21, p. 92) 

His mountain becomes a volcano and i t s b l a s t a n n i h i l a t e s . I n the same 

way t h a t crocuses announce Spring "The mountain i s flowering/A gleam­

ing man." Poem 7 has proven to be proph e t i c : 
So the sun bloomed, as i t drank him, 
Earth purpled i t s crocus. 

So he flowered 

Flowers of a numb b l i s s , a f o r l o r n freedom- (p. 77) 

I t i s now understood t h a t Prometheus can only flower himself when 

the Earth does too. He i s a microcosm of the world around him. His 
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own renewal and the world's renewal are brought together i n the images 

of the crocus, which speaks of the annual renewal of the seasons, and 

the volcano which speaks of t h a t t o t a l renewal, a new Heaven and a new 

Earth. 

There i s a t h i r d image of renewal though, which must also be con­

sidered. I t i s t h a t of the peacock and phoenix. The volcano i s 

Prometheus's " c r i b of flames" since l i k e the phoenix he w i l l r i s e from 

the ashes of h i s own c o n f l a g r a t i o n . The world f l o a t s on a "dusty 

peacock f i l m " because the peacock stands f o r : 

beauty and the power of transmutation, because i n popular 
b e l i e f i t i s c r e d i t e d w i t h the power of eating poisons, 
and transforming them i n t o the beauty of i t s f e a t h e r s . 

(W.Y. Evans-wentz) 
Thus the sequence ends w i t h a number of images of i n i t i a t o r y release. 

Prometheus i s "A gleaming man" l i k e the Manichean Redeemer r i s i n g from 

h i s p r i s o n abyss to s i t on h i s throne of g l o r y . The mention of the 

peacock provides a l i n k w i t h the Tibetan Buddhist peacock throne, which 

i s the seat of one of the Five Buddhas. 

These images are us u a l l y m y s t i f y i n g to the general reader. They 

are perhaps overwhelming and c e r t a i n l y b e a u t i f u l w i t h o u t explanation, 

but what i s f i n a l l y u n s a t i s f y i n g , though, i s the suddenness of t h i s 

hiarophanic v i s i o n . G u i l t has been accepted but t h a t i s not s u f f i c i e n t . 

I f a "PAYMENT" has been made f o r man, then how d i d i t happen? The 

very cosmology t h a t has been used to u n i v e r s a l i z e Prometheus on h i s 

Crag has also made i t a b s t r a c t . This was perhaps the poet's i n t e n t i o n 

as we can guess from the use of the words "icon" and " f a b l e " i n 

Poem 18 to describe the nature of the t e x t . Although one form i s 

s t a t i c and v i s u a l , the other mobile and a u d i t o r y , these a r t i s t i c models 

are unit e d i n a common a b s t r a c t i o n and i d e a l i z a t i o n . 

We must wait u n t i l Cave Birds f o r the problem of g u i l t to be 

a r t i c u l a t e d i n a more personal way. Many of the ideas t h a t we have 
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discovered i n Prometheus on h i s Crag are there developed i n such a way 

as to cause a c l e a r e r i d e n t i f i c a t i o n w i t h the contemporary reader and 

the journey towards a more p u b l i c a r t . This sequence should be seen 

as the l o g i c a l conclusion to one of the strands of Crow. opening the 

way to the poet's co n c e n t r a t i o n on the concerns t h a t begin to germinate 

i n Cave Birds and which come to f r u i t i o n i n Gaudete - they w i l l then be 

plowed back i n t o the ground i n 'Moortown' and Remains of Elroet. 
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CHAPTER 4 

CAVE BIRDS 

Cave B i r d s was f i r s t p u b l i s h e d as a t e n poem l i m i t e d e d i t i o n i n 

1975, w i t h n i n e drawings by Leonard B a s k i n . These poems were composed 

d u r i n g t he same p e r i o d as both Season Songs and Gaudete but were t h e 

f i r s t t o appear i n any completed f o r m . The g e n e r a l l y a v a i l a b l e e d i t i o n 

o f t h e poems t o o k form as t h e r e s u l t o f Baskin's enthusiasm i n p r o d ­

u c i n g t e n f u r t h e r d r a wings and t h i r t y - o n e poems were read a t t h e I l k l e y 

F e s t i v a l i n Y o r k s h i r e i n 1975. The poems d e a l w i t h t h e n o w - f a m i l i a r 

themes o f death and r e s u r r e c t i o n and more c l e a r l y t h a n any o f Hughes's 

o t h e r work show h i s v i t a l c oncern w i t h i n i t i a t o r y p a t t e r n s . I n f a c t , 

r a t h e r t h a n u s i n g i n i t i a t o r y myths, Hughes i s now c r e a t i n g h i s own 

i n i t i a t o r y t e x t . Cave B i r d s d e s c r i b e s a r i t u a l which t a k e s an i n d i v - r 

i d u a l from p r o f a n e e x p e r i e n c e i n t o t h e s a c r e d . 

The sequence commences by showing t h e p r o t a g o n i s t a t ease i n a 

cosy n u r s e r y w o r l d . I t i s a n u r s e r y because t h e r e i s no p e r s o n a l 

r e s p o n s i b i l i t y and no c a p a c i t y f o r u n d e r s t a n d i n g t h e t r u e n a t u r e o f the 

w o r l d . Not o n l y i s the persona c o m p l e t e l y untouched by s u f f e r i n g , b u t 

he a l s o has no concern a bout i t s e f f e c t s on o t h e r c r e a t u r e s . H i s o n l y 

response t o what hie sees i s s e l f - c o n g r a t u l a t i o n a t h i s own i m m u n i t y . 

"When I saw l i t t l e r a b b i t s w i t h t h e i r heads c r u s h e d on r o a d s / l knew I 

rode t h e wheel o f th e g a l a x y . " (1978 Faber e d i t i o n , p. 7) The persona's 

a t t i t u d e t r i v i a l i z e s t h e " m i r a c l e " o f t h e hawk's f l i g h t , t akes t he 

m y s t e r i e s o f Nature and makes them a game r a t h e r t h a n a r i t e . Hughes's 

i n t r o d u c t i o n t o th e poem when Cave B i r d s was b r o a d c a s t p u t s t h e persona' 

s i t u a t i o n l i k e t h i s - "ThB hero's c o c k e r e l i n n o c e n c e , i t t u r n s o u t , 
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becomes h i s g u i l t . His own s e l f , f i n a l l y , t h e i n n a t e n a t u r e o f h i s 

f l e s h and b l o o d , b r i n g s him t o c o u r t . " T h i s i n t r o d u c t i o n serv/ed as a 

r e m i n d e r o f t h e j u d i c i a r y n a t u r e o f t h e p r o t a g o n i s t ' s e x p e r i e n c e , t h a t 

h i s a t t i t u d e i s n o t h a r m l e s s , b u t a s e r i o u s o f f e n c e a g a i n s t N a t u r e , an 

o f f e n c e t h a t can n o t be o v e r l o o k e d , and i n t h e m i d s t o f h i s complacent 

c r o w i n g t h e h e r o i s s t r u c k dumb so t h a t t h e honesty o f t h e scream can 

s u r f a c e . L i k e t h e Word o f God which i s s h a r p e r t h a n any sword, whi c h 

d i v i d e s between s p i r i t and s o u l , t h e scream i s " L i k e an o b s i d i a n dagger, 

d r y , j a g - e d g e d . " One i s a l s o reminded o f t h e s t o n e s a c r i f i c i a l dagger 

o f many c u l t i c r e l i g i o n s , f o r i n s t a n c e t h e Aztec. 

The h e r o i s c o n f r o n t e d by s p i r i t u a l r e a l i t i e s which make a mockery 

of h i s complacent p h i l o s o p h y , h i s dangerous i n n o c e n c e . The p h i l o s o p h y 

i s t h a t o f S o c r a t e s , as t h e i n i t i a l t i t l e o f 'The accused' as 'Socrates' 

Cock' h i n t s . Hughes has s a i d t h a t t h e b a s i c i d e a o f the sequence i s 
• i 

" t h e p s y c h o l o g i c a l c r i m e , punishment and compensation o f S o c r a t e s " , 

who was t h e d e f e n d e r o f t h e t r e n d from r e l i g i o n t o p h i l o s o p h y as t h e 

key t o l i v i n g . T h i s i d e a i s e x p l a i n e d by t h e p o e t i n h i s o r i g i n a l sub­

t i t l e , d e s c r i b i n g Cave B i r d s as: 
The Death o f S o c r a t e s and h i s R e s u r r e c t i o n i n Egypt - w i t h 
some i d e a o f s u g g e s t i n g t h a t a s p e c t o f i t w h i c h i s a c r i t i q u e 
o f s o r t s o f t h e S o c r a t i c a b s t r a c t i o n and i t s consequences 
t h r o u g h C h r i s t i a n i t y t o us. His r e s u r r e c t i o n i n Egypt, i n 
t h a t case, would i m p l y h i s c o r r e c t i o n , h i s r e — a b s o r p t i o n i n t o 
t h e m a g i c a l - r e l i g i o u s a r c h a i c s o u r c e s o f t h e i n t e l l e c t u a l l i f e 
i n t h e East M e d i t e r r a n e a n and h i s re-emergence as a Horus-
b e l o v e d c h i l d and spouse o f t h e Goddess.2 

So once a g a i n we see Hughes's p i v o t a l p r e o c c u p a t i o n w i t h s p i r i t u a l 

s o u r c e s w h i c h p r e d a t e our own c u l t u r e and which use t h e " o l d method" 

t o p u t our c i v i l i z a t i o n on t o a "new h o l y g r o u n d . " The p r o t a g o n i s t 

i n b e i n g j u d g e d s t a n d s f o r each one o f us, i n c l u d i n g t h e p o e t h i m s e l f , 

and a l s o f o r our c u l t u r e which has a l s o made mock of the m y s t e r i e s , 
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t h u s f o r f e i t i n g any meaning t o our s u f f e r i n g s . 

The scream o f t h e p r o t a g o n i s t b e g i n s t h e j u d i c i a l p r o c e s s by 

b r i n g i n g down t h e b i r d whose task i s t o a c t as summoner. Even t h e 

p h y s i c a l form o f t h i s b i r d i s a f o r e t a s t e o f judgement: 

S p e c t r a l , g i g a n t i f i e d , 
P r o t o z o i c , b l o o d - e a t i n g . 

The carapace 
Of f o r e c l o s u r e . 

The c u t i c l e 

Of f i n a l a r r e s t . ('The summoner 1, p. 8) 

As G i f f o r d and Roberts have p o i n t e d o u t " f o r e c l o s u r e " i m p l i e s d i s ­

p o s s e s s i o n and i n t h e h e r o - c o c k e r e l ' s case he i s d e p r i v e d o f h i s 

s p i r i t ' s home, h i s body. 

At f i r s t t h e summoner seems t o be a p r o t e c t o r , b u t , "Sooner or 

l a t e r -/The g r i p . " 

The d e s c r i p t i o n o f t h e summoner as p r o t e c t o r i s p a r t o f a double 

t h r e a d ; t h e f i r s t t h e j u d i c i a l image, t h e second based on a n a l o g i e s 

stemming f r o m t h e D u d e o - C h r i s t i a n t r a d i t i o n . The f i r s t t h r e a d l e a d s 

t o such words as " f o r e c l o s u r e " and "Evidence" and t h e t i t l e s o f a 

number o f poems, w h i l e the second i s more h i d d e n y e t appears i n most 

poems. T h i s l a t t e r s t r a n d emphasizes t h e work o f t h e Word and t h e 

S p i r i t , f o r c e s which Hughes presumably r e g a r d s as more a c c e p t a b l e t h a n 

o t h e r C h r i s t i a n concepts owing t o t h e i r r e l a t i o n t o mystery r e l i g i o n s . 

The S p i r i t a s p e c t comes i n r e f e r e n c e s t o t h e w i n d , which Desus l i k e n e d 

t o t h e S p i r i t ( c f . 'The g u i d e ' ) , i n r e f e r e n c e s t o w a t e r ('The b a p t i s t ' ) 

and i n the images o f c o m f o r t . I n 'The b a p t i s t ' t h e water i s a 

" s w a t h i n g o f balm" w h i l e i n 'The summoner' t h e c r e a t u r e i s c a l l e d a 

p r o t e c t o r , l i k e t he Comforter who i s t h e P a r a c l e t e , t h e Holy S p i r i t . 

I t i s i m p o r t a n t t h a t t h e p r o t e c t o r a l s o be t h e summoner, s i n c e 

by c a l l i n g t h e hero t o accoun t and making f o r e c l o s u r e on h i s l i f e , i t 
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r e l e a s e s him t o a new e x i s t e n c e , t h e " R e s u r r e c t i o n i n Egypt." L i k e 

t h e C h r i s t i a n Holy S p i r i t , by b r i n g i n g t h e f o r c e s o f c o n v i c t i o n , t h e 

summoner opens t h e door t o r e b i r t h , b u t f i r s t t h e l e g a l r e q u i r e m e n t s 

must be s a t i s f i e d . The hero must s t a n d t r i a l and i f found g u i l t y 

must s u f f e r t h e p e n a l t y . Thus we a r e p r e s e n t e d w i t h t h e Kafkaesque 
3 

t r i a l o f ' A f t e r t h e f i r s t f r i g h t 1 . As an " h o n o u r a b l e p l a t o n i s t " t h e 

p r o t a g o n i s t f e e l s bound t o p r o t e s t , b u t i s c o n f r o n t e d by h i s own daemon, 

h i s a l t e r - e g o , h i s n o n - r a t i o n a l s e l f , who d r a m a t i z e s i n f r o n t o f h i s 

eyes t h e t r u e n a t u r e o f h i s c r i m e s : 
The d i s p u t a t i o n went beyond me t o o q u i c k l y . 
When I s a i d : ' C i v i l i z a t i o n ' , 
He began t o chop o f f h i s f i n g e r s and mourn. 
When I s a i d : ' S a n i t y and a g a i n S a n i t y and above a l l S a n i t y ' , 
He di s e m b o w e l l e d h i m s e l f w i t h a cross-shaped c u t . ( p . 10) 

"He cannot u n d e r s t a n d t h e sequence o f cause and e f f e c t " ^ s a i d Hughes, 

t h a t h i s own a t t i t u d e i s c a u s i n g t h e dismemberment o f h i s own t r u e 

s e l f . Once a g a i n the hero i s s i l e n c e d , b u t now i n s t e a d o f a scream 

comes g u i l t : 

I s t o p p e d t r y i n g t o say a n y t h i n g . 
But when he began t o snore i n h i s d e a t h - s t r u g g l e 
The g u i l t came. 
And when they covered h i s f a c e I went c o l d . ( p . 10) 

Hughes has w r i t t e n t o G i f f o r d and Roberts c l a r i f y i n g ' A f t e r t h e 

f i r s t f r i g h t 1 , s peaking o f h i s e a r l y m i s g i v i n g s a b out i t s c r u d i t y and 

why he f o l l o w e d K e i t h Sagar's u r g i n g t o r e t a i n i t i n t h e sequence. 

I t s c r u d i t y i s p a r t o f t h e p o i n t . "The p o i n t o f t h e poem i s t h a t t h e 

r e a l language o f p a i n i s c l e a r - i t s d e c l a r a t i o n tD t h e ' I ' i n t h e poem 

i s i m mediate and complete, t o t a l l y u n d e r s t o o d . " ^ He a l s o t e l l s us t h a t : 

The s u b j e c t here - t h a t no doubt has some i n f l u e n c e on t h e 
tone and s t y l e o f t h e p i e c e - i s t h e crude and deg e n e r a t e d 
s t a t e o f t h e mutu a l u n d e r s t a n d i n g s between what i s d e s i r a b l e 
and r e q u i r e d , and what i s i n e s c a p a b l y and b l i n d l y undergone. 
' C i v i l i z a t i o n ' and ' S a n i t y ' a r e v a r i a b l e t e r m s , a c c o r d i n g 
t o what i s d e s i r a b l e and r e q u i r e d . What i s ' d e s i r a b l e ' and 
' r e q u i r e d ' t o what i s t r u l y s u f f e r e d ? ^ 
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Chopping o f f i n g e r s i n mourning and H a r a - k i r i are examples o f what i s 

d e s i r a b l e and r e q u i r e d i n c e r t a i n c u l t u r e s , y e t i n s a n i t y i n o t h e r s . I t 

i s s i g n i f i c a n t t h a t i n W e s t e r n i z e d s o c i e t i e s they a r e t h e marks o f 

extreme e x i s t e n t i a l i s t a l i e n a t i o n . One i s reminded o f t h e m a s o c h i s t i c 

s u i c i d e o f t h e Japanese n o v e l i s t Mishima and o f t h e Dutch e x i s t e n t i a l ­

i s t f i l m where the man who was b o t h d i r e c t o r and v i c t i m s e t up a camera 

t o r e c o r d h i s s e l f - m u t i l a t i o n by c u t t i n g o f f h i s f i n g e r s , j o i n t by 

j o i n t u s i n g p l i e r s . What i n ' i n t e g r a t e d ' s o c i e t i e s i s " p a r t o f t h e 

c o h e r e n t , b a l a n c e d s u c c e s s f u l l y adapted system by which those s o c i e t i e s 
7 

manage l i f e and t h e i r w o r l d " i n our w o r l d i s a m a n i f e s t a t i o n o f decay, 

masochism r a t h e r t han " a b s o l u t e honesty ... the acceptance o f t h e 
Q 

r e a l j t y o f what h u r t s . " 

I t i s t h i s r e a l i t y t h a t t h e p r o t a g o n i s t i s now s u b j e c t e d t o by 

'The i n t e r r o g a t o r ' , the r e p r e s e n t a t i v e o f t h e sun as i n Prometheus on 
g 

h i s Crag and l i k e w i s e a v u l t u r e agent o f t h e male p r i n c i p l e . L i k e a 

r e a l v u l t u r e t h e i n t e r r o g a t o r i s ready t o pounce upon whatever t h e Sun 

exposes, i n t h i s case, " t h e s t a r e - b o n e d mule o f man/Lumped on t h e 

b a d l a n d s . " ( p . 12) The Sun which t h e v u l t u r e s erves i s m a n i f e s t e d i n 

Cave B i r d s as 'The j u d g e ' a d i s g u s t i n g e x p r e s s i o n o f t h e male p r i n c i p l e 

d i v o r c e d f r o m t h e f emale. The j u d g e i s more concerned w i t h j u d g i n g 

t h a n j u s t i c e , as i s the Zeus i n Prometheus on h i s Crag, Krogon i n 

O r q h a s t t t h e Jehovah t h a t Hughes f i n d s i n the Old Testament, t h e G n o s t i c 

c r e a t o r o f Crow. He i s : 

The garbage—sack o f e v e r y t h i n g t h a t i s n o t 
The A b s o l u t e onto whose t h r o n e he l o w e r s h i s b u t t o c k s . 
C l o w n i n g , h a l f - i m b e c i l e , 

A Nero o f the u n a l t e r a b l e . ( p . 16) 

We not e t h a t h i s main i n t e r e s t i s g l u t t o n y , t h a t the g u i l t and p u n i s h ­

ment t h a t mankind i s i m p r i s o n e d by a r e j u s t " l e a v i n g s . " The jiudge i s 

t o o s e l f - o b s e s s e d t o e n j o y o p p r e s s i n g h u m a n i t y . His o p p r e s s i o n i s even 
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more i n t o l e r a b l e f o r b e i n g a s i d e e f f e c t o f h i s g l u t t o n y . 

W i t h a g l u t t o n as j u d g e i t i s n o t s u r p r i s i n g t h a t a scavenger 

b i r d s h o u l d be t h e p r o s e c u t o r , and i n h i s e x t r e m i t y t h e persona f i n d s 

t h e o f f e r o f t h e v u l t u r e ' s hungry embrace hard t o r e f u s e : 

Then t h e b i r d came. 
She s a i d : your w o r l d has d i e d . 
I t sounded d r a m a t i c . 
But my p e t f e r n , the one f e l l o w c r e a t u r e I s t i l l c h e r i s h e d , 
I t a c t u a l l y had d i e d . 
I f e l t l i f e had d e c i d e d t o c a n c e l me 
As i f i t saw b e t t e r h e l p f o r i t s e l f e l s e w h e r e . 

Then t h i s b i r d - b e i n g embraced me, s a y i n g : 
'Look up a t t h e sun. I am t h e one c r e a t u r e 
Who never harmed any l i v i n g t h i n g . ' 

I was g l a d t o s h u t my eyes, and be h e l d . 
Whether dead or u n b o r n , I d i d n o t c a r e . ('5he seemed so c o n s i d e r a t e ' 

P. 14) 

The p r o t a g o n i s t ' s s i t u a t i o n i s very s i m i l a r to t h a t o f Prometheus who 
10 

a l s o must endure t h e v u l t u r e ' s i n t e r e s t , b u t u n l i k e Prometheus t h e 

h ero o f Cave B i r d s has t h e hope o f an end. he has abused h i s humanity 

b u t he i_s human, m o r t a l l i k e t h e l i z a r d t h a t Prometheus e n v i e s i n 

Poem 18. Prometheus can never make atonement because he can never d i e , 

he can o n l y w i l d l y hope t h a t t h e v u l t u r e i s " a f t e r a l l , t h e H e l p e r / 

Coming a g a i n t o p i c k a t t h e c r u c i a l k n ot/Of a l l h i s bonds?" (Poem 20) 

I n c o n t r a s t t h e p r o t a g o n i s t o f Cave B i r d s has a l r e a d y r e c o g n i z e d the 

v u l t u r e as h i s " p r o t e c t o r " . 

Whereas th e image o f f e e d i n g was p r e v i o u s l y one o f d e s p a i r , a 

communion, b u t one w i t h o u t c e l e b r a t i o n , i n Cave B i r d s i t i s one o f l i f e . 

"Whether dead or unborn", i t does not m a t t e r - i f r e b i r t h i s p o s s i b l e . 

I t i s a t t h i s p o i n t t h a t t h e t h i r d s t r a n d o f imagery becomes a p p a r e n t . 

T h i s i s t h e s h a m a n i s t i c j o u r n e y towards i n i t i a t i o n , which i n many 
11 

c u l t u r e s i s d e s c r i b e d as b e i n g eaten by a monster, and i n every c u l t u r e 

i n c l u d e s dismemberment and complete d i s i n t e g r a t i o n . W i t h t h e persona's 

a c c e p t a n c e o f the v u l t u r e ' s c l a i m t h a t "your w o r l d has d i e d " , he i s 
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ready t o make t h e j o u r n e y t o t h e u n d e r w o r l d , t h e p r o c e s s o f p s y c h i c 

d i s m a n t l e m e n t and r e c o n s t r u c t i o n t h a t t h e numerous shamanic t r a d i t i o n s 

i l l u s t r a t e . 

M i r c e a E l i a d e c a l l s t h e e x p e r i e n c e o f b e i n g e a t e n "a f r e q u e n t 
12 

symbol f o r t h e ' b r e a k t h r o u g h i n planes'"* t h e means by which an 

i n d i v i d u a l i s t r a n s f e r r e d from one mode o f e x i s t e n c e t o a n o t h e r . But 

b e f o r e t h i s t r a n s f e r can be f u l l y e f f e c t e d t h e r e must f i r s t be a con­

f r o n t a t i o n w i t h t h e r e a l i t i e s t h a t t h e persona has so l o n g i g n o r e d . 

'The p l a i n t i f f shows him seei n g f o r t h e f i r s t t i m e t h e r e p r e s e n t a t i v e 

o f t h e E a r t h goddess: 

T h i s i s t h e b i r d o f l i g h t ! 
T h i s i s your moon o f p a i n - and t h e wise n i g h t - b i r d 
Your s m i l e ' s shadow. 
T h i s b i r d 
I s t h e l i f e — d i v i n i n g bush o f your d e s e r t 

The h e a v y - f r u i t e d , b u r n i n g t r e e 
Of your d a r k n e s s . 

How you have nursed h e r l 

Her f e a t h e r s a r e l e a v e s , t h e l e a v e s t ongues, 
The mouths wounds, t h e tongues fl a m e s 

The f e e t 
Roots 

B u r i e d i n your c h e s t , a humbling w e i g h t 
That w i l l n o t l e t you b r e a t h e . 

Your h e a r t ' s winged f l o w e r 

Come t o s u p p l a n t you. ( p . 18) 

The " b i r d o f l i g h t " i s l i n k e d t o i t s mother, t h e Gea G e n e t r i x , by a 

number o f h e r b a l images. The b i r d i s a bush i n t h e d e s e r t , i t s 

f e a t h e r s i t s l e a v e s , i t s f e e t t he r o o t s . At t h e same time i t i s s t i l l 

a m a n i f e s t a t i o n o f the persona's v i c t i m , h i s own daemon. I n r e p r e s s -
13 

i n g a p a r t o f h i s n a t u r e he has a l s o suppressed N a t u r e h e r s e l f . The 

v u l t u r e i s t h e r e p r e s e n t a t i o n of t h e male f o r c e , s y m b o l i z e d by Zeus. 
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The p l a i n t i f f i s " t h e wise n i g h t - b i r d " , c r e a t u r e o f A r t e m i s and 
14 

Athene, t h e same female f i g u r e who w i l l be e n c o u n t e r e d i n *A r i d d l e ' 

and 'The o w l f l o w e r ' , who t h e p r o t a g o n i s t w i l l e v e n t u a l l y marry i n a 

sequence o f l a t e r poems. 

The t o n e and h a u n t i n g beauty o f 'The p l a i n t i f f i s r e m i n i s c e n t 

o f 'Crow's Undersong', b u t here t h e to n e i s f i r m e r , t h e s u b j e c t b r o u g h t 

i n t o f o c u s , a c o n c r e t e m a n i f e s t a t i o n o f t h e 'She' who cannot "come a l l 

th e way" and who can o n l y make her c o m p l a i n t t h r o u g h her messenger. 

The m a r r i a g e t o t h i s h e r m a p h r o d i t i c f i g u r e who i s both h i m s e l f 

and a r e p r e s e n t a t i v e o f t h e female, i s t h e second major phase o f t h e 

p r o t a g o n i s t ' s shamanic i n i t i a t i o n . The m a r r i a g e w i t h an androgynous 
15 

s p i r i t i s a s p e c i f i c a l l y s h a m a n i s t i c e x p e r i e n c e , p a r t o f a phenom­

enon t h a t has a l r e a d y shown t h e f o r c e o f i t s a t t r a c t i o n i n Crow and 

Prometheus on h i s Crag. 

Baskin's d r a w i n g i s o f a ' H e r m a p h r o d i t i c Cphesian Owl', p o i n t i n g 

t o t h e p l a i n t i f f ' s androgyny, r e f l e c t i n g a p s y c h o l o g i c a l r e a l i t y - t h e 

m y t h i c r e c o n c i l i a t i o n o f male and f e m a l e , a t peace w i t h i n a s i n g l e 
16 

i n d i v i d u a l . But t h e m a r r i a g e i s s t i l l y e t t o come. The f i r s t phase 

o f d e v o u r i n g must r u n i t s f u l l c o urse. ' I n these f a d i n g moments I 

wanted t o say' d e s c r i b e s t h e hero's f i n a l moment o f s t r u g g l e , making 

i d i o t i c excuses i n t h e f a c e o f d e a t h . I n response t h e daemon reminds 

her o t h e r s e l f t h a t he cannot have ca r e d about "some p e r f e c t s t r a n g e r ' s 

maiming" because he had no concept o f t h e t r u e n a t u r e o f the w o r l d and 

o f l i f e , "a c o l d b u s i n e s s o f mountains and t h e i r snow." ( p . 20) 

Though a l r e a d y swallowed by t h e v u l t u r e t h e p r o t a g o n i s t r e c e i v e s 

h i s f i n a l s e n t e n c e i n the e x e c u t i o n e r ' s cup o f hemlock. The poem 

'The e x e c u t i o n e r ' p o r t r a y s death as a k i n d o f p o s s e s s i o n , a replacement 

o f t h e h e r o ' s o l d s e l f by t h e rav e n . The use o f hemlock reminds us 

t h a t i t i s t h e d e a t h o f S o c r a t i c man t h a t i s t a k i n g f t l a c e as t h e 
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p r o t a g o n i s t d i s c o v e r s t h a t h i s body i s no l o n g e r h i s own. He becomes 

a f o e t u s a w a i t i n g new b i r t h . " I t f e e l s l i k e t h e w o r l d / B e f o r e your 

eyes ever opened." ( p . 22) 

I t s h o u l d be noted t h a t here Hughes has n o t made t h e m i s t a k e o f 

r e l i e v i n g t h e sense o f doom as t h e p o i s o n darkens f i r s t t h e heavens 

and t h e n t h e e a r t h . The poem i s a l i t t l e a p o calypse i n i t s e l f , as one 

by one thB s t a r s b l i n k o u t o f e x i s t e n c e and c o n c u r r e n t l y the hero's 

c o n s c i o u s n e s s f r a g m e n t s , b l a c k emptiness r e p l a c i n g t h e eyes o f h i s 

f r i e n d s . T h i s sense o f t o t a l h o r r o r i s a d m i r a b l y balanced by t h e 

p e r s o n a ' s own detachment and t h e monumental uniqueness o f the exper­

i e n c e . A new cosmos r e p l a c e s t h e i n d i f f e r e n t o r exhausted one t h a t 

t u r n e d i t s back on t h e p r o t a g o n i s t i n t h e p r e v i o u s poem. The hero's 

r e b i r t h i s f o r him a renewal o f t h e whole w o r l d . Here t h e a s p e c t t h a t 

i s b e i n g d e a l t w i t h i s t h e r e t u r n t o t h e womb j u s t p r i o r t o r e b i r t h , 
17 

what M i r c e a E l i a d e c a l l s t h e ' r e g r e s s u s ad uterum'. 

W i t h t h e poem 'The accused' t h e r e now begins t o be a v o l u n t a r y 

response r a t h e r than j u s t a r e a c t i o n . The p r o t a g o n i s t makes an 

u n s o l i c i t e d c o n f e s s i o n t h a t i s b o t h l e g a l and s p i r i t u a l . The s p i r i t u a l 

s i d e i s more G n o s t i c than C h r i s t i a n , an a n t i n o m i a n c o n f e s s i o n , r e p e n t ­

i n g o f h i s body. He i s a l s o c o n f e s s i n g f r a u d i n t h a t he has s p o r t e d 

t h e f i n e r y o f a "bedaubed, begauded/Eagle-dancer" w i t h o u t being one. 

T h i s c o n f e s s i o n b r i n g s p o s i t i v e r e s u l t s . The shedding o f s k i n i s l i k e 

t h a t o f t h e snake, a symbol o f r e n e w a l . I t a l s o has shamanic s i g n i f i c ­

ance, i n v o l v i n g a r u b b i n g away o f s k i n u n t i l a m a g i c a l second s k i n i s 
18 

v i s i b l e t o t h e l e a d i n g shamans. By now the p r o t a g o n i s t has r e a l i z e d 

t h a t w i t h o u t g o i n g t o judgement he w i l l never go f r e e . He has a l s o 

r e a l i z e d t h a t he must renounce t h e o l d f o r the new, t h e p r o f a n e f o r t h e 

s a c r e d . I n t h e terms o f S a i n t P a u l he must p u t o f f t h e o l d man and p u t 

on t h e new, 'The accused' d e a l s w i t h t h e f i r s t a c t i o n . ' F i r s t , the 
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d o u b t f u l c h a r t s o f s k i n ' d e a l s w i t h t h e b e g i n n i n g o f t h e l a t t e r , p o r t ­

r a y i n g i t i n terms o f a j o u r n e y as i n The P i l g r i m ' s P r o g r e s s o r t h e 

q u e s t f o r t h e h o l y g r a i l . There i s a l s o a s t r o n g element from t h e 

Odyssey; 

A f t e r some h a r m l e s s , i r r e l e v a n t m a r v e l s 
And much boredom a t sea 

Came t h e wrecked l a n d f a l l , sharp r o c k s , hands and knees 
Then t h e s m a l l and l a r g e i n t e s t i n e , i n t h e i r wet cave. 
These gave me pause. 

( ' F i r s t , t h e d o u b t f u l c h a r t s o f s k i n ' , p. 26) 

T h i s j o u r n e y i s a l s o a s w a l l o w i n g ; t h e hero n e g o t i a t e s i n t e s t i n e s 

as i f t h e y were t u n n e l s i n t h e Cyclops' cave, p a r t o f t h e c o n t i n u a l 

l a y e r i n g and c r o s s - r e f e r e n c e t h a t c h a r a c t e r i z e s Cave B i r d s . One o f 

t h e t r i a l s i s a b a t t l e w i t h a s p i d e r which reminds us o f the Judge who 

" t e e t e r s across/A w e b - g l i s t e n i n g geometry", a n o t h e r m a n i f e s t a t i o n o f 

t h e male oppr e s s o r f i g u r e . Having s u r v i v e d these e n c o u n t e r s t h e hero 

i s f i n a l l y c o n f r o n t e d by h i s own g r a v e , an en c o u n t e r which i s made 

more e x p l i c i t i n t h e poem 'Second B i r t h ' , c o l l e c t e d i n t h e Faber 

e d i t i o n o f Floortown: 
When he c r e p t back, s e a r c h i n g f o r 
The womb-doorway, r e m o r s e f u l , 
I t was an u g l y grave 

F a l l e n i n on bleached s t i c k s . (Woortown. p. 112) 

The womb door i s a l s o a g r a v e , a f a m i l i a r c orrespondence t o t h e p r i m i t i v e 

p syche. I n A f r i c a i t i s customary f o r t h e women o f Some t r i b e s t o g i v e 

b i r t h i n t o a s h a l l o w t r e n c h ( o r d e l i b e r a t e l y on t o t h e bare e a r t h ) t o 

a c t o u t t h e o r i g i n s o f t h e i n f a n t i n b o t h d eath and t h e e a r t h . The 

e p i t a p h a t t h e end o f ' F i r s t , t h e d o u b t f u l c h a r t s o f s k i n ' s h o u l d be 

rea d i n t h i s c o n t e x t . Because the p r o t a g o n i s t has come t o t h e grave he 

w i l l f i n d weapons. I t i s a prophecy t h a t he w i l l become a w a r r i o r , " t h e 

i d e a l , s p i r i t u a l persona designed t o manage and e n j o y t h o se o t h e r w o r l d s 
20 

s a f e l y , and s a n e l y , and t h i s one t o o . " 

There i s a l s o a l i n k here w i t h Remains o f Elmet - i n t h e image o f 
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" l o o s e bones/On a h e a t h e r y moor, and a r o o f l e s s c h u r c h " , w i t h w i l d 
21 

h o r s e s s t a n d i n g among t h e g r a v e s . I t i s i n such a landscape t h a t 

t h e " c r a d l e - g r a v e " i s l o c a t e d : 

Where t h e Mothers 

G a l l o p t h e i r s o u l s 
Where t h e h o w l i n g s o f heaven 
Pour down o n t o e a r t h 
L o o k i n g f o r bodies 
Of b i r d s , a n i m a l s , people 

A h a p p i n e s s s t a r t s up, s e c r e t and w i l d , 
L i k e a l a r k - s o n g j u s t o u t o f h e a r i n g 
Hidden i n t h e wind 

A s i l e n t e v i l j o y 
L i k e a s t a r - b r o k e n stone 
Who knows n o t h i n g more can happen t o i t 

I n i t s c r a d l e - g r a v e . (Remains o f Elmet. p. 10) 

Once a g a i n t h e emphasis i s on the g r a v e as c e n t r a l t o b i r t h . I n t h i s 

poem t h e M o t h e r s a r e the f o r c e b e h ind t h e v i t a l i t y o f t h e moors. They, 

l i k e t h e w i l d h o r s e s , a r e a t t e n d a n t s o f t h e Great Mother. I n 'The 

k n i g h t ' t h e h e r o k n e e l s b e f o r e t h i s same l a d y i n " f f l a w l e s s " s u b m i s s i o n . 

'The k n i g h t ' i s t h e c u l m i n a t i o n o f t h e f i r s t phase o f t h e r i t u a l . 

T h i s was n o t t h e case i n t h e f i r s t v e r s i o n o f Cave B i r d s where t h e 

sequence o f poems went s t r a i g h t from 'The accused' t o 'The r i s e n ' . 

T h i s gave c e n t r a l emphasis t o the t r i a l image, whereas w i t h t h e s t i m u l ­

a t i o n o f t e n more Ba s k i n d r a w i n g s , t h e emphasis t u r n s t o t h e s h a m a n i s t i c 

and i n i t i a t o r y a s p e c t s , developed i n poems l i k e 'A f l a y e d crow i n t h e 

h a l l o f j u d g e m e n t 1 , 'The b a p t i s t ' , 'The g u i d e ' , and 'Walking b a r e 1 . 

The n e x t group o f poems i n t r o d u c e s t h e m a r r i a g e element, t h r o w i n g 

i n t o s h a r p e r f o c u s t h e i m p o r t a n c e o f the c h o i c e between t h e f a l s e mother 

o f 'A green mother' and t h e goddess o f 'A r i d d l e ' . I n The A r t o f Ted 

Hughes, K e i t h Sagar has t r e a t e d t h i s t h i r d group o f poems as " n o t 

i n t e n d e d t o go w i t h any d r a w i n g s , most o f them, i n f a c t , q u i t e o u t s i d e 
22 

th e b i r d - d r a m a . " The f i r s t p a r t o f the s t a t e m e n t i s c e r t a i n l y 
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c o r r e c t , b u t t h e a ssumption t h a t most o f t h e se poems a r e " f o r r e l i e f 
23 

and c o n t r a s t " i s n o t borne o u t by t h e poems th e m s e l v e s . A l t h o u g h a 

number o f them, l i k e 'She seemed so c o n s i d e r a t e ' and ' I n these f a d i n g 

moments', a r e no more t h a n expansions o f e s t a b l i s h e d themes and do bear 

t h e marks o f f o r c i n g t h a t Sagar r e f e r s t o i n h i s Cave B i r d s c h a p t e r , 

n o n e t h e l e s s t h e t h i r d group o f poems i s v i t a l t o t h e f i n a l p r o d u c t . 

They b o t h g i v e us a l i n k w i t h common t w e n t i e t h c e n t u r y l i f e as i n t h e 

new opening poem, 'The scream', and a l s o add a whole second s t a g e t o 

t h e hero's i n i t i a t i o n , making i t shamanic as w e l l as p e r s o n a l . The 

second s e c t i o n t r a n s f o r m s t h e sequence, changing i t from an e x e r c i s e i n 

t h e r e b i r t h m o t i f , a l b e i t a h i g h l y a c c o m p l i s h e d one, i n t o a p o e t i c 

d e m o n s t r a t i o n o f t h e r e i n t e g r a t i o n p r o f f e r e d t o t h e p r o t a g o n i s t , and 

a l s o a r g u a b l y g i v i n g a r e a d e r grounds f o r a s i m i l a r n e g o t i a t i o n w i t h 

t h e female p r i n c i p l e . 

But b e f o r e t h e m a r r i a g e t h e r e must be a r e v e l a t i o n . I n t h e shaman­

i c schema i t i s i n s u f f i c i e n t t o d i e and t o be r e b o r n . There must be a 

d i s c o v e r y o f knowledge t h a t w i l l make the p r o t a g o n i s t a t r u e w a r r i o r , 
24 

a "man o f power." Such a w a r r i o r conquers by s u r r e n d e r i n g e v e r y t h i n g . 

H i s reward i s h i m s e l f , o f f e r e d upon t h e a l t a r o f " t h e common w i l d 

s t o n e s o f t h e e a r t h " , h i s s a c r i f i c e a deep response o f r e v e r e n c e t o 

t h e e a r t h . I t i s i n her name t h a t he has conquered: 
A man o f knowledge i n h i s r o l e o f w a r r i o r was o b l i g a t e d t o have 
an a t t i t u d e o f d e f e r e n t i a l r e g a r d f o r t h e i t e m s w i t h which he 
d e a l t } he had t o imbue e v e r y t h i n g r e l a t e d t o h i s knowledge w i t h 
p r o f o u n d r e s p e c t i n * o r d e r t o p l a c e e v e r y t h i n g i n a m e a n i n g f u l 
p e r s p e c t i v e . Having r e s p e c t was e q u i v a l e n t t o h a v i n g assessed 
one's i n s i g n i f i c a n t r e s o u r c e s when f a c i n g t h e Unknown.25 

( C a r l o s Castenada) 

The p r o t a g o n i s t ' s s u b m i s s i o n o f h i s v i s i o n t o t h e g r a v e and the 

r e v e r e n t c o m m i t t a l o f h i s " t r o p h i e s " t o Nature r e s u l t s i n a response 

f r o m t h e n a t u r a l o r d e r t h a t s u r p r i s e s our t e c h n o l o g i c a l s e n s i b i l i t i e s : 
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An u n e a r t h l y c r y goes up. 
The Universes squabble over him -

Here a bone, t h e r e a r a g . 

H i s s a c r i f i c e i s p e r f e c t . He r e s e r v e s n o t h i n g . ('The k n i g h t ' , p. 28) 

The cosmos a c t s l i k e a n o t h e r , g i g a n t i c , v u l t u r e . I t i s l i k e t h e S i b e r i a n 

" B i r d - o f - P r e y - F l o t h e r " , w h i c h watches over t h e shaman's s o u l u n t i l i t 
26 

reaches m a t u r i t y , when i t i s t o r n a p a r t . There i s a l s o an echo o f 

t h e Dionysan myth. Dionysus i s a l s o h e r m a p h r o d i t i c , c a l l e d ' h a r d e n o t h e l u s ' , 

"man-womanish". Another o f h i s names i s "man-render", a r i g h t g i v e n him as 

a r e s u l t o f h i s own dismemberment by t h e T i t a n s . H i s mother i s Semele 

who was seduced by t h e god Zeus, r e p r e s e n t i n g m a r r i a g e between m o r t a l 

and i m m o r t a l , e a r t h and sky. As we w i l l see a g a i n i n Remains o f Elmet 

t h e d e c a y i n g bones o f the above poem a r e what, f o r Hughes, n a i l t h e two 

e lements t o g e t h e r . 

The B a s k i n drawing beside the t e x t o f 'The k n i g h t ' i s o f 'A Death-

s t o n e Crow o f C a r r i o n ' . The p r o t a g o n i s t has shed t h e f a l s e f i n e r y o f 

t h e c o c k e r e l and been t r a n s f o r m e d i n t o a crow. He m a n i f e s t s t h e 

i n d e s t r u c t i b i l i t y o f Crow, b u t u n l i k e Crow he i s making p r o g r e s s i n 

h i s quest because he i s p r e p a r e d t o be d i s m a n t l e d : 

And a l r e a d y 

N o t h i n g remains o f t h e w a r r i o r b u t h i s weapons 

And h i s gaze. 
Blades, s h a f t s , u n s t r u n g bows - and t h e s k u l l ' s beauty 
Wrapped i n the rags o f h i s banner. 
He i s h i m s e l f h i s banner and i t s r a g s . 
W h i l e hour by hour t h e sun 
S t r e n g t h e n s i t s r e v e l a t i o n . 

Not o n l y i s t h e r e a d e v o u r i n g and a dismemberment b u t as i n many 

p r i m i t i v e c u l t u r e s , t h e r e i s a l s o a s t r i p p i n g down t o t h e s k e l e t o n 

w h i c h t h e n becomes an o b j e c t of c o n t e m p l a t i o n : 

By t h u s s e e i n g h i m s e l f naked, a l t o g e t h e r f r e e d from t h e p e r i s h ­
a b l e and t r a n s i e n t f l e s h and b l o o d , he c o n s e c r a t e s h i m s e l f , 
i n t h e s a c r e d tongue o f t h e shamans, t o h i s g r e a t t a s k , t h r o u g h 
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t h a t p a r t o f h i s body which w i l l l o n g e s t w i t h s t a n d t h e a c t i o n 
o f t h e sun, w i n d and w e a t h e r , a f t e r he i s dead.27 

( M i r c e a E l i a d e ) 

That i s why " H i s s p i n e s u r v i v e s i t s r e l i g i o n . " The weapons he r e c e i v e s 

as a r e s u l t o f h i s c o n s e c r a t i o n a r e h i s own bones, wrapped i n a t a t t e r e d 

b a t t l e f l a g t h a t i s h i s own s o u l , l i k e Crow's " b l a c k f l a g o f h i m s e l f . " 

What makes t h e p r o t a g o n i s t a hero and a w a r r i o r i s t h e f a c t t h a t he 

has s u r v i v e d a l l t h a t has happened t o him: 
I n o u r t i m e t h e h e r o i c s t r u g g l e i s n o t t o become a hero b u t 
t o r e m ain a l i v i n g c r e a t u r e s i m p l y ... The v i c t i m s o f r a d i o ­
a c t i v i t y and o f t h e death-camps, t h e corpse o f a b i r d , an agony 
t o o p r i v a t e t o name, become t h e o n l y u n e q u i v o c a l p o r t r a i t s o f 
l i f e , o f t h e Angel a hundred f a c e s behind t h e human f a c e . ^ 8 

I n t h i s comment on t h e work o f Leonard B a s k i n , Hughes g i v e s us an 

i n s i g h t i n t o h i s p e r c e p t i o n o f t h e c e n t r a l i t y o f t h e themes i n 'The 

k n i g h t ' , themes l i k e w i s e suggested by t h e corpse o f a b i r d . I t i s from 

t h e c o n t e m p l a t i o n o f such r e a l i t i e s where Hades and Dionysus a r e one, 

t h a t Hughes's own e p i p h a n i e s d e r i v e . What i s happening i n t h e poem i s 

a m e d i t a t i o n upon one o f " t h e u n e q u i v o c a l p o r t r a i t s o f l i f e . " T h i s 

f o r m o f m e d i t a t i o n i s f u r t h e r e l u c i d a t e d i n a n o t h e r o f Hughes's c r i t ­

i c a l w r i t i n g s , h i s essay on t h e H u n g a r i a n p o e t 3anos P i l i n s z k y , w r i t t e n 

a year a f t e r Cave B i r d s : 

The i n t e n s i t y i s n o t f o r c e f u l o r s t r e n u o u s , i n any way. I t i s 
r a t h e r a s t i l l n e s s o f a f f l i c t i o n , a p a s s i v i t y o f t r a n s f i g u r ­
a t i o n . At t h i s p o i n t , when a l l t h e powers o f the s o u l a r e 
focused on what i s f i n a l , and cannot be a l t e r e d , even though 
i t i s h o r r i b l e , t h e a n g u i s h i s i n d i s t i n g u i s h a b l e from j o y . 
The moment c l o s e s t t o e x t i n c t i o n t u r n s o u t t o be t h e c r e a t i v e 
moment.^9 

I t i s e x t i n c t i o n and s u r v i v a l t h a t makes th e p r o t a g o n i s t a 
30 

w a r r i o r . W i t h o u t t h e f o r m e r he i s j u s t l i k e Crow or t h e " b l o o d -

c r o s s e d K n i g h t " o f t h e t h i r d p a r t o f 'Gog' i n Wodwo who s u r v i v e s by 

t r a m p l i n g N a t u r e u n d e r f o o t . I n Cave B i r d s t h e correspondancB i s no 

l o n g e r w i t h t h e " s u s p e c t " myth o f S t . George and t h e dragon b u t i s 
31 

w i t h t h a t o f Gawaine and t h e Green K n i g h t . Gawaine, t o o , must submit 
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t o t he f o r c e s o f N a t u r e , r e p r e s e n t e d by the Green K n i g h t . Gawaine's 

own e n c o u n t e r w i t h t h i s f o r c e a l s o t a k e s p l a c e b e s i d e a p r e h i s t o r i c 

b u r i a l p l a c e . But whereas i n t h e m e d i e v a l poem t h e two k n i g h t s r e t a i n 

t h e i r s e p a r a t e i d e n t i t i e s , s i n c e an accomodation w i t h t h e n a t u r a l 

f o r c e s i s c u l t u r a l l y p o s s i b l e , i n Cave B i r d s t h e c o n t e x t i s o f a 

s o c i e t y a l i e n a t e d from n a t u r e and o n l y a complete a s s i m i l a t i o n and 

t r a n s f o r m a t i o n w i l l s u f f i c e . The p r o t a g o n i s t must stop being a t o o l 

o f t h e S o c r a t i c a n t i - m a t e r i a l heresy and become t h e champion o f t h e 

wronged l a d y . 

'The k n i g h t * makes a d e f i n i t e break i n the sequence, t h e c l i m a x 

t o t h e f i r s t s e c t i o n . As a r e s u l t , when we read 'Something was 

happening' t h e r e i s a s t r o n g sense t h a t e v e r y t h i n g i s s t a r t i n g a g a i n . 

Once more we a r e shown t h e p r o t a g o n i s t ' s response t o a d e a t h j t h i s t i m e 

n o t t h a t o f a r a b b i t but o f a woman t h a t he has been c l o s e t o . Again 

t h e complacency i s s h a t t e r e d , t h i s t i m e by f e a r o f a c y c l e o f l i f e t h a t 

he cannot c o n t r o l : 

And when I saw new emerald t u f t i n g t he q u i n c e , i n A p r i l • 
And c r i e d i n dismay: 'Here i t comes a g a i n ! 1 

The l e a t h e r o f my shoes 
Continued t o gleam 
The s i l e n c e o f the f u r n i t u r e 
R e g i s t e r e d n o t h i n g 

The e a r t h , r i g h t t o i t s f a r r i m s , i g n o r e d me. ( p . 30) 

Nonetheless t h e hero i s n o t l e f t c o m p l e t e l y a l o n e : 

Only t h e e a g l e - h u n t e r 
B e a t i n g h i m s e l f t o keep warm 
And bowing towards h i s t r a p 
S t a r t e d s i n g i n g 

(Two, t h r e e , f o u r thousand y e a r s o f f key.) 

These l i n e s g i v e us t h e main c l u e as t o the n a t u r e o f t h e d i v i s i o n 

o f t h e main elements o f Cave B i r d s . A t t e n t i o n has a l r e a d y been drawn 

t o t h e two phases o f i n i t i a t i o n and m a r r i a g e , y e t these do n o t e x p l a i n 
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t h 8 r e p e t i t i o n o f themes and images t h a t we a r e now e n c o u n t e r i n g . The 

r e a s o n i s because so f a r t h e p r o t a g o n i s t has o n l y e x p e r i e n c e d a p e r ­

s o n a l i n i t i a t i o n . H i s k n i g h t h o o d i s o n l y a b e g i n n i n g , n o t an end. The 

h e r o must now make th e quest t h a t he has been k n i g h t e d f o r . The 

m a r r i a g e i s a new, s p e c i f i c a l l y shamanic one, preceded by o r d e a l s 

d e s i g n e d t o c o n f r o n t f e a r r a t h e r t h a n g u i l t . The persona o f 'Something 

was h a p p e n i n g 1 has n o t y e t r e a l i z e d t h i s and s t r o l l s w i t h o u t p u r p o s e , 

n o t knowing t h a t he has now been a p p r e n t i c e d as a shaman. 

The song o f t h e " e a g l e - h u n t e r " reaches a c r o s s the m i l l e n i a t o h e l p 

t h e p e r s o n a , who must f i n d a new song o f h i s own, t h e e a g l e - h u n t e r ' s 

b e i n g m i l l e n i a " o f f - k e y " . The j o u r n e y must c o n t i n u e . The k n i g h t must 

w i n h i s l a d y ' s hand i n m a r r i a g e . The a p p r e n t i c e must master h i s t r a d e . 

H i s dream i n 'The k n i g h t ' has p r o v e d h i s c a l l i n g b u t n o t h i s a b i l i t y t o 

c o n t i n u e , and he must go t h r o u g h an o r d e a l which i s b o t h p a r t o f h i s 

e d u c a t i o n and a t e s t . The p r o t a g o n i s t ' s g r e a t e s t enemy i s now f e a r , 

g u i l t hawing a l r e a d y been confessed: 

You choose - but i t i s a f o r m a l i t y . 
A l r e ady y o u r s e l f has confessed y o u r s e l f . 

A l l t h o s e s w e a t i n g s and g r i n n i n g s a r e f u t i l e . 
The c a n d i d a t e i s s t r i p p e d . 

Such f e a r - your w e i g h t oozes from you. ('The g a t e k e e p e r ' , p. 32) 

I n The Teachings o f Don Juan i t i s f e a r which i s c a l l e d " t h e f i r s t 

enemy o f t h e man o f knowledge," But a l s o f e a r i s t r e a t e d as necessary. 

"The i d e a l wes t h a t , i n s p i t e of f e a r , one had t o proceed w i t h t h e 
32 

c o u r s e o f one's a c t s . " I n 'The g a t e k e e p e r ' i t i s the g a t e k e e p e r ' s 

q u e s t i o n w h i c h b r i n g s o u t t h e hero's f e a r o f u n f o r g i v e n e s s . "The s i m p l e 

f o r k i n t h e r o a d " i s a h i g h l y i m p o r t a n t one. An e a g l e i s f l y i n g "To 

drop you i n t o a bog or c a r r y you t o e a g l e s . " E i t h e r t h e p r o t a g o n i s t 

w i l l emerge from t h i s a shaman or he w i l l be l o s t i n t h e quagmire o f 

h i s remorse. (The eagle i s a symbol o f t h e shamanic c a l l . Among th e 
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B u r y a t o f S i b e r i a j u s t t o dream o f an e a g l e makes one a shaman.) 

The answer i s i n f a c t a l r e a d y p r e s e n t i n the hero's response t o 

t h e s p h i n x / o s p r e y ' s q u e s t i o n . The s p h i n x asked Oedipus what went on f o u r 

l e g s , t h r e e l e g s , two l e g s and one l e g . He made t h e c o r r e c t answer, 

'Man'. T h i s i s a l s o t h e answer o f t h e p r o t a g o n i s t o f Cave B i r d s , who 

c o n f e s s e s h i s humanity, which i s both t h e source o f h i s g u i l t and o f 

t h e courage t h a t can make him conquer. His p o s i t i o n i s t h a t o f C a r l o s 

CastBnada as shown him by Don 3uan: 

You t h i n k t h e r e a r e two w o r l d s f o r you - two p a t h s . 
But t h e r e i s o n l y one. The p r o t e c t o r showed you t h i s w i t h 
u n b e l i e v a b l e c l a r i t y . The o n l y w o r l d a v a i l a b l e t o you i s 
the w o r l d o f men, and t h a t w o r l d you cannot choose t o 
l e a v e . You a r e a mani33 

Hughes, t o o , l i n k s a c c e p t a n c e o f one's s e l f and one's humanity w i t h 

a cceptance o f one's w o r l d . He applauds j u s t such an a t t i t u d e i n h i s 

r e v i e w o f Wax N i c h o l s o n ' s The E n v i r o n m e n t a l R e v o l u t i o n , and i t i s t h e 

j o u r n e y t o t h i s a t t i t u d e t h a t he d r a m a t i z e s i n the ' A l c h e m i c a l Cave 

Drama' o f Cave B i r d s . 

T h i s drama i s now a f f e c t e d by a major change o f t o n e , commencing 

w i t h t h e poem 'The g a t e k e e p e r ' . A d i f f e r e n t p e r s p e c t i v e i s used f o r 

t h e second phase o f i n i t i a t i o n a c h i e v e d by changes o f v o i c e . Whereas 

t h e e a r l i e r poems are u s u a l l y i n t h e f i r s t p e r s o n , o n l y o c c a s i o n a l l y 

i n t h e t h i r d , the H a t e r ones are o f t e n from t h e p o i n t o f view o f an 

o b s e r v e r . I n o n l y two o f t h e l a t e r poems does t h e hero speak, these 

b e i n g 'When I came I saw a wood' and 'Walking b a r e * . Most poems a r e 

addresses by v a r i o u s b i r d s t o the p r o t a g o n i s t o r o b s e r v a t i o n s on h i s 

b e h a v i o u r by someone o u t s i d e the drama. Once a g a i n i t i s w o r t h making 

a comparison w i t h The Teachings o f Don Juan. The f i r s t p e r s o n poems 

resemble Castenada's d i a r y e n t r i e s d e s c r i b i n g h i s e x p e r i e n c e s . The 

o b s e r v e r ' s a d v i c e and a i d s t o u n d e r s t a n d i n g a r e l i k e Don Juan's 

i n s t r u c t i o n . The t e a c h i n g r o l e o f t h e b i r d s i n Cave B i r d s i s l i k e 
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t h a t o f t h e v a r i o u s p o t e n t i a l h e l p e r s who appear t o Castenada. L i k e w i s e 

some o f t h e s e h e l p e r s a r e t r u e > o t h e r s f a l s e . The major d i f f e r e n c e l i e s 

i n t h e t h i r d p e r s o n poems, whi c h have no e q u i v a l e n t i n Castenada's 

w r i t i n g s , h i s a p p r e n t i c e s h i p i n i t i a l l y d i s c o n t i n u e d , and though resumed, 

s t i l l u n f i n i s h e d . 

The f o r m a t common t o b o t h works i s very s i m i l a r t o t h a t o f a 

m y s t e r y p l a y o r o f Chaucer's The P a r l e m e n t o f Fou l e s . p a r t i c u l a r l y t h e 

l a t t e r , w i t h v a r i o u s b i r d s speaking t o a c e n t r a l c h a r a c t e r , a l l open 

t o t h e s c r u t i n y o f t h e p o e t . T h i s d r a m a t i c s t r u c t u r e e n l i v e n s t h e 

sequence i n a way t h a t Hughes's o t h e r P a r l e m e n t , Adam and t h e Sacred 

Nine, f a i l s t o . 

'Walking bare' and 'A f l a y e d crow i n t h e h a l l o f judgement' a r e 

c o u n t e r p o i n t s t o the drama, s o l i l o q u i e s , as i n s e v e n t e e n t h c e n t u r y 

revenge t r a g e d y , where t h e f l o o d o f b l o o d y events i s i n t e r r u p t e d f o r 

t h e hero t o g i v e t h e audience an i n s i g h t i n t o h i s own s t a t e o f mind. 

T h i s d r a m a t i c s t r u c t u r e c o n t i n u a l l y reminds us t h a t we a r e n o t d e a l i n g 

w i t h a p h i l o s o p h i c a l a b s t r a c t , o r a t r a c t about i n i t i a t o r y e x p e r i e n c e , 

b u t w i t h t h e hero's a c t u a l e x p e r i e n c e . Thus Hughes a v o i d s t h e p o n t i f i c ­

a t i n g t h a t mars Crow and i s a b l e t o m a i n t a i n the r e a d e r ' s i n t e r e s t 

t h r o u g h t h e r a t h e r r e p e t i t i v e v i o l e n c e . There i s a l s o a s k i l f u l use 

o f q u e s t i o n s i n o r d e r t o arouse our c u r i o s i t y and m a i n t a i n our c o n t a c t 

w i t h a d i s t i n c t l y odd e x p e r i e n c e . 

These f a c t o r s a r e p a r t i c u l a r l y i m p o r t a n t s i n c e Hughes o b v i o u s l y 

i n t e n d s t h e sequence t o have an e f f e c t on an audience t h a t has no know­

le d g e o f p r i m i t i v e i n i t i a t o r y r i t e s . Thus t h e p o e t must use d u a l -

purpose images, such as t h a t o f f l a y i n g i n 'A f l a y e d crow i n t h e h a l l 

o f judgement'. Here t h e a d m i r a b l y a r t i c u l a t e d sense o f nakedness 

speaks f o r i t s e l f , dependant on no g o r y d e s c r i p t i o n o f a f l a y e d crow 

b u t o n t h e persona's spoken e x p r e s s i o n o f h i s i s o l a t i o n : 
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I r i s e beyond h e i g h t - I f a l l p a s t f a l l i n g . 
I f l o a t on an a i r 
As m i s t - b a l l s f l o a t , and as s t a r s . 

A c o n d e n s a t i o n , a gleam s i m p l i f i c a t i o n 
Of a l l t h a t p e r t a i n e d . 
T h i s c r y a l o n e s t r u g g l e d i n i t s t i s s u e s . 

Where am I go i n g ? What w i l l come t o me here? 
I s t h i s e v e r l a s t i n g ? I s i t 

Stoppage and t h e s t a r t o f n o t h i n g ? ( p . 34) 

Nonetheless t h e r e i s a l s o t h e s h a m a n i s t i c a s p e c t , d e r i v e d from t h e 

emphasis on removal o f s k i n as s y m b o l i c o f an a l t e r e d s t a t e o f con­

s c i o u s n e s s . The e f f e c t o f t h e f l a y i n g i s t o r e v e a l t h e hero i n h i s new 

g u i s e o f a crow, a l t h o u g h t h e t r a n s f o r m a t i o n has a l r e a d y t a k e n p l a c e -

t h e s k e l e t o n i n 'The k n i g h t ' i s o f a crow. T h i s makes i t c l e a r t h a t 

t h e d i f f e r e n t b i r d s a r e symbols; the c o c k e r e l o f S o c r a t i c man, t h e crow 

o f t h e r e s u r r e c t e d man who i s s t i l l as y e t u n f u l f i l l e d . There i s no 

" p a r a l l e l human s t o r y " b e s i d e a " b i r d - d r a m a " , as K e i t h Sagar has suggested. 

The b i r d s a r e e x t e r n a l i z a t i o n s o f human p s y c h i c and p s y c h o l o g i c a l 

e x p e r i e n c e . W i t h i n t h e c o n t e x t o f t h e symbol each b i r d i s a b i r d and 

behaves as such, y e t what t h e p r o t a g o n i s t b i r d e x p e r i e n c e s i s a human 

e x p e r i e n c e . 

T h i s can be seen i n t h e ne x t poem, 'The b a p t i s t ' , which t a k e s us 

beyond t h e 'dark n i g h t o f the s o u l 1 , t h e "Darkness i n which t h e r e i s 

now n o t h i n g " o f 'A f l a y e d crow'. The use o f t h e second p e r s o n pronoun 

i n 'The b a p t i s t ' makes i t seem as i f t h e o b s e r v e r i s t a l k i n g t o us, 

r a t h e r t h a n t h e hero and i s answering the q u e s t i o n asked i n the p r e v i o u s 

poem - " I s t h i s e v e r l a s t i n g ? ... Or am I under a t t e n t i o n ? " : 

The b a p t i s t 

E n f o l d s you 

I n w i n d i n g w a t e r s , a swathing o f balm 

A mummy bandaging 
Df a l l your body's p u c k e r i n g h u r t s ( p . 36) 
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The b a p t i s t , a maze p e l i c a n , b o th r e p r e s e n t s t h e B u d d h i s t d i s s o l u t i o n 

o f t h e s e l f i n t h e g r e a t e r r e a l i t y , t h e drop o f wa t e r i n t h e ocean, and 

a l s o t h e C h r i s t i a n d eath t o s e l f , l e a d i n g t o new l i f e w i t h God, symbol­

i z e d by b u r i a l i n and r e s u r r e c t i o n from t h e w a t e r s . 

The B i b l i c a l echoes c o n t i n u e i n t h e t i t l e o f t h e n e x t poem, 'Only 

a l i t t l e s l e e p a l i t t l e slumber', which i s t h e f i r s t l i n e o f a p r o v e r b 

t h a t goes on "a l i t t l e l a y i n g o f t h e hands t o r e s t - And your p o v e r t y 

w i l l come i n l i k e a vagabond, and your need l i k e an armed man." A 

shamanic r e c a s t i n g o f t h e p r o v e r b goes l i k e t h i s - "Not t o s l e e p i s 

n o t o n l y t o conquer p h y s i c a l f a t i g u e , b u t i s above a l l t o show p r o o f 
34 

o f w i l l and s p i r i t u a l s t r e n g t h . " I n G n o s t i c i s m s l e e p i s a form o f 

d e a t h and t o awake i s t o be r e b o r n . To s t a y awake i s p a r t o f t h e 

p r o t a g o n i s t ' s o r d e a l and itseems t h a t t h e " s h y e s t b i r d among b i r d s " 

i s one o f those who has f a i l e d t he t e s t . He i s now t h e l a s t o f h i s 

k i n d and so i s by i m p l i c a t i o n e i t h e r i m p o t e n t o r t o o shy t o c o u r t a 

mate. To f a i l t h e t e s t i s t o f a i l t o re p r o d u c e o n e s e l f . Whatever t h e 

i n t e r p r e t a t i o n o f the b i r d ' s n a t u r e t h e p o i n t o f t h e poem seems t o be 

i n t h e c o n f r o n t a t i o n w i t h t he p o s s i b i l i t y o f f a i l u r e , l i k e C h i l d e 

Roland's m e e t i n g w i t h t h e c r i p p l e i n Browning's poem. "1 h a r d l y t r i e d 

now t o rebuke t h e spring/My h e a r t made, f i n d i n g f a i l u r e i n i t s scope." 

The f e a r o f d e f e a t and death i s e x p l o i t e d by t h e persona o f t h e 

n e x t poem: 

Why a r e you a f r a i d ? 
I n t h e house o f t h e dead are many c r a d l e s . 
The e a r t h i s a busy h i v e o f heavens. 
T h i s i s one l o t t e r y t h a t cannot be l o s t . 
Here i s t h e heaven o f the t r e e : 
Angels w i l l come t o c o l l e c t you. 
And h e r e a r e the: heavens o f the f l o w e r s : 

These a r e an e v e r l i v i n g b l i s s , a p u l s i n g , a b l i s s i n s l e e p . 

('A green mother', p. 40) 

The green mother t r i e s t o make sl e e p seem a t t r a c t i v e , c o n t r a d i c t i n g t h e 
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w a r n i n g g i v e n i n t h e p r e v i o u s poem. I n s t e a d o f knowledge, ' g n o s i s ' , 

t h e o f f e r i s o f cheap f o r g i v e n e s s , a compromise s o l u t i o n : " L i t t l e o f 

you w i l l be r e j e c t e d - " I n s t e a d o f a c h o i c e as i n 'The g a t e k e e p e r ' , a l l 

t h a t i s o f f e r e d i s "one l o t t e r y t h a t c annot be l o s t " , t h a t o f o b l i v i o n . 

The g r e e n mother i s i n a very o l d t r a d i t i o n o f deadly s e d u c t i o n -

i s t s - t h e S i r e n s , C i r c e , and t h e I r i s h queen o f the F a i r i e s , whose 

l o v e r s , once they have e a t e n or s l e p t i n t h e f a i r y h i l l , r emain i n 

e v e r l a s t i n g bondage. T h i s t r a d i t i o n i s g i v e n a c h a r a c t e r i s t i c t w i s t by 

Hughes. The f a l s e v o i c e i s o f a mother, not a l o v e r , who o f f e r s n o t 

mansions b u t c r a d l e s i n a s m o t h e r i n g parody o f Desus' words t o h i s 

d i s c i p l e s . What i s b e i n g o f f e r e d i s n o t s p i r i t u a l m a t u r i t y b u t e t e r n a l 

c h i l d i s h n e s s . 

The g r e e n mother's o t h e r a s p e c t i s t h a t o f a p l a u s i b l e r e l i g i o u s 

h u m a n i s t , a p u b l i c r e l a t i o n s o f f i c e r f o r God, p e d d l i n g a v a r i e t y o f 

h o l i d a y heavens: 

The c i t y o f r e l i g i o n s 
I s l i k e a c i t y o f h o t e l s , a h o l i d a y c i t y . 
I am your g u i d e . 
I n none o f these i s t h e a f t e r t a s t e o f death 

Pronounced p o o r . T h i s e a r t h i s heaven's sweetness. ( p . 40) 

The f i r s t t i t l e o f t h i s poem was 'Father o f l y i n g c o n s t r u c t i o n s ' , 

e c h o i n g t h e work o f W i l l i a m Blake i n i t s B i b l i c a l parody and u n t r u s t ­

w o r t h y f a t h e r d e i t y . But here t h e r e i s a change i n t h e sex o f t h e 

d e c e i v e r , s i n c e a male f a l s e g u i d e would be too easy t o s p o t . There i s 

a l s o a p s y c h o l o g i c a l v e r i t y i n t h e o f f e r o f a r e t u r n t o t h e womb. T h i s 

i s r e l i g i o n w i t h o u t s u f f e r i n g o r s e l f - d e n i a l , c a t h a r s i s w i t h o u t i n v o l v e ­

ment. Those who become th e green mother's c h i l d r e n have t h e i r f a c e s 

wiped c l e a n "Of t h e b i t u m e n o f b l o o d and t h e smoke o f teems," I n o t h e r 

words they a r e s e p a r a t e d from t h e a c t o f s a c r i f i c e . 

T h i s f a l s e r e l i g i o n i s o f f e r e d even more s u b t l y i n t h e poem 'As I 

came, I saw a wood' where t h e p r o t a g o n i s t i s tempted t o j o i n a seemingly 
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v a l i d r i t e which i s t h e " f e s t i v a l o f a l l t h e r e l i g i o n s " : 

But a v o i c e , a b e l l o f cr a c k e d i r o n 
J a r r e d i n my s k u l l 

Summoning me t o p r a y e r 

To e a t f l e s h and t o d r i n k b l o o d , ( p . 42) 

The s a c r e d g r o v e i s p o r t r a y e d as a r i t u a l i n i t s e l f ; b r i d e , a n i m a l s and 

i n s e c t s j o i n i n g i n the dance w i t h t h e t r e e s . But a g a i n i t s b e n e f i t i s 

i l l u s o r y , b e i n g something i n whic h humans cannot p a r t i c i p a t e . A l s o , 

th e e c s t a s y seems l a s t i n g b u t i s n o t a c t u a l l y so. The c r e a t u r e s a r e 

t r a p p e d i n a c y c l e where " t h e y never stopped/Or l e f t a n y t h i n g o l d o r 

reache d any new t h i n g . " 

The hero i s a f f e c t e d by a m i x t u r e o f l o a t h i n g and a t t r a c t i o n , which 

Hughes evokes t h r o u g h t h e s i t u a t i o n and l i t t l e word h i n t s ("seemed 

permanent", f o r i n s t a n c e ) . He can wander among t h e c e l e b r a n t s , b u t 

cannot j o i n them, e m p t i l y e x c l u d e d l i k e Crow, as they e n j o y an 

" a b s o l u t i o n i n s a n c t i t y " ( p . 42) t h a t i s v a l i d f o r them b u t a dead and 

f o r him. I n t h e human w o r l d t h e dance i s n o t complete i n i t s e l f . I t 

must be f o l l o w e d by a s a c r i f i c e . 

I n w i t h s t a n d i n g t h e se t h r e e t e s t s t h e hero has proved h i m s e l f 

w o r t h y t o c o n t i n u e and e n t e r f u l l y t h e second s t a g e o f h i s i n i t i a t i o n , 

w h i c h commences w i t h 'A r i d d l e 1 , e a r l i e r e n t i t l e d 'Incomparable 

m a r r i a g e ' . The persona o f t h i s poem i s t h e t r u e m a n i f e s t a t i o n o f t h e 

f e m a l e d e i t y . The green mother i s n o t a t r u e mother because she h i d e s 

h e r c h i l d r e n i n her womb, w h i l e t h e t r u e mother t e l l s t h e h e r o : 

Now as you face your death 
I o f f e r you your l i f e 

J u s t as s u r e l y as you a r e my f a t h e r 
I s h a l l d e l i v e r you 

fly f i r s t b o r n 
I n t o a changed, unchangeable w o r l d 
Of w i n d and o f sun, o f rock and w a t e r 
To c r y . ( p . 44) 
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The t r u e mother makes no c l a i m s t o p r o t e c t i o n from death o r t h e h a r s h ­

ness o f t h e e l e m e n t s , b u t she does o f f e r l i f e , t h e p r o o f o f w h i c h i s 

p a i n and t e a r s . T h i s i s t h e k i n d o f w o r l d Hughes f e e l s modern p o e t r y 

s h o u l d d e a l w i t h - hence h i s i n t e r e s t i n contemporary E a s t e r n European 

p o e t s : 

I n a way, t h e i r w o r l d reminds one o f B e c k e t t ' s w o r l d . Only 
t h e i r s seems b r a v e r , more human and so more r e a l . I t i s as 
h o r r i b l e as h i s , b u t t h e y do n o t d e s p a i r o f i t ... They have 
g o t back t o t h e s i m p l e a n i m a l courage o f a c c e p t i n g t h e odds. 
They do no t a c c e p t l i g h t l y : we know what t h e y have p a i d . 3 5 

The p r o t a g o n i s t o f Cave B i r d s i s i n t h e p r o c e s s o f coming t o t h e same 

p o s i t i o n . 

I n her o f f B r o f r e a l i t y t h e t r u e Mother reminds t h e hero t h a t h i s 

p r e v i o u s a t t e m p t s t o save h i s own s k i n were a t her expense: 

As you defended y o u r s e l f 
I c o l l e c t e d your blows, I was knocked backward 

As you dodged 

I r e c e i v e d i n f u l l 

Once a g a i n we a r e reminded o f t h e c o s t o f i n v o l v e m e n t - no p r o t e c t i o n 

w i t h o u t s a c r i f i c e , no s a c r i f i c e w i t h o u t p a i n . The persona i s d a u g h t e r , 

w i f e and mother, h a v i n g s u f f e r e d t h e p a i n o f each. She i s t h e p r o t a g ­

o n i s t ' s a l t e r - e g o , suppressed by h i s p r e v i o u s S o c r a t i c i n f a t u a t i o n - i n 

t h e terms o f Hughes's essay on Shakespeare she i s Venus spurned by 

A d o n i s , t h e Queen o f Heaven s u p p l a n t e d by Dehovah. She i s t h e d e i t y o f 

"Crow's Undersong", who CEOW i s s e a r c h i n g f o r i n o r d e r t o m a r r y , a p a r t 

o f t h e s t o r y t h a t i s n o t made c l e a r i n t h e poems. Cave B i r d s c o n t i n u e s 

t h i s s t o r y , ' B r i d e and groom l i e h i d d e n f o r t h r e e days' being d i r e c t l y 

p a r t o f i t . Hughes t e l l s us: 
That's r i g h t a t t h e end o f t h e s t o r y , when Crow i s c r o s s i n g t h e 
r i v e r , and has t h e seven q u e s t i o n s p u t t o him by t h e Ogress he 
c a r r i e s a c r o s s . His answers move from one p o l e o f t o t a l d i s ­
a s t e r i n t h e r e l a t i o n s h i p between him and t h e female t o t h e 
opposite p o l e o f t o t a l l y s u c c e s s f u l , b l i s s f u l u n i o n . And mean­
w h i l e , t h i s Ogress on h i s back t u r n s i n t o a b e a u t y , ... And 
t h e r e a r e many more episodes i n t h i s happy l a n d u n t i l t h e 
Ogress e v e n t u a l l y becomes h i s b r i d e . 3 6 
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'A r i d d l e 1 covers t h e e a r l i e r p a r t o f the same ground, i t s v e r y 
37 

t i t l e l i n k i n g i t t o t h e seven q u e s t i o n s . Cave B i r d s i s a p o s i t i v e 

c o n t i n u a t i o n o f t h e s t o r y which i s b a s i c a l l y n e g a t i v e i n Crow, d e s p i t e 

t h e p o s s i b i l i t i e s h i n t e d a t i n t h e l a s t poems o f t h e Faber e d i t i o n . 

Cave B i r d s t a k e s up t h e m a t t e r o f poems l i k e t h e 'Two Eskimo Songs', 

dreaming t h e myth onwards, as Dung would p u t i t . The man who i n i t i a l l y 

r o b s t h e woman o f her song must be r e c o n c i l e d t o h e r , and t h e o o n f l i c t 

r e s o l v e d i n m a r r i a g e . 

W i t h t h i s m a r r i a g e about t o t a k e p l a c e i t i s s u r p r i s i n g t o f i n d 

t h e poem 'The scapegoat' i n t e r j e c t e d . T h i s i s Hughes's e x p l a n a t i o n -

"H i s m a r r i a g e , t h e o p p o s i t e o f a p h y s i c a l m a r r i a g e , i s c e l e b r a t e d by 

d r i v i n g o u t o f him a c o c k e r e l , as a scapegoat, a s a c r i f i c e t o t h e 
38 

e a g l e s . " The d r i v i n g o u t o f t h e scapegoat i s p a r a l l e l e d w i t h t h e 

d r i v i n g o u t o f e v i l s p i r i t s , and t h u s : 

The comedian 

Of t h e leap o u t o f t h e body and back im a g a i n 

Let o u t a mandrake s h r i e k 

I n a j a b b e r o f unborn s p i r i t s , a h u d d l e o f o r a c l e s . ( p . 46) 

The "comedian" i s o f course t h e shaman whose t a l e n t s i n c l u d e those o f 

t h e e x o r c i s t , and whose s p i r i t can l e a v e h i s body a t w i l l . He i s a l s o 

" j o k e r " because he i s a t r i c k s t e r , as P a u l Radin has p o i n t e d o u t i n h i s 

work on t h e T r i c k s t e r m o t i f i n t h e b e l i e f s o f t h e N o r t h American 

Winnebago S i o u x . 

I n 'The scapegoat' i t i s m a r r i a g e t h a t f i l l s t h e v o i d a f t e r t h e 

c a s t i n g o u t o f the c o c k e r e l / s c a p e g o a t / s p i r i t , and thus i n one sense t h e 

s p i r i t u a l m a r r i a g e i s i t s e l f a k i n d o f p o s s e s s i o n . The w i l l i n g s a c r i f i 

o f t h e scapegoat precedes t h e w i l l i n g s a c r i f i c e o f t h e p r o t a g o n i s t 

t o h i s p a r t n e r i n c o i t i o n . 

The scapegoat was p a r t o f t h e Dewish temple w o r s h i p . Once a year 

t h e h i g h p r i e s t would e n t e r t h e Holy o f H o l i e s t o make a s p e c i a l o f f e r -
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i n g f o r t h e s i n o f t h e p e o p l e . The b l o o d from t h e s a c r i f i c e would t h e n 

be s p r i n k l e d on a g o a t which would be t h e n e x p e l l e d i n t o t h e d e s e r t . 

C h r i s t was reckoned by t h e e a r l y J e w i s h C h r i s t i a n s t o be t h e once and 

f o r a l l s a c r i f i c i a l scapegoat, and we see an echo o f t h e c r u c i f i x i o n 

i n t h e l a s t l i n e s o f t h e poem: 

The champion o f t h e swoon 
L o l l e d h i s bauble head, a p u p p e t , a zombie 

And t h e l o r d o f i m m o r t a l i t y i s a c a r c a s e o f o p a l s , 
A w i n e - s k i n o f r i d d a n c e , a goat o f o a t h s 

A s l a k i n g o f t h i s t l e s . ( p . 46) 

The scapegoat l o l l s l i k e C h r i s t upon t h e c r o s s , c r y i n g o u t w i t h 

t h i r s t . As C h r i s t " t h e l o r d o f i m m o r t a l i t y " was "a g o a t o f o a t h s " so 

t h e c o c k e r e l r e p e a t s h i s s u f f e r i n g . The r e f e r e n c e s t o t h e " w i n e - s k i n " 

and " s l a k i n g " may p o i n t t o a n o t h e r p a r a l l e l where Jesus c r i e d o u t w i t h 

t h i r s t and was o f f e r e d coarse Roman wine which he r e f u s e d . 

T h i s poem r e v e a l s an a t t i t u d e towards t h e p o s s i b i l i t y o f atonement 

t h a t has developed v e r y l i t t l e beyond t h a t found i n Prometheus on h i s 

Crag. Prometheus was a scapegoat i n t h a t he was p u n i s h e d i n s t e a d o f 

man ( a l t h o u g h Zeus v i n d i c t i v e l y f o o l e d man w i t h t h e f a l s e g i f t o f 

Pandora's b o x ) . The d i f f e r e n c e here i s t h a t t h e c o c k e r e l i s a t o n i n g 

f o r who he i s r a t h e r t h a n f o r what he has done. H i s s u f f e r i n g i s 

c l o s e s t t o t h a t o f t h e shaman who seeks a new s e n s i b i l i t y , h a v i n g 

r e j e c t e d h i s o l d one. I t i s n o t C h r i s t - l i k e i n t h a t i t i s a p e r s o n a l 

atonement, n o t an o f f e r i n g f o r t h e s i n s o f o t h e r s . 

The i m p o r t a n c e o f 'The scapegoat' i n t h e schema o f Cave B i r d s i s 

t h a t i t p r e p a r e s t h e way f o r m a r r i a g e . Atonement myst be made f o r p a s t 

abuses o f and h o s t i l i t y t o t h e f e m i n i n e . E v i l must be e x o r c i s e d b e f o r e 

t h e good can be embraced. 

A f t e r 'The scapegoat' t h e r e f o l l o w s t h r e e m a r r i a g e poems i n t e r ­

s p e r s e d by poems o f shamanic i l l u m i n a t i o n . I n ' A f t e r t h e r e was n o t h i n g 
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t h e r e was a woman' we a r e shown t h e b r i d e whose v o i c e we have a l r e a d y 

h e a r d . Her beauty i s t h e r e s u l t o f e n t r o p y : 

Whose b r e a s t s had come about 
By l o n g t o i l o f earthworms 
A f t e r many f a i l u r e s , b u t t h e y were hare now 
And she p r o t e c t e d them w i t h s i l k ( p . 48) 

The b r i d e i s t h e e a r t h , s i f t e d by earthworms and dressed by s i l k w o r m s . 

L i k e v a r i o u s c r e a t u r e s i n L u p e r c a l she has come from t h e humus 

( c f . 'Mayday on H o l d e r n e s s ' ) b u t h e r e she i s a l s o composed o f such. 

Her beauty has come "Via t h e v u l t u r e ' s g u l l e t / A n d t h e d r o p p i n g s o f t h e 

w i l d dog ..." The e a r t h and t h e a n i m a l kingdom a r e shown i n a 

s y m b i o s i s t h a t i s a b h o r r e n t t o h u m a n i t y , y e t l e a v e s mankind e m p t i l y 

e x c l u d e d . The message o f 'The k n i g h t ' was t h a t we must each v o l u n t ­

a r i l y make our c o n t r i b u t i o n t o t h e c o m p o s i t i o n o f t h e s o i l . 

M a r r i a g e t o t h e e a r t h - b r i d e means a t o t a l g i v i n g o f s e l f . 'His 

l e g s r a n a b o u t ' and ' B r i d e and groom l i e h i d d e n f o r t h r e e days' i l l u s t ­

r a t e t h i s by t h e a c t o f s e x u a l consummation. I n t h e f o r m e r o f these 

two poems t h e p r o t a g o n i s t ' s s i n g l e - m i n d e d entanglement w i t h h i s b r i d e 

l e a d s t o a h i e r o p h a n i c r e v e l a t i o n . The t o t a l i t y o f h i s i m p u l s e " L i k e 

a b u l l p u s h i n g towards i t s cows, n o t be s t a y e d / L i k e a c a l f s e e k i n g i t s 

mama" opens t h e doorway t o t h e heavens. T h i s s p i r i t u a l m a r r i a g e i s 

consummated i n a m a n i f e s t a t i o n o f t h e sacred as w e l l as by c o i t u s : 

Then such g r e a t n e s s and t r u t h descended 

As ove r a new g r a v e , when t h e mourners have gone 
And t h e s t a r s come o u t 
And t h e e a r t h , b r i s t l i n g and raw, t i n y and l o s t , 
Resumes i t s search 

Rushing t h r o u g h t h e v a s t a s t o n i s h m e n t . ( p . 52) 

I n t h e o t h e r poem t h e p r o t a g o n i s t g i v e s because he has been g i v e n 

t o . T h i s becomes an a c t o f mutual c r e a t i o n : 

And now she smooths over him t h e p l a t e s o f h i s s k u l l 
So t h a t t h e j o i n t s a re i n v i s i b l e 
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And now he connects her t h r o a t , 
her b r e a s t s and t h e p i t o f her stomach 

W i t h a s i n g l e w i r e ( p . 56) 

Each t o u c h i s c r e a t i v e because i t i s a l s o e c s t a t i c . E l i a d e has c a l l e d 

shamanism t h e " t e c h n i q u e o f e c s t a s y , " I t s p a r a l l e l i n common human 

e x p e r i e n c e i s found i n s e x u a l u n i o n . Thus t h a t u n i o n i s both t h e p o e t ' s 

metaphor f o r thei ahamanic e x p e r i e n c e and an e x t e r n a l m a n i f e s t a t i o n o f 

t h a t i n n e r t r u t h . 

Besides h a v i n g t h e v a l u e o f g r o u n d i n g a r e a d e r i n a more access­

i b l e human e x p e r i e n c e t h a n shamanism, t h e m a r r i a g e metaphor a l s o has 

an i m p o r t a n t r o o t i n t h e t h o u g h t o f p r i m i t i v e s o c i e t i e s . Among t h e 

G o l d i o f S i b e r i a t o dream o f such a u n i o n as a r t i c u l a t e d i n Cave B i r d s 

would be p r o o f o f being a shaman. ( J u s t t o dream o f a woman would be 

s u f f i c i e n t . ) R e f e r r i n g t o such e x p e r i e n c e s t h e a n t h r o p o l o g i s t Rahmann 

c o n c l u d e s : 

shamanism e s s e n t i a l l y c o n s i s t s i n a s p e c i f i c r e l a t i o n t o a 
t u t e l a r y s p i r i t , w h i c h i s m a n i f e s t e d by t h e s p i r i t ' s t a k i n g 
h o l d o f t h e shaman as i t s medium, o r by e n t e r i n g i n t o t h e 
shaman t o i n v e s t him w i t h h i g h e r knowledge and powers, ... 

The r e l a t i o n t o t h e t u t e l a r y s p i r i t i s u s u a l l y d e s c r i b e d as a m a r r i a g e . 

T h i s s p i r i t - w o m a n i s r e v e a l e d i n t h e sequence as 'The owl f l o w e r ' : 

Big t e r r o r descends. 

A drumming g l a r e , a f l i c k e r i n g f a c e o f f l a m e s . 

Something s e p a r a t e s i n t o a s i g n a l , 
P l a i n t i v e , a f i l a m e n t o f incandescence, 

As i t were a h a i r . ( p . 58) 

The b i r d i s v e r y s i m i l a r t o t h e a n g e l o f ' B a l l a d from a F a i r y T a l e ' , 

t h e same a n g e l t h a t appears a t t h e end o f Remains o f Elmet. t h e angel 

a t t h e c e n t r e o f Baskin's work. Each o f these a p p a r i t i o n s evokes f e a r 

and awe. Each i s surrounded by an ominous y e t b e a u t i f u l a p o c a l y p t i c 

l i g h t , " F i r e d w i t h r a i n b o w s , raw w i t h c r i n g i n g h e a t " ( p . 58) This same 

owl was once t h e p l a i n t i f f , messenger from t h e goddess and the goddess 
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h e r s e l f , as when Athene used t o become an owl t o d e l i v e r her own 

messages, o r t h e C e l t i c d e i t y Blodsuedd who a l s o t o o k t h e form o f an 

owl and i s d e s c r i b e d i n one myth as b e i n g made fr o m f l o w e r s . Robert 

Graves c o n s i d e r s her t o be a m a n i f e s t a t i o n o f t h e White Goddess. 

The whole m a r r i a g e theme can be t r a c e d back t o 1964, when Hughes 

began work on a p l a y e n t i t l e d D i f f i c u l t i e s o f a B r i d e g r o o m , p a r t s o f 

w h i c h became poems i n Wodwo ( l i k e 'Ghost Crabs' and 'Gog' P a r t I I I ) , o r 

p a r t o f t h e s h o r t e r drama Eat Crow. E k b e r t Faas d e s c r i b e s t h e r o o t s o f 

Cave B i r d s i n D i f f i c u l t i e s o f a Bridegroom l i k e t h i s : 

The new volume c a r r i e s i t s s u b t i t l e f o r a good reason. For 
i t s c e n t r a l p i e c e , ' B r i d e and groom l i e h i d d e n f o r t h r e e days', 
i s t h e f u l f i l m e n t o f a quest w h i c h s t a r t e d w i t h Hughes' a t t e m p t , 
s h o r t l y a f t e r S y l v i a P l a t h ' s d e a t h , t o w r i t e a v e r s e drama 
a d a p t a t i o n o f The Chemical Wedding o f C h r i s t i a n Rosencreutz. 
Andreae's s e v e n t e e t h c e n t u r y H e r m e t i c n a r r a t i v e about how 
'sponsus' and 'sponsa' become each o t h e r ' s s a v i o u r t h r o u g h 
t h e i r union.40 

I n h i s 1977 i n t e r v i e w w i t h Faas Hughes c a l l e d Andreae's p l a y "a 

c r u c i a l s e m i n a l work - l i k e P a r z i v a l or The Tempest - a t r i b a l dream." 4 

The r o o t s i n h e r m e t i c p h i l o s o p h y and alchemy, i t s o f f s h o o t , e x p l a i n why 

Cave B i r d s i s c a l l e d an ' A l c h e m i c a l Cave Drama', a l s o d r a w i n g a t t e n t i o n 

t o t h e p r i m i t i v e b e g i n n i n g s o f alchemy i n i n i t i a t o r y r e l i g i o n - which 
42 

a l s o d e a l s w i t h t r a n s m u t a t i o n o f base e l e m e n t s . What i s g a i n e d from 

H e r m e t i c i s m and alchemy i s t h e concept o f m u t u a l s a l v a t i o n , u n l i k e t h e 

shamanic m a r r i a g e which d e a l s mbie w i t h m u t u a l f a v o u r s . The a c t o f 

u n i o n i s t h e e x p e r i e n c e t h a t makes t h e hero f t r u e h e a l e r , and i s a l s o 

h i s means o f h e a l i n g t h e abused M o t h e r / W i f e . 

True t o h i s a n t h r o p o l o g i c a l t r a i n i n g (and p o e t i c i n s t i n c t ) Hughes 

broadens t h e p e r s p e c t i v e t o g i v e a f u l l e r i n s i g h t i n t o t h i s e x p e r i e n c e . 

I n 'The g u i d e ' t h e female s p i r i t i m p a r t s knowledge t o t h e p r o t a g o n i s t 

as t o her r o l e , w h i l e 'Walking bare' l o o k s i n t o t h e hero's own mind as 

he a r t i c u l a t e s h i s d i s c o v e r y o f a new body and s e n s i b i l i t y . These 



171 

poems make a u s e f u l c o n t r a s t t o th e m a r r i a g e poems w i t h o u t s u p p l a n t i n g 

them as t h e c e n t r e o f a t t e n t i o n . They a l s o p r o v i d e a rem i n d e r t h a t t h e 

u n i o n i s a s p i r i t u a l one, an i n s i g h t i n t o r a t h e r t h a n a commentary upon 

t h e c e n t r a l a c t o f i n t e r c o u r s e . I n t h i s a c t t h e hero d i s c o v e r s n o t 

o n l y t h e gem o f h i s t r u e s e l f but a l s o h i s t r u e g u i d e and mate, 

'The g u i d e ' was e a r l i e r e n t i t l e d 'The t r u e g u i d e ' t o c o n t r a s t w i t h 

t h e f a l s e g u i d e o f 'A green mother'. The g u i d e h e r s e l f p o i n t s t o t h i s 

c o n t r a s t - "Where t h e snow mama cud d l e d you warm/l f l y up. I l i f t you." 

To f a l l a s l e e p i n t h e snow i s t o d i e , as i n t h e Wodwo s h o r t s t o r y 'Snow'. 

I n s t e a d t h e g u i d e , who i s a 'Scarecrow S w i f t ' , b r i n g s a c l e a n s i n g w h i r l ­

w i n d , r e m i n d i n g t h e hero t h a t a p r o p e r f o u n d a t i o n can o n l y be l a i d i f 

t h e ground has been c l e a r e d : 

...one had b e t t e r have one's s p i r i t i n v e s t e d i n something t h a t 
w i l l n o t v a n i s h . And t h i s i s a s h i f t i n g o f your f o u n d a t i o n t o 
c o m p l e t e l y new Holy Ground, a new d i v i n i t y , one t h a t won't be 
under t h e r u b b l e when t h e churches c o l l a p s e . ^ 3 

The " f l a m e - w i n d " t h a t w i l l c l e a r t h e r u b b l e and scour him i s b o t h r e d 

and b l a c k , t h e c o l o u r s used i n G n o s t i c i s m t o s i g n i f y t h e Holy S p i r i t . 

The "non-wind, a l e a s t b r e a t h " i s l i k e t h e s t i l l , s m a l l v o i c e t h a t 

spoke t o t h e p r o p h e t E l i j a h o u t o f t h e w h i r l w i n d . 

'Walking b a r e ' shows us the hero a f t e r t h e wind has done i t s work. 

H i s o l d f l e s h has been removed, as i n t h e companion d r a w i n g . "What i s 

l e f t i s j u s t what my l i f e bought me/The gem o f m y s e l f . " ( p . 54) He i s 

r e l e a s e d by " L i g h t n e s s beyond l i g h t n e s s " , and t h e t o r m e n t i s p a s t as "new 

s k y - l i n e s l i f t w i d e r wings/Of s i m p l e r l i g h t " , and he p e r c e i v e s h i s t r u e 

p l a c e i n t h e cosmos: 

A one g r a v i t y keeps t o u c h i n g me. 

For I am t h e a p p o i n t e d p l a n e t 
E x t i n c t i n an emptiness 

But a spark i n t h e b r e a t h 
Of t h e c o r o l l a t h a t sweeps me. ( p . 54) 
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T h i s i s t h e same cosmic p e r s p e c t i v e as a t t h e end o f 'His l e g s r a n 

a b o u t ' , a complementary a c c o u n t o f t h e p r o t a g o n i s t ' s h i e r o p h a n y . The 

m a r r i a g e and t h e s c o u r i n g a r e one i n t h e i r e f f e c t . 

"The gem o f m y s e l f " i s a c o r e o f b e i n g t h a t has been t e s t e d 

m e r c i l e s s l y y e t s u r v i v e d , t h e p r o o f o f t h e hero's c a l l i n g . The des­

c r i p t i o n o f t h e core as a gem p o i n t s t o t h e 'diamond' body t h a t I n d i a n 

y o g i s r e c e i v e and t h e i n t e s t i n e s "composed o f q u a r t z c r y s t a l s " o f 
44 

A u s t r a l i a n shamans. As i n so many o t h e r i n s t a n c e s Hughes uses words 

w i t h a n t h r o p o l o g i c a l v a l i d i t y which a t t h e same t i m e can s t a n d p o e t ­

i c a l l y f o r t h e m s e l v e s , u s i n g myth and a n t h r o p o l o g y as p a r t o f h i s 

q u a r r y o f p o e t i c images. Thus the g i v i n g o f new f l e s h t o each o t h e r i n 

' B r i d e and groom l i e h i d d e n f o r t h r n e days' both g i v e s a whole new p e r s ­

p e c t i v e on t h e m u t u a l i t y o f s e x u a l u n i o n and makes a c c e s s i b l e t h e 

h e r m e t i c c o n c e p t o f 'sponsus' and'sponsa', a l c h e m i c a l g i v e r and r e c ­

e i v e r made one by t h e i n i t i a t o r y e x p e r i e n c e : 
She g i v e s him h i s eyes, she found them 
Among some r u b b l e , among some b e e t l e s 
He g i v e s her her s k i n 
He j u s t seemed t o p u l l i t down o u t o f t h e a i r 

and l a y i t over her 
She weeps w i t h f e a r f u l n e s s and a s t o n i s h m e n t ( p . 56) 

The m u t u a l l y changing t o u c h enables t h e female d i v i n i t y t o be 

m a n i f e s t e d as t h e owl f l o w e r , and c a t c h e s t h e hero up i n t h e essence o f 

t h e t r u e male f o r c e , t h e f o r c e r e v e a l e d as t h e f a l c o n o f 'The r i s e n ' . 

The p r o t a g o n i s t has n o t been dropped i n a bog b u t has been t r u l y 

c a r r i e d " t o e a g l e s " ( p . 2 7 ) : 

He s t a n d s , f i l l i n g t h e doorway 
I n t h e s h e l l o f B a r t h . 

He l i f t s w i n g s , he l e a v e s t h e remains o f something, 
A mess o f o f f a l , muddled as an a f t e r b i r t h . 

H i s each w i n g b e a t - a c o n v i c t ' s r e l e a s e . 
What he c a r r i e s w i l l be p l e n t y . 

He s l i p s b e h i n d t h e w o r l d ' s brow 
As music escapes i t s s k u l l , i t s c l o c k and i t s s k y l i n e . 
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Under h i s sudden shadow, flames c r y o u t among t h i c k e t s . 
When he s o a r s , h i s shape 

I s a c r o s s , eaten by l i g h t , 

On t h e C r e a t o r ' s f a c e . ( p . 60) 

The p r o t a g o n i s t has become a s a v i o u r , h i s shape a c r o s s . But he i s 

n o t l i k e C h r i s t - r a t h e r a G n o s t i c d e i t y who makes atonement f o r t h e 

d e p r e d a t i o n s o f an i n d i f f e r e n t c r e a t o r . He i s now "a Horus-beloved 

c h i l d and spouse o f t h e Goddess", a L a w r e n t i a n Desus, sneaking o f f t o 

Egypt (As i n D.H. Lawrence's The nan who D i e d ) . 

'The r i s e n ' s h o u l d be reg a r d e d as t h e companion poem t o 'The owl 

f l o w e r " . One shows the essence o f t h e d i v i n e e xpressed i n t h e m a s c u l i n e , 

t h e l a t t e r shows t h e d i v i n e s p i r i t o f the f e m i n i n e . The f a l c o n i s t h e 

p r o t a g o n i s t ' s Moses and h i s E z e k i e l . He s e t s f r e e l i k e Moses; "His each 

w i n g b e a t - a c o n v i c t ' s r e l e a s e . " L i k e Moses he e n c o u n t e r s a b u r n i n g 

bush; "Under h i s sudden shadow, flames c r y o u t among t h i c k e t s . " The 

s t o r y o f t h e b u r n i n g bush i s f u r t h e r r e f p r r e d t o when t h e f a l c o n i s 

c a l l e d "A b u r n i n g unconsumed." He i s t h u s both Moses and bush, 

d e l i v e r e r and r e v e l a t i o n . 

E z e k i e l a l s o spoke t o the C h i l d r e n o f I s r a e l as t h e y l a y i n bond­

age i n Babylon, many hundreds o f years a f t e r t h e c a p t i v i t y i n Egypt 

t h a t Moses l e d them o u t o f . He was n o t so much a p r o p h e t o f needed 

a c t i o n as t h e expresser o f al m o s t i n d e s c r i b a b l e g l i m p s e s o f heaven. 

His c e n t r a l v i s i o n was o f m i g h t y c r e a t u r e s w h i r l i n g l i k e wheels. The 

f a l c o n i s l i k e these cherubim and seraphim "A w h i r l i n g t r e e " . 

The B i b l i c a l echoes p r o v i d e a l i n k w i t h a p a r a l l e l work, W i l l i a m 

B l a k e ' s 'The M a r r i a g e o f Heaven and H e l l ' . I n t h e p o e t ' s "memorable 

f a n c y " where he d i n e s w i t h I s a i a h and E z e k i e l ( p l a t e s 12-13) he asked 

E z e k i e l : 
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why he ea t dung, & l a y so l o n g on h i s r i g h t & l e f t s i d e ? he 
ansuier'd, 'the d e s i r e o f r a i s i n g o t h e r men i n t o a p e r c e p t i o n 
o f t h e i n f i n i t e : t h i s t h e N o r t h American t r i b e s p r a c t i c e , & 
i s he h o n e s t mho r e s i s t s h i s g e n i u s or c o n s c i e n c e o n l y f o r 
t h e sake o f p r e s e n t ease or g r a t i f i c a t i o n ? ' 4 6 

B l a k e a l s o saw t h e n a t u r e o f t h e shaman's a s p i r a t i o n t o t h e i n f i n i t e . 

Hughes i s f o l l o w i n g h i s example i n b o t h t h e symbol o f the k i n g b i r d 

and t h e a n g e l o f l a t e r sequences. Blake s t a t e d i n 'The M a r r i a g e o f 

Heaven and H e l l ' t h a t "When thou s e e s t an Eagle, t h o u s e e s t a p o r t i o n 
47 

o f Genius; l i f t up t h y head!" The poem ends w i t h a f i n a l v i s i o n o f 

an A n g e l , "embracing t h e flame flff f i r e , & he was consumed." I n con­

t r a s t Hughes's f a l c o n i s "A b u r n i n g unconsumed." Both p o e t s end t h e i r 

sequence u/ith a motto f o l l o w i n g t h e m a n i f e s t a t i o n o f the c r e a t u r e t h a t 

i s t h e i r symbol o f t h e "Genius" o f l i f e - e n e r g y . For Blake i t i s "One 

Law f o r t h e L i o n & Ox i s Oppression." For Hughes t h e f i n a l r eminder 

i s t h a t "At the end o f t h e r i t u a l / u p comas a g o b l i n . " 

These words, which go under t h e t i t l e o f ' F i n a l e ' a r e t h e 

r e m i n d e r o f the p r o v i s i o n a l n a t u r e o f t h e " t r i b a l dream" found i n Cave 

B i r d s . Blake c r e a t e d h i s own a b s o l u t e s t a n d a r d , w h i l e Hughes i s p r e ­

p a r e d t o q u a l i f y h i s s t a t e m e n t s . ' F i n a l e ' can be found embedded i n 

t h e t e x t o f t h e p o e t ' s 1970 i n t e r v i e w w i t h Faas: 
You choose a s u b j e c t because i t s e r v e s , because you need i t . 
We go on w r i t i n g poems because one poem never g e t s t h e whole 
a c c o u n t r i g h t . There i s always something missed. At t h e end 
o f t h e r i t u a l up comes a g o b l i n . Anyway w i t h i n a week t h e 
whole t h i n g has changed, one needs a f r e s h b u l l e t i n ... I n 
t h e end, one's poems a r e ragged d i r t y undated l e t t e r s from 
remote b a t t l e s and weddings and one t h i n g and a n o t h e r . ^ 8 

Cave B i r d s i s the r e c o r d o f a wedding, a wedding t h a t e f f e c t s t h e 

f i n a l t r a n s f o r m a t i o n o f t h e p r o t a g o n i s t from a c o c k e r e l i n t o a f a l c o n . 

But i t i s a wedding t h a t t a k e s p l a c e i n t h e Dream Time, o u t s i d e t i m e 

and s o c i e t y . The r e s u l t s o f h i e r o p h a n y and t r a n s f o r m a t i o n must be 

worked o u t i n t h e m a t e r i a l w o r l d i f t h e y a r e t o be a n y t h i n g more t h a n 

p r o v i s i o n a l . The t r u t h s t h a t Hughes i s g r o p i n g towards cannot be 
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expressed i n t h e symbol a l o n e , w h i c h i s by d e f i n i t i o n unchanging and 

unconsumed. They must be t e s t e d i n t h e o u t e r w o r l d o f e n t r o p y , change 

and development. Gaudete i s t h e p o e t ' s response t o t h i s need. No 

l o n g e r do t h e p r o t a g o n i s t s o p e r a t e i n a m y t h o l o g i c a l or dream w o r l d , 

i n s t e a d t h e y a r e i n h a b i t a n t s o f a contemporary E n g l i s h v i l l a g e . I t i s 

i n t h e success or f a i l u r e o f Gaudete t h a t t h e ' p r o v i s i o n a l dreams' o f 

Crow and Cave B i r d s must be j u d g e d . 
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NOTES 

1. T e r r y G i f f o r d and N e i l R o berts, Ted Hughes; A C r i t i c a l Study. 
(London : Faber, 1981),p. 260. 

2. i b i d . 

3. From Hughes's i n t r o d u c t i o n t o t h e poem d u r i n g t h e BBC b r o a d c a s t o f 
Cave B i r d s . 

4. i b i d . 

5. G i f f o r d / R o b e r t s , Ted Hughes: A C r i t i c a l Study. p. 260. 

6. i b i d . , p. 259. 

7. i b i d . , p. 260. 

B. i b i d . 

9. I n Orqhast t h i s male f i g u r e i s t h e god Krogon. I n the myth t h a t 
connects Orqhast t o Prometheus on h i s Crag, he m a n i f e s t s h i m s e l f as 
the v u l t u r e t h a t f eeds d a i l y upon Prometheus's ever-renewed l i v e r . 

10. K e i t h Sagar has p o i n t e d o u t t h a t t h e l i n e "Who never harmed any 
l i v i n g t h i n g " was o r i g i n a l l y p a r t o f Poem 21 i n Prometheus on h i s 
Crag. 5ee The A r t of Ted Hughes. 2nd e d i t i o n , p. 174. 

11. F l i r c e a E l i a d e . says t h a t t h e e x p e r i e n c e s o f b e i n g e a t e n , t o r n a p a r t 
or descending t o t h e u n d e r w o r l d a r e i n f a c t i n i t i a t o r y o r d e a l s . 
R i t e s and Symbols o f I n i t i a t i o n , pp. 61-4. 

12. E l i a d e , Shamanism, p. 251. 

13. "His c r i m e i m p l i c a t e s him i n w i d e r and w i d e r r e s p o n s i b i l i t i e s . H i s 
v i c t i m t a k e s on a form which i s p r o g r e s s i v e l y more m u l t i p l e and 
s e r i o u s , p r o g r e s s i v e l y more p e r s o n a l and i n e s c a p a b l e . " ( f r o m comment­
a r y t o t h e b r o a d c a s t ) . 

14. Baskin e n t i t l e d the drawing ' H e r m a p h r o d i t i c Ephesian Owl'. 

15. M a r r i a g e t o a s p i r i t i s d i s c u s s e d on p. 72 f f . o f E l i a d e ' s 
Shamanism. Here he o n l y d i s c u s s e s t r a n s v e s t i c i s m , r a t h e r t han 
androgyny. A more r e c e n t work, The Two and t h e One, has r e c t i f i e d 
t h i s. 

16. This w i l l be developed i n t o t h e Doppelganger m o t i f i n Gaudete. 
Joan H a l i f a x says t h a t by d e f i n i t i o n t h e shaman i s "a double b e i n g " , 
s i n c e he i s t h e r e c o n c i l e r o f o p p o s i t e s i n : h i m s e l f . (Shamanic 
Voi c e s , p. 28) 

17. E l i a d e c a l l s t h e e x p e r i e n c e o f b e i n g swallowed a " r e g r e s s u s i n t h e 
f l e s h " , and l i n k s b o t h w i t h World Renewal (see c h a p t e r on t h i s i n 
h i s Myth and R e a l i t y ) . 

18. E l i a d e , Myths, Dreams and M y s t e r i e s , p. 84. 
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19. Besides h i n t s o f t h e voyages o f Odysseus, t h e r e i s a l s o an echo o f 
Browning's ' C h i l d e Roland', where t h e h e r o makes a j o u r n e y t h r o u g h 
a b l e a k landscape t o f a c e death a t t h e Dark Tower, an analogue o f 
t h e " l e a n i n g menhir." 

20. ' S o r c e r e r ' s ' A p p r e n t i c e ' , Review o f A Separate R e a l i t y by C a r l o s 
Castenada, Observer. 5 t h March, 1972, p. 32. 

2 1 . See 'The Sheep Went On Being Dead', ' H e p t o n s t a l l Old Church' and 
' H e p t o n s t a l l Cemetery', a l l i n Remains o f Elmet. 

22. Sagar, A r t o f Ted Hughes. 2nd ed., p. 244. See t h i s work f o r t h e 
l i s t i n g o f t h e t h r e e phases o f w r i t i n g which became t h e Faber Cave 
B i r d s . The t r i a l emphasis was f u r t h e r weakened by t h e removal o f 
'The a d v o c a t e ' . I t seems t h a t t h e e a r l i e r poems were r e v i s e d i n 
t h e l i g h t o f t h e l a t e r ones. ( p p . 243-4) 

23. i b i d . , p. 244. 

24. See n o t e 20. I n t h e Castenada r e v i e w Hughes shows h i s f a m i l i a r i t y 
w i t h and a p p r o v a l o f Don Duan's g o a l s . 

25. C a r l o s Castenada, The Teachings o f Don Duan: A Yaqui Way of 
Knowledge.(.Harmondsworth: Penguin, "1970)', p. 196. 

26. E l i a d e , Shamanism, p. 36. 

27. i b i d . , p. 62. 

28. From Hughes's i n t r o d u c t i o n t o t h e Leonard B a s k i n Catalogue ( 1 9 6 2 ) , 
p a r t o f which i s reproduced i n E k b e r t Faas's Ted HuqhBs; The 
Unaccommodated U n i v e r s e , pp. 166-67. 

29. P i l i n s z k y , S e l e c t e d Poems, p. 12. Hughes bases the denouement o f 
Gaudete on a s i m i l a r p e r s p e c t i v e . 

30. G i f f o r d / R o b e r t s , Ted Hughes; A C r i t i c a l Study, pp. 15-17. I n c l u d e s 
i n f o r m a t i o n on t h e k n i g h t o f 'Gog' as a Manichean h e r o . 

3 1 . I n t h e 1970 Faas i n t e r v i e w when asked about t h e i n f l u e n c e o f d i a l e c t 
and m e d i e v a l l i t e r a t u r e upon h i s work, Hughes r e p l i e d , "And i n t h e 
case o f t h e West Y o r k s h i r e ' d i a l e c t , o f c o u r s e , i t connects you 
d i r e c t l y and i n your most i n t i m a t e s e l f t o m i d d l e .English p o e t r y . " 
(London Haqazine. Danuary 1971, pp. 11-12.) 

32. Castenada, The Teachings o f Don 3uan, p. 196. 

33. i b i d . , p. 150. 

34. E l i a d e , R i t e s and Symbols o f I n i t i a t i o n , p. 15. 

35. 'The P o e t r y o f Vasco Popa', P. 211. For Hughes t h e p r i c e o f know­
ledge i s always s u f f e r i n g ; t h us p a i n o b l i q u e l y b e n e f i t s mankind. 

36. Faas, Ted Hughes: The Unaccommodated U n i v e r s e , p. 213. 

37. i b i d . , p. 144. N.B. ' B r i d e and Groom ...' answers t h e q u e s t i o n 
'Who g i v e s most? Him or Her?' 
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38. Sagar, The A r t o f Ted Hughes. 2nd e d i t i o n , p. 180. 

39. E l i a d e , Shamanism, p. 427. 

40. Faas, Ted Hughes; The Unaccommodated U n i v e r s e , p. 143. 

4 1 . i b i d . , p. 212. I t i s t h e r e f o r e u n s u r p r i s i n g t h a t P a r z j y a l i s a t 
t h e r o o t s o f Gaudete. as t h e e p i g r a p h i m p l i e s . 

42. G i f f o r d / R o b e r t s , Ted Hughes; A C r i t i c a l Study, p. 200. 

43. London Magazine, January 1971, p. 19. 

44. Joseph Campbell, The Masks o f God; P r i m i t i v e Mythology, p. 255. 

45. G i f f o r d / R o b e r t s , Ted Hughes; A C r i t i c a l Study, p. 260. 

46. B l a k e , C o l l e c t e d Works, p. 154. 

47. i b i d . , p l a t e 9, l i n e 15, p. 152. 

48. London Magazine, January 1971, p. 15. Cf. a l s o P o e t r y i n t h e 
Making. p. 18. " I t i s t h i s l i t t l e g o b l i n i n a word which i s i t s 
l i f e and i t s p o e t r y , and i t i s t h i s g o b l i n which the poet has t o 
have under c o n t r o l . " 
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CHAPTER 5 

GAUDETE 

God i s day and n i g h t , w i n t e r summer, war peace, s a t i e t y 
hunger - a l l t h e o p p o s i t e s , t h i s i s the meaning. ( H e r a c l i t u s ) 

Gaudete i s t h e dreaming onwards o f t h e myth t h a t we f i r s t encount­

e r e d i n Crow^ and which we hav/e seen developed b o l d l y but i n c o n c l u s ­

i v e l y i n Cave B i r d s , t h e a t t e m p t t o f i n d a b a s i s f o r r e l a t i o n s h i p 

between modern man and t h e Magna Ma t e r , t h e G r e a t Mother. But the 

r o o t s o f t h e poems go back f a r beyond Crow t o 'Song' i n Hawk i n the Rain 

and t o t h e s u b j e c t m a t t e r o f Ted Hughes's d r a m a t i c works. 

I n t h e e a r l y n i n e t e e n s i x t i e s Hughes seems t o have p u t most o f h i s 

e n e r g i e s i n t o the e x p l o r a t i o n o f p o e t i c drama, b e g i n n i n g w i t h h i s 

u n p u b l i s h e d v e r s e a d a p t a t i o n o f t h e Bardo T h o d o l . w r i t t e n as a 

l i b r e t t o f o r t h e Chinese composer Chou Wen Chung, whom Hughes met i n 

America a t t h e end o f 1959. I t i s f r o m a v i v i d dream d u r i n g t h i s p r o ­

j e c t t h a t Hughes o b t a i n e d The Wound, t h e r a d i o p l a y t h a t became an 

element o f Wodwo. A few years l a t e r , i n 1964, he worked on a n o t h e r 

v e r s e drama, t h i s t i m e based upon Andreae's The Chemical Wedding of 

C h r i s t i a n Rosencreutz. T h i s was b r o a d c a s t as D i f f i c u l t i e s o f a 

BridBgroom i n the January o f 1963. A l a t e r v e r s i o n , w r i t t e n i n 1964, 

became Eat Crow, t h e f i r s t i n t i m a t i o n o f t h e Crow s t o r y . 

I t was d u r i n g t h i s same p e r i o d t h a t t h e s t o r y o f Gaudete took on 

i t s i n i t i a l form as a f i l m s c e n a r i o . Hughes's work on t h i s between 

1962 and 1964 f o l l o w s t h e p a t t e r n o f h i s two p r e v i o u s d r a m a t i c a t t e m p t s 

and echoes t h e theme o f t h e u n p u b l i s h e d p l a y The House o f Taurus, 

which i s a r e - w o r k i n g o f The Bacchae o f E u r i p e d e s . But u n l i k e these 
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p l a y s Gaudete g a i n e d a v i t a l independence from i t s s o u r c e s , d e v e l o p i n g 

r a t h e r t h a n r e - w o r k i n g t h e myths. Not c o n t e n t w i t h r e - i t e r a t i o n 
2 

Hughes sought t o c r e a t e a new " t r i b a l dream", n o n e t h e l e s s f i r m l y based 

on " c r u c i a l s e m i n a l " works, l i k e C h r i s t i a n Rosencreutz. The Tempest and 

Wolfram von Eschenbach's P a r z i v a l . 

I t i s t h u s h a r d l y s u r p r i s i n g t h a t one o f t h e two e p i g r a p h s t o 

t h e poem come from P a r z i v a l , a l a t e form o f t h e G r a i l legend as found 

i n t h e M a b i n o q i o n s t o r y 'Peredur, Son o f Evrawg'. I n t h e same way t h a t 

Eschenbach d e v e l o p e d t h e work o f C r e t i e n de Troyes and t h e anonymous 

a u t h o r o f 'Peredur' t o touch the i m a g i n a t i o n o f a new g e n e r a t i o n i n a 

d i f f e r e n t s o c i e t y , Hughes uses P a r z j v a l as t h e s t a r t i n g p o i n t f o r h i s 

own c u l t u r a l a p p l i c a t i o n o f the myth. The Dionys sn r i t u a l b e h i nd 

The Bacchae i s used i n t h e same way, the p r i m a r y s o u r c e , E u r i p e d e s and 

s y n c r e t i z e d O r p h i c s t r a i n s , being t h e gateway t o a modern v e r s i o n o f 

t h e myth and i t s r i t u a l enactment. 

A l s o p r e s e n t i n Gaudete are echoes o f Hughes's own myth. Cave 

B i r d s was w r i t t e n c o n c u r r e n t l y w i t h Gaudete ( b o t h o v e r l a p p i n g w i t h 

'Floortown') and seems t o be an e x p l o r a t i o n o f a d i f f e r e n t a s p e c t o f t h e 

same s t o r y . Cave B i r d s i s a l s o a d i r e c t l i n k between Gaudete and Crow. 

The poem ' B r i d e and groom l i e h i d d e n f o r t h r e e days' i s a d i r e c t 

e p isode f r o m t h e Crow s t o r y . The e v e n t s t a k e p l a c e : 
r i g h t a t t h e end o f t h e s t o r y , when Crow i s c r o s s i n g t h e r i v e r 
and has t h e seven q u e s t i o n s p u t t o him by t h e Ogress he c a r r i e s 
a c r o s s . His answers move fromnone p o l e o f t o t a l d i s a s t e r i n 
t h e r e l a t i o n s h i p between him and the female t o the o p p o s i t e 
p o l e o f t o t a l l y s u c c e s s f u l , b l i s s f u l u n i o n . 3 

Gaudete c o n t i n u e s the j o u r n e y towards t h i s u n i o n , a j o u r n e y t h a t 

i s f r a u g h t w i t h p i t f a l l s as Crow has a l r e a d y d i s c o v e r e d . Lumb i n i t ­

i a l l y shows a complete i n a b i l i t y t o d e a l w i t h o r r e l a t e t o t h e woman 

he i s e x p e c t e d t o h e a l . T h i s i s r e f l e c t e d i n h i s r e l a t i o n s h i p w i t h 
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Maud and F e l i c i t y , who s t a n d f o r d i f f e r e n t a s p e c t s o f the Goddess. 

Th i s i s t h e p o l e o f t o t a l d i s a s t e r , w h i l e t h e E p i l o g u e and subsequent 

poems show a man who has mastery o f a n i m a l s and has communion w i t h 

t h e d e i t y , as e v i n c e d by the p r a y e r s and i n v o c a t i o n s i n the poems. 

M a r r i a g e has n o t y e t t a k e n p l a c e , b u t a r e l a t i o n s h i p has been e s t a b l i s h e d . 

The c o n n e c t i o n w i t h Cave B i r d s i s a l s o a reminder t h a t Gaudete i s 

as much about i n i t i a t i o n and t h e n a t u r e o f t h e i n i t i a t o r y p r o c e s s as 

i t s companion work. But w h i l e Cave B i r d s more c l o s e l y resembles t h e 

drama used i n Greek Mystery r e l i g i o n s , b e i n g b o t h a r i t u a l and a 

l e s s o n , Gaudete i s more l i k e t h e p o p u l a r t r a g e d i e s t h a t developed from 

such i n i t i a t o r y dramas. I t d e a l s w i t h the responses o f p e o p l e caught 

up i n abnormal c i r c u m s t a n c e s and, l i k e Greek t r a g e d y , shows deep 

i n s i g h t s i n t o human c h a r a c t e r w i t h o u t a s i m i l a r l y deep c h a r a c t e r i z a t i o n . 

Hughes's l i t e r a r y e q u i v a l e n t o f the w e a r i n g o f masks i s t o make h i s 

c h a r a c t e r s " s l i g h t l y p u p p e t - l i k e . " 

Gaudete has a freedom t h a t the r i t u a l drama o f Cave B i r d s does n o t , 

t h e a b i l i t y t o p o r t r a y m i s t a k e s . The s p i r i t - L u m b ' s a t t e m p t as a 

t w e n t i e t h c e n t u r y f e r t i l i t y c u l t , h i s m i s - i n t e r p r e t a t i o n o f the d u t y o f 

a p a s t o r t o l o v e h i s f l o c k , remind us t h a t n o t every emissary from t h e 

u n d e r w o r l d knows what i t i s d o i n g , t h a t not every avenue o f i n i t i a t i o n 

i s a l e g i t i m a t e one. But these are o n l y r e m i n d e r s s i n c e Hughes says -

"My own o p i n i o n 1 w i t h h o l d . I t ' s l i k e a p l a y - i t c o n t a i n s no a u t h o r ' s 

comments. As f a r as i n t e r p r e t a t i o n goes - I l e a v e a l l o p t i o n s open."^ 

D u r i n g t h e same 1977 i n t e r v i e w w i t h Faas Hughes even went so f a r as t o 

say: 

... i t i s not the s t o r y t h a t I am i n t e r e s t e d i n b u t t h e poems. I n 
o t h e r words, t h e whole n a r r a t i v e i s j u s t a way o f g e t t i n g a b i g 
body o f i d e a s and energy moving on a t r a c k . For when t h i s energy 
c o n n e c t s w i t h a p o s s i b i l i t y f o r a poem, t h e r e i s a l o t more 
m a t e r i a l and p r e s s u r e i n i t t h a n you c o u l d ever g e t i n t o a poem 
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j u s t w r i t t e n o u t o f the a i r o r o u t o f a s p e c i a l o c c a s i o n . 
Poems come t o you much more n a t u r a l l y and accumulate more 
l i f e when they a r e p a r t o f a connected f l o w o f r e a l n a r r ­
a t i v e t h a t you've g o t y o u r s e l f i n v o l v e d i n . 6 

Such s t a t e m e n t s must be p u t i n t o c o n t e x t , s i n c e a l t h o u g h Hughes's 

o p i n i o n s may be w i t h h e l d on one l e v e l a d e f i n i t e w o r l d view i s 

i m p l i e d - i n such t h i n g s as t h e c h o i c e o f s u b j e c t m a t t e r , t r e a t m e n t o f 

c h a r a c t e r s and t h e way i n which c e r t a i n e p i s o d e s r e c e i v e a f u l l e r 

t r e a t m e n t t h a n o t h e r s . We must a l s o remember t h a t what i s i m p l i e d here 

may have been c l e a r l y s t a t e d i n some o t h e r p a r t o f t h e p o e t ' s work. 

So we must remember t h a t Hughes has s t r e s s e d t h a t c e r t a i n n a r r a t -
7 

i v e s have a t h e r a p e u t i c c a p a b i l i t y , " t h a t w i t h o u t f u l l o p e r a t i o n o f 

t h e v a r i o u s w o r l d s and heavens and h e l l s o f i m a g i n a t i o n , men become 
g 

s i c k , m e c h a n i c a l m o n s t e r s , " What Hughes i s t r y i n g t o make us under­

s t a n d i s t h a t i t i s n o t the l o n g , i n v o l v e d , u n p u b l i s h e d Crow myth 

t h a t c o u n t s , b u t t h e e n e r g y - f i l l e d a c t u a l i t y t h a t i s a poem q u a r r i e d 

from t h a t s o u r c e . For Hughes a source i s as i m p o r t a n t as i t s a b i l i t y 

t o s t i l l produce a c r e a t i v e response, no more. 

The c o n t i n u a l emphasis i n Hughes's p o e t r y i s t h e need t o l i v e o u t 

the n a r r a t i v e ^ t o e x p e r i e n c e t h e myth, whether i t be a heaven or a h e l l . 

These two w o r l d s a r e t r u l y one, as t h e f i r s t e p i g r a p h o f Gaudete 

s t a t e s , s i n c e both Hades and Dionysus a c t i v a t e t h e i m a g i n a t i o n and 

b o t h i n s p i r e songs and f e s t i v a l s . I t i s i n t h e same s p i r i t t h a t t h e 

Bardo Thodol e x h o r t s i t s r e a d e r s t o "Have f a i t h i n the B l o o d - D r i n k i n g 
g 

d e i t i e s t o o . " 

P r o l o q u e 

On the very f i r s t page o f the P r o l o g u e t o Gaudete t h e reader i s 

t h r o w n , t o g e t h e r w i t h N i c h o l a s Lumb, i n t o t h e domain o f t h e b l o o d -

d r i n k i n g d e i t i e s , an o t h e r w o r l d where a s i l s n t and empty N o r t h e r n town 

has become a "maze of mass-graves" ( p . 1 2 ) . Lumb l o s e s h i s head and 
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b e g i n s t o r u n s h o u t i n g t h r o u g h the s t r e e t s . There i s an answering s h o u t 

and a c r e a t u r e bounds f o r w a r d - "The b l a c k e s t c l o t o f the whole n i g h t ­

mare has f o u n d a shape and i s l e a p i n g towards him." This a p p a r i t i o n 

c l o s e l y resembles one o f the m i s e r i e s o f t h e Sidpa Bardo where the s o u l 

on i t s way t o r e b i r t h i s t o l d " T h i c k awesome darkness w i l l appear i n 

f r o n t o f t h e e c o n t i n u a l l y , from the m i d s t o f which t h e r e w i l l come such 

t e r r o r - p r o d u c i n g u t t e r a n c e s as ' S t r i k e l S l a y l ' and o t h e r s i m i l a r 

t h r e a t s . " ^ Lumb i s s u f f e r i n g from a B a r d o - l i k e i l l u s i o n . I t i s i n 

f a c t o n l y "an o l d man, i n scarecrow r a g s " , d e l i g h t e d t h a t he has 

s c a r e d t h e p r i e s t . 

We ar e reminded o f the v i t a l i t y o f t h e tramps i n e a r l i e r Hughes 

poems, but more i m p o r t a n t l y the o l d man i s an e m i s s a r y , a f a i r y g u i d e 

l i k e one o f t h e C h i l d r e n o f Danu i n I r i s h f o l k l o r e - i t i s n o t s u r p r i s i n g , 

t h e r e f o r e , t h a t h i s v o i c e i s " h a r d and I r i s h . " 

From t h e v e r y b e g i n n i n g o f the poem Hughes i s b u i l d i n g a c u l t u r a l 

c o n t e x t f o r Lumb's e x p e r i e n c e . I n t h e same way t h a t he saw The Wound 

as a C e l t i c - G o t h i c v e r s i o n o f t h e B a r d o - T h o d o l , Gaudete i s a B r i t a i n 

v e r s i o n o f c e r t a i n Greek myths and a German c o u r t l y romance, as w e l l as 

o f t h e Bardo. Hughes i s seeking t o tap t h e p o e t i c energy i n p o l a r i t y 

and b a l a n c e - "The balance a l s o between German/Scandinavian and a n c i e n t 

B r i t i s h / C e l t i c , between P u r i t a n i c a l s u p p r e s s i v e and C a t h o l i c woman 

11 

w o r s h i p p i n g . " T h i s s y n c r e t i s m i s n o t one o f f u s i o n but o f balance 

and i n n e r s t r e s s . 

To i d e n t i f y the o l d man as one o f t h e C h i l d r e n o f Danu f i t s i n 

w e l l w i t h t h e p o l e o f woman w o r s h i p , s i n c e t h e goddess Danu was one o f 

t h e m a n i f e s t a t i o n s o f t h e Magna h a t e r , o r t h e White Goddess, as Robert 
12 

Graves c a l l s h e r . Thus i t i s a l s o n o t s u r p r i s i n g t h a t t h e o l d man l e a d s 

Lumb t o a woman who seems t o be h i s m i s t r e s s . She l i e s on t h e f l o o r o f 

a cave " t a n g l e s i n t h e s k i n s o f w o l v e s " , tended by an "aged a b o r i g i n a l " , 
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surrounded by w a t c h e r s . I t becomes o b v i o u s t o Lumb t h a t he i s expected 

t o h e l p her i n some way, b u t a f t e r l o o k i n g f o r s i g n s o f l i f e : 

He d e c l a r e s he can do n o t h i n g 
He p r o t e s t s t h e r e i s n o t h i n g he can do 
For t h i s b e a u t i f u l woman who seems t o be a l i v e and dead. 
He i s n o t a d o c t o r . He can o n l y p r a y . ( p . 15) 

Lumb i s b e i n g e x p e c t e d t o p e r f o r m a shamanic h e a l i n g , b u t he can 

o n l y t h i n k i n terms o f t h e a s s i s t a n c e o f a p h y s i c i a n . What f o l l o w s 

c o u l d be i n t e r p r e t e d as t h e a b o r i g i n a l s ' a t t e m p t s t o remedy h i s o b v i o u s 

l a c k by p u t t i n g him t h r o u g h t h e r e l e v a n t i n i t i a t o r y o r d e a l s . K e i t h 

Sagar has a l r e a d y p o i n t e d o u t t h a t t h e f l o g g i n g o f Lumb w h i l e he i s 

bound t o a young oak t r e e i s r e l a t e d t o t h e r i t e o f H e r a k l e s , t h e hus­

band o f t h e Goddess. The subsequent s a c r i f i c e o f a b u l l does n o t o n l y 

echo the i n i t i a t i o n ceremony o f P l i t h r a i s m , as Sagar p o i n t s o u t , but 
13 

a l s o t h e r i t e o f t h e goddess A t t i s , a f e r t i l i t y d e i t y . 

Both o r d e a l s a r e i n f a c t t r a v e s t i e s s i n c e Lumb has n o t been t r u l y 

p r e p a r e d , e i t h e r by t r a i n i n g or a t h r e s h o l d e x p e r i e n c e i n d i c a t i v e o f 

h i s c a l l i n g . Rather t h a n i n t e g r a t i o n Lumb f e e l s a "sudden j a g g e d d a r k ­

ness t h a t rends him a p a r t , from t h e top o f h i s s k u l l downwards." T h i s 

p s y c h i c s p l i t p x e c e d e s t h e c r e a t i o n o f a Doppelganger from t h e l o g he 

has been t i e d t o . I n s t e a d o f p r o d u c i n g wholeness the o r d e a l s have 

r e s u l t e d i n a dangerous s p l i t t i n g a p a r t . 

T h i s i s n o t t h e o n l y i r o n y . Lumb has o b v i o u s l y been b r o u g h t 

because he i s a p r i e s t , a r e p r e s e n t a t i o n D f a f a i t h t h a t i s based upon 

t h e r e s u r r e c t i o n o f i t s d e i t y , and i s shown t o t a l l y w a n t i n g . He has 

n o t h i n g t o o f f e r , not even compassion, a f a i l u r e i n t h e terms o f both 

r e l i g i o n s . His o r d e a l s a r e t h e r e f o r e a l s o a judgement, l i k e t he Bardo's 

p u r g i n g e x e r c i s e s o r Dante's I n f e r n o . 

Lumb i s a warped Orpheus. H i s descent t o t h e u n d e r w o r l d i s 

i n v o l u n t a r y and he r e t u r n s w i t h o u t h i s E u r i d i c e . He i s b a p t i z e d i n 
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b l o o d w i t h o u t w i s h i n g access to any m y s t e r y . H i s f a i l u r e and impotence 

have o n l y one p a r a l l e l t h a t i s n o t t h e i n v e r s e o f a myth, t h a t o f t h e 

s t o r y o f t h e F i s h e r King and the h e a l i n g o f t h e Wasteland, t h e m y t h i c 

c e n t r e o f P a r z i v a l . Because P a r z i v a l does n o t ask the k i n g what i s 

wrong w i t h him t h e monarch cannot be h e a l e d . Because h i s f a i l u r e l e a v e s 

t h e l a n d as i n f i r m as the k i n g P a r z i v a l i s d o u b l y a t f a u l t : 

You s h o u l d have p i t i e d t h e h o s t and k i n g 
To whom God d i d t h i s wondrous t h i n g . 
You asked not o f h i s g r i e f and d r e a d , 
So though you l i v e , your b l i s s i s dead. 

Eschenbach's v e r s i o n o f the l e g e n d l a y s g r e a t s t r e s s on t h e p e r ­

s o n a l r e s p o n s i b i l i t y and l a c k o f compassion t h a t p r e v e n t s h i s hero 

a s k i n g t h e h e a l i n g q u e s t i o n , "What a i l e t h t h e e , my u n c l e ? " T h i s i s i n 

c o n t r a s t t o e a r l i e r v e r s i o n s t h a t b e r a t e t h e p r o t a g o n i s t f o r h i s l a c k 

o f c u r i o s i t y when he sees the G r a i l o b j e c t s t h a t t h e k i n g g u a r d s . I t 

i s t h e l a t e r emphasis t h a t Hughes uses, showing a man who w i l l n e i t h e r 

a c t nor choose. Lumb even r e f u s e s t o choose which t r e e he i s t i e d t o l 

A d e n i a l o f r e s p o n s i b i l i t y comes e a s i l y t o h i s l i p s . His double 

r e p r o d u c e s t h e same b e h a v i o u r i n h i s r e l a t i o n s h i p w i t h F e l i c i t y , 

d e l a y i n g t h e elopement and t h u s b r i n g i n g about h i s d e a t h . 

The i n i t i a l f a i l u r e s of both P a r z i v a l and Lumb p r o l o n g t h e s u f f e r ­

i n g o f the one they a r e meant t o h e a l . The d o u b l e i s a l s o a f a i l u r e 

s i n c e t h e j o y o f havi n g f l e s h makes him f o r g e t h i s ta s k as messenger 

o f t h e Goddess. Lumb i s an emissary from t h e u n d e r w o r l d } Hughes goes 

so f a r as t o say t h a t " A l l t he forms o f n a t u r a l l i f e a r e e m i s s a r i e s . 
15 

The a c t u a l b o d i e s o f the pe o p l e a re e m i s s a r i e s . " But t h e r e i s an 

o b s c u r i t y as t o t h e e x a c t n a t u r e o f t h e t a s k , an o b s c u r i t y compounded 

by t h e dou b l e ' s e r r o r s . A s t a t e m e n t o f Hughes h i n t s t h a t Lumb i s 

meant t o be a k i n d o f b e n e f i c i a l c a t a l y s t , d i s s o l v i n g t h e s p i r i t u a l 
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p r e d i c a m e n t o f Western man. I n h i s 1977 i n t e r v i e w w i t h E k b e r t Faas 

Hughes s a i d t h a t t h i s p r e d i c a m e n t was " i m p o s s i b l y c r y s t a l i z e d i n t h e 

immovable dead end forms o f s o c i e t y and p h y s i c a l l i f e " , and r e f e r s t o 

Lumb as a f l a w e d a t t e m p t t o break down these f o r m s . The i r o n y i s 

t h a t t h e o r i g i n a l Lumb whose super-ego i s i n t a c t f a i l s because he w i l l 

n o t a c t , w h i l e h i s double minus t h a t super-ego i s too i n s t i n c t u a l l y 

o r i e n t a t e d t o remember what he i s supposed t o be d o i n g . 

The Main N a r r a t i v e 

The main s t o r y opens i n a c o m p l e t e l y d i f f e r e n t e n v i r o n m e n t t o 

t h a t o f t h e P r o l o g u e . Rather than a g r i m N o r t h e r n i n d u s t r i a l town we 

f o l l o w Major Hagen's gaze ac r o s s the May p a r k l a n d s o f S o u t h e r n England 

as h i s b i n o c u l a r s sweep the landscape w i t h " t h e worm's s t e a l t h , t h e 

m i l l e d f o c a l a d j u s t m e n t . " I n a s i n g l e v i g n e t t e we a r e i n t r o d u c e d t o 

a r e c u r r i n g symbol and a c e n t r a l c h a r a c t e r . The symbol i s o f the s p y i n g 

d e v i c e , b i n o c u l a r s , t e l e s c o p e , camera and t e l e s c o p i c l e n s , t h e means 

by which t h e f o r c e s t h a t have c o r r u p t e d the m i l l town dominate the 

landscape by r e f u s i n g t o look a t i t p r o p e r l y . Hagen i s t h e f o c a l 

p o i n t o f t h e s e f o r c e s i n t h e poem, o t h e r s l i k e E s t r i d g e b e i n g mere 

e x t e n s i o n s o f h i s c h a r a c t e r , or l i k e G arten a d i f f e r e n t p o l e of the 

same power. Hughes o r i g i n a l l y i n t e n d e d t h a t t h e whole s t o r y be t h e 

s t o r y o f what was g o i n g on i n s i d e Hagen's head, G a r t e n b e i n g h i s o b j ­

e c t i v e o t h e r s e l f , b u t he s a c r i f i c e d t h i s f o r n a r r a t i v e c l a r i t y , though 

t h e i r use o f s p y i n g d e v i c e s remained as a l i n k . 

Hagen r e p r e s e n t s the Germanic/Scandinavian p o l e r e f e r r e d t o 

e a r l i e r , h i s f a c e "A f r o n t a l v i k i n g w e a t h e r p r o o f " ( p . 2 4 ) , h i s u n d e r l i p 

u n a f f e c t e d " F o r t y g e n e r a t i o n s from t h e f r e e z i n g s a l t and t h e l o n g s h i p s . " 

As i n o t h e r Hughes poems v i k i n g b l o o d i s P u r i t a n b l o o d (see 'The 

W a r r i o r s o f t h e N o r t h ' , Wodwo, p. 159, and a number o f poems i n 
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Remains o f E l m e t ) . I t i s a g a i n s t t h i s b l o o d t h a t P a u l i n e Hagen o f f e n d s 

i n h e r l i a i s o n w i t h Lumb, and l i k e a v i k i n g Hagen's response i n v o l v e s 

a weapon. 

Hagen's i n s t i n c t i s t o d o m i n a t e , as h i s s t u f f e d a n i m a l t r o p h i e s 

s i g n i f y . He i s l i k e the b u l l s t h a t he breeds. Lumb's i n t e r e s t i s n o t 

a c h a l l e n g e t o h i s l o v e b u t t o h i s power. Thus, h a v i n g seen them 

t o g e t h e r on t h e o r n a m e n t a l b r i d g e i n t h e p a r k , he o s t e n t a t i o u s l y t a k e s 

h i s morning walk w i t h " H i s d o u b l e - b a r r e l l e d Purdey, c r a d l e d l i g h t i n h i s 

l e f t elbow." The r i n g - d o v e he s h o o t s i s p o i n t e d l y p r e s e n t e d t o h i s 

wife,who r e f u s e s i t , and then t o Lumb. The b i r d becomes an unspoken 

c h a l l e n g e and a prophecy o f f u r t h e r v i o l e n c e . 

T h i s i n c i d e n t i s i m p o r t a n t i n two ways. F i r s t l y i t s e t s t h e tone 

o f menace and b a r e l y suppressed savagery. Secondly i t presages the 

manner o f t h e double's d e a t h , s h o t by Hagen j u s t l i k e t h e dove. The 

poem 'A bang - a b u r n i n g -' emphasises the i m p o r t a n c e o f t h i s c o r r e s ­

pondence. T h i s episode i s n o t o n l y a d r a m a t i c i r o n y b u t t r u l y a 

p r o p hecy, p r e p a r i n g t h e r e a d e r f o r a sense o f d e j a vu a t t h e c l i m a x o f 

t h e s t o r y . I n t h e poem Lumb does n o t know i f he i s man, angel or b i r d : 

Am I k i l l e d ? 

Or am 1 s e a r c h i n g ? 

I s t h i s t h e rainbow s i l k i n g my body? 

Which wings a r e these? ( p . 198) 

Besides t h e h i n t s o f B a r d o - s t y l e r e i n c a r n a t i o n and t h e t r a n s ­

m i g r a t i o n o f s o u l s , we can d e t e c t echoes o f Crow, who i s a l s o o f t e n 

unsure as t o whether he has s u r v i v e d h i s p r e v i o u s o r d e a l . Lumb, l i k e 

Crow, must go t h r o u g h c e r t a i n t r i a l s and m i s t a k e s b e f o r e he can reach 

h i s b r i d e . I t i s s i g n i f i c a n t t h a t he i s k i l l e d as he p l u n g e s i n t o 

Hagen's o r n a m e n t a l l a k e , w a t e r b e i n g t h e t r a d i t i o n a l e n t r y t o the 

u n d e r w o r l d - and i n the Crow myth i t i s w a t e r t h a t must be crossed t o 
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f i n d t h e b r i d e . 

Lumb's j o u r n e y i s a l s o l i k e Crow's i n t h a t i t i s u n t h i n k i n g . At a 

number o f p o i n t s the Goddess seeks t o remind him o f h i s d u t i e s b u t 

cannot f u l l y i n f l u e n c e him. The i n c i d e n t w i t h t h e dov/e i s t h e f i r s t o f 

t h e s e , t h e dove being t h e one o f her symbols and a l s o sacred t o Her a k l e s 

who, l i k e Lumb, i s bound t o a l o g , b e a t e n , m u t i l a t e d , and e v e n t u a l l y 

k i l l e d . The dove i n h i s hand i s meant t o remind Lumb o f h i s n a t u r e 

and r o l e , and o f t h e Goddess he s e r v e s . 

Hughes t h e n t e a r s us away from t h i s drama o f what we do not f u l l y 

u n d e r s t a n d and i n t r o d u c e s us t o t h e poacher Joe G a r t e n , who i s sp y i n g 

on Mrs. W e s t l a k e , the d o c t o r ' s w i f e . He has he a r d Hagen's s h o t a m i l e 

away. The f o l l o w i n g s e c t i o n s d e a l w i t h t h e p e r i o d o f t i m e t h a t i t 

t a k e s Lumb t o cover t h a t m i l e t o h i s rendezvous w i t h Mrs. Westlake. 

Hughes uses t h i s gap t o h e i g h t e n t h e s e x u a l t e n s i o n , u s i n g P a u l i n e 

Hagen's r e t r o s p e c t i v e o f her t i m e w i t h Lumb i n t h e " l e a f - m o u l d " and 

"spermy b l u e b e l l s " t o h e i g h t e n t h e i n t e r e s t i n t h e coming meeting w i t h 

a n o t h e r woman, ( p . 32) 

R i g h t from t h e very b e g i n n i n g o f t h e poem s e x u a l and a g g r e s s i v e 

t e n s i o n f e e d upon each o t h e r . So f o r i n s t a n c e P a u l i n e ' s f a n t a s y l e a d s 

t o g u i l t y i n t r o s p e c t i o n and the p a s s i v e i n v i t a t i o n o f her husband's 

"Depth charges/Of i n c r e d u l i t y and r i g h t e o u s n e s s . " Hagen's y e l l s make 

h i s dog a t t a c k him and he t u r n s h i s rage on t h e p e t . As he has 

always done i n t h e p a s t he takes o u t h i s f r u s t r a t i o n on t h e an i m a l 

kingdom. L i k e t h e man i n 'Crow's Account o f S t . George' he d e s t r o y s 

what he most l o v e s because o f a w a r p i n g w i t h i n . He i s an example o f 

Hughes's m e c h a n i c a l monster, man w i t h o u t t h e heavens and h e l l s o f 

17 i m a g i n a t i o n . Hagen i s e x p r e s s i n g t h e " d e v i l o f suppressed l i f e " -

he i s a k i n d o f p o l t e r g e i s t , "An i n s a n e v o l t a g e , a b l u e c r a c k l i n g 

e n t i t y . " ( p . 33) 
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H a v i n g b e e n s h o w n t h e v i o l e n c e t h a t i s t h e o b v e r s e o f P u r i t a n 

s e x u a l i t y ue a r e r e t u r n e d t o t h e w o o d w h e r e G a r t e n ' s w a t c h i n g i s 

r e w a r d e d by t h e s i g h t o f l u m b " f i g h t i n g i n s i d e t h e c a r " w i t h M r s . 

W e s t l a k e . The s e x u a l a c t i s a c o n f l i c t f r o m w h i c h Lumb e m e r g e s w i t h a 

b l o o d i e d m o u t h . B u t M r s . W e s t l a k e i s t h e l o s e r - h e r damage i s i n t e r n a l , 

a memory o f L u m b , r e v u l s i o n f o r t h e s t e r i l i t y o f h e r h o m e , t h e f a n t a s y 

o f s u i c i d e a l l p a r t o f h e r i n j u r i e s . She m o v e s t h r o u g h h e r h o u s e " a s 

i f i t w e r e a l a s t s e a r c h f o r s o m e t h i n g h o p e l e s s l y l o s t . " The m i r r o r s 

seem t o c o n s p i r e a g a i n s t h e r a l o n g w i t h "A h a t e f u l o r a n g e v a s e , a 

s o u v e n i r 3 s h t r a y " ( p . 3 8 ) t o o b s c u r e r e a l i t y . She i s numbed a n d 

d e f e a t e d by t h e " C h i l l , c o m f o r t l e s s , a l i e n f u r n i t u r e " , a n d e v e n t u a l l y 

" H e r m i n d c l o s e s . . . She w a i t s / L i k e a b e a t e n d o g / A t h e r t r e m b l i n g 

c i g a r e t t e . " ( p . 4 0 ) 

W h a t Lumb h a s g i v e n t h e t w o women i s b o t h a l l t h a t t h e y h a v e a n d 

a l s o t h a t w h i c h i s d e s t r o y i n g t h e m . H u g h e s , q u o t i n g G o e t h e , h a s 

s p o k e n o f k e e p i n g f a i t h w i t h " t h e w o r l d o f t h i n g s a n d t h e w o r l d o f 

1 8 

s p i r i t s e q u a l l y . " The p e o p l e i n G a u d e t e , w i t h f e w e x c e p t i o n s , h a v e 

o n l y k e p t f a i t h w i t h t h e w o r l d o f t h i n g s . F o r t h e women t h e i r o n l y 

c o n t a c t w i t h t h e w o r l d o f s p i r i t s i s t h r o u g h L u m b . 1 1 i s a c o n t a c t 

t h a t l e a d s t o a p s y c h i c s h o r t - c i r c u i t s i n c e t h e y h a v e no m e a n s o f 

c o p i n g w i t h t h e e l e m e n t a l e n e r g y t h a t t h e d o u b l e r e l e a s e s . They a r e 

e s p e c i a l l y o p e n a n d d a n g e r o u s l y v u l n e r a b l e b e c a u s e t h e y do n o t h a v e t h e 

k i n d o f m e c h a n i c a l s e c u r i t y t h a t H a g e n a n d E s t r i d g e h a v e c u l t i v a t e d . 

T h e s e p o i n t s a r e p o e t i c a l l y e x p r e s s e d i n ' T h e s c h e r z o ' w h e r e 

Commander E s t r i d g e l i s t e n s , a p p a l l e d , t o h i s d a u g h t e r J e n n i f e r p l a y i n g 

B e e t h o v e n . ShB i s i n v o k i n g a " p r i m a e v a l " a n d " h o r r i f y i n g " e n e r g y . To 

E s t r i d g e t h e m u s i c i s l i k e " a m a t e r i a l i z e d d e m o n . " I t seems t o c h a l l ­

e n g e e v e r y t h i n g a b o u t h i s V i c t o r i a n G o t h i c h o u s e a n d h i s s t u f f e d 

a n i m a l s . L i k e H a g e n , E s t r i d g e i s s u r r o u n d e d by a n i m a l t r o p h i e s t o 
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e m p h a s i s e h i s d o m i n a t i o n o f n a t u r e , b u t t h e demons a r e u n d a u n t e d . They 

f i n d t h e i r way i n t h r o u g h H a g e n ' s a n g e r a n d now t h r o u g h J e n n i f e r ' s 

m u s i c . E s t r i d g e f l e e s t o h i s t e l e s c o p e i n t h e B e l v e d e r e . 

The m u s i c r e l e a s e s w h a t h a s b e e n n e g a t e d , b u t w i t h o u t c o n t r o l , a 

B a c c h i c r i t e o f t h e m i n d . E s t r i d g e f e e l s t h a t h i s d a u g h t e r s " a r e 

t e a r i n g h i m t o p i e c e s " , l i k e t h e B a c c h a e w h o s e m a d n e s s i n t h e i r 

w o r s h i p o f D i o n y s u s l e d t o t h e r e n d i n g a p a r t o f t h o s e t h e y p u r s u e d . 

W a l t e r O t t o h a s s a i d o f t h e B a c c h i c m a d n e s s i n h i s D i o n y s u s ; M y t h a n d 

C u l t - " T h e deep e m o t i o n w i t h w h i c h t h i s m a d n e s s a n n o u n c e s i t s e l f 

19 
f i n d s i t s e x p r e s s i o n i n m u s i c a n d d a n c e . " O t t o s e e s m u s i c a s an 

i n v o c a t i o n o f t h e g o d a n d h i s t r a i n . T r u l y t h i s : 

M u s i c , t h a t e a t s p e o p l e 
T h a t t r a n s f i x e s t h e m 
On i t s t h o r n s , l i k e a s h r i k e 
To c u t up a t l e i s u r e 

Or l i c k s t h e m a l l o v e r c a r e f u l l y g e n t l y 
L i k e a t i g e r 
B e f o r e l e a v i n g n o t h i n g b u t t h e h a i r o f t h e h e a d 
And t h e s o l e s o f t h e f e e t 

I s t h e m a n e a t e r 

On y o u r l e a s h . ( p . 1 8 2 ) 

The p e r s o n t h a t i s b e i n g r e f e r r e d t o i n t h e a b o v e l i n e s i s o f 

c o u r s e t h e G o d d e s s , p e r h a p s i n t h e g u i s e o f S e m e l e t h e m o t h e r o f 

D i o n y s u s . H e r m u s i c i s " l i k e a t i g e r " b e c a u s e s h e h e r s e l f i s " T h e 
20 

T i g e r " , a s H u g h e s c a l l e d h e r i n h i s 1 9 7 / i n t e r v i e w w i t h F a a s . We 

m u s t r e m e m b e r , t h o u g h , t h a t h e r m u s i c i s o n l y d e s t r u c t i v e when she i s 

i n h e r h a g a s p e c t , a d e s t r o y e r l i k e t h e H i n d u g o d d e s s K a l i : 

The t i g e r d o e s n o t k i l l b u t o p e n s a p a t h 
N e i t h e r o f L i f e n o r o f D e a t h : 
The t i g e r w i t h i n t h e t i g e r : 
The T i g e r o f t h e E a r t h . ( ' T i g e r - p s a l m * , F l o o r t o w n , p . 1 5 1 ) 
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The p r o b l e m i n G a u d e t e i s t h a t t h e p o w e r o f t h e m a n i f e s t a t i o n o f 

t h e d e i t y c a n n o t be h a r n e s s e d . T h e r e a r e no r i t u a l s s a v e t h e o n e s t h a t 

Lumb i n t r o d u c e s , r i t u a l s p e r f o r m e d o n a f a l s e b a s i s w i t h t h e G o d d e s s 

u n h e a l e d : 

I n t h e o l d w o r l d God a n d d i v i n e p o w e r w e r e i n v o k e d a t a n y 
c o s t - l i f e seemed w o r t h l e s s w i t h o u t t h e m . I n t h e p r e s e n t 
w o r l d we d a r e n o t i n v o k e t h e m - we w o u l d n ' t know how t o u s e 
thBrn o r s t o p t h e m d e s t r o y i n g u s . We h a v e s e t t l e d f o r 
t h e m i n i m u m p r a c t i c a l e n e r g y a n d i l l u m i n a t i o n - a n y t h i n g 
b i g g e r i n t r o d u c e s p r o b l e m s , t h e demons g e t h o l d o f i t . . . 
To a c c e p t t h e e n e r g y , a n d f i n d m e t h o d s o f t u r n i n g i t t o 
g o o d , o f k e e p i n g i t u n d e r c o n t r o l - r i t u a l s , t h e m a c h i n e r y 
o f r e l i g i o n . The o l d m e t h o d i s t h e o n l y o n e . 2 1 

W i t h o u t s u c h a r e s t r a i n t t h e m u s i c r u s h e s up t h e s t a i r s o f 

E s t r i d g e ' s h o u s e a n d we f i n d J a n e t , J e n n i f e r ' s o l d e r s i s t e r , a b o u t t o 

h a n g h e r s e l f . A f t e r c o n t e m p l a t i n g h e r p r e g n a n t b o d y s h e r e l e a s e s t h e 

b i r d s i n h e r f a t h e r ' s a t t i c a v i a r y a n d t h e n k i l l s h e r s e l f . L i k e t h e 

b i r d s , s h e i s " a s t r a n g e p r e d a t o r . " H e r s t a t e o f m i n d i s a c l e a r e c h o 

o f t h e a t t i t u d e o f t h e hawk i n 'Hawk R o o s t i n g ' , The hawk h a s " N o 

f a l s i f y i n g d r e a m " ( L u p e r c a l , p . 2 6 ) , w h i l e i n J a n e t ' s c a s e " N o t h o u g h t 

f o r t h e f u t u r e f a l s i f i e s t h e s e m o m e n t s . " L i k e h e r s i s t e r , who s e e s 

h e r s e l f a s a w o l f i n a l a t e r d r e a m , J a n e t i s a p r e d a t o r , o n e o f t h e 

B a c c h i c b a n d ; b u t t h i n g s a r e w a r p e d a n d t h e p r e d a t o r s h a v e become t h e 

v i c t i m s . 

G n l y b e i n g a b l e t o g u e s s a t t h e r e a s o n s f o r J a n e t ' s s u i c i d e , we 

a r e o n c e a g a i n t a n t a l i z e d by a c h a n g e o f s e t t i n g . . W_e w a t c h E s t r i d g e a s 

he w a t c h e s H o l r o y d ' s f a r m a n d H o l r o y d ' s w i f e t h r o u g h h i s t e l e s c o p e . 

L i k e H a g e n ' s b i n o c u l a r s t h e t e l e s c o p e s y m b o l i z e s E s t r i d g e ' s l a c k o f 

d i r e c t i n v o l v e m e n t i n l i f e a n d t h e d e s i r e t o i m p r i s o n i n t h e l e n s . He 

" t r e a s u r e s " M r s . H o l r o y d " a m o n g h i s c o l l e c t i o n o f i d e a l s . " He 

c o l l e c t s i m a g e s o f p e o p l e l i k e b i r d s i n h i s a v i a r y . The i d e a l i s 

s h a t t e r e d a s M r s . H o l r o y d e m e r g e s f r o m t h e b a r n w i t h L u m b . She d u s t s 

h e r s e l f , then s u g g e s t i v e l y t akes h i m i n t o t h e f a r m h o u s e . E s t r i d g e ' s 
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i n n e r s c r e a m i s d u p l i c a t e d by J e n n i f e r ' s ou/n a u d i b l e s c r e a m a s s h e 

d i s c o v e r s J a n e t ' s b o d y . 

W i t h t h i s s c r e a m m e t a p h o r i c a l l y e c h o i n g i n o u r h e a d s u/e a r e t h e n 

g i v e n o u r f i r s t d i r e c t e n c o u n t e r w i t h t h e s p i r i t Lumb„ As Lumb l o o k s 

a t t h e l a n d a h i e r o p h a n i c e x p e r i e n c e i s p r e c i p i t a t e d by t h e i n s i g h t 

t h a t v i t a l i t y a n d d a n g e r go t o g e t h e r . He a l s o s e e s t h a t t h e t r e e s a r e 

n o t " t r e e s o n l y . " He b e c o m e s a w a r e o f " t h e p o w e r t h a t b e a t s up a g a i n s t 

h i m " f r o m t h e g r o u n d a n d f e e l s a s e n s e o f h i s own s m a l l n e s s a n d h e l p ­

l e s s n e s s . W h a t he e x p e r i e n c e s c l o s e l y r e s e m b l e s t h e s h a m a n i c t h r e s h o l d 

e x p e r i e n c e t h a t h a s b e e n d i s c u s s e d i n e a r l i e r c h a p t e r s , t h e e x p e r i e n c e 

t h a t s h o w s o n e t h a t t h e p a t h t o s h a m a n i c h e a l i n g p o w e r a n d k n o w l e d g e i s 

o p e n . 

I t i s n o t s u r p r i s i n g t h a t l u m b s h o u l d f e e l a g r e a t p o w e r s i n c e 

" E v e r y h i e r o p h a n y i s a K r a t o p h a n y , a m a n i f e s t a t i o n o f f o r c e " , a s P l i r c B a 

22 
E l i a d e h a s i n d i c a t e d . A n o t h e r s t a t e m e n t o f E l i a d e ' s p a r t l y e x p l a i n s 

why L u m b ' s ' d i f f e r e n c e ' i s s u c h a t h r e a t t o t h e men o f t h e v i l l a g e : 

M o d e r n W e s t e r n Man f e e l s i l l a t e a s e b e f o r e many f o r m s o f m a n i f e s t ­
a t i o n o f t h e s a c r e d : he f i n d s i t d i f f i c u l t , f o r i n s t a n c e , t o 
a c c e p t t h e f a c t t h a t , f o r c e r t a i n human b e i n g s , t h e s a c r e d 
may m a n i f e s t i t s e l f i n s t o n e s o r t r e e s . . . S a c r e d s t o n e s o r 
t r e e s a r e n o t a d o r e d i n t h e i r n a t u r a l c a p a c i t y , b u t o n l y 
b e c a u s e t h e y a r e h i e r o p h a n i e s , b e c a u s e t h e y " s h o w f o r t h " 
s o m e t h i n g w h i c h i s no l o n g e r m i n e r a l o r v e g e t a b l e b u t s a c r e d -
" w h o l l y o t h e r " . 2 3 

T h i s i s why t h e t r e e s a r e n o t " o n l y " t r e e s , a n d why t h e a s h t r e e s t a n d s 

a s L u m b ' s p r a y e r . I t b e c o m e s a h o m o l o g i z e d v e r s i o n o f t h e C o s m i c T r e e . 

B u t Lumb i s o n l y a t a t h r e s h o l d . The n e c e s s a r y r i t u a l p o w e r t o 

c o n t r o l w h a t i s h a p p e n i n g i s n o t y e t a v a i l a b l e t o h i m . He f e e l s a s i f 

t h e w o r l d i s " a g i a n t a i r c r a f t o u t o f c o n t r o l , s h a k i n g i t s e l f t o p i e c e s , " 

( p . 5 2 ) Lumb h a s f o u n d no g r e a t e r b a l a n c e b e t w e e n t h e two w o r l d s t h a n any 

o f t h e o t h e r c h a r a c t e r s . L u m b ' s v i s i o n s a r e a l w a y s o f t h e d a n g e r o u s 

v i t a l i t y o f N a t u r e , v a l i d b u t i n c o m p l e t e . H i s s e n s e o f t h e h i l l 
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" h u n c h i n g a n d s w e l l i n g " b e n e a t h h i m i n p o e t r y r e m i n i s c e n t o f ' P e n n i n e s 

i n A p r i l ' l e a d s h i m o n " T i l l t h e o n e p r e s e n c e o f w o r l d c r u s h e s h i m f r o m 

h i m s e l f , a n d s i t s o n h i m l i k e a n i r o n c r o w n o n a s t o n e p i l l a r . " ( p . 5 1 ) 

T h i s may be t h e a n t i d o t e t o h i s f o r l o r n d r e a m s o f n o r m a l i t y , " E a c h w i t h 

a b e d a t t h e c e n t r e " , b u t Lumb s t i l l f e e l s t r a p p e d a n d u n a b l e t o e x p e r ­

i e n c e a n y r e a l r e l a t i o n t o a n y t h i n g s a v e a t r e e , t h e s u b s t a n c e f r o m 

w h i c h h B w a s f o r m e d . He h a s n o t h a d t h e s h a m a n ' s s e t t i n g f r e e f r o m 

h i m s e l f . 

I n c o n t r a s t t h e e p i l o g u e poems show a man w h o s e i d e n t i t y i s 

" f i l l e d up w i t h t h e w h o l e w o r l d " : 

I w a t c h e d a w i s e b e e t l e 
W a l k i n g a b o u t i n s i d e my b o d y 

I saw a t r e e 
Grow i n w a r d f r o m my n a v e l 

Hawks c l a s h e d t h e i r c o u r t s h i p 
B e t w e e n my e a r s . 

5 1 o w l y I f i l l e d up w i t h t h e w h o l e w o r l d . 

O n l y o n e t h i n g s t a y e d o u t s i d e m e , i n t h e g l a r e . 

You b e c k o n e d , ( p . 1 7 9 ) 

I n t h e e p i l o g u e poems we s e e a man w h o s e t r a p p e d i d e n t i t y h a s b e e n s e t 

f r e e . He i s now a b l e t o b u i l d o n w h a t w e r e e x p e r i e n c e s w i t h c o n i e n t , 

b u t n o t s a v i n g c o n t e n t . I n t h e E p i l o g u e : 

T r y i n g t o be a l e a f 

I n y o u r k i n g d o m 
F o r a moment I am a l e a f 
And y o u r f i i l n e s s c o m e s . ( p . 1 8 0 ) 

B u t e v e n t h e n t h e s u c c e s s o f t h i s a t t e m p t l e a d s t o a f o r m o f d e s t r u c t i o n , 

a s i n t h e Crow poem ' G l i m p s e ' . T h e r e Crow i s b e h e a d e d by h i s g l i m p s e , 

w h i l e i n t h e a b o v e poem Lumb i s " L i k e t h e e l e c t r o c u t e d m a n . " 

I m p l i e d i n b o t h t h e m a i n t e x t o f G a u d e t e a n d t h e E p i l o g u e poems 

i s t h e i d e a t h a t p s y c h i c i n t e g r a t i o n c a n o n l y come t h r o u g h a d e a t h 

c r i s i s . We a r e b e i n g c o n t i n u a l l y s u b t l y p r e p a r e d f o r L u m b ' s d e a t h , 
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w h e t h e r t h r o u g h d r a m a t i c means s u c h a s t h e l i n k i n g o f L u m b ' s a c t i v i t y 

w i t h v i o l e n t c o n s e q u e n c e s , o r p o e t i c a l l y t h r o u g h t h e u s e o f t h e m e s a n d 

i m a g e s t h a t p o i n t t o w a r d s d e a t h . 

The m o s t o b v i o u s d e a t h i m a g e i n t h e h i e r o p h a n i c s e c t i o n i s t h a t 

o f t h e o u t - o f - c o n t r o l a i r c r a f t . F a a s t e l l s us o f a d r e a m t h a t H u g h e s 

u s e d t o h a v e : 

. . . a r e c u r r e n t n i g h t m a r e o f d i s a s t e r , d e a t h a n d t r a n s f o r m ­
a t i o n w h i c h t h e p o e t , u n t i l a f e w y e a r s a g o , d r e a m t a t 
r e g u l a r i n t e r v a l s s i n c e c h i l d h o o d : a p l a n e , w h i c h he f l i e s 
i n o r w a t c h e s , c r a s h e s i n f l a m e a n d o f t e n , b e f o r e i t h i t s 
t h e g r o u n d , c h a n g e s i n t o a m o n s t e r a n i m a l f a l l i n g o u t o f 
t h e s k y . 2 * 

F a a s p o i n t s t o t h e e p i l o g u e poem ' T h e v i p e r f e l l f r o m t h e s u n ' a s 

r e l a t e d t o t h i s d r e a m . I n i t : 

A h a n d o u t o f a h o t c l o u d 
H e l d me i t s t h u m b t o s u c k . 

L i f t e d me t o t h e d u g t h a t g r e w 

O u t o f t h e b r o w o f a l i o n e s s . ( p . 1 8 8 ) 

H e r e t h e G o d d e s s c o m f o r t s t h e p e r s o n a a f t e r h i s h o r r i f i c v i s i o n . B u t 

i n a n o t h e r p o e m , ' C o l l i s i o n w i t h t h e e a r t h h a s f i n a l l y c o m e 1 ( p . 1 8 0 ) , 

i t i s L u m b , n o t a m o n s t e r t h a t i s c a s t t o e a r t h l i k e S a t a n f r o m 

H e a v e n . T h e r e i s t h i s i r o n i c c o m m e n t : 

Once I s a i d l i g h t l y 
E v e n i f t h e w o r s t h a p p e n s 
We c a n ' t f a l l o f f t h e e a r t h . 

And a g a i n I s a i d 
No m a t t e r w h a t f i r e c o o k s us 
We s h a l l be s t i l l i n t h e p a n t o g e t h e r . 

A n d w o r d s t w i c e as s t u p i d . 

T r u l y h e l l h e a r d m e . ( p . 1 8 1 ) 

I n G a u d e t e i t i s t h e s y m b o l i s m o f d e s c e n t t h a t i s a l w a y s d o m i n a n t , 

n o t t h a t o f a s c e n t . I n t h a t i t d i f f e r s f r o m i t s s o u r c e s . T h e d i s c i p l e 

o f M i t h r a s was f i r s t b a p t i z e d i n b l o o d , s y m b o l i z i n g d e s c e n t t h e n c l i m b e d 

a s e v e n r u n g l a d d e r t o show h i s r i g h t t o e n t e r t h e h e a v e n l y p l a c e s . F o r 

t h e s h a m a n , m a s t e r y o f t h e means o f a s c e n t , s u c h a s r i d i n g h i s d r u m o r 
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c l i m b i n g a t r e e t o H e a v e n , a r e p r o o f s o f h i s p o w e r a n d p r o t e c t i o n w h e n 
m a k i n g t h e d e s c e n t t o t h e u n d e r w o r l d t o d e a l w i t h t h e s p i r i t s o n b e h a l f 
o f h i s c l i e n t s . I n C h r i s t i a n t e r m s J e s u s , t h o u g h d e s c e n d i n g t o H e l l 
a f t e r t h e c r u c i f i x i o n , e v e n t u a l l y r e t u r n e d t o h i s r i g h t f u l p l a c e a t 
t h e r i g h t h a n d o f H i s F a t h e r . B u t L u m b , l i k e S a t a n , i s c a s t d o w n . 
" T r u l y h e l l h e a r d m e . " C e r t a i n l y t h e e p i l o g u e p o e m s p o i n t t o a r e s u r ­
r e c t i o n , b u t t h e r e i s no s i g n o f a n A s c e n s i o n . 

B e c a u s e Lumb d o e s n o t h a v e t h e f u l l r a n g e o f s p i r i t u a l a b i l i t i e s 

h i s r i t u a l i s u n b a l a n c e d a n d a l w a y s t e n d s t o f a c e p e o p l e w i t h t h e h e l l s 

t h a t t h e y h a v e made f o r t h e m s e l v e s . T h u s i n t h e n e x t s e c t i o n a l t h o u g h 

M r s . W a l s a l l o f t h e B r i d g e I n n i s i n l o v e " T h e c h i l d i n s i d e h e r i s a 

g r o w i n g / F u n g u s o f j e a l o u s y . " ( p . 5 5 ) L i k e t h e o t h e r women so f a r , s h e 

f a l l s i n t o a n u m b n e s s t h a t i s a k i n d o f h e l l i n i t s e l f i n H u g h e s ' s 

p o e t r y ( c f . a n u m b e r o f poems i n ' E a r t h - N u m b ' a n d P r o m e t h e u s o n h i s C r a g ) . 

I t i s now o b v i o u s t h a t Lumb i s i m p r e g n a t i n g e v e r y a v a i l a b l e w o m a n . 

D o c t o r W e s t l a k e h a s d i s c o v e r e d t h a t J a n e t E s t r i d g e was p r e g n a n t a n d 

J e n n i f e r , h e r e y e s f u l l o f " t h e s t e e l - c u t t i n g a c e t y l e n e / O f r e l i g i o u s 

m a n i a " t e l l s h i m t h a t Lumb a n d J a n e t h a d i n t e n d e d t o e l o p e t o A u s t r a l i a . 

B u t t h e n Lumb h a d t r a n s f e r r e d h i s a f f e c t i o n t o h e r s e l f a n d s h e h a d 

c l a r i f i e d t h i n g s t o h e r s i s t e r " f o r h e r own g o o d . " ( p . 5 7 ) 

W h i l e we a r e s t i l l a s s i m i l a t i n g t h i s news H u g h e s a g a i n t r a n s f e r s 

o u r a t t e n t i o n ; t h i s t i m e t o M r s . H o l r o y d , who i s a s y m b o l o f f e r t i l i t y , 

a t o n e w i t h t h e c a l f i n t h e y a r d a n d t h e g r o w i n g c o r n , " l i k e a p l a n t . " 

The b u l l i n t h e p a d d o c k i s h e r b u l l . As i t s c r a t c h e s o n a t r e e i t 

b r i n g s t h e b l o s s o m s down " l i k e a c o n f e t t i . " The b l o s s o m s , l i k e t h e 

" s p e r m y b l u e b e l l s " e a r l i e r , a r e a s y m b o l o f f e r t i l i t y i n m o s t v e r s i o n s 

o f t h e E a r t h - m o t h e r c u l t . I n t h e D i o n y s a n r i t e t h e y s y m b o l i z e d t h e 

' d i v i n e m o i s t u r e ' , w a t e r b e i n g t h e s i g n o f p r o c r e a t i v e a c t i v i t y . ( B o t h 

semen a n d b u l l s w e r e s a c r e d i n t h e D i o n y s u s M y s t e r y . ) 
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A f t e r a b r i e f e p i s o d e w h e r e G a r t e n o b s e r v e s Lumb w i t h B e t t y , t h e 

B r i d g e I n n b a r m a i d , we a r e s h o w n L u m b ' s h o u s e k e e p e r , C laud , a s s h e b r i n g s 

b l o s s o m s o f " w e t l i l a c a n d a p p l e " i n t o t h e b e d r o o m . T h e s e a r e s y m b o l s o f 

b o t h f e r t i l i t y a n d t h e p r e s e n c e o f t h e G o d d e s s , o f whom a n e p i l o g u e poem 

s a y s " s h e i s a n a o p l e . " M r s . H o l r o y d a n d Maud a r e s p l i t a s p e c t s o f t h e 

E a r t h - M o t h e r , t h e w i f e a n d t h e a g i n g s p i n s t e r , i d e a l woman a n d h a g . 

H u g h e s h a s e x p l a i n e d Maud i n t h i s way - " T h e i d e a i s t h a t s h e i s t h e 

r e p r e s e n t a t i v e i n t h i s w o r l d o f t h e woman t h a t he i s s u p p o s e d t o c u r e 
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i n t h e o t h e r w o r l d . " I f Lumb h a s a D o p p e l g a n g e r so d o e s t h e G o d d e s s . 

Maud i s t h e d e i t y ' s a t t e m p t t o c o n t r o l Lumb i n o u r w o r l d , " i n a way h a s 

c o n t r o l o v e r Lumb t o b r i n g a b o u t t h i s r e n o v a t i o n o f women a n d t h e r e f o r e 

o f l i f e i n g e n e r a l i n t h i s w o r l d . " 

The p r o b l e m i s t h a t b e c a u s e s h e i s human Maud i s i n t h e same k i n d 

o f b o n d a g e a s t h e o t h e r w o m e n . She i s as i n a d e q u a t e a r e p r e s e n t a t i v e 

o f t h e d e i t y a s t h e d o u b l e i s o f t h e r e a l Lumb . She a n d t h e o t h e r women 

e v e n t u a l l y c r e a t e a b l a c k Mass t h a t i s a n e x p r e s s i o n o f t h e i r i m p r i s o n ­

m e n t r a t h e r t h a n a n y h o p e o f r e l e a s e . 

A f t e r s e t t i n g t h e b l o s s o m s a t t h e h e a d o f t h e b e d , a n e x p r e s s i o n o f 

h e r f e e l i n g s o f f r u s t r a t i o n a s w e l l a s o f h e r c a r e , Maud r e a d s L u m b ' s 

d i a r y , p r e s u m a b l y d i s c o v e r i n g h i s p l a n s f o r e l o p e m e n t , a d e c i s i o n 

r e a c h e d d u r i n g h i s h i e r o p h a n y . H e r r e a c t i o n i s t o u s e h i s c r y s t a l b a l l , 

i g n o r i n g t h e s t r i c t u r e t h a t d e a t h comes f r o m u s i n g a n o t h e r p e r s o n ' s 

b a l l . W h a t s h e s e e s i s p r o p h e t i c o f L u m b ' s d e a t h . Wha t s h e d o e s i s 

p r o p h e t i c o f h e r o w n . F i n a l l y s h e s e e s w h a t s h e w a n t s t o s e e , as " a 

l u m p i s h f o r m " p l u n g e s a k n i f e i n t o t h e n e c k o f L u m b ' s b r i d e . Maud 

s t e a l s h i s s a c r i f i c i a l d a g g e r a n d p r e p a r e s f o r m u r d e r . 

H u g h e s s k i l f u l l y a l i g n s t h e m o t i v e s o f t h e e m b i t t e r e d s p i n s t e r w i t h 

t h o s e o f t h e G o d d e s s ' s D o p p e l g a n g e r . M a u d ' s i n t e n d e d v i o l e n c e i s o n o n e 

l e v e l a n a c t o f b i t t e r j e a l o u s y b u t o n a n o t h e r i t i s a n a t t e m p t t o p r e -
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v e n t Lumb f r o m m a r r y i n g someone who i s n o t t h e t r u e r e p r e s e n t a t i v e o f 

t h e u n h e a l e d d e i t y . ( T h e m e n t i o n o f t h e d o v e c o t e o n p a g e 64 i s a 

r e m i n d e r o f t h i s w o m a n . ) 

I n t h e n e x t s e c t i o n m o r e i n f o r m a t i o n i s g i v e n a s O l d S m a y l e , L u m b ' s 

n e a r e s t n e i g h b o u r , m u s e s o n t h e n a t u r e o f r e l i g i o n . He i s a m a z e d t h a t 

i t seems t o b o i l down t o " S o m e t h i ' n g a b o u t m o t h e r s - m a t e r n a l i n s t i n c t s . / 

S o m e t h i n g a b o u t t h e womb - f o r e d o o m e d , p r o t e c t i v e i n s t i n c t . " ( p . 6 6 ) 

S m a y l e s t r e s s e s t h e f e m i n i n e a s p e c t o f r e l i g i o n i n a way t h a t i s r e m i n ­

i s c e n t o f Cadmus a n d T i r e s i a s i n t h e B a c c h a e . A l s o , i n P e r e d u r t h e 

p r e f i g u r i n g o f P a r z i v a l , we a r e t o l d t h a t w h e n t h e h e r o a r r i v e s a t t h e 

h a l l o f t h e K i n g o f S u f f e r i n g - " w h e n h e a r r i v e d h e saw o n l y w o m e n . " 

The k i n g a n d h i s w o m e n , D i o n y s u s a n d t h e B a c c h a e o r m a e n a d s , Lumb a n d 

h i s W o m e n ' s I n s t i t u t e c o v e n , a r e a l l e x p l i c i t l y o r i m p l i c i t l y t h e 

s e r v a n t s o f a f e m a l e d e i t y i n t h e s h a d o w s , a s we s h a l l s e e . Or as 

S m a y l e p u t s i t , " I t ' s l i k e a h e r d o f d e e r . . . why i s i t a l w a y s l e d by 

a h i n d ? " ( p . 6 5 ) 

G a r t e n f i n d s t h e w h o l e t o p i c v e r y d i s c o m f o r t i n g b e c a u s e h e i s 

p u r s u i n g S m a y l e ' s g r a n d d a u g h t e r F e l i c i t y a n d " F e l i c i t y m e n t i o n s t h e 

R e v e r e n d Lumb t o o o f t e n . " He a l s o h a s a d e e p f e a r a n d d i s t r u s t o f 

f e m i n i n e r e l i g i o u s a c t i v i t y . N o t i c i n g a " d e a d l y g l a n c e " f r o m M r s . 

E v a n s , t h e s e c r e t a r y o f t h e W o m e n ' s I n s t i t u t e , h e a s k s h e r h u s b a n d i f he 

h a s s e e n t h e m i n u t e s o f t h e i r m e e t i n g s . " H e b e t s t h a t ' s a b o o k o f 

r e v e l a t i o n s / R e a l r e l i g i o u s s t u f f . " E v a n s t u r n s t h e q u e s t i o n by t e l l i n g 

G a r t e n t h a t L u m b ' s v a n h a s b r o k e n d o w n o u t s i d e h i s c o t t a g e g a t e . Lumb 

i s h a v i n g i n t e r c o u r s e w i t h G a r t e n ' s m o t h e r i n t h e g a r d e n h u t , b u t t h e 

s o n a r r i v e s t o o l a t e t o f i n d a n y t h i n g a m i s s , e x c e p t t h a t a l l h i s c a g e d 

a n i m a l s h a v e b e e n l o o s e d . The e n e r g e t i c n a t u r e o f t h e c o u p l e ' s s e x u a l 

a c t i v i t y h a s r e s u l t e d i n t h e d i s i n t e g r a t i o n o f t h e r a b b i t a n d f e r r e t 

h u t c h e s . T h i s e v e n t h a s t h e same s y m b o l i c m e a n i n g a s J a n e t ' s d e a t h 
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w h i c h a l s o r e s u l t e d i n t h e r e l e a s e o f i m p r i s o n e d a n i m a l l i f e . A s i m i l a r 

k i n d o f r e l e a s e e l u d e s t h e human b e i n g s . 

The a n i m a l s t h a t h a v e b e e n f r e e d r e t u r n t o t h e o r d e r o f n a t u r e . A 

f e r r e t g r i p s a c r y i n g b a b y r a b b i t , p r e f i g u r i n g t h e n e x t e p i s o d e w h e r e 

J e n n i f e r E s t r i d g e h a s a v i s i o n o f h e r s e l f a s a w o l f c i r c l i n g t h e d e a d 

b o d y o f h e r s i s t e r o n a snow l a k e . H e r b e h a v i o u r h a s b e e n a s f e r a l as 

t h a t o f t h e f e r r e t , b u t t h e a n i m a l i s a c t i n g o u t o f n a t u r a l h u n g e r , 

f r e e f r o m t h e s c h i z o p h r e n i a t h a t m a k e s J e n n i f e r s e e h e r s e l f a s b o t h 

t h e w o l f a n d h e r s i s t e r . She i s a n o t h e r p r e d a t o r / v i c t i m l i k e J a n e t . 

H e r w a r p e d c o n c e p t o f s u r v i v a l h a s l e d h e r t o d e s t r o y p a r t o f h e r s e l f , 

a n o t h e r f o r m o f s u i c i d e . Lumb may h a v e r e l e a s e d t h e f e r r e t b u t he h a s 

a l s o r e l e a s e d t h e w o l f , b o t h a c t s u n k n o w i n g . 

I n h i s a r t i c l e ' T h e P s y c h o l o g i c a l A s p e c t s o f t h e M o t h e r A r c h e t y p e ' 

C a r l J u n g t e l l s u s o f t h e a m b i v a l e n t n a t u r e o f t h e m o t h e r f i g u r e . H e r 

n e g a t i v e a s p e c t l i n k s h e r w i t h d e e p w a t e r , n i g h t m a r e s a n d t h e g r a v e . 

I n t h i s a s p e c t s h e m a n i f e s t s h e r s e l f a s a w i t c h , h a g o r a d e v o u r i n g 

a n i m a l . I n h e r p o s i t i v e a s p e c t s h e i s l i n k e d w i t h t h e s e a r c h f o r 

P a r a d i s e , w i t h s y m b o l s o f f r u i t f u l n e s s a n d w i t h h o l l o w o b j e c t s , e s p e c -
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i a l l y o v e n s a n d c o o k i n g v e s s e l s . The l a t t e r a s p e c t s a r e c l e a r l y 

b r o u g h t t o g e t h e r i n t h e G r a i l l e g e n d s , w h e r e a c u p , o r i n t h e W e l s h 

v e r s i o n , a c a u l d r o n , i s s o u g h t . 

The q u e s t f o r t h e G r a i l a n d t h e h e a l i n g o f t h e F i s h e r K i n g come 

t o g e t h e r i n t h e s t o r y o f P a r z i v a l . Each d e v e l o p m e n t o f t h e P e r c i v a l 

s t o r y i s a n e p i s o d e i n t h e b a t t l e b e t w e e n m a l e a n d f e m a l e . I n P a r z i v a l 

t h i s i s e x p r e s s e d i n t e r m s o f t h e i n s a n i t y o f o n e f l e s h f i g h t i n g i t s e l f , 

P a r z i v a l a n d h i s b r o t h e r o r J a n e t a n d h e r s i s t e r . F o r m a l e a n d f e m a l e 

t o f i g h t i s a n e q u a l i n s a n i t y , a s n u m e r o u s o t h e r d e v e l o p e r s o f t h e 

c o u r t l y l o v e t r a d i t i o n p o i n t e d o u t . (A g o o d e a r l y e x a m p l e i s ' Q u e b e - m 

v o l s m a l ' , c a l l e d ' N a A u d i a r t ' i n E z r a P o u n d ' s r e n d e r i n g o f t h e p o e m . ) 
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I n P e r e d u r , t h e e a r l i e s t v e r s i o n o f t h e l e g e n d we h a v e c o m p l e t e , 

s u c h a s e n t i m e n t w o u l d be a l i e n . The h e r o h a s a c o m p l e t e l y d u a l i s t i c 

o u t l o o k , t h e c h a m p i o n o f m a l e a g a i n s t f e m a l e . H i s u n c l e , t h e k i n g , 

t e l l s h i m " F o r g e t y o u r m o t h e r ' s w o r d s " a n d t h e n g i v e s h i m t h e s t r i c t u r e 

t h a t w i l l d e l a y h i s own h e a l i n g . " F r o m now o n f o l l o w t h i s a d v i c e : 

t h o u g h y o u s e e w h a t i s s t r a n g e , do n o t a s k a b o u t i t u n l e s s s o m e o n e i s c o u 
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e o u s e n o u g h t o t e l l y o u . " So t h a t w h e n P e r e d u r h a s w a t c h e d a m a c a b r e 

p r o c e s s i o n w i t h o u t c o m m e n t , n o t o n l y i s he c h a s t i z e d by h i s s i s t e r f o r 

n o t a s k i n g t h e h e a l i n g q u e s t i o n b u t s h e a l s o t e l l s h i m , " Y o u a r e t h e 

c a u s e o f y o u r m o t h e r ' s d e a t h . When y o u s e t o u t a g a i n s t h e r w i l l a 
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p a n g o f p a i n l e a p t up w i t h i n h e r a n d s h e d i e d . " I n P e r e d u r . u n l i k e 

P a r z i v a l , t h e h e r o d o e s n o t r e t u r n a s e c o n d t i m e a n d h e a l t h e k i n g , 

a l t h o u g h a m y s t e r i o u s b l a c k woman t e l l s h i m o f h i s e r r o r . I n s t e a d he 

h u n t s f o r t h e b l a c k w o m a n , v a n q u i s h e s h e r c h a m p i o n , t h e n d e s t r o y s t h e 

h a g s o f G l o u c e s t e r . T h u s t h e s t o r y e n d s w i t h t h e f e m i n i n e s u p p r e s s e d 

a n d t h e k i n g s t i l l s u f f e r i n g , w h i l e P a r z i v a i a n d o t h e r l a t e r v e r s i o n s 

i n f l u e n c e d by t h e Madonna c u l t a n d c o u r t l y l o v e a l l e n d w i t h a v i s i o n 

o f t h e g r a i l a n d s o m e t i m e s a l s o a w o m a n . T h i s e n d i n g i s much c l o s e r t o 

a n u m b e r o f o t h e r M a b i n o q i o n s t o r i e s , w h e r e " a j o u r n e y t o t h e o t h e r w o r l d 

o r a f o r e i g n l a n d i s u n d e r t a k e n i n q u e s t o f a b o w l o r c a u l d r o n , o r e l s e 
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a w o m a n , b u t i n a n y c a s e a s y m b o l o f w o m a n ' s r e g e n e r a t i v e p o w e r . " 

I n G a u d e t e t h e P e r c i v a l s t o r y i s a t i t s m o s t e x p l i c i t . I t i s n o t 

a b o w l o r t h e g r a i l t h a t i s s o u g h t , b u t a w o m a n . A n u m b e r o f o t h e r 

e l e m e n t s o f t h e t a l e a r e b r o u g h t i n t o l i n e w i t h t h i s . T h u s i t i s n o t 

a l a m e o r i m p o t e n t F i s h e r K i n g who i s i n n e e d o f h e a l i n g b u t a 

b e a u t i f u l woman who i s b o t h a l i v e a n d d e a d , a p p e a r i n g i n t h i s w o r l d a s 

a h a g . T h i s woman i s b o t h N a t u r e a n d e v e r y w o m a n , p e r h a p s e v e n t h e 

a n i m a , t h e f e m i n i n e a s p e c t o f t h e m a l e m i n d . I n a n y o f t h e s e s e n s e s 

t h e b e a u t i f u l woman s t a n d s f o r a p a r t o f o u r e x i s t e n c e t h a t h a s b e e n 
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d e n i e d . 

The r e s u l t s o f s u c h a d e n i a l c a n be s e e n i n D r . W e s t l a k e ' s 

u n b a l a n c e d p e r c e p t i o n o f t h e n a t u r a l b e a u t y a r o u n d h i m . S h a k e n by h i s 

t i m e w i t h J e n n i f e r , he p e r c e i v e s S p r i n g a s " F u n e r e a l " , t h e h e d g e r o w s 

seem t o be a " S a r g a s s o " , t h e s t a r l i n g s l i k e " b l o w - f l i e s " . He s e e s a 

t o t a l l y f a l l e n N a t u r e , s e e s d e c a y w h e r e t h e r e i s . in f a c t b u d d i n g new 

l i f e . He s e e s d e a t h i n l i f e , t h e o p p o s i t e t o t h e s u p e r f i c i a l l y s i m i l a r 

' M a y d a y o n H o l d e r n e s s ' i n L u p e r c a l , w h i c h s e e s l i f e i n d e a t h . 

C o n s i s t e n t w i t h h i s r e j e c t i o n o f N a t u r e U i e s t l a k e r e j e c t s h i s w i f e 

a s w e l l . She i s p r e j u d g e d when he f i n d s L u m b ' s v a n i n h i s d r i v e w a y a n d 

l i k e H a g e n W e s t l a k e f i n d s h i s s e c u r i t y i n a s h o t g u n . As he e n t e r s t h e 

h o u s e he h e a r s h i s w i f e ' s c r i e s , w h i c h t u r n o u t t o be h y s t e r i c a l , 

r a t h e r t h a n s e x u a l as he h a s s u p p o s e d . I g n o r i n g L u m b ' s r e a s o n a b l e t o n e , 

W e s t l a k e ' s v i o l e n c e l e a d s t o a s t r u g g l e a n d L u m b ' s e s c a p e . 

T h i s i s t h e d o o r w a y t o L u m b ' s o w n e x p e r i e n c e o f a d u a l i s t i c c o n ­

f l i c t a g a i n s t p a r t o f h i m s e l f . As h e w a s h e s h i s w o u n d s i n t h e r i v e r , 

o u t o f t h e " b a b e l " o f t h e w a t e r he h e a r s v o i c e s . As o n e , h i s o w n , 

b e c o m e s i n s i s t e n t t h e s p i r i t - L u m b i s t a k e n b a c k t o a p r e v i o u s e x p e r ­

i e n c e - o r p e r h a p s a p r e v i o u s d r e a m . I n t h i s e x p e r i e n c e a q u i e t d a y ' s 

f i s h i n g w i t h F e l i c i t y i s i n t e r r u p t e d by a n o t h e r Lumb who s p r i n g s f r o m 

t h e w a t e r o f t h e l a k e a n d t r i e s t o p u l l F e l i c i t y b a c k down w i t h h i m . 

To p r e v e n t t h i s Lumb f i g h t s h i m s e l f , t h e c l o t h e d p e r s o n a l i t y a g a i n s t 

t h e n a k e d p e r s o n a l i t y . 

T h e r e i s much d o u b t a s t o t h e t r u e p l a c e o f t h i s e p i s o d e i n t h e 

n a r r a t i v e t h r e a d o f G a u d e t e , b u t i t w o u l d seem t h a t t h e s p i r i t h a s 

a c c e s s t o t h e memory o f h i s i m p r i s o n e d d o u b l e , s i n c e h e " r e c o g n i z e s 

v o i c e s o u t o f h i s p a s t . " I t seems t h a t e i t h e r h e i s e x p e r i e n c i n g a 

f l a s h b a c k , s e e i n g h i s own i n i t i a l i n c u r s i o n s i n t o t h i s w o r l d t h r o u g h 

o t h e r e y e s , o r he h a s b r i e f l y e n t e r e d t h e D ream T ime w h e r e a l l e v e n t s 
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a r e c o n t e m p o r o u s . 

W h a t e v e r t h e c a s e , t h e s i g n i f i c a n t f a c t m u s t be t h e c o n f l i c t 

b e t w e e n t w o who a r e r e a l l y o n e m a n . " O n e g r i n n i n g a n d t h e o t h e r 

a p p a l l e d . " The c o n f l i c t e n d s w i t h t h e n a k e d s p i r i t p l u n g i n g h a n d l e s s 

b a c k i n t o t h e l a k e l i k e G r e n d e l i n B e o w u l f . The p r i m i t i v e c o n c e p t o f 

t h e d o u b l e , w h i c h i s b a s e d u p o n t h e i d e a o f w h o l e n e s s , h a s b e e n t u r n e d 

u p s i d e d o w n . N o r m a l l y , a c c o r d i n g t o J o a n H a l i f a x , " T h e a n d r o g y n i z a t i o n 

o f t h e s h a m a n r e p r e s e n t s t h e b i u n i t y o f e a r t h a n d s k y . . . The shaman 
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t h u s b e c o m e s a d o u b l e b e i n g . " Lumb i s n o t a d o u b l e b e i n g i n t h i s 

s e n s e , b e i n g n e i t h e r a n d r o g y n o u s n o r a r e p r e s e n t a t i v e o f w h o l e n e s s . 

T h u s he i s n o t a t r u e shaman e i t h e r , h i s b o n d a g e b e i n g h i s o v e r d e v e l o p e d 

m a s c u l i n e d r i v e , E r o s o u t o f c o n t r o l . 

A d i f f e r e n t p e r s p e c t i v e o n t h e d o u b l e i s g i v e n by Mauss i n h i s 

A G e n e r a l T h e o r y o f M a g i c w h e r e he w r i t e s : 

A s o u l i s a p e r s o n ' s d o u b l e , t h a t i s , i t i s n o t a n a n o n y m o u s 
p a r t o f h i s p e r s o n , b u t t h e p e r s o n h i m s e l f . . . On o t h e r 
o c c a s i o n s t h e d o u b l e may be q u i t e s e p e r a t e f r o m t h e m a g i c i a n , 
a p e r s o n t o some d e g r e e i n d e p e n d e n t o f h i s c o n t r o l , who f r o m 
t i m e t o t i m e a p p e a r s t o c a r r y o u t h i s w i l l . 3 3 

I t i s i n t h e l a s t s e n s e o f t h e a b o v e d e s c r i p t i o n t h a t Maud i s t h e 

G o d d e s s ' s d o u b l e , b u t t h e s p i r i t - L u m b i s s o m e t h i n g q u i t e d i f f e r e n t , a 

d o u b l e i n c o n f l i c t w i t h i t s o t h e r h a l f , a s o u l i n r e b e l l i o n . The i d e a 

o f s u c h a c o n f l i c t a n d l a c k o f w h o l e n e s s i s a l i e n t o t h e p r i m i t i v e 

m i n d . I t i s o n l y i n o u r own c u l t u r e t h a t t h e c o n c e p t o f t h e d i v i d e d 

d o u b l e i s f o u n d . T h i s was p o i n t e d o u t by S y l v i a P l a t h i n h e r d o c t o r a l 

t h e s i s o n t h e d o u b l e i n t h e w o r k o f D o s t o y e v s k y w h e r e : 

. . . m a n ' s i n s t i n c t t o a v o i d o r i g n o r e t h e u n p l e a s a n t a s p e c t s 
o f h i s c h a r a c t e r t u r n s i n t o a n a c t i v e t e r r o r when he i s f a c e d 
by h i s D o u b l e , w h i c h r e s u r r e c t s t h o s e v e r y p a r t s o f h i s p e r ­
s o n a l i t y w h i c h he s o u g h t t o e s c a p e . 3 4 

I t i s t h u s l i t t l e w o n d e r t h a t Lumb i s " a p p a l l e d " by t h e a d v e n t o f 

a c r e a t u r e so u n l i k e , y e t l i k e , h i m s e l f , a c r e a t u r e w h i c h F e l i c i t y 
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b e l i e v e s a t f i r s t t o be a s e a l , a c r e a t u r e c o m p a r e d t o a monkey a n d a 

f i s h . One Lumb i s s e v e r e l y r e p r e s s e d , t h e o t h e r a Don J j a n , m a k i n g t ine 

g r a b f o r F e l i c i t y t h a t h i s r i v a l d a r e n o t make h i m s e l f . A c c o r d i n g t o 

J u n g Don J u a n i s m i s t h e r e s u l t o f a M o t h e r c o m p l e x . The s u f f e r e r 

" u n c o n s c i o u s l y s e e k s h i s m o t h e r i n e v e r y woman he m e e t s . " I t a c c e n t ­

u a t e s t h e f o r c e s o f E r o s a n d - " T h e m a n ' s E r o s d o e s n o t l e a d u p w a r d o n l 

b u t d o w n w a r d i n t o t h a t u n c a n n y d a r k w o r l d o f H e c a t e a n d K a l i , w h i c h i s 
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a h o r r o r t o a n y i n t e l l e c t u a l m a n . " 

T h u s Lumb f i n d s h i m s e l f i n a w o r l d o f n i g h t m a r e . I n f a c t t h e o u t ­

l i n e o f t h e e p i s o d e was s u g g e s t e d by a d r e a m o f t h e p o e t h i m s e l f . T h i s 

d r e a m i s r e c o r d e d t h u s by E k b e r t F a a s a s " a v e r y b r i l l i a n t l y l i t d r e a m 

a b o u t f i s h i n g a t a l a k e w h e r e he m e t h i m s e l f a n d h a d a f i g h t , t o r e h i s 

own h a n d o f f a n d t h r e w i t a w a y . " A p p a r e n t l y H u g h e s i n t e r p r e t e d t h i s 

d r e a m a s " a p e r f e c t i m a g e o f t h e d i v i d e d s e l f . " 

As i n t h e s p i r i t - L u m b ' s l a t e r f i g h t w i t h t h e m u d - w o m a n , t h e r e s i s t 

a n c e i s a s t a t e m e n t o f r e f u s a l . I t i s t h e e q u i v a l e n t o f P e r e d u r a n d 

P a r z i v a l k e e p i n g s i l e n t , r e f u s i n g t o g e t i n v o l v e d . B e c a u s e Lumb 

r e f u s e s h i s own s e l f he m u s t a l s o r e f u s e t h e E a r t h - M o t h e r s i n c e h i s 

p s y c h o s i s f o r c e s h i m t o s e e h e r a l w a y s i n h e r n e g a t i v e a s p e c t , h e n c e 

t h e i m a g e r y o f deep w a t e r a n d n i g h t m a r e t h a t h a v e b e e n r e f e r r e d t o 
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e a r l i e r . 

I n G a u d e t e H u g h e s i s p o i n t i n g o u t by i m p l i c a t i o n t h a t w h e r e t h e 

s e l f i s d i v i d e d n i g h t m a r e r e i g n s , w h e t h e r t h e s u r r e a l i s t i c e x p e r i e n c e s 

t h a t i n c r e a s i n g l y g r i p Lumb o r t h e l i v i n g s u b u r b a n n i g h t m a r e o f t h e 

U e s t l a k e s , a n d now D u n w o r t h t h e a r c h i t e c t . The l a t t e r , f i n d i n g Lumb i n 

h i s w i f e ' s b e d , a t t e m p t s t o k i l l h i m s e l f . H i s r e s p o n s e i s t h e same a s 

J a n e t ' s , t h e e n s u i n g n u m b n e s s t h a t o f M r s . W a l s a l l . T h i s n u m b n e s s i s 

t h e n u m b n e s s o f t h e v i c t i m , t h e p e r s o n u n a b l e t o a c t a s i n t h e Wodwo 

poem ' T h e G r e e n W o l f a n d P r o m e t h e u s o n h i s C r a g . T h o s e who a c t a r e 
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t h e o n e s who c a n s t i l l d r e a m , e v e n i f t h e i r d r e a m s a r e o n l y o f r e v e n g e , 

o f p r i d e a n d o f s u p p l a n t i n g . Maud a n d J e n n i f e r d r e a m o f t h e l a s t o f 

t h e s e , B e t t y t h e b a r m a i d o f h e r i n c u b u s a n d p r o d u c i n g a M e s s i a h , w h i l e 

t h e v o y e u r s w i l l be t h e o n e s who h o u n d Lumb t o h i s d e a t h . 

T h e r e i s a s t r o n g e m p h a s i s o n v i s i o n i n t h e p o e m , H u g h e s s u g g e s t s 

t h a t t h e way we s e e i s t h e way we a r e . C a r t e n ' s u s e o f a c a m e r a n o t 

o n l y f i n a l l y p u t s h i m i n t h e camp o f t h e v o y e u r s , i t a l s o s h o w s h i m a s 

o n e who m u s t p u t a m a c h i n e b e t w e e n h i m s e l f a n d r e a l i t y . He i s l i k e 

t h e man H u g h e s h a s w r i t t e n o f who s t o o d by p h o t o g r a p h i n g w h i l e a t i g e r 

k i l l e d i t s t a m e r . I n t h e same e s s a y H u g h e s , l a m e n t i n g t h e d i v i s i o n 

b e t w e e n o u r s u b j e c t i v e a n d o b j e c t i v e w o r l d s , w r i t e s o f t h e c a m e r a a s " A 

#38 
p e r f e c t m e c h a n i s m o f o b j e c t i v e p e r c e p t i o n . G a r t e n h a s s u c c u m b e d t o 

t h e m o r a l i t y o f t h e c a m e r a , w h i l e f o r H u g h e s , a s f o r D u n g , i t i s d r e a m s 
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t h a t " s h o w u s t h e u n v a r n i s h e d n a t u r a l t r u t h . " 

T h o s e who d r e a m s e e a t r u t h t h a t t h e y c a n n o t a l w a y s f a c e , b u t 

w h i c h t h e y m u s t e n d u r e . I n o n e s e n s e t h e w h o l e poem i s a c o l l e c t i v e 

d r e a m , H u g h e s ' s own a t t e m p t a t a " t r i b a l d r e a m " , s t a t i n g a p a i n f u l y e t 

n a t u r a l t r u t h . We m u s t r e j o i c e ( f o r t h a t i s w h a t ' g a u d e t e ' m e a n s i n 

L a t i n ) s i n c e e v e n t h e g r e a t e s t p a i n i s a s i g n o f c h a n g e a n d t h u s o f h o p e 

A n i n c o m p l e t e d r e a m i s b e t t e r t h a n t h e c a m e r a , t h e t e l e s c o p i c s i g h t a n d 

t h e d i v i d e d s e l f . 

Some o f t h e c h a r a c t e r s i n G a u d e t e , a l l w o m e n , e m b r a c e L u m b ' s d r e a m 

o f a M e s s i a h . The m o s t o v e r b r e d a n d s u r b u r b a n i n m e n t a l i t y a r e , w i t h 

t h e i r s p o u s e s , m o r a l v i c t i m s o f t h i s d r e a m . The m o s t a n d l e a s t 

i n f o r m e d w o m e n , M a u d , J a n e t E s t r i d g e , a n d F e l i c i t y , d i e b e c a u s e o f i t . 

The s i c k n e s s o f t h e G o d d e s s i s m a n i f e s t e d i n t h i s w o r l d i n t e r m s o f 

woman a s v i c t i m . 

T h o s e who s u f f e r l e a s t f r o m L u m b ' s a d v e n t a r e w h o s e m a r r i e d women 

who h a v e l i n k s w i t h t h e e a r t h a n d w i t h f e r t i l i t y . Uie h a v e a l r e a d y m e t 
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M r s . H o l r o y d a n d M r s . G a r t e n ; now we m e e t t h e t h i r d o f t h e s e c h a r a c t e r s , 

M r s . D a v i e s , who i s "A q u e s t i o n a b l e f l o w e r p o t t r o l l - w o m a n , h e r h a n d s 

h a l f - e a r t h . 1 1 She i s " t h e r e a l t h i n g . . . An o l d s u n b u r n e d v i x e n , w i t h 

a s o f t b e l l y " ( p . 9 2 ) . 

F e l i c i t y i s p r o p e r l y d e s c r i b e d i n t h e same s e c t i o n a s M r s , D a v i e s 

a n d i s a l s o a n a n i m a l , o n c e a " m o n g r e l a n d s p i n d l y " , now " a s a l e o p a r d . " 

T h e s e t w o women r e p r e s e n t t h e t w o p o l e s o f t h e G o d d e s s ' s p o s i t i v e 

a s p e c t , M o t h e r a n d M a i d e n , D e m e t e r a n d P e r s e p h o n e . M r s . D a v i e s m o t h e r s 

t h e e a r t h w i t h h e r h a n d s o f e a r t h i n t h e same way t h a t M r s . H o l r o y d 

m o t h e r s ' h e r ' b u l l . M r s . G a r t e n i s l i t e r a l l y a m o t h e r , o n e o f t h e f e w 

b e f o r e t h e a d v e n t o f L u m b . I n t h e v i l l a g e t h e r e h a v e b e e n no b i r t h s 

s i n c e t h e E s t r i d g e s i s t e r s , F e l i c i t y a n d Joe G a r t e n . I t i s s i g n i f i c a n t 

t h a t o n e p a r e n t o f e a c h i s d e a d o r g o n e . T h e r e a r e no f u l l f a m i l i e s i n 

t h e v i l l a g e a n d i t seems t o be u n d e r a c u r s e o f s t e r i l i t y , l i k e t h e 

d o m a i n o f t h e F i s h e r K i n g . 

The t w o l i v i n g m a l e p r o g e n i t o r s , S m a y l e a n d E s t r i d g e , a r e o p p o s i t e s 

o f e a c h o t h e r , t h e o n e r e j e c t i n g t h e f e m i n i n e , t h e o t h e r i t s a d v o c a t e . 

They a r e e x p r e s s i o n s o f a n u n r e c o n c i l e d d u a l i t y , l i k e Maud a n d F e l i c i t y . 

I n t h e n e x t f e w s e c t i o n s a l o o k a t M a u d ' s a c t i v i t y i s s e t i n b e t w e e n 

t h e d e s c r i p t i o n o f F e l i c i t y a n d a s e c o n d l o o k a t M r s . D a v i e s , a c l e a r 

c o n t r a s t i n g o n t h e p a r t o f t h e p o e t . Maud i s s h o w n w a l k i n g t h r o u g h t h e 

c h u r c h g r a v e y a r d . To r e a c h t h e g r a v e a t t h e end s h e m u s t f o l l o w b e h i n d 

a n o t h e r woman who m y s t e r i o u s l y d i s a p p e a r s a t t h e e n d o f t h e p a t h . 

E n g r a v e d o n t h e l o n e l y l a s t g r a v e i s t h e s i n g l e w o r d ' G a u d e t e ' . She 

p u t s some b l o s s o m s o n t h e g r a v e a n d r e a r r a n g e s t h e p a t t e r n o f s e a -

s h e l l s t h a t a d o r n i t . The a p p l e b l o s s o m s s i g n i f y t h e p r e s e n c e o f t h e 

40 

W h i t e G o d d e s s . H u g h e s h a s i d e n t i f i e d t h e s t r a n g e woman a s t h e 

41 
G o d d e s s h e r s e l f . 

A l t h o u g h s h e i s t h e d e i t y ' s d o u b l e Maud h a s n o n e o f t h e i n t i m a t e 
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r e l a t i o n s h i p t h a t Mrs. Davies shows as she feeds a pet adder w i t h milk 

i n the p o t t i n g shed where she and Lumb have j u s t had i n t e r c o u r s e . Her 

behaviour i s reminiscent of the Minoan priestesses who kept snakes as 

oracles of the Magna Mater. Maud's tragedy i s t h a t of the Goddess -

she i s the only woman t h a t Lumb i s not i n t e r e s t e d i n , so there i s no 

chance of a healing r i t u a l marriage as i n Cave Birds. 

Following the above studies the p l o t suddenly moves i n t o top gear 

again. Mr. Wa l s a l l has noticed his wife's absence a t the bar. Maud 

spies on F e l i c i t y ' s preparations f o r her secret elopement w i t h the 

v i c a r . The seeds of death are coming to f r u i t i o n . Maud i s the voyeur 

who w i l l destroy F e l i c i t y as Hagen i s the corresponding destroyer of 

Lumb. Hagen and Lumb are opposites. Maud and Hagen are s p i r i t u a l a l i i 

The sense of growing menace i s counterpointed by an increasing 

number of sudden shocks, the next one being a car crash that plunges 

Lumb i n t o a r i v e r . But he then f i n d s himself i n a d i f f e r e n t k i n d of 

wetness, the mud of a c a t t l e - y a r d . The mud i s both grave and maw, the 

nightmare showing the d e i t y once again i n her negative aspect. As i n 

the f i g h t by the lake there i s a background of r a i n and storm, and now 

darkness too. Lumb i s hunted round the yard by men i n o i l s k i n s . His 

shouts f o r mercy are answered by a Kafkaesque s l i p of paper, sodden 

and indecipherable. A stampede of c a t t l e leaves him l y i n g i n a f o e t a l 

p o s i t i o n i n the prim a l mud. 

Lumb i s revived w i t h the dawn l i k e the I c e l a n d i c shamans 

reassembled from a s p i r i t u a l s t a t e of dismemberment by the new day. 

Raising h i m s e l f , the v i c a r f i n d s f i r s t the body of Mr, Evans, then 

UJalsall and the other men of the p a r i s h . He hears a cry - i t i s Paulin 

Hagen buried up to her neck i n mud. I n f a c t a l l the women are i n the 

same c o n d i t i o n : 
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Faces l i f t out of the earth 
N o i s i l y - l i d d e d , and gazing unfocussed 
Like babies new born. ( p . 195) 

For the women the earth i s a womb, f o r the men a grave. The women's 

c r i e s are an echo o f the Goddess's own c r i e s , " l i k e the half-cry/Of a 

n e a r - f a t a l l y wounded person" (p. 195). But there i s something else i n 

the mud. As Lumb reaches out, "Thinking t h i s one creature t h a t he can 

f r e e " (p. 104), the mud-covered creature seizes him i n an unbreakable 

grasp. The r a i n washes the mud away to reveal a woman's face: 

A face as i f sewn together from several faces. 
A baboon beauty face, 

A crudely s t i t c h e d patchwork of faces. (p. 104) 

The men i n o i l s k i n s l i f t the two from the mud and Lumb experiences 

a kind of a s t r a l p r o j e c t i o n whereby he sees himself i n labour b r i n g i n g 

f o r t h the baboon woman. I n a parodic r e v e r s a l of the I n c a r n a t i o n a 

man gives b i r t h to a woman, the n a t u r a l order as disrupted as her face. 

No wonder Lumb "imagines he has been t o r n i n two a t the waist" (p. 106). 

This i s another nightmare of the di v i d e d s e l f . Once again reaching out 

leads to c o n f l i c t , although t h i s time the m o t i v a t i n g f o r c e i s compassion, 

which i s rewarded by a r e v e l a t i o n . "He sees l i g h t . / H e sees her face 

undeformed and p e r f e c t . " The experience i s more than a dream, being an 

underworld encounter, the p a r a l l e l i n the double's experience to the 

f l o g g i n g and a b a t t o i r i n c i d e n t s i n the Prologue. 

The r e v e l a t i o n of the woman d i r e c t s the double's a t t e n t i o n to h i s 

sheel-na-gig, a C e l t i c f e r t i l i t y i d o l , when he returns to our world. 

But, instead of being r e d i r e c t e d to h i s task, Lumb f a l l s i n t o a mindless 

contemplation of the statue's prominent vag i n a l opening, "An entrance, 

an exit./An arched t a r g e t centre." Meanwhile h i s enemies prepare -

Hagen i n the c i t y gun shop, Garten g e t t i n g h i s i n c r i m i n a t i n g f i l m 

developed. The c i t y ' s cathedral i s passingly contrasted w i t h the 

Bheel-na-gig, the impotence of the former epitomized by the bishop, a 
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"Mummified s e n i l e ... casualty" (p. 111). (The poem 'Churches topple' 

p. 190 expresses the same opinion.) 

Garten's use of h i s photographs brings out the f u l l s t o r y ; Lumb 

i s using the Women's I n s t i t u t e meetings as the focus of a new r e l i g i o n 

f o r women. The aim i s f o r one of the women to give b i r t h to a 

saviour, i m p l i c i t l y a saviour of women only. The c a t t l e y a r d episode 

can be seen as an a l l e g o r i c a l version of t h e i r b e l i e f s , the. men being 

shown as dead and the women imprisoned, awaiting some d e l i v e r e r . I n 

Lumb's r e l i g i o n men are assumed to be s p i r i t u a l l y dead and t h e i r wives 

s p i r i t u a l l y i n bondage. Lumb i s an arcane John the B a p t i s t , preparing 

the way of the Messiah. 

I n t h i s r o l e Lumb i s also a f a i l u r e , since he dreams of taking 

the g l o r y f o r h i m s e l f . Having f a l l e n asleep looking a t the sheel-na-

gig he dreams of himself enthroned i n the cathedral next to Maud amid 

"the c r i e s and the drum-pulse." I n f a c t he i s unknowingly being 

a f f e c t e d by Maud's magic. I n the c a n d l e - l i t church "Maud has 

become b e a u t i f u l " (p. 121). Maud w i l l also f a i l , though; the v i s i o n 

coming true i n a very d i f f e r e n t way to the one she has imagined, where 

the f i n a l f l a m e - f i l l e d scenes i n the cathedral w i l l be replaced by the 

burning c r y p t of the p a r i s h church, t h e i r throne the pyre of wood t h e i r 

dead bodies are burnt on. 

Maud's j e a l o u s love i s the cause of the i n t e r n a l collapse of the 

r e l i g i o n , Garten's photographs the cause of the e x t e r n a l collapse 

through exposure. The only person who does not believe the evidence 

of h i s camera i s F e l i c i t y . She runs from what she t h i n k s i s the f a l s e 

evidence of one to the f a l s e love and reassurance of the other. Both 

Lumb and Maud, f o r d i f f e r e n t reasons, persuade her to delay the elope­

ment u n t i l a f t e r the I n s t i t u t e meeting. Lumb packs h i s suitcase and 

discovers t h a t h i s dagger i s missing. A f t e r he has loaded the car Maud 
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s e c r e t l y removes the i g n i t i o n keys. 

But Claud i s not the only one u/ho w i l l hound Lumb to his f a t e . The 

men of the p a r i s h , incensed by Garten's rev/elations, make plans i n the 

pub and drink to increase t h e i r courage. Each i s i n h i s own way l i k e 

Westlake - on the verge of "something barbarous, d i s p r o p o r t i o n a t e , 

insane" (p. 130). Meanwhile Maud escorts F e l i c i t y to the U.I, meeting i n 

the church basement. Under her black shawl she i s wearing a b r i d a l dress, 

( i s the lone grave t h a t of a lover who died before the wedding, leaving 

Maud to spinaterhood and b i t t e r n e s s ? ) F e l i c i t y has already been 

drugged by an innocent looking d r i n k and does not p r o t e s t when, on 

a r r i v a l a t the meeting, she i s dressed i n the s k i n of a hind. While 

the wives of the par i s h dance around drugged and naked to a cassette 

tape of t r i b a l music Lumb mounts F e l i c i t y from behind, wearing the horns 

of a stag on h i s head. F e l i c i t y has already dimly r e a l i s e d t h a t "she 

h e r s e l f i s to be the sacramental t h i n g " (p. 141), but she i s turned 

from sacramental object i n t o s a c r i f i c i a l v i c t i m as Maud suddenly plunges 

Lumb's dagger i n t o the nape of her neck, and screams to the other women 

of how Lumb intended to elope - "Like an ordinary man/With his ordinary 

w i f e . " (p. 147) 

The women surround Lumb l i k e f l i e s round a corpse, an echo of the 

women i n the cathedral v i s i o n who crowded as "black as f l i e s " ( p. 119). 

The s p i r i t ' s attempt to become human and take over his double's f u l l 

i d e n t i t y has f a i l e d . What happened i n the c a t t e l y a r d again becomes 

important. As w e l l as a r e l i g i o u s a l l e g o r y i t i s a prophetic pre­

f i g u r i n g of what now takes place. Unable to escape by car without the 

keys, Lumb i s forced to run the ga u n t l e t of the l o c a l men who have been 

galvanized i n t o a c t i o n by Estridge's rage and s t i r r e d up f u r t h e r by 

Maud's f a l s e account of F e l i c i t y ' s death. 

Although he i s i n j u r e d by Walsall's thrown garden fork Lumb 
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manages to escape across the f i e l d s . Pursuers and pursued are l i n k e d 

i n a strange way. The men "are hardy animals of the same landscape" 

l i k e t h e i r v i c t i m . P u r s u i t turns Lumb i n t o a kin d of animal and he 

t r i e s to tune himself i n t o the animal's energy source - the earth. 

F i r s t he covets "the f u r i o u s micro-energy" of the f l y , but "The miles 

of o t h erworld rootedness weigh i n against him" ( p . 155). His true 

source of s t r e n g t h i s not so much the animal kingdom as Mother Earth 

h e r s e l f . He discovers t h i s as he leans exhaustedly against a t r e e , 

unconsciously reproducing what was h i s "prayer" e a r l i e r i n the poem. 

The t r e e gives Lumb st r e n g t h as he "sinks nerves i n t o the current of 

the powerline", t r y i n g to plug himself i n t o the "elemental power 

c i r c u i t of the Universe" t h a t Hughes believes can be i n v o k e d . ^ 

I n i t i a l l y Lumb only receives a j o l t of "separatedness, h i s healed-

over smallness" (p. 156), followed by a sense of sadness and f u t i l i t y . 

But even as these f e e l i n g s gran at him, "he has already started/running 

away." His h i g h l y developed s u r v i v a l i n s t i n c t has thwarted t h i s t h i r d , 

i n d i r e c t , attempt to "grab" him. As he continues to run, despite a 

chance encounter where he i s wounded by Evans, Lumb imagines "He has 

plugged his energy appeal i n t o the i n e x h a u s t i b l e e a r t h " (p. 163). He 

i s caught up i n a mysti c a l experience, an ordeal v i s i o n , where he imag­

ines "mountains of golden s p i r i t " : 

He r i d e s i n the a i r behind h i s shoulders w i t h a whip of hard w i l l 
Like a c h a r i o t e e r . 
He imagines he i s e f f o r t l e s s Adam, before weariness entered, 

leaping f o r God. (p. 163) 

Lumb believes t h a t h i s powers have returned, but r e a l l y he i s 

"Like a hu r t stag", an echo of h i s r o l e i n the recent r i t u a l . But i n 

t h i s case he i s experiencing the stag's knowledge of what i t i s to be a 

v i c t i m , the experience which i s Lumb's t r u e s t l i n k w i t h the feminine 

f o r c e s . But he himself does not see t h i s l i n k . He sees himself as 
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Phaeton who drove the c h a r i o t of the sun across the roof of the world. 

He sees hims e l f i n a p r e - F a l l s t a t e , " e f f o r t l e s s Adam", l i k e the shaman 

who can journey back to Paradise. But i n f a c t n e i t h e r r o l e and ne i t h e r 

journey i s r e a l i s t i c . He i s not a d e i t y and he has f a i l e d as the 

messenger of a d e i t y . He does not have Phaeton's mastery of an aspect 

of Nature and he has f a i l e d to release the i n h a b i t a n t s of the v i l l a g e 

i n t o a kind of e t e r n a l May. 

Deep down Lumb "knows/He has l o s t every l a s t help/Of the grass and 

the t r e e s , ... he i s now ordin a r y , and susceptible/To e x t i n c t i o n . " ( p . 164) 

Only i n t h i s i r o n i c fashion has h i s attempt to be ordinary succeeded. 

He has at l a s t r e a l i z e d t h a t there was nothing great i n h i m s e l f , h i s 

gimcrack r e l i g i o n a manifestation of h u b r i s . He " I s nothing more than 

some r a d i o - t r a n s m i t t e r " , beaming i n f o r m a t i o n and d i r e c t i o n from one 

world to another. The problem has been t h a t the i n f o r m a t i o n from the 

inner or under world has proved to be too much f o r the characters of 

Gaudete to cope w i t h . 

The f i n a l r e v e l a t i o n of i n s i g n i f i c a n c e i s Lurnb's t r u e s t v i s i o n , 

the beginnings of a true a p p r e c i a t i o n of h i s place i n the order of 

t h i n g s . I t i s t h i s a p p r e c i a t i o n t h a t i s expressed i n the Epilogue 

poems. I t i s only i n f l i g h t and i n pain t h a t Lumb experiences any r e a l 

i d e n t i f i c a t i o n w i t h humanity and i t s c o n d i t i o n . This i s bhe new-found 

knowledge he t r i e s to escape w i t h . 

Hagen's lake i s Lumb's hope of escape. P h y s i c a l l y i t would be 

a means of slowing down h i s pursuers. Magically lakes are entrances to 

the underworld and hence a doorway to s a f e t y . I t i s not clear as to 

which means of escape Lumb i s attempting when "He balances,/Narrowing 

himself to p i e r c e a disappearance, to become i n f i n i t e s i m a l . " ( p. 167) 

Most l i k e l y he i s attempting the second form of escape, a r e t u r n to the 

underworld, to the Mother's womb through "the crack of t h i s place." 
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I n the terms of the P e r c i v a l legend Lumb i s seeking to enter the abode 

of the Lady of the Lake. But he has not reckoned upon the presence of 

another "goddess", Hagen's r i f l e , which i s "the u n f a i l i n g bride/Of h i s 

ecsta s i e s " , ( p. 167). This f a l s e goddess may be able to destroy Lumb's 

"bag of s k i n " , but i t cannot wipe out h i s dawning knowledge: 

He knows now t h a t t h i s land 
This embroidery of stems and machinery of c e l l s 
I s an ignorance, w a i t i n g i n a darkness -

He knows a t l a s t why i t has become so. (p. 165) 

This r e v e l a t i o n gives Lumb a second chance i n the service of the 

Goddess and thus h i s body i s disposed of i n the way t h a t gives such a 

chance. He i s cremated i n the church basement along w i t h F e l i c i t y and 

Maud, who has committed s u i c i d e w i t h the dagger on seeing h i s dead body. 

" A l l evidence goes up" and the s l a t e i s wiped clean, but since Lumb has 

been consumed l i k e the phoenix he w i l l also r i s e l i k e the phoenix. He 

cannot r e t u r n to the otherworld but he can be reborn. The phoenix's 

pyre i s "the a l t a r of i t s death and i t s b i r t h " ('The Phoenix', Adam and 

the Sacred Nine, Moortown. p. 169.) so too f o r Lumb. 

Another aspect of the symbolic cremation i s t h a t the two polar 

aspects of the Great Mother, F e l i c i t y and Maud, have been burnt 

together, t h e i r ashes m i n g l i n g . They are a t l a s t reconciled i n death 

and both have been u n i t e d w i t h Lumb - but while he continues h i s task 

they are both reabsorbed i n t o the Woman whom they have represented. 

The numerous images of d i v i s i o n have given way to one of u n i t y i n 

death as i s so o f t e n the case i n Hughes's poetry. I n f a c t the very 

same cremation image i s c e n t r a l to the elegiac poems i n 'Moortown' where 

3ack Orchard i s seen as a log being burnt on the f i r e of time. ('Now 

you have to push'^) So despite the f a c t t h a t Lumb f a i l s to heal the 

s u f f e r i n g d e i t y there i s s t i l l a way forward, the search f o r wholeness 

s t i l l meaningful. The c l o s i n g image of the n a r r a t i v e i s only a h i n t of 
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t h i s , preparing the way f o r the f u r t h e r e x p l o r a t i o n s of the Epilogue. 

Epilogue 

Both the Lumb of the Prologue and of the main n a r r a t i v e have now 

gone through a process of pain leading to a new consciousness. We have 

already examined Hughes's f a s c i n a t i o n w i t h p a t t e r n s of shamanic i n t e g ­

r a t i o n so i t i s not s u r p r i s i n g to see such a p a t t e r n here. Lumb's 

t r i a l s are i n i t i a t o r y not j u s t because of t h e i r p a i n f u l character, but, 

more i m p o r t a n t l y because of what they produce - a new man. The Lumb of 

the Epilogue may be a product of both h i s predecessors but he i s him­

s e l f n e i t h e r . His i n i t i a t i o n has made him both a d i f f e r e n t man and 

a maker of songs l i k e the shaman, the author of a " t a t t e r e d notebook" 

of verse. He also has the shaman's mastery of the animals, able to 

charm an o t t e r from the lake. 

At the beginning of the epilogue a Catholic p r i e s t s i t s i n h i s 

bothy on the west coast of I r e l a n d , reading the d i s c i p l i n e s of 

St. I g n a t i u s . He i s i n t e r r u p t e d by some young g i r l s who show him a 

water-proof w a l l e t containing a number of poems and t e l l him of the 

strange man who l e f t the w a l l e t a f t e r o f f e r i n g to show them a miracle. 

The 'miracle' was to w h i s t l e an o t t e r from the Loch but the p r i e s t i s 

not impressed and gets c a r r i e d away instead w i t h h i s own d e s c r i p t i o n 
44 

of the miracle of c r e a t i o n . So a f f e c t e d i s the p r i e s t by h i s own words 

t h a t "He thought something supernatural had happened" and t h i s experience 

makes him reconsider the other supernatural happening he has been t o l d 

o f . Finding t h a t the c h i l d r e n have l e f t i n boredom he opens the w a l l e t 

and begins to meticulously copy out the "h e a v i l y corrected" verse. 

(The f a c t t h a t the poems are so h e a v i l y corrected i s a reminder t h a t 

what f o l l o w s i s not so much the r e s u l t of some k i n d of prophetic 

i n s p i r a t i o n as a man's attempt to w r i t e about what i s e s s e n t i a l l y a 
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mystery.) 

I n the f i g u r e of the Catholic p r i e s t Hughes i s again a t work on 

h i s p a t t e r n o f stresses. His f a i t h i s a contrast to the dead 

Anglicanism portrayed e a r l i e r . Hughes regards Catholicism as more 

open to the female p r i n c i p l e i n i t s veneration of Mary as "Queen of 
45 

Heaven." The p r i e s t i s closer to the n a t u r a l world i n l o c a t i o n as 

w e l l as b e l i e f , l i v i n g i n one of the remotest places i n the B r i t i s h 

I s l e s , not i n some grey area between town and true country. Against 

the remoteness the p r i e s t has the armour of St. I g n a t i u s , what K e i t h 

Sagar has c a l l e d " a r i d s p i r i t u a l i t y " , yet t h i s does not prevent him as 

i t d i d not prevent Gerard Manley Hopkins, from experiencing a H e r a c l i t a n 

p e r c e p t i o n of the f i e r y grandeur of the created order. The p r i e s t ' s 

d i s c i p l i n e s are no more a r b i t r a r y than those of Don Juan, whom Hughes 
46 

so admires i n h i s review of Castenada's A Separate R e a l i t y . As i s 

the case throughout Gaudete we are reminded i m p l i c i t l y t h a t " a l l the 

opposites, t h i s i s the meaning." 

The Epilogue Poems 

The Lumb who i s supposed to have w r i t t e n these poems i s , i n the 

words of the Argument, "The o r i g i n a l man ... but changed." Hughes also 

t e l l s us elsewhere th a t he i s " h a l f crazy, composing hymns and psalms 
47 

to a nameless female d e i t y , " As i n Jennifer's scherzo, madness and 

c r e a t i v e acts are brought together w i t h a woman the focus. Walter Otto 

w r i t e s , "We should never f o r g e t t h a t the Dionysac world i s , above a l l , 

a world of women. Women awaken Dionysus and bring him up. Women 
48 

accompany him wherever he i s . " Otto then goes on to t e l l of the way 

t h a t Dionysus i 9 confronted by the masculine world of Apollo and an 

accomodation i s reached because they have a v i t a l need f o r each other's 

emphases. 
I n Gaudete t h i s u n i t y i s not present - the women f o l l o w Dionysus 
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and the men Apollo - and i t i s the enmity of theBe two forces t h a t i s 

the f i n a l cause of d i s a s t e r . The poems of the epilogue seek to recon­

c i l e these elements i n the Orphic nature of the changed Lumb. Ancient 

Orphism was h i g h l y s y n c r e t i s t i c and was responsible f o r the evantual 
49 

e n j o i n i n g of the Oionysan and A p o l l i n e c u l t s . I n terms of the poem, 

the Orphic strand c e n t r i n g on the descent i n t o the underworld i s used 

as a doorway to a p o r t r a y a l of Orphic psychic experience. 

The Orphic myth i s echoed not only i n the underworld journey i n 

the prologue but also i n the manner of the spirit-Lurnb's death. 

W r i t i n g about the Orphic archetype, Daniel Liberthson says t h a t he can 

approach death i n two ways, via a b u r i a l / j o u r n e y to Hades or through 

dismemberment by the maenads, a l i n k w i t h the Dionysan myth. Lumb 

experiences both modes of death through h i s two personae. He also 

s u f f e r s f o r the same reason as the Orpheus f i g u r e . "The Orphic poet 

endures a psychic and p o e t i c experience i n order to redeem the form of 

the l o s t o n e ."^ Orpheus's l o s t one was h i s w i f e , E u r i d i c e . For Lumb 

the l o s t one t h a t he must redeem i s the b e a u t i f u l woman i n the cave. 

He i s a f a i l e d Orpheus because he does not redeem t h i s woman or bring 

her i n t o t h i s world, as Orpheus d i d w i t h E u r i d i c e . Only r i g h t at the 

end of the main n a r r a t i v e does Lumb r e a l i z e t h a t , i n the words of 
51 

Liberthson, "Part of the Orphic task i s of course to woo nature." 

The epilogue poems begin j u s t such a wooing of nature, p e r s o n i f i e d 

i n the unnamed d e i t y who i s adored. This makes them more than mere 

e l u c i d a t i o n s of the main t e x t and explains why they do not always 

f o l l o w the l i n e a r development of the n a r r a t i v e . Nonetheless these poems 

use the mixed bl§ g Sing of memory as a kind of s p i r i t u a l skeleton, a 

peep behind the f l B s h of the main events, a v i s i o n of the essence of 

what has taken place. 
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The poems show Lumb's i n s i g h t i n t o what has happened to both him­

s e l f and h i s double. The ea r l y poems of the epilogue seem to bB organ­

i s e d so as t o deal w i t h the persona's i n i t i a t o r y threshold experiences, 

a perception of h i s tru e s t a t e as " h a l f a man." I r o n i c a l l y , though 

Lumb i s " h a l f - c r a z y " he i s more pe r c e p t i v e as to h i s r e a l c o n d i t i o n 

than e i t h e r of h i s predecessors. He sees himself as "The veteran of 

negatives" and i n ' I hear your congregations a t t h e i r r a pture' he 

envies the b i r d s who were "long ago p e r f e c t " , u n l i k e man who seems to 

always have a p a r t of himself missing, a Fa l l e n creature. 

This sense of lack i s the mainspring of the desire f o r i n i t i a t i o n , 

man's attempt to r e c o n c i l e the opposites of h i s existence: 

Nan f e e l s himself t o r n and separate. He o f t e n f i n d s i t 
d i f f i c u l t p roperly to explain to himself the nature of t h i s 
separation, f o r sometimes he f e e l s himself to be cut o f f 
from "something" powerful. "something" u t t e r l y other than 
himself ... ^ 

(Clircea Eliade ) 

The sense of separation i s l i k e V o l t a i r e ' s 'God-shaped hole' which he 

believed t h a t a l l men have, yet which can never be f i l l e d . The person 

who Lumb f e e l s can f i l l t h i s hole i s the undescribed female he questions 

i n 'Who are you?', the same f i g u r e who beckons i n ' I watched a wise 

b e e t l e ' , the woman groaning i n pain i n 'At the top of my soul ' . The 

path to peace and the path to i n i t i a t o r y knowledge combine i n the poet's 

search f o r the woman he glimpses. 

There are a number of poems t h a t catalogue Lumb's f a i l e d attempts 

a t r e l a t i o n s h i p . There i s the f a i l u r e of violence - "The trousseau of 

the apple/Came by violence i n t o my possession" (p. 179) - a r e s u l t of 

lack of patience. "1 f o r e s t a l l e d God - / l a s s a i l e d h i s daughter." 

Perhaps Lumb i s r e f e r r i n g to his many seductions, h i s l o g - l i k e attempt 

a t r e l a t i o n s h i p w i t h Nature. Whatever the case, i n ' C o l l i s i o n w i t h the 

earth has f i n a l l y come' he admits t h a t he has made: 
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Error on e r r o r 
Perfumed 
With a ribbon of f u r y (p. 180) 

'Trying t o be a l e a f r e c a l l s Lumb's attempts to become one w i t h 

the t r e e s , to r e t u r n to the log he was made from. But there i s only 

"a moment" where "your fulness comes." I n ' I heard the screech, sudden', 

although Lumb's legs "were already g a l l o p i n g to help/The woman who 

wore a s p l i t lopsided mask -", before he gets to her i t i s too l a t e , 

"And the c u r t a i n came down." But Lumb's attempt to help p r e c i p i t a t e s 

a new s i t u a t i o n , j u s t as i t d i d w i t h the baboon-woman: 

But now, suddenly, 

Again the c u r t a i n goes up. 

This i s no longer the play. 

The mask i s o f f . (p. 181) 

Lumb's own attempts to reach the Goddess are a f a i l u r e . She must 

come to him. This i s what was meant by the d i f f i c u l t image of the 

reversed r o l e s i n the b i r t h i n the c a t t l e y a r d . Roles must be reversed 

because otherwise Lumb w i l l never be able to see "An unearthly woman 

wading shorewards/With me i n your arms" ('The r a i n comes ag a i n ' ) . I n 

'This i s the maneater's s k u l l ' Lumb r e a l i z e s t h a t w h i l e " I was looking 

f o r you./You were looking f o r me." (p. 183) 

The White Goddess i s l i n k e d a number of times i n Gaudete to the 
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'maneater', u s u a l l y a t i g e r . Music i s the maneater on the Lady's 

leash i n 'Music, t h a t eats people'. I n the main t e x t the "m,aneater's 

s k u l l " i s contemptuously used as a paperweight by Hagen, a symbol of his 

oppression of the n a t u r a l world. I n 'She r i d e s the earth' one of the 

Goddess's mounts i s a l i o n , l i n k i n g her to HBra, the w i f e of Zeus, who 

d i d l i k e w i s e . (The b u l l and the ass she also r i d e s are mounts of 

Europa, the daughter of Zeus, and of C h r i s t on h i s entry to Jerusalem 

r e s p e c t i v e l y . ) The l i o n was also the beast t h a t Dionysus used to t u r n 
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himself i n t o . The poet w i l l e v e n t u a l l y be l i f t e d to the dug t h a t 

grows "Out of the brow of a l i o n e s s . " ( p. 188) 

The Goddess i s both mother and k i l l e r beast, mistress of Nature, 

which i s also tender and c r u e l a t the same time. Like the t i g e r i n 

' Tiger-Psalm',(PP'. 150-1 of the Eaber Moortown.) she "blesses w i t h a fang./ 

The t i g e r does not k i l l but opens a path." The dangerous aspect of 

the d e i t y and her realm i s p o w e r f u l l y expressed i n the poem 'The l a r k 

s i z z l e s i n my ear', or here where: 

A primrose p e t a l ' s edge 
Cuts the v i s i o n l i k e l a s e r . 

And the eye of a hare 
S t r i p s the i n t e r r o g a t o r naked 
Of a l l but some s k i n of t e r r o r -
A s t a r r y f r o s t . (p. 185) 

Lumb's honest encounter w i t h nature s t r i p s him naked, makes him 

both v i c t i m and servant of the Goddess. I n a sense he i s even doing 

the d e i t y ' s work f o r her: 

The one I hunt 
The one 
I s h a l l rend to pieces 

Whose blood I s h a l l dab on your cheek 

I s under my coat. (p. 185) 

An English fox-hunt i s inco r p o r a t e d i n t o the Bacchic symbol of hunt as 

s a c r i f i c e , a u n i v e r s a l i z a t i o n of a common country occurrence as i n 

'Calves harshly parted from t h e i r mamas', p u t t i n g each experience i n 

the l i g h t of the Goddess: 

So much f o r calves. 
As f o r the t i g e r 
He l i e s s t i l l 
Like l e f t luggage 

He i s roaming the earth l i g h t , unseen. (p. 197) 

Likewise i n ' I know w e l l ' the death of a pony w i t h i t s "hardly-used 

beauty" becomes i m p l i c i t l y the death of a b e a u t i f u l woman i n the 
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prologue, whose gaze i s " b r i l l i a n t " , m i r r o r e d i n the pony's "deep 

glimpse." ( p . 191). 

I n such poems Hughes combines the c l a r i t y of h i s 'Floortown' poetry 

w i t h the gnomic s t y l e of some of h i s e a r l y metaphysical work, not 

always s u c c e s s f u l l y . What has re-activ/ated a s t y l e reminiscent of 

'Snowdrop' and 'To Paint a W a t e r - l i l y ' when at i t s best i s the South 

I n d i a n d e votional l y r i c c a l l e d the 'vacana'. A f t e r reading A.K. 

Ramanujan's t r a n s l a t i o n s of such l y r i c s , Hughes began t o w r i t e posms i n 

t h e i r s t y l e , prayers s t i m u l a t e d by the suspicion t h a t a year-long sore 

t h r o a t he was s u f f e r i n g from was the beginnings of cancer: 

I began t o w r i t e these 'vacanas' as l i t t l e prayers - about a 
hundred of them, some of which w i l l be published i n Drts. 
And then, when I was shaping up Gaudete, I r e a l i s e d t h B r e 
should be something at the end and tha t t h i s s o r t of poem would 
be i d e a l i f I could w r i t e i t i n the r i g h t c o n t e x t . ^ 

The vacana s t y l e l i n k s the poet's fear of death w i t h t h a t of Lumb. I t 

i s important f o r both of them since "The Orphic poet must f l y i n the 

face of death as such - he cannot avoid i t ; he must i n s i s t t h a t there 

are p o s s i b i l i t i e s of l i f e i n death, of gain i n loss - he must bring 
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death to l i f e . " The r e s u l t of the e x p l o r a t i o n of these p o s s i b i l i t i e s 

i s the poet's discovery, Lumb's or Hughes's, i t does not matter, of 

h i s " k e e p e r / S i t t i n g i n the sun - " (p. 187). He t e l l s us " f o r a l l rumours 

of me read o b i t u a r y . " Death means many things to such a poet. I t i s 

an adventure i n ' I said goodbye to e a r t h ' , a journey through the "tunnel 

of f i r e " to the place where the snowflake i s c r u c i f i e d and the atoms 

pray too. I t i s a gamble f o r i n i t i a t i o n i n 'The dead man l i e s , marching 

here and there ': 
He never stops t r y i n g to dance, t r y i n g to sing 
And maybe he dances and sings 
Because you kissed him. 

I f you miss him, he stays dead 
Among the inescapable f a c t s . ( p. 19B) 
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I n another m e d i t a t i o n on death, 'Waving goodbye^from your banked 

h o s p i t a l bed 1, rat h e r than being kissed the persona kisse s . He stands 

i n a morgue before a woman who, l i k e Sylvia P l a t h , "knocked the world 

o f f , l i k e a flower v a s e / i t was the t h i r d time. And i t smashed," (p. 186) 

His response to t h i s dead woman i s s t r i k i n g l y d i f f e r e n t from h i s behaviour 

i n the prologue. But without the woman a l i v e even the sun i s only " l i k B 

a cold k i s s i n the s t r e e t -/A mere di s c token of you." (p. 191) 

The i n a c c e s s i b i l i t y of t h i s woman i s symbolized by her v e i l i n 'A 

primrose p e t a l ' s edge' (p. 185), s i m i l a r l y , as the poet searches: 

Looking f o r her form 
I f i n d only a f e r n . 

Where she should be w a i t i n g i n the f l e s h 

Stands a sycamore w i t h weeping l e t t e r s . (p. 192) 

Nonetheless h i s f a i t h remains, challenging death, which i s us u a l l y 

symbolized as a tree i n these poems. He a n t i c i p a t e s : 

The s a v i o u r 

From these v e i l s of w r i n k l e and shawls of ache 

Like the sun 

Which i s i t s e l f cloudless and l e a f l e s s 

Was always here, i s always as she was. (p. 192) 

The enemy of Lumb's f a i t h i s the doctor i n 'A doctor e x t r a c t e d ' , 

the companion to the s c i e n t i s t i n 'Crow's Account of St. George'. He 

t e l l s f a l s e t a l e s : 

About a God 
Who rippe d h i s mother's womb 

And entered i t , w i t h a sword and a torch 

To f i n d a f a t h e r . (p. 189) 

For Hughes to demythologize i s to commit m a t r i c i d e . 

But d e s p i t e the obstacles the evidence t h a t a r e a l r e l a t i o n s h i p 

w i t h the Goddess i s possible i s b u i l t up through the poems. Instead of 

"9he" the poet i s able to speak of "you". I n the process he comes to 

terms w i t h h i s smallnBSs, making h i s understanding p a r t of h i s act of 

worship: 
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Each of us i s nothing 

But the f l e e t i n g warm pressure 

Of your f o o t f a l l 

As you pace 

Your cage of freedom- (p. 195) 

Where the d e i t y i s present the Orphic task of b r i n g i n g l i f e from death 

i s p o s s i b l e . There are two p a r t i c u l a r poems where the tr e e s , symbols 

of death l i k e the "memorial" sycamore (p. 193) and the " t r e e darkening 

a house" (p. 192), are changed by the Goddess, her alchemy transmuting 

death i n t o l i f e . 

The Goddess i s c a l l e d the "oak's b r i d e " , the oak being a tree t h a t 

"seems to d i e and to be dead/in i t s l o v e - 8 c t " ( ' I see the oak's bride i n 

the oak's grasp'). Here Hughes uses the common Renaissance pun where 

'to d i e ' also means 'to experience orgasm'. The tree i s transformed by 

the d e i t y from a memorial i n t o a communicant i n the marriage a c t . Pain 

and sexual union come together and are transcended i n t h i s poem. The 

tree's b l i s s i s the r i c t u s of C h r i s t on the cross, which leads to res­

u r r e c t i o n l i f e . I n 'Your tree - your oak' we are reminded t h a t "Agony 

i n the garden" i s the r e s u l t of the "Annunciation" of a saviour. Tha 

t r e e , l i k e the cross, i s the place where death i s 9wallowed up i n the 

v i c t o r y of l i f e . 

As i n Cave Birds i n i t i a t o r y questioning and s u f f e r i n g lead to a 

release from bondage and p o t e n t i a l f o r r e l a t i o n s h i p . The symbol of 

such a release i n the epilogue poems i s b a t of an oak f l y i n g " A s t r i d e 

the e a r t h . " The tree r i d e s the earth as the shaman ri d e s h i s drum, 

which i s the mount f o r h i s magical r i d e s to Paradise. The oak i s also 

the dual symbol of the Lady - i t i s "your t r e e " - and of Lumb, the man 

u n i t e d to a tree=bole by a C h r i s t - l i k e scourging. 

I n these poems death becomes an absolute form of i n i t i a t o r y p a i n , 

the t r e e r e p l a c i n g the C h r i s t i a n cross. The pain i s the kin d which 
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"can o n l y be p a i d down/Equal, e x a c t l y , / T o what can be no p a r t o f f a l s e ­

hood" (p„ 1 9 2 ) , To o t h e r dreams o f q u e s t and s a c r i f i c e Ted Hughes has 

added h i s own, not an e x p l a n a t i o n b u t a p o e t i c e x p e r i e n c e t h a t we are 

i n v i t e d t o s h a r e i n by t h e s k i l f u l c o m b i n a t i o n o f drama and n a r r a t i v e , 

Gaudete i s no more c o n c l u s i v e t h a n any o t h e r o f Hughes'3 works, b u t 

t h i s i s because the p o e t has a c l e a r i d e a o f the i d e a expressed by 

Jung, t h a t : 

Even t h e b e s t a t t e m p t s a t e x p l a n a t i o n a r e o n l y more or l e s s 
s u c c e s s f u l t r a n s l a t i o n s i n t o a n o t h e r m e t a p h o r i c a l language 
,.. The most we can do i s t o dream t h e myth onwards and 
g i v e i t a modern d r e s s . 
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CHAPTER 6 

flOORTQw'N 

The 'Woortown' poems were f i r s t p u b l i s h e d i n 1978 by Rainbow Press as 

Floortown E l e g i e s , the r e s u l t o f s e v e r a l years w o r k i n g w i t h 3ack Orchard, 

t h e f a t h e r o f t h e p o e t ' s second w i f e , C a r o l , a t Ploortown farm i n Devon, 

f o l l o w i n g h i s r e t u r n from P e r s i a Hughes seems t o have spent more t i m e 

f a r m i n g t h a n w r i t i n g p o e t r y ; f a r m i n g renewed h i s v i s i o n and c o n t r i b u t e d 

t o t h e e x p l o s i o n o f c r e a t i v e energy i n t h e m i d d l e o f the decade. 

I n 1974 Hughes produced a s h o r t sequence f o r c h i l d r e n c a l l e d 

S p r i n g , Summer, Autumn, W i n t e r which e v e n t u a l l y became t h e volume pub­

l i s h e d as Season Songs by Faber. W h i l e w r i t i n g these poems f o r c h i l d r e n 

t h e p o e t d i d n o t exc l u d e a d u l t s . Season Songs shows the more p o s i t i v e 

a s p e c t s o f t h e f a r m e r ' s l i f e , w i t h l i t t l e emphasis on t h e p a i n o f b i r t h 

and d e a t h we f i n d i n 'Moortown'. What l i n k s t h e volumes i s t h e i r 

i n t e r e s t i n t h e c y c l e o f t h e seasons, an i n t e r e s t which r e s u l t e d i n a 

number o f 'Moortown' poems being used t o evoke each month i n M i c h a e l 

Morpurgo's A l l Around the Year. A number o f t h e 'Moortown' poems had 

a l s o seen f i r s t l i g h t i n the c h i l d r e n ' s volume n o o n - B e l l s . Two, 'Sheep' 

and 'March m o r n i n g u n l i k e o t h e r s ' , come d i r e c t l y from Season Songs. 

W h i l e Hughes was d e v e l o p i n g t h i s s t r a n d o f f r e s h n a t u r e p o e t r y he 

was a l s o becoming more and more i n v o l v e d i n i d e a s t h a t l e d t o Cave 

B i r d s and Gaudete. T h i s o t h e r s t r a n d c o u l d have become t o t a l l y separ­

a t e d f r o m t h e l e s s demanding work w i t h o u t t h e advent of 'hoortown', w h i c h , 

as we s h a l l see, i s a p o w e r f u l renewing and u n i f y i n g f o r c e i n Ted 

Hughes's p o e t r y . 

The 'Moortown' poems began as rough d i a r y e n t r i e s i n a j o u r n a l t h a t 
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Hughes k e p t w h i l e he was f a r m i n g i n Devon. At t h e t i m e he was t r y i n g t o 

w r i t e a whole book o f what he c a l l s " u p b e a t " poems about t h e c y c l e o f 

th e seasons, m o t i v a t e d by t h e s u p e r s t i t i o n " t h a t t h e w r i t e r , even more 

t h a n t h e r e a d e r , i s a f f e c t e d by t h e mood and f i n a l r e s o l u t i o n o f h i s 

poem- i n a . f i n a l way." I t i s no c o i n c i d e n c e t h a t t he s u b j e c t o f these 

upbeat poems was the a n i m a l l i f e on h i s farm s i n c e f o r Hughes: 

... one o f the s t r i k i n g t h i n g s a b o u t a n i m a l s i s t h a t t h e i r 
dominant mood i s happy. T h e i r whole a t t i t u d e t o l i f e i s 
n a t u r a l l y upbeat. I suppose t h e y ' r e n o t burdened much i n 
the way o f memory and a l o n g h i s t o r y o f m o r t a l i t y and i t s 
d i s a s t e r s . ^ 

He f e e l s t h a t t h i s i s p a r t i c u l a r l y t r u e o f sheep and c a t t l e , "and 

t h r o u g h t h e i r eyes one f e e l s i t i n t h e p l a n t kingdom as weLl." 

Thus f o r Hughes t h e poet i s bonded both t o h i s p o e t i c c r e a t i o n and 

t o t he s u b j e c t s o f t h a t c r e a t i o n . A poem becomes a l m o s t a s p e l l , words 

i n t e r w o v e n w i t h an i n d e f i n a b l e something e l s e t h a t g i v e s them a power 

g r e a t e r t h a n t h e sum o f s y l l a b l e s . The e f f e c t i s s i m i l a r i n t h e case 

o f b o t h t h e poem and t h e s p e l l . They change those who e n c o u n t e r them 

and they open up an a l t e r n a t i v e u n i v e r s e or an a l t e r n a t i v e way o f p e r -

c e i v i n g . 

I n h i s d i s c u s s i o n o f poems from '("loortown' i n the Norwich tape 

Hughes c l e a r l y a s s o c i a t e s p o e t r y w i t h p r i m i t i v e magic, s t a r t i n g by 

r e m i n d i n g us t h a t " P o e t r y i s t r a d i t i o n a l l y supposed t o be m a g i c a l " , 

and g o i n g on t o n a r r a t e a p e r s o n a l e x p e r i e n c e o f the o v e r l a p between 

th e two a r e a s : 

- I have had c u r i o u s e n c o u n t e r s w i t h t he o l d k i n d o f h u n t i n g 
magic, one i n c o n n e c t i o n w i t h t h e f o l l o w i n g poem ( ' E a r t h -
Numb'). A f t e r a whole season o f very poor success c a t c h i n g 
salmon I composed t h i s poem. I t d e s c r i b e s e a r l i e r e x p e r i e n c e s 
and I was w r i t i n g and r e w r i t i n g i t , on and o f f , f o r over two 
or t h r e e y e a r s . N a t u r a l l y I never t h o u g h t o f i t as a h u n t i n g 
i n c a n t a t i o n , i t was j u s t a n o t h e r poem. But t h e n , a t t h e s t a r t 
o f t h i s p a r t i c u l a r season when t h e a n g l i n g f e v e r began t o make 
i t s e l f f e l t , I worked a t t h i s p i e c e over two o r t h r e e days and 
f i n i s h e d i t . At l a s t i t seemed t o me I ' d g o t i t j u s t r i g h t . 
The f o l l o w i n g day I caught a l a r g e salmon and two days a f t e r 
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two more salmon, one o f them even l a r g e r . The i m p r e s s i o n was 
t h a t somehow I ' d broken doen t h e r e s i s t a n c e . E v e r y t h i n g had 
t o happen as i n t h e poem. ( N o r w i c h Tape) 

I t i s t h i s same ' h u n t i n g magic' t h a t Hughes f e l t b r o u g h t about h i s b e s t 

e a r l y poems, as he e x p l a i n s i n ' C a p t u r i n g A n i m a l s ' , one o f t h e p r a -

grammes from P o e t r y i n t h e Making; 

I f I had n o t caught t h e r e a l f o x t h e r e i n t h e words I would 
never have saved the poem ('The T h o u g h t - F o x 1 ) . I would have 
thr o w n i t i n t o t h e waste-paper b a s k e t as I have thrown so 
many o t h e r hunts t h a t d i d n o t g e t what I was a f t e r . As i t 
i s , every t i m e I read t h e poem t h e f o x comes up a g a i n o u t o f 
th e d arkness and s t e p s i n t o my head. And I suppose t h a t 
l o n g a f t e r I am gone, as l o n g as a copy o f t h e poem 
e x i s t s , every t i m e anyone reads i t t h e f o x w i l l g e t up some­
where o u t i n the darkness and come w a l k i n g towards them.^ 

But now, i n 'Moortown', the a n i m a l s Deing d e a l t w i t h have a l r e a d y 

been c a p t u r e d - by d o m e s t i c i t y g e n e r a t i o n s ago. So i t i s a d i f f e r e n t 

magic t h a t t h e p o e t weaves i n Season Songs and 'Ploortown', n o t so much 

the sudden b l o o d y s a c r i f i c e o f the h u n t as t h e c a l c u l a t e d d e f e a t o f , 

season by season, the w o r l d o f Dohn B a r l e y c o r n and Jack Orchard. 

I n d i v i d u a l poems depend f a r l e s s on a d i r e c t mythology t h a n on a sense 

of t h e T i g h t n e s s o f t h i n g s - as Dung has s a i d , "Nature commits no 

e r r o r s . " I t i s t h i s sense which m a i n t a i n s t h e e s s e n t i a l l y upbeat t o n e , 

a tone which i s n o t negated by the p a i n and t h e vioJe nee i n some of 

the poems. Hughes r e a l i s e s t h a t " I t ' s e x t r e m e l y d i f f i c u l t t o w r i t e 

about t h e n a t u r a l w o r l d w i t h o u t f i n d i n g your s u b j e c t m a t t e r t u r n i n g 

u g l y . " But he goes on t o remind us: 

I n t h a t d i r e c t i o n , o f c o u r s e , l i e t h e t r u e poems, t h e g r e a t 
complete s t a t e m e n t s o f the w o r l d i n i t s p o e t i c a s p e c t . I 
mean t h a t c a t a l o g u e o f d i s a s t e r s and m y s t e r i e s t h e Book o f 
Dob; o r t h a t unending c y c l e o f k i l l i n g s and g r i e f The I l i a d , 
or t h e g r e a t t r a g e d i e s . What a l l those works have i n common 
o f c o u r s e i s not e x a c t l y a f i n a l upbeat n o t e ; b u t i t i s a 
p e c u l i a r k i n d o f j o y , an e x u l t a t i o n . But t h a t ' s t h e paradox 
of t h e p o e t r y . As i f p o e t r y were a b i o l o g i c a l h e a l i n g p r o ­
cess, i t s e i z e s on what i s d e p r e s s i n g and d e s t r u c t i v e and 
l i f t s i t t o a realm where i t becomes h e a l i n g and e n e r g i s i n g , 
or i t t r i e s t o do, t h a t i s what i t i s always s e t t i n g o u t t o 
do; and t o reach t h a t f i n a l mood o f r e l e a s e and e l a t i o n i s 
the w h o l e d r i v i n g f o r c e o f w r i t i n g a t a l l . (Morwich Tape) 
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I t i s t h i s d e t e r m i n a t i o n which enables Hughes t o break o u t o f t h e 

b l e a k n e s s o f Crow and Prometheus on h i s Crag y e t which a l s o stopped him 

f r o m t a k i n g t h e easy way o u t by w r i t i n g p u r e l y 'happy' p o e t r y . I n f a c t 

s e c t i o n s o f b o t h Season Songs and 'Woortown' were b e i n g w r i t t e n d u r i n g 

t h e same p e r i o d t h a t Cave B i r d s and Gaudete were t a k i n g shape. There 

may be major d i f f e r e n c e s o f tone and s t y l e between a l l o f these works, 

b u t t h e r e i s no d i f f e r e n c e o f s p i r i t . A l l t hese works a r e t h e r e t o 

remind us t h a t we need t o c o n s i d e r t h e i n n e r w o r l d o f our s p i r i t s and 

t h e o u t e r one o f N a t u r e : 

So what we need, e v i d e n t l y , i s a f a c u l t y t h a t embraces b o t h 
w o r l d s s i m u l t a n e o u s l y . A l a r g e , f l e x i b l e g r a s p , an i n n e r 
v i s i o n w h i c h h o l d s wide open, l i k e a g r e a t t h e a t r e , the arena 
o f c o n t e n t i o n , and which pays e q u a l r e s p e c t t o b o t h s i d e s . 
Which keeps f a i t h , as Goethe says, w i t h t h e w o r l d o f t h i n g s 
and t h e w o r l d o f s p i r i t s e q u a l l y . 3 

I t i s o n l y f o r t h e purpose o f e l u c i d a t i o n t h a t Hughes speaks o f these 

w o r l d s as i f they were s e p a r a t e , s i n c e h i s p o e t r y c o n t a n t l y reminds 

us o f what he has a l r e a d y expressed i n p r o s e w i t h h i s r e v i e w o f The 

E n v i r o n m e n t a l R e v o l u t i o n by Max N i c h o l s o n - "We h o l d t h i s g l o b e i n our 

hands ... T h i s m i n i a t u r e e a r t h has our stomach, our b l o o d , our p r e — 

c a r i o u s v i t a l c h e m i s t r y , and our f u t u r e . " 

Hughes's g o s p e l i s t h e i n t e r d e p e n d e n c e o f man and h i s environment 

and t h e need f o r r e c o n c i l i a t i o n between th«!two who a r e , i n e f f e c t , 

d e s t r o y i n g each o t h e r . ^ T h i s theme i s h i n t e d a t i n t h e shamanic i n t e g ­

r a t i o n t h a t t a k e s p l a c e t h r o u g h the o r d e a l o f Cave B i r d s . I t i s 

e x p r e s s e d i n s o c i a l terms i n t h e n a r r a t i v e o f Gaudete, m y s t i c a l l y i n 

t h e e p i l o g u e poems o f t h a t work; but i n 'Moortown' f o r t h e f i r s t t i m e t h e 

r e c b n c i l i a t i o n i s s e t i n p e r s o n a l terms, as the p o e t c h r o n i c l e s h i s 

e n c o u n t e r s w i t h t h e f o r c e s o f Nature on h i s f a r m . As a f a r m e r he 

e x p e r i e n c e s a sense o f u n i t y b o t h w i t h t h e a n i m a l l i f e and w i t h a man, 

Jack O r c h a r d , p a r t i c i p a t i n g i n t h e two w o r l d s , once a g a i n f o l l o w i n g t h e 
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model o f t h e shaman. 

The p i v o t a l r o l e o f t h e p o e t i s a d m i r a b l e expressed by P e t e r 

Scupham i n h i s p e r c e p t i v e r e v i e w o f t h e Faber e d i t i o n o f Mooit.town: 

The w e i g h t and power o f t h e book come i n t h e t i t l e sequence 
... Here a l a n d s c a p e , t h r e s h e d and bounced about by i t s 
w i n t e r weathers and f a r m i n g demon-king, s t r u g g l e s t o g i v e 
b i r t h t o i t s own c o n t i n u a t i o n . ^ 1 

To c a l l t h e p o e t a "demon-king" may be h y p e r b o l e , b u t t h e r e i s no 

d e n y i n g h i s p r e s i d i n g f u n c t i o n i n t h e 'Moortown' sequence. The d i a r y 

f o r m a t c o n t i n u a l l y reminds us t h a t i t i s t h r o u g h h i s p e r c e p t i o n t h a t 

we see t h e a n i m a l w o r l d . Thus Hughes w r i t e s i n ' F o x h u n t 1 : 

... W i l l he r u n 
T i l l h i s muscles suddenly t u r n t o i r o n , 
T i l l b l o o d f r o t h s h i s mouth as h i s l u n g s t a t t e r , 
T i l l his f e e t a r e raw b l o o d - s t i c k s and h i s t a i l 
T r a i l s t h i n as a r a t ' s ? Or w i l l he 
Flake a m i s t a k e , jump the wrong way, jump r i g h t 
I n t o t h e hound's mouth? As 1 w r i t e t h i s down 
He runs s t i l l f r e s h , w i t h a l l h i s chances b e f o r e him. 

(Ploortown. pp. 23-4) 

Once a g a i n we a r e r e m i n d e d o f t h e power o f t h e p o e t , weaver o f s p e l l s 

t h a t can k i l l o r s u s t a i n a weary f o x . And i t i s n o t o n l y as a p o e t 

t h a t Hughes has ' m i r a c u l o u s ' a b i l i t i e s . As farmer he i s b o t h a n i m a l 

f r i e n d and a n i m a l master. I n 'Roe-deer' he i s a b l e t o see t h e deer who 

"had happened i n t o my dimension/The moment I was a r r i v i n g j u s t t h e r e . " 

I n ' B i r t h o f Rainbow' he i s one o f t h e agents who b r i n g about t h e 

cow's s a f e d e l i v e r y , a r o l e which i s beyond Lumb i n Gaudete. 

But t h e g r e a t e s t magic i s i n t h e f a r m e r ' s a b i l i t y n o t t o be 

c r u s h e d between e a r t h and sky, a c a p a c i t y c e l e b r a t e d from 'Crow H i l l ' 

i n L u p e r c a l r i g h t up t o poems l i k e 'Top Withens' i n Remains o f Elmet. 

Two l i n e s i n t h e L u p e r c a l poem 'Crow H i l l ' l a c o n i c a l l y c e l e b r a t e t h e 

f a r m e r ' s s t r e n g t h : "Between t h e weather and t h e rock/Farmers make a 

l i t t l e h e a t . " I n p r i m i t i v e c u l t u r e s , t o make heat i s t o make magic. 

Among shamans t h i s i s m a n i f e s t e d i n what i s c a l l e d "mastery o f f i r e " 

t h e a b i l i t y t o w i t h s t a n d o r e m i t f l a m e s , b u t i n t h e w i d e r p r a c t i c e o f 
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p r i m i t i v e magic being warm i s p a r t o f mastery o f one's environment. To 

make a f i r e by n a t u r a l means and t o become s u p e r n a t u r a l l y h o t a r e one 

and t h e same t h i n g . F o l l o w i n g t h i s p a r a digm, r e f e r e n c e s t o h e a t i n 

'Moortown' a r e r e f e r e n c e s t o mastery. Thus when t h e p o e t manages t o 

s t a r t t h e f r o z e n t r a c t o r i t : 

... s t a n d s 
Shuddering i t s e l f f u l l o f h e a t , seeming t o e n l a r g e s l o w l y 
L i k e a demon d e m o n s t r a t i n g 

A m o r e - t h a n - u s u a l l y - c o m p l e t e m a t e r i a l i s a t i o n - ( ' T r a c t o r ' , p. 30) 

Dack O r c h a r d i s p o r t r a y e d as h a b i t u a l l y n u r s i n g h i s c i g a r e t t e as i n 

'A Memory' and 'Hands', w h i l e t h e most moving o f t h e f i v e e l e g i a c poems 

a b o u t him p r e s e n t h i s c r e m a t i o n as b e i n g an e x t e n s i o n o f h i s l o v e o f 

b o n f i r e s : 

Now you have t o push i t a l l -
3 u s t as you l o v e d t o push the p i l e d l i v e hedge-boughs -

I n t o a g a t h e r i n g b l a z e ('Now you have t o push', p. 65) 

Here we see a f a r more s u b t l e use o f m y t h i c a l or a n t h r o p o l o g i c a l 

i n f o r m a t i o n t h a n i n Crow and Prometheus on h i s Crag. There t h e p o e t i s 

n o t concerned w i t h t h e p e d i g r e e o f t h e images he uses, b u t w i t h t h e i r 

d u r a b i l i t y . F i r e i s s t i l l l i n k e d w i t h v i t a l i t y and mankind s t i l l f a s ­

c i n a t e d by t h e seemingly m i r a c u l o u s way t h a t i t a p p e a r s , p h y s i c a l l y 

e v i d e n t y e t w i t h o u t mass. What Hughes i s d o i n g i s t o remind us o f 

c e r t a i n f o u n d a t i o n a l responses t o the p h y s i c a l w o r l d , responses t h a t 

e n a b l e d p r i m i t i v e p e o p l e s , and enables them s t i l l , t o l i v e a t peace 

w i t h N a t u r e . The image o f the farmer between t h e m i l l s t o n e s o f e a r t h 

and sky p u t s man i n h i s p l a c e , c h a l l e n g e s h i s bravado and i m p a r t s 

a n o t h e r b a s i c message - "co-operate or d i e \ . ' f l o o r t o w n ' i s about 

c o - o p e r a t i o n w h i l e the r u i n e d farms o f Remains o f Elmet show us t h e 

a l t e r n a t i v e ( s e e 'Dead Farms, Dead Leaves' and 'Top W i t h e n s ' ) . 

T h r o u g h o u t ' Floor town', then we e n c o u n t e r m y t h i c a l echoes and 

p a t t e r n s , b u t these a r e i m p l i c i t r a t h e r t han e x p l i c i t . The p e r s o n a l 
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s p i r i t u a l a d v e n t u r e i s t h e f o c u s o f a t t e n t i o n , n o t t h e a d v e n t u r e o f a 

c u l t u r e - T h i s a d v e n t u r e i s the one Hughes d e s c r i b e d i n h i s r e v i e w o f 

P h i l i p O'Connor's book on tramps, and which he sought t o a r t i c u l a t e i n 

such e a r l i e r poems as 'Crag 3ack's Apostasy' and 'Wodwo'. I t i s " t h e 

two way j o u r n e y towards R e a l i t y " towards both t h e " o b j e c t l e s s r a d i a n c e 
7 

o f the S e l f " and t h e " r e a l i t y o f t h e w o r l d . " Much has been made o f 

t h i s j o u r n e y by w r i t e r s on Hughes, p a r t i c u l a r l y by Leonard S c i g a j , who 

has p u t a s t r o n g l y B u d d h i s t s l a n t on Hughes's s t a t e m e n t . He f e e l s 

t h a t by t h e t i m e o f Wodwo Hughes's m e d i t a t i o n s : 
cause him t o abandon h i s t o r y and f a i t h i n s i g n i f i c a n t 
e x p e r i e n c e i n t h e phenomenal w o r l d f o r the deeper sense 
o f s e l f - d e t e r m i n a t i o n a f f o r d e d t h r o u g h O r i e n t a l modes o f 
s e l f - t r a n s c e n d e n c e . ^ 

T h i s may be t r u e of p a r t s o f Wodwo, but i t does n o t do j u s t i c e t o 

t h e e x t e n t and d e t e r m i n a t i o n o f t h e p o e t ' s quest f o r a new h o l y ground. 

'Moortown' a s s e r t s q u i t e the o p p o s i t e and marks t h e b e g i n n i n g o f a s t a b l e 

r e l a t i o n s h i p between Hughes and Nature ( t h e r e l a t i o n s h i p has always 

e x i s t e d b u t has tended t o be s t o r m y ) . I n t h e terms o f Maud Bodkin 

Hughes i s b e g i n n i n g t o " c o n t e x t u a l i z e " h i s " l i v e d e x p e r i e n c e " , which 
g 

she d e f i n e s as e x p e r i e n c e t h a t cannot be c o n t e m p l a t e d , o n l y e n j o y e d . 

The d i a r y f o r m a t o f 'Moortown 1 s t r e s s e s t h e e x p e r i e n t i a l a s p e c t o f t h e 

e n t r i e s , i t p o i n t s t o t h e p o e t ' s g r o w i n g t r u s t i n h i s own p e r c e p t i o n s . 

But we must remember t h a t Hughes has n o t l o s t i n t e r e s t i n the " a b j e c t -

l e s s r a d i a n c e o f t h e S e l f " because he has fou n d a s t a b l e p l a t f o r m f o r 

h i s c o n s i d e r a t i o n o f t h e p h y s i c a l w o r l d . 

Both Hughes and Bodkin b r i n g p r i v a t e e x p e r i e n c e and i t s c o n t e x t -

u a l i z a t i o n t o g e t h e r under t h e chaperonage o f I m a g i n a t i o n , which f o r 

Bodkin l e a d s t o "awareness" and f o r Hughes the same k i n d o f h e i g h t e n e d 

p e r c e p t i o n he admires i n t h e shaman., Where Bodkin uses a word, Hughes 

sees a man. H i s t h e o r y f o l l o w s p r a c t i c e and g i v e s him t h e a u d a c i t y t o 
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make a f a r m i n g d i a r y p a r t o f a s p i r i t u a l a d v e n t u r e . I t i s Hughes's 

a t t i t u d e t o i m a g i n a t i o n t h a t makes d i a r y and q u e s t p a r t o f t h e same 

p o e t i c f a b r i c . I n h i s 1976 essay on 'Myth and E d u c a t i o n ' he suggests 

t h a t most p e o p l e e i t h e r have a r e a l l y weak or an i n a c c u r a t e i m a g i n a t i o n , 

w h i c h he d e f i n e s as " s h a r p n e s s , c l a r i t y and scope o f t h e m e n t a l eye" 

and t h a t we have r a r e f l a s h e s o f such c l a r i t y , f l a s h e s w h i c h can be 

d i s c i p l i n e d by m e n t a l e d u c a t i o n . He t h e n asks "why i s n ' t t h e s h a r p , 

c l e a r , o b j e c t i v e eye o f t h e mind as adequate f o r t h i s w o r l d ( t h e i n n e r 
10 

w o r l d ) as i t i s f o r t h e o t h e r more o b v i o u s l y o u t e r w o r l d ? " Hughes 

p o r t r a y s t h e i m a g i n a t i o n as h a v i n g a beam which can be p o i n t e d outwards or 

i n w a r d s t o i l l u m i n a t e , b u t he f e e l s t h a t we have r e t r e a t e d from t h e i n n e r 

w o r l d because o f i t s c o m p l e x i t y and danger: 
I n t h e end, s i n c e a l l our a t t e n t i o n from b i r t h has been narrowed 
i n t o t h a t outward beam, we come t o r e g a r d our body as no more 
th a n a somewhat s t u p i d v e h i c l e . A l l the u r g e n t i n f o r m a t i o n 
coming towards us from t h a t i n n e r w o r l d sounds t o us l i k e a 
b l a n k , o r a t b e s t t h e o c c a s i o n a l g r u n t , o r a t w i n g e . Because 
we have no equipment t o r e c e i v e i t and decode i t . The body, 
w i t h i t s s p i r i t s , i s t h e antennae o f a l l p e r c e p t i o n s , t h e r e c ­
e i v i n g a e r i a l f o r a l l w a v e l e n g t h s . But we a r e d i s c o n n e c t e d . The 
e x c l u s i v e n e s s o f our o b j e c t i v e eye, t h e v e r y s t r e n g t h and b r i l l ­
i a n c e o f our o b j e c t i v e i n t e l l i g e n c e , s u d d e n l y t u r n s i n t o 
s t u p i d i t y - o f t h e most r i g i d and s u i c i d a l k i n d . ^ 

As a p r o p o n e n t o f t h e d u a l use o f t h e i m a g i n a t i v e f a c u l t y , the 

" m e n t a l eye", Hughes has sought t o w r i t e p o e t r y which e x e r c i s e s and 

e d u c a t e s b o t h a s p e c t s o f t h e i m a g i n a t i o n , p a r t i c u l a r l y s t r e s s i n g t h e i r 

i n t e r d e p e n d e n c e . Now we can u n d e r s t a n d why Hughes t a l k s a b out poems 

as i f they were s p e l l s , s i n c e i f a normal d e s c r i p t i v e poem can changB 

t h e way we l o o k a t t h i n g s , making us more aware and making us l o o k 

more s h a r p l y , t h e n a poem which adds t h e e x t r a d i m e n s i o n o f t h e i n n e r 

w o r l d w i l l s harpen our p e r c e p t i o n o f t h a t w o r l d as w e l l . I t c o u l d be 

s a i d , t h e r e f o r e , t h a t a l m o s t a l l o f Hughes's poems a r e ' s p i r i t u a l ' i n 

t h e w i d e s t sense. Speaking o f " O r f and ' vFebruary 1 7 t h ' Hughes says 

t h i s : 
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The m a g i c a l o p e r a t i o n o f these l a s t poems, I i m a g i n e , can bs 
guessed from t h e e f f e c t each one would have on us i f , say, we 
opened a book a t random, a s k i n g t o be shown our f o r t u n e . I f 
we came on t h e poem about t h e s i c k lamb, or t h e d i s a s t r o u s 
b i r t h , we would be downcast, maybe, o r maybe r e a l l y d e p r e s s e d , 
a c c o r d i n g t o our r e s i l i e n c e . Imagine h a v i n g a dream a b o u t 
e i t h e r o f these t h i n g s . (Norwich Tape) 

To Hughes these poems a r e m a g i c a l because they s t i r up t h e i n n e r 

w o r l d e i t h e r i n p a i n or i n j o y . The e f f e c t on the reader o r l i s t e n e r 

i s a l l - i m p o r t a n t , t h e v i o l e n c e t h a t s u r f a c e s so e a s i l y i n Hughes's 

p o e t r y an a t t e m p t t o breach t h e w a l l o f numbness we have around our 

i n n e r s e l v e s , a w a l l r e i n f o r c e d by t h e anaesthetic o f t h e t e l e v i s i o n 

s e t J ' 

The f i r s t poem i n t h e 'Ploortown' sequence, 'Rain', shows us t h e 

w o r l d o f c a t t l e who l a c k a l l our access t o t h e i n n e r w o r l d and must 

i n h a b i t t h e c o m f o r t l e s s o u t e r w o r l d o f r a i n and mud: 

... Nowhere they can go 
I s l e s s u n c o m f o r t a b l e . The brimming w o r l d 
And the p o u r i n g sky a r e t h e o n l y p l a c e s 
For them t o be ... ( p . 16) 

S u r p r i s i n g l y , though, the poet seems t o envy them s i n c e l i k e t h e hawk 

i n 'Hawk R o o s t i n g * they have no " f a l s i f y i n g dreams" t o t r o u b l e them. 

They have no c o n f l i c t except w i t h t h e i r e n v i r o n m e n t , fenced i n y e t f r e e 

f rom t h e t e n s i o n s o f human awareness. They i n h a b i t a s i n g l e , h o l i s t i c 

u n i v e r s e , u n a v a i l a b l e t o memory and c o n s c i e n c e . T h i s p o i n t i s d e e p l y 

embedded i n a l l t h e 'Cloortown' poems as i t i s i n a l l t h e a n i m a l r e f e r ­

ences i n Gaudete. but i t i s t h e r e f o r us t o uncover. Hughes wants us 

t o e x e r c i s e our f a c u l t i e s t o g e t h e r w i t h him. Thus he sweeps us headlong 

i n t o t h e e n v i r o n m e n t t h a t i s h i s " l i v e d e x p e r i e n c e " and which he o f f e r s 

t o 9hare w i t h us. 

The sense o f b e i n g ' o u t s i d e ' i s overwhelming i n 'Rain', t h e i n i t i a l 

a p p e a l b e i n g made t o our sense o f s i g h t : 

... Every m u t i l a t e d l e a f t h e r e 



234 

Looks l i k e a f r o g or a r a i n e d - o u t mouse. C a t t l e 
W a i t under black e n e d backs. We d r i v e p o s t - h o l e s . ( p . 15) 

The tone i s l a c o n i c , t h e hythm d e r i v e d from t h e o n l y sounds a v a i l a b l e , 

t h e " D u l l r o o f - d r u m m i n g " and t h e hammering o f r a i n on t h e ro a d s . The 

o n l y movement i n the poem b e f o r e the l a s t t e n l i n e s i s t h a t o f t h e 

human b e i n g s . I t i s as i f t h e men a r e mesmerized by the r a i n and t h e 

monotony o f t h e i r work so t h a t i t t a k e s an a p p r e c i a b l e amount o f time 

b e f o r e t h e v a r i o u s b i r d s a r e n o t i c e d . 

'Rain' i s an o u t s t a n d i n g poem i n t h a t i t c a p t u r e s a sense o f 

space w i t h o u t a dependence on images o f movement. The poem d e r i v e s i t s 

s t r e n g t h s f r o m i n t e r n a l o p p o s i t e s , t h e v i s t a o f t h e " H i l l s w a l l o w i n g " 

c o n t r a s t e d w i t h the w i t h d r a w a l o f t h e c a l v e s who "Wait deep beneath 

t h e i r s p i n e s " ; t h e sense o f a v i s i t a t i o n from " o f f - w o r l d " and t h e p r o ­

s a i c a c t i v i t y o f b o t h man and b e a s t ; t h e men and a n i m a l s t r a p p e d by t h e 

r a i n , t h e b i r d s i n f l i g h t , c l a u s t r a p h i a . a n d space, mud and r a i n . 

Between a l l o f these p o l a r i t i e s t h e r e i s i n t e r - a c t i o n i n t h e same way 

t h a t t h e r a i n makes t h e mud y e t does n o t become i t . The whole poem i s 

a d i a l e c t i c between w o r l d s . 

I n t h e ' r e a l ' w o r l d b o t h man and beast a re p o r t r a y e d as v i c t i m s , 

w h i l e t h e b i r d s , s i n c e they a re not t i e d t o the e a r t h , do not have t o 

endure i t s b u rden. I n 'Rain' both t h e persona and the c a t t l e a r e a t 

t h e mercy o f t h e mud. I n 'Dehorning' t h e cows a r e s y m b o l i c a l l y mastered 

by the men, w h i l e i n 'Poor B i r d s ' , t h e b i r d s d e s p i t e t h e i r d i s c o m f o r t 

a r e exposed t o t h e t r a n s c e n d e n t , " E l e c t r o d e s o f s t a r s " and t h e 

"Machinery o f heaven". They a r e making the t w o - f o l d j o u r n e y , exper­

i e n c i n g a t t h e same t i m e t h e r e a l i t y o f the "sodden t w i g s " and o f t h e i r 

dreams o f heaven. 

T h i s i s t h e o n l y poem i n 'Moortown' where t h i s r u l e i s e x p l i c i t , 

u n l i k e numerous examples t h a t we w i l l e ncounter i n Remains o f Elmet 
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where t h e s n i p e a r e compared t o shamans, t h e i r wings t h e drums by which 

t h e y f l y f r o m e a r t h t o heaven. (Note t h e r e s o l u t i o n o f 'Rain' where 

t h e s n i p e f l y over " i n v i s i b l e i n t h e dusk", y e t s t i l l a u d i b l e . ) Hughes, 

who w i l l a t t e m p t a cosmology based on Nature i n Remains o f Elmet. i s i n 

'Moortown 1 l a y i n g o u t t h e n a t u r a l o r d e r t h a t i n h a b i t s such a w o r l d . I t 

i s based on b e i n g a v i c t i m . Man and a n i m a l a r e both c o m p l e t e l y a t t h e 

mercy o f t h e elements. The b i r d s have a degree o f accomodation w i t h t h e 

w e a t h e r , p a r t i c u l a r l y t h e w i n d , y e t a r e t h e most l i k e l y t o d i e i n t h e 

snow. The d o m e s t i c a n i m a l s have t h e i r accomodation w i t h Man who g i v e s 

them f o o d , c o v e r and a s s i s t a n c e a t b i r t h , y e t they a r e a t h i s mercy. 

Man can c r e a t e a "new o r d e r " as i n 'Dehorning', a dangerous a b i l i t y 

t h a t b r o u g h t about t h e o t h e r New Order, Nazism. 

There i s no g u i l t i n what Nature does, but i t i s i m p l i c i t i n t h e 

works o f man. T h i s g u i l t s u r f a c e s i n poems which d e a l w i t h t h e mastery 

o f a n i m a l s , 'Dehorning', 'Ravens', 'Sheep 2', 'A Memory' and t h e two 

poems about a u c t i o n s examine t h e d i f f e r e n t a s p e c t s o f such mastery and 

i t s consequences. I t i s i s o l a t e d as an e s s e n t i a l l y male i m p u l s e . The 

woman i n 'She has come t o pass' spends a whole day a t t h e a u c t i o n and 

d e p a r t s a f t e r b i d d i n g f o r a b u l l " r e l i e v e d she had l o s t i t , so,/As from 

a j o b w e l l done." I f t h i s woman i s t a k e n t o be Hughes's w i f e , Carols 

we have a v e r y s t r o n g correspondance w i t h t h e Holroyds i n Gaudete. The 

husband i s t h e dehorner, h i s w i f e the a d m i r e r o f t h e b u l l , who i s 

c a l l e d "Her b u l l " . 1 3 

I n 'Sheep' and 'A Memory' i t i s the sh e e p - s h e a r i n g t h a t symbolizes 

human dominance. Here the b e n e f i c i a l s i d e i s a p p a r e n t , so i t i s no 

s u r p r i s e t o see Jack Orchard the c e n t r a l f i g u r e i n t h e l a t t e r poem. 

But t h e r e i s a l s o a n o t h e r s i d e t o human r e s p o n s i b i l i t y , t h a t s e t f o r t h 

i n 'Ravens'. Here the man must e x p l a i n t o the c h i l d : 
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.. <> I e x p l a i n 
That i t d i e d b e i n g b o r n . We s h o u l d have been h e r e , t o 
h e l p i t . 
So i t d i e d b e i n g b o r n . "And d i d i t c r y ? " you c r y . 
I p i c k up t h e d a n g l i n g greasy w e i g h t by t h e hooves s o f t as 

dog's pads 
That had t r o d d e n o n l y womb-water 
And i t s raven-drawn s t r i n g s d a ngle and t r a i l , 
I t s l o o s e head j o g g l e s , and " D i d i t c r y ? " you c r y a g a i n . 
I t s t w o - f i n g e r e d f e e t s p l a y i n t h e i r s k i n between the 

p r e s s u r e s 
Of my f i n g e r and thumb. And t h e r e i s a n o t h e r , 
J u s t b o r n , a l l b l a c k , s p l a y i n g i t s t r i p o d , i n c h i n g i t s new 

p o i n t s 
Towards i t s mother, and t e s t i n g t h e note 
I t f i n d s i n i t s mouth. But you have eyes now 
Only f o r t h e t a t t e r e d bundle o f throwaway lamb. 
"Did i t c r y ? " you keep a s k i n g , i n a t h r e e - y e a r - o l d 

f i e l d - w i d e 

P i e r c i n g p e r s i s t e n c e . "Oh yes" I say " i t c r i e d . " ( p . 38) 

The f a r m e r i s always f a c e d w i t h t h i s h a r s h k i n d o f cause and e f f e c t . 

Lambs d i e i n d i r e c t p r o p o r t i o n t o the t i m e spent by t h e shepherd away 

fro m t h e f l o c k . An ewe w i l l g i v e b i r t h i n t o a p u d d l e o r a sudden 

s q u a l l w i l l overwhelm a lamb's defences. 

'February 1 7 t h ' shows an o t h e r s i d e o f the f a r m e r ' s r e s p o n s i b i l i t y , 

t h e a c c o u n t a b i l i t y o f b e i n g i n charge. The " h a c k e d - o f f head" o f t h e 

dead lamb i s a b l a c k reminder o f t h i s . There i s i r o n y t o o , s i n c e t h e 

s e v e r e d head i s a symbol o f mastery - f o r i n s t a n c e among t h e p l a i n s 

I n d i a n s o f N o r t h America who used t o i m p a l e a b u f f a l o ' s head on a s t a k e 

as a p r o o f o f t h i s . The events o f 'February 1 7 t h ' a r e a r e m i n d e r t h a t 

thB human b e i n g i s n o t t h e u l t i m a t e master and cannot always d e c i d e 

w h i c h a n i m a l s l i v e or d i e , i n c o n t r a s t t o the Animal Master myth. 

' B i r t h o f Rainbow' i s a c l e a r s t a t e m e n t o f t h i s . A f t e r t h e b i r t h o f a 

lamb i n a March h a i l s t o r m , the f i n a l comment must be -"... We g o t t o 

c o v e r . / L e f t t o God t h e c a l f and h i s mother." ( p . 45) 

I n 'Moortown' b i r t h and d e a t h , l i k e r a i n , wind and snow a r e beyond 

t h e l i m i t s o f human a u t h o r i t y . On t h e one hand i s t h e e x p e r i e n c e o f 

' S t r u g g l e ' , on t h e o t h e r t h a t o f ' S u r p r i s e ' . I n the f o r m e r t h e c a l f i s 
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unable t o s u r v i v e t h e " g r u e l l i n g j o u r n e y " he has made from t h e womb, 

d e s p i t e human a s s i s t a n c e ; w h i l e i n ' S u r p r i s e ' t h e d i a r i s t j u s t happens 

t o n o t i c e "A g l i s t e n i n g / H a n g i n g sheet o f b l u e - b l a c k " under t h e t a i l o f 

a g r a z i n g cow: 

... Suddenly 
The apron s l i t h e r e d , and a whole c a l f ' s 
B u t t o c k s and h i n d - l e g s - whose head and f o r e f e e t 
Had been h i d d e n from me by a n o t h e r cow -

Toppled o u t o f i t s mother, and c o l l a p s e d on t h e ground. ( p . 34) 

The same eve n t i s shown as both h e r o i c t r a g e d y and comic p r a t - f a l l . 

One c a l f t a k e s on p e r s o n a l i t y and death t o g e t h e r and " d i e d c a l l e d 

S t r u g g l e . / S o n o f P a t i e n c e " - t h e o t h e r l i v e s , h a v i n g t u r n e d from "an 

anomalous/Blue p l a s t i c a p r o n " i n t o a newborn " j e l l y " , c h a r a c t e r l e s s b u t 

a l i v e . 

Hughes sees i n S t r u g g l e t h e same w i l l i n g n e s s t o b a t t l e a g a i n s t t h e 

odds t h a t he admires i n t h e E a s t e r n European p o e t s . Something i s 

i n c a r n a t e i n S t r u g g l e t h a t i s n o t p r e s e n t i n the o t h e r c a l f . He i s 

d e s c r i b e d as l y i n g " l i k e a p i e t a C h r i s t " ; a p i e t a b e i n g a p i c t u r e o f t h e 

V i r g i n Wary h o l d i n g i n her arms the dead C h r i s t . But t h e c a l f i s t h e 

s u f f e r i n g "Son o f P a t i e n c e " - n o t t h e s u f f e r i n g Son o f God. 

S t r u g g l e ' s b i r t h i s a s p i r i t u a l e v e n t , the p a i n i t s v a l i d i t y , a 

p o i n t r e f l e c t e d i n t h e Floortown poem 'A god': 
P a i n was p u l l e d down over h i s eyes l i k e a f o o l ' s h a t . 
They pr e s s e d e l e c t r o d e s o f p a i n t h r o u g h t h e p a i r i e t a l s . 

He was h e l p l e s s as a lamb 
Which cannot be born 

Whose head hangs under i t s mother's anus. ( p . 156) 

T h i s image i s used t o commence a d e s c r i p t i o n o f a c r u c i f i x i o n , t h a t o f 

man as C h r i s t , showing t h e same brave response and " g r u e l l i n g j o u r n e y " 

as i n 'February 1 7 t h ' , t h e d i f f i c u l t b i r t h c e n t r a l t o both poems. 

I n a l l t h r e e o f t h e above poems t h e p r o t a g o n i s t s a r e t r a n s f o r m e d 

by p a i n and d e a t h . S t r u g g l e r e c e i v e s a name, l i k e a s u c c e s s f u l i n i t i a t e 
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i n some A u s t r a l i a n or Red I n d i a n r i t e . The man i n 'A god' has been 

changed i n t o something d i f f e r e n t a l t h o u g h he does n o t know what he has 

"become". The lamb i n 'February 1 7 t h ' becomes a s p i r i t who haunts t h e 

c o n s c i o u s n e s s o f t h e a u t h o r and who has g a i n e d t h e whole w o r l d f o r a 

body. "The meek s h a l l i n h e r i t the e a r t h " - i n a n i m i s t i c r a t h e r t han 

C h r i s t i a n t e r m s . 

T h i s l a s t poem i s a good example o f the way Hughes has a l t e r e d h i s 

use o f m y t h i c themes. I f a r c h e t y p e s do e x i s t i n t h e human mind, t h e 

image o f t h e severed head would w e l l q u a l i f y as one. I t o c c u r s i n con­

t e x t s as d i v e r s e as t h e myth o f Orpheus or a n o v e l by I r i s Murdoch, o u t ­

s i d e a New Guinea t r i b a l camp or T r a i t o r ' s Gate a t the Tower o f London, 

i n Science F i c t i o n ( c f . Bob Shaw's Dagger of t h e Mind) or i n a h o r r o r 

s t o r y l i k e Hughes's own 'The Head'. 

Hughes has h i m s e l f a l r e a d y used t h e image i n 'Crow P a i n t s H i m s e l f 

i n t o a Chinese M u r a l ' , where t h e whole w o r l d i s p o r t r a y e d as: 

The mauled, b l o o d - p l a s t e r e d , b o d i l e s s head o f a p l a n e t 
T r y i n g t o speak, 
Lopped b e f o r e b i r t h 
R o l l e d o f f i n t o space, w i t h mouth smashed 
And tongue s t i l l moving 
To f i n d mother, among t h e s t a r s and the b l o o d - s p i t t l e , 
T r y i n g t o c r y - (Crow, p. 79) 

The f i r s t s i m i l a r i t y between t h i s and 'February 1 7 t h ' i s t h e l i n k w i t h 

t h e e a r t h , t h e lamb "With a l l e a r t h f o r a body." The second i s t h a t 

b o t h t h e lamb and the p l a n e t have had t h e i r heads "Lopped b e f o r e b i r t h . " 

The d i f f e r e n c e i s t h a t i n Crow the severed head i s an image o f d e s p a i r 

d e p i c t i n g a m u t i l a t e d e a r t h , w h i l e i n 'Moortown', a l t h o u g h severed, t h e 

lamb's head r e c e i v e s a new body. The r e s u l t i n t h e l a t t e r poem i s one 

o f r e g e n e r a t i o n , n o t w i t h s t a n d i n g t h e i r o n i c comment on the Animal 

M a s t e r myth t h a t has a l r e a d y been mentioned. The head i n 'February 1 7 t h ' 

i s l i k e t h a t o f Orpheus wh i c h f l o a t s down one o f t h e r i v e r s o f Hades t o 

j o i n a new body a t t h e o t h e r end. The whole Or p h i c myth i s one o f p a i n 
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and s e p a r a t i o n l e a d i n g t o r e s t o r a t i o n ( a s we see i n Gaudete). w h i l e t h e 

p e r s p e c t i v e t h a t dominates 'Crow P a i n t s H i m s e l f i n t o a Chinese P l u r a l ' 

i s t h a t o f R o s i c r u c i a n pessimism - t h e poem be i n g a rescued f r a g m e n t 

o f Hughes's p l a y The D i f f i c u l t i e s o f a Bridegroom, h i s a d a p t a t i o n o f 

t h e sev/enteenth c e n t u r y The Chemical Wedding o f C h r i s t i a n Rosencreutz 

(see Chapter 4. p, 170). This work t r i e s to show " t h e processes o f 
14 

r e g e n e r a t i o n and change w i t h i n the s o u l " , b u t t h e r e i s always t h e under­

l y i n g f r u s t r a t i o n t h a t a l t h o u g h i n t h e o r y "sponsus" and "sponsa" become 

one, base m e t a l s t i l l does not become gold'. T h i s f e e l i n g was a l s o 

t r a n s f e r r e d i n t o Eat Crow, which was t h e h e r a l d o f the whole Crow 

p r o j e c t . 
The a m b i g u i t y o f t h e severed head i s most c l e a r l y seen i n t h e 1978 

1 5 

s t o r y 'The Head'. I t t e l l s the s t o r y o f two h u n t e r s , b r o t h e r s , who s e t 

o u t t o h u n t i n a v a l l e y where a huge c o n g r e g a t i o n o f a n i m a l s forms 

every t h i r t y y e a r s . They a r e warned by the S l o t t t r i b e t h a t t h i s 

g a t h e r i n g i s taboo and " t h e Lord of t h e a n i m a l s would s t r i k e h i s body 

dead, r i p h i s head o f f and s k i n i t and l e a v e i t , o r he would do t h e 

same t o h i s s p i r i t . " D e s p i t e t h i s w a r n i n g t h e s l a u g h t e r commences, 

and c o n t i n u e s unabated u n t i l t h e n a r r a t o r i t c o n f r o n t e d by a w s l f . " I t 

o c c u r r e d t o me t h a t I was being l o o k e d a t by a sage, one who knew how t o 

l i v e . C l e a r l y t h i s w o r l d belonged t o him." He k i l l s t h e w o l f b u t i s 

so s i c k e n e d by h i s a c t i o n t h a t he w i l l n o t hunt a g a i n . 

That n i g h t t h e n a r r a t o r sees " t h e shawled f i g u r e o f a woman bowed 

low ove r our s k i n n e d v i c t i m s as b e f o r e an a l t a r . " I t now becomes 

a p p a r e n t t h a t h i s D r o t h e r has been maddened by h i s u n c o n t r o l l a b l e b l o o d -

l u s t , and has k i l l e d and d e c a p i t a t e d t h e i r g u i d e . The n e x t n i g h t t h e 

murderous b r o t h e r i s t o r n a p a r t by some unknown c r e a t u r e though h i s 

s k i n n e d head l i v e s on. The s u r v i v i n g b r o t h e r t a k e s t h e head back t o 

t h e S l o t t v i l l a g e where he i s f o r c e d t o f i g h t t h e head which has grown 
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wings and t a l o n s . He succeeds, b u t a t the coup de grace the t h i n g 

becomes a l i v i n g s i l e n t woman. " I n t h e end I m a r r i e d her and never 

h u n t e d a g a i n . " 

Here, as i n the poems, t h e head i s a d u a l symbol - o f judgement 

upon man f o r h i s murder o f N a t u r e , and o f t h e p o s s i b i l i t y o f peace 

w i t h Nature i n m a r r i a g e t o t h e s i l e n t woman. Hughes b e l i e v e s t h a t 

N a t u re w i l l never g i v e up on man. There i s always room f o r hope s i n c e 

she always seeks t o woo us and r e - e d u c a t e us: 

N a t u r e ' s o b s e s s i o n , a f t e r a l l , i s t o s u r v i v e . As f a r as she 
i s concerned, every new baby i s a c o m p l e t e l y f r e s h s t a r t . 
I f w e s t e r n i z e d , c i v i l i z e d man i s s t i l l open t o c o r r e c t i o n , 
presumably she w i l l c o r r e c t him. I f he i s n o t open enough, 
she w i l l s t i l l make t h e a t t e m p t . " ^ 

On t h i s b a s i s 'February 1 7 t h ' i s an o f f e r o f hope as w e l l as a w a r n i n g . 

Deep i n t h e poem i s t h e i m p l i c i t p o i n t t h a t what Nature w i l l do f o r 

lambs she can do f o r men. 

Hughes seems t o have t h r e e major aims i n 'Ploortown' j t o p u t man i n 

c o n t e x t , t o show a n i m a l v i t a l i t y and how i t can a f f e c t human b e i n g s , t o 

show t h e e s s e n t i a l hope t h a t pervades the n a t u r a l w o r l d . I n essence 

t h e s e poems a r e as much about humanity as about a n i m a l s . 'Feeding o u t -

w i n t e r i n g c a t t l e a t t w i l i g h t ' e x e m p l i f i e s t h i s , p u t t i n g man i n h i s p l a c e . 

The dominant f o r c e i s n o t man b u t t h e w i n d , which has a k i n d o f s u p e r n a t u r a l 

power. I t can even g e t " i n s i d e t h e h i l l " , l i k e t h e I r i s h l i t t l e f o l k 

a r e supposed t o be a b l e t o do. Again we are shown a microcosm o f a 

w o r l d i n c o n f l i c t , b u t t h i s t i m e i t i s a wood, not a c a l f , as the f o c u s 

o f t h e s t r u g g l e . The wood and the cows a r e both v i c t i m s , the d i f f e r e n c e 

b e i n g i n t h e i r response. The wood i s near t o p a n i c but the c a t t l e s t a n d 

l i k e n a i l s h o l d i n g down the r o o f o f the h i l l . The wood i s t e r r o r i z e d 

by t h e wind b u t t h e cows a r e i n s p i r e d : 

... The wind 
Has g o t i n s i d e t h e i r w i n t r y b u f f a l o s k i n s , 
T h e i r w i l d wooly b u l k - h e a d s , t h e i r f i e r c e , j o y f u l b r e a t h i n g s 
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And the r e c k l e s s s t r e n g t h o f t h e i r necks. 
What do they c a r e , t h e i r hooves 

Are knee-deep i n porage o f e a r t h - ( p . 22) 

Because t h e cows a r e p a r t o f t h e e a r t h they can be i n s p i r e d by 

t h e w i n d , a c c e p t i n g an i n v i t a t i o n t h a t i s a l s o extended t o the humans 

i n 'New Year e x h i l a r a t i o n ' . "The w o r l d ' s being/Swept c l e a n ... 

E x h i l a r a t i o n / L a s h e s e v e r y t h i n g . " Here the response i s no l o n g e r the 

c r y o f Crow, b u t r a t h e r l a u g h t e r . " I t n e a r l y / B l e w me up the chymbley." 

These humans and t h e c a t t l e they t e n d have l e a r n t t o f i t i n w i t h the 

e l e m e n t s and n o t t o be ground down between sky and h i l l s . Thus the 

cows " g r u n t h a p p i l y " and t h e humans laugh w h i l e : 

... The powers o f h i l l s 
Hold t h e i r b r i g h t f a c e s i n the w i n d - s h i n e . 
The h i l l s a r e being honed.... ( p . 25) 

I n b o t h poems t h e l a n d s c a p e i s made a f o c u s o f wonder, summoned 

up by t h e s p e l l o f the p o e t ' s words. The h i l l s a r e i n h a b i t e d by 

s p i r i t s ; t h e new moon r i d e s the sky as i f i t were a sea. The c a t t l e 

s t a n d on t h e edge o f a f l a t e a r t h , " t h e near edge/Where t h e w o r l d 

becomes w a t e r . " L i k e t h e farmer i n 'Crow H i l l ' , t h e house i n 'Wind', 

t h e t r e e s i n Remains o f Elmet, they a r e the j o i n between two w o r l d s . 

Snow i s shown i n t h e same dominant r o l e : 
Snow smoking as the f i e l d s b o i l 

The b u l l weeps. 
The t r o u g h s o l i d i f i e s . 
The cock pheasant has f o r g o t t e n h i s d a u g h t e r s . 
The f o x c r o s s e s m i d - f i e l d , c a r e l e s s o f a q u i t t a l . 
Twigs cannot pay t h e i n t e r e s t . 
The f a r m - r o o f s s i n k i n t h e w e l t e r a g a i n , l i k e a whale's f l u k e . 
Sheep fade humbly. 
The owl c r i e s e a r l y , b r e a k i n g p a r o l e , 
W i t h i c i c l e s d a r k e n i n g w i t n e s s . 

Each a n i m a l , t r o u g h and farm t o o , i s changed by t h e snow, h i g h l i g h t e d 

a g a i n s t i t s w h i t e n e s s and t h e n l o s t i n the m i s t . The t i t l e l i n e i s a 

poem i n i t s e l f , s e t t i n g t h e scene f o r both t h e r e s t o f t h e poems and 

a l s o ' B r i n g i n g i n new c o u p l e s ' . 
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I n ' Snou/ smoking as t h e f i e l d s b o i l 1 t h e snow i s a t y r a n t . I n t h e 

f o l l o w i n g poem we a r e t o l d about h i s campaign o f conquest, humans and 

sheep r e t r e a t i n g b e f o r e him. The snow i s a "mean snow/Fiery c o l d , " 

r o l l i n g a c r o s s t h e c o u n t r y s i d e l i k e t h e Norse F i m b u l w i n t e r - t h e 

w i n t e r t h a t i s r e l e a s e d a t t h e end o f t h e w o r l d . I n 'Couples under 

c o v e r ' w i n t e r s c orches t h e oaks w i t h " w h i t e f i r e - s n o w " as they a t t e m p t 

"a h i l l t o p / H e l p l ess s e l f - d e f e n c e " u n t i l they a r e eras e d . L i k e w i s e t h e 

snow erases a l l t r a c e o f t h e deer i n 'Roe—deer': 

The snow took them and soon t h e i r nearby h o o f p r i n t s as w e l l 

R e v i s i n g i t s dawn i n s p i r a t i o n 
Back t o t h e o r d i n a r y . ( p . 3 l ) 

The deer a r e p o r t r a y e d as w i n t e r ' s s e c r e t a g e n t s . They r e q u i r e a 

"password" o r a " s i g n " . Even t h e i r n a t u r e i s a " s e c r e t deerhood". They 

a r e a l s o l i k e s p i r i t s , i n v i t i n g t he watcher t o go w i t h them i n t o t he 

h i d d e n w o r l d behind the " c u r t a i n " - a c u r t a i n l i k e t h a t s e p a r a t i n g t h e 

p e o p l e f r o m t h e Holy o f H o l i e s i n t h e Jewish t e m p l e . The v i s i o n o f 

t h i s poem i s t o break down t h e b a r r i e r between t h e sacred and t h e p r o ­

f a n e . L i k e t h e wind and the r a i n t h e snow sends i t s s p i r i t - h e l p e r s 

a b r o a d , as i f Nature was p u t t i n g up s i g n p o s t s t o d i r e c t us toward h e r . 

These g u i d e s p e r f o r m the same task as t h e Scarecrow S w i f t i n Cave B i r d s 

who l e a d s t h e p r o t a g o n i s t onwards t o m a r r i a g e and communion w i t h t h e 

f e m a l e . 

But a l t h o u g h t h e snow i l l u m i n a t e s t h e i n n e r l i f e i t remains an 

enemy o f t h e o u t e r one. W i n t e r ' s h o s t i l i t y t o man can be seen i n 

' T r a c t o r ' , and i t does f a r worse t o t h e a n i m a l s - as i n 'Last n i g h t ' 

where "The N o r t h wind b r o u g h t t h e w o r s t c o l d / O f t h i s w i n t e r " and k i l l e d 

two lambs. But t h e r e i s a way i n which w i n t e r s t r e n g t h e n s as w e l l as 

k i l l s , as we see i n 'Couples under c o v e r ' . Here t h e c o m b i n a t i o n o f t h e 

f o r c e o f n a t u r a l s e l e c t i o n and human a t t e n t i o n p r e p a r e s t h e lambs, who: 
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W i l l t o s s o u t i n t o t h e snow, i m p e r i s h a b l e 
L i k e t r a w l e r s , bobbing i n gangs, w h i l e o t h e w o r l d 

W e l t e r s unconscious i n t o w h i t e n e s s . ( p . 33) 

On t h e Norwich t a p e , b e f o r e r e a d i n g t h i s poem Hughes t e l l s us t h a t " I n 

bad snowy a e a t h e r lambs o f t e n d i e o f exposure, b u t i f t h e y ' r e k e p t 

under cower f o r a day or two, n o t l o n g e r , t h e y g e t over t h e i r f i r s t 

weakness and become very t o u g h . " 

T h i s toughness el u d e s t h e human being who must wear "armour g l o v e s " 

whose f e e t , b u t t o c k s and f i n g e r s a r e t o r t u r e d by t h e c o l d . Even the 

t r a c t o r i s s u p e r i o r i n t h i s r e s p e c t . "At w h i t e h e a t o f numbness i t 

s t a n d s / i n t h e aimed h o s i n g o f g r o u n d - l e v e l f i e r i n e s s . " As has a l r e a d y 

been s t a t e d , t h i s i s a poem about human mastery, b u t i t , l i k e 

'February 1 7 t h ' , i s a l s o about human weakness. The p o e t ' s r e l a t i o n s h i p 

t o t h e t r a c t o r which i s " l i k e a demon", i s t h e same as t h a t o f a shaman 

t o a s p i r i t - i t being both h i s p o t e n t i a l h e l p e r and t h e a n t a g o n i s t 

t h a t he must b i n d t o h i s w i l l . W i t h o u t t h e t r a c t o r / s p i r i t he l a c k s 

power, s t a n d s a l o n e . 

T h i s poem p o i n t s us t o the a m b i g u i t y o f t h e f a r m e r ' s p o s i t i o n as 

bo t h master and s e r v a n t , r e s p o n s i b l e f o r t h e a n i m a l s y e t w o r k i n g i n a 

w o r l d where Nature has t h e f i n a l r e s p o n s i b i l i t y and a u t h o r i t y . He can 

master t h e t r a c t o r i n a way t h a t he cannot master t h e a n i m a l s . I n t h i s 

c o n t e x t , t h e t r a g e d y o f ' D r f seems t o be t h e c o n f l i c t between t h e 

f a r m e r ' s a u t h o r i t y and t h a t o f N a t u r e . Hughes s h o o t s t h e lamb t o spare 

i t f u r t h e r j p a i n , b u t i n d o i n g so ens l a v e s i t s s p i r i t . I t must ask h i s 

p e r m i s s i o n t o d e p a r t , g i v i n g him a too-heavy r e s p o n s i b i l i t y t h a t i t i s 

n o t h i s t a s k t o bear. 

I n c o n t r a s t we see i n ' L i t t l e r e d t w i n ' t h a t t h e preparedness t o 

l e a v e t h e c a l f "To her a n c e s t o r s " r e s u l t s i n her r e c o v e r y f r o m scour. 

The p i c t u r e h e r e i s one o f c o - o p e r a t i o n . The humans p r o v i d e g l u c o s e 

w a t e r and s a c k i n g , rescue her from t h e d i 9 c - h a r r o w , y e t i n t h e end: 
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... The s m e l l o f t h e mown hay 
Mixed by m o o n l i g h t w i t h d r i f t i n g s o f ho n e y s u c k l e 
And dog-roses and f o x g l o v e s , and a l l 
The warmed s p i c e s o f e a r t h 

I n t h e s a f e c a s k e t o f s t a r s and v e l v e t 

D i d b r i n g her t o morraing. And now she w i l l l i v e . ( p . 52) 

' B i r t h o f Rainbow' i s a n o t h e r poem t h a t reminds us t h a t man can o n l y do 

so much. The new-born a n i m a l s must always be f i n a l l y " L e f t t o God", 

Anothe r d i f f e r e n c e between ' O r f and t h e o t h e r poems mentioned i s 

t h e manner o f i t s c o m p o s i t i o n - i n t h a t i t was n o t w r i t t e n as a d i a r y 

e n t r y , s i n c e " i t wasn't f o r a week o r two t h a t I s a t down t o t r y and 

r e c o r d i t . A l r e a d y t h e i n c i d e n t had m i n g l e d w i t h memory and cons c i e n c e 
17 

and i t t r i e d t o become a poem." Memory c o r r u p t s t h e c e r t a i n t y o f the 

moment o f t h e s h o t t o b r i n g t h e same tone o f i m p o t e n t r e g r e t found i n 

t h e n u r s e r y rhyme t h a t 'Orf' echoes: 
"Who k i l l e d Cock Robin?" 
" I " , s a i d t h e sparrow, 
" W i t h my bow and ar r o w , 
I k i l l e d Cock Robin." 

Throughout 'Noortown' t h e r e i s a s t r o n g t e n s i o n between p e r s o n a l 

r e s p o n s i b i l i t y and what m i g h t be seen as Fate, o r God, o r Nature -

depending upon our own p e r s o n a l p e r s p e c t i v e . The p o e t h i m s e l f i s no 
1 8 

l o n g e r making t h e a t t a c k on t h e C a l v i n i s m o f h i s c h i l d h o o d t h a t can 

be seen i n Wodwo or h i s essay on Shakespeare. I n 'Moortown* Hughes has 

stopped r e a c t i n g a g a i n s t " t h e i r o n a r t e r i e s o f C a l v i n " ( " W a r r i o r s o f 

t h e N o r t h ' ) , and i s p r e p a r e d t o l o o k a t t h e o t h e r s i d e o f t h e c o i n o f 

human r e s p o n s i b i l i t y . He sees a w o r l d s i m i l a r t o t h a t o f t h e V i k i n g 

c u l t u r e s , where a c c o u n t a b i l i t y was a t w o - f o l d t h i n g , where a man f e l t a 

r e s p o n s i b i l i t y t o a c t and y e t s t i l l b e l i e v e d t h a t he was g o i n g t o h i s 

'wyrd'. I n poems l i k e ' O r f 1 and 'Ravens', as i n 'Cock Robin', a l t h o u g h 

each death i s an a c c i d e n t , some account must s t i l l be g i v e n . 

There i s a c o n s t a n t d i a l e c t i c t h r o u g h o u t 'Moortown', f o r m i n g a 
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p a t t e r n o f p o l a r i t i es t h a t i s t h e source o f t h e sequence's coherence 

and l i f e . j n e e x p l o r a t i o n o f such p a t t e r n s i s t h e c o r e o f Hughes's 
19 

w r i t i n g : 

To me - no m a t t e r what m e t a p h y s i c a l p e r s u a s i o n or d e f i n a b l e 
p h i l o s o p h y a poem may seem t o s u b s c r i b e t o - what i s unique 
and p r e c i o u s i n i t i s i t s h e a r t , t h a t i n n e r f i g u r e o f s t r e s s e s . 

These a r e t h e same s t r e s s e s t h a t e n e r g i z e mythology - t h e r e c o n c i l i a t i o n 

o f o p p o s i t e s , t h e coming t o terms w i t h t h e r e a l i t i e s o f human e x i s t ­

ence, t h e same s t r e s s e s t h a t we see worked o u t i n 'Floortown'. The a c t 

of f a r m i n g t a k e s t h e p l a c e o f the r i t u a l e x p r e s s i o n o f myth and t h e 

f a r m e r r e p r e s e n t s t h e c u l t i c i n i t i a t e : 

R i t u a l i s an e x p r e s s i o n t h r o u g h p r e s c r i b e d a c t s o f t h e wis h or 
need t o e x e r t power e i t h e r f o r b i d d e n or u n a t t a i n a b l e i n o r d i n a r y 
l i f e ... r i t u a l r e s u l t s i n both f a i l u r e and success. The 
i n i t i a t e somehow knows t h a t he w i l l never q u i t e c o n t r o l t h e 
seasons, t h e gods, or d e a t h , f o r these are a f t e r a l l terms naming 
th e c o n d i t i o n s o f l i f e , b ut i n a deeper sense he i s v i c t o r i o u s , 
f o r he has n o t o n l y e x h i b i t e d h i s hid d e n and perhaps f o r b i d d e n 
wishes r e g a r d i n g such m y s t e r i e s , he has a l s o r e v e a l e d and l e a r n ­
ed something about h i m s e l f , and i n so doing has d e f i n e d and 
c o n t r o l l e d a chaos w i t h i n . ' 

The above e x t r a c t from L i l l i a n Fader's A n c i e n t Flyth i n Modern P o e t r y has 

e q u a l r e l e v a n c e t o t h e f a r m i n g w o r l d o f 'Moortown'. The fa r m e r has power, 

a power o f l i f e and death over h i s a n i m a l s such as o n l y t h e h u n t e r a l s o 

p o ssesses. As we have a l r e a d y seen t h e farmer i s success and f a i l u r e , 

m aster and s e r v a n t . The farmer i s a l s o i n a p o s i t i o n o f s e l f - d i s c o v e r y . 

I n 'Moortown' t h e r e i s a p e r s o n a l a t t e m p t b e i n g made a t an e q u i l i b ­

r i u m between t h e o u t e r and i n n e r w o r l d . Hughes has s a i d t h a t h i s poems 

a r e " a t t e m p t s t o pro v e t h e r e a l n e s s o f t h e w o r l d , and o f m y s e l f i n t h i s 
22 

w o r l d , by e s t a b l i s h i n g t h e r e a l n e s s o f my r e l a t i o n t o i t . " T h i s 

h e l p s us t o u n d e r s t a n d t h e i m p o r t a n c e o f t h e s t r e s s o f d e t a i l i n t h e 

poems and t h e use o f t h e e y e - w i t n e s s d i a r y e n t r y f o r immediacy. The 

p o e t i s t r y i n g t o e s t a b l i s h a common r e a l i t y w i t h t h e r e a d e r . 

The q u e s t i o n then a r i s e s as t o whether these d i a r y e n t r i e s a r e 
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a c t u a l l y poems o r n o t , something t h a t Hughes has a s s i d u o u s l y a v o i d e d 

c a l l i n g them i n h i s r e a d i n g s f r o m t h e sequence. I t would seem, though, 

t h a t t h i s i n s i s t e n c e i s t o provoke a n o n - i n t e l l e c t u a l response from a 

l i s t e n e r o r r e a d e r , s i n c e f o r a l l p r a c t i c a l purposes these d i a r y 

e n t r i e s a r e a l s o poems. Hughes h i m s e l f speaks o f them as h a v i n g t h e 

same magic t h a t he has a s c r i b e d t o p o e t r y i n h i s l i n k a g e between 

p o e t i c magic and e m o t i o n a l power: 

I f we came din t h e poem ab s u t t h e s i c k lamb, or t h e d i s a s t r o u s 
b i r t h , we would! be downcast, maybe, or maybe r e a l l y d epressed, 
a c c o r d i n g t o our r e s i l i e n c e . Imagine h a v i n g a dream about 
e i t h e r o f these t h i n g s . ( N o r w i c h Tape) 

I n . t h i s t a p e d d i s c u s s i o n o f h i s r e c e n t p o e t r y Hughes c a l l s b o t h 

•February 1 7 t h 1 and ' O r f poems, a l t h o u g h he d i s t i n g u i s h e s between 

t h e i r methods o f c o n s t r u c t i o n . ^ 

T h i s d i s t i n c t i o n seems t o be s o l e l y based on whether t h e w r i t i n g 

has an immediacy o f r e l a t i o n t o t h e a c t u a l events d e s c r i b e d . Thus 

Hughes d e s c r i b e s ' O r f as h a v i n g been w r i t t e n a f o r t n i g h t t o o l a t e , 

w h i l e ' L i t t l e r e d t w i n ' i s w r i t t e n i n t h e p r e s e n t tense as i f i t were 

happening b e f o r e t h e p o e t ' s v e r y eyes - and o u r s t o o . The emphasis on 

immediacy i s an o b v i o u s i n v i t a t i o n f o r t h e reader t o share w i t h t h e 

p o e t , an i n v i t a t i o n t h a t i s obscured or l a c k i n g i n much o f Hughes's 

more s t r o n g l y m y t h o l o g i c a l m a t e r i a l . I n t h e terms o f Susanne Langer 

• Floorbown' has t h e c h a r a c t e r i s t i c s o f both myth and f a i r y t a l e , t h e 

l a t t e r b e i n g made more a c c e s s i b l e by t h e f o r m e r . 

Langer sees myth as " f o r u n d e r s t a n d i n g a c t u a l e x p e r i e n c e " and t h e 
24 

f a i r y t a l e as " p r i m a r i l y f o r s u p p l y i n g v i c a r i o u s e x p e r i e n c e . " The 

c o n t e n t o f t h e poem dBals w i t h one, and t h e d i a r y form mediates t h e 

o t h e r . The b e s t poems a r e t h e ones t h a t f i n d a t r u e balance between 

t h e two, s i n c e " t h e i n n e r f i g u r e o f s t r e s s e s " f i n d thara c o r r e c t t e n s i o n . 

A poem l i k e ' T r a c t o r ' l a c k s t h i s i n n e r s t r e s s . The p o e t ' s e x p e r i e n c e 
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comes a c r o s s v e r y c l e a r l y , but we f i n d no v i c a r i o u s e x p e r i e n c e o f our 

own. A poem l i k e ' T u r n i n g o u t 1 does j u s t t he o p p o s i t e - we share t h e 

j o y and r e l e a s e o f both p o e t and t h e young c a l v e s " r i d i n g / T h e w o n d e r f u l 

new r o c k i n g h o r s e " o f t h e p a s t u r e s , b u t f i n d no b a s i s on which t o found 

our own e x p e r i e n c e . N e i t h e r poem i s i n v a l i d a t e d by t h i s , and i n f a c t 

b o t h a r e v e r y good as two d i f f e r e n t k i n d s o f d e s c r i p t i v e v e r s e , b u t 

t h e y c a n n o t match up t o t h e best poems i n 'Moortown'. 

Such a poem i s ' B i r t h o f Rainbow'. A f a i r y t a l e atmosphere i s 

e s t a b l i s h e d by t h e t i t l e and c o n t i n u e d i n t h e i d e a o f t h e c a l f as t h e 

p o t o f g o l d a t t h e and o f the rain b o w . A g a i n s t t h i s i s s e t a p a t t e r n 

o f o p p o s i t e s t h a t forms a c o n t r a s t i n g m y t h i c a l s t r e s s . L i k e t h e rainbow 

t h e c a l f s t a n d s o u t a g a i n s t the w h i t e expanse o f snow, b u t i n s t e a d o f 

p r i s m a t i c v a r i e t y t h e c a l f i s " B l a c k , wet as a c o l l i e from a r i v e r . " 

We a r e shown a b l a c k and w h i t e cow s t a n d i n g i n snow a g a i n s t a sky t h a t 

t u r n s b l a c k a f t e r t h e rainbow has d e p a r t e d . M y t h i c a l l y t h e cow i s a 

p i e b a l d i n h a b i t a n t o f two w o r l d s , w h i l e her c a l f i s a b l a c k r e p r e s e n t ­

a t i v e o f a sky t h a t i s b o t h b l a c k and m u l t i - c o l o u r e d . 

The c a l f has t h e same blackness o f e x p e r i e n c e t h a t t u r n s Crow from 

w h i t e t o b l a c k i n 'Crow's F a l l ' , and i n a n o t h e r Crow poem, (Two 

Legends' we f i n d a c o n n e c t i o n between blackness and t h e rain b o w : 

Black i s t h e wet o t t e r ' s head, l i f t e d . 
Black i s t h e r o c k , p l u n g i n g i n foam. 
Black i s t h e g a l l l y i n g on t h e bed o f the b l o o d . 

Black i s t h e e a r t h - g l o b e , one i n c h under, 
An egg o f bl a c k n e s s 
Where sun and moon a l t e r n a t e t h e i r weathers 

To h a t c h a crow, a b l a c k rainbow 
Bent i n emptiness 

over emptiness 

But f l y i n g (Crow, p. 13) 

'Two Legends' has t h e same elements as ' B i r t h o f Rainbow', b u t t h e 

d i f f e r e n t emphasis can be seen i n t h e c h o i c e o f t i t l e s . One poem i s 
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i n t e n d e d t o be l e g e n d a r y , t h e o t h e r an engagement o f our p l e a s u r e i n 

o b s e r v a t i o n o f l i v i n g t h i n g s . I n 'Floortown' t h e l e g e n d a r y and m y t h i c a l 

a r e r e c u r r i n g m o t i f s i n t h e p o e t i c p a t t e r n , i n Crow they a r e t h e c e n t r e ­

p i e c e . 

An example o f how t h e m y t h i c a l s k e i n i s woven i n w i t h t h e 'upbeat' 

f a i r y t a l e and d e s c r i p t i v e p o e t r y can be seen i n t h e r e f e r e n c e s t o t h e 

w i n d . The wind t h a t blows t h r o u g h t h e s u p e r n a t u r a l w o r l d o f 'Feeding 

o u t - w i n t e r i n g c a t t l e a t t w i l i g h t ' blows a h i n t o f t h e same f e e l i n g 

i n t o ' S u r p r i s e ' where i t i s " N o r t h - E a s t and s i c k e n i n g , t h e h a y / S h r i n k -

i n g , t h e year g r o w i n g . " I n 'Happy c a l f t h e wind t h a t makes " t h e h i g h 

s i l v e r y f l o o r o f c l o u d s " march, a l s o "Trembles t h e g r a s s - s t a l k s " near 

t h e c a l f . A poem t h a t shows the wind as an i m p e r s o n a l f o r c e l e a d s on t o 

one where t h e wind i s p e r s o n a l but i n e x o r a b l e , and then on t o a n o t h e r 

t h a t shows i t c a r e s s i n g the grass and a c a l f . The wind i s always 

th e wind o f f a t e , b l o w i n g l i f e i n and b l o w i n g i t away, but i t i s a l s o 
25 

a v i t a l f o r c e r a t h e r than a s t e r e o t y p e . 

I n 'Last n i g h t ' the N o r t h wind b r i n g s " t h e w o r s t c o l d / D f t h i 9 

w i n t e r " and k i l l s t w i n lambs - t h e messenger or a n g e l o f d e a t h , b u t 

s t r a i g h t a f t e r t h e f o r c e s o f v i t a l i t y r e s u r f a c e i n t h e two r u t t i n g 

rams. Here we a r e a g a i n reminded o f t h e 'hoortown' myth, t h a t Nature i s 

never stopped f o r l o n g and t h a t death i s a n o t h e r i n i t i a t i v e f rom t h e 

f o r c e s o f l i f e . 

I n t h i s way Hughes r e l a t e s the m y t h i c m a t e r i a l t o t h e p u r e l y des­

c r i p t i v e e l e m e n t s , g i v i n g meaning t o t h e s u f f e r i n g and t h e j o y . Thus 

'Ravens' i s n o t q u i t e as sad a poem as i t f i r s t a p p e ars, w h i l e t h e 

f i r s t s e c t i o n o f 'Sheep' i s f a r more t r a g i c . Because Nature i s never 

stopped t h e e v i s c e r a t i o n o f the lamb becomes p a r t o f l i f e , n o t d e a t h ; 

bu t t h e l a c k o f w i l l o f the lamb i n 'Sheep' i s t h e essence o f death -
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g i v i n g i n : 

... I t was n o t 
That he c o i i l d n o t t h r i v e , he was born 
W i t h e v e r y t h i n g b u t t h e w i l l -
That can be deformed, j u s t l i k e a l i m b . 
Death was more i n t e r e s t i n g t o him. 

L i f e c o u l d n o t g e t h i s a t t e n t i o n . ( p . 60) 

The s i n he r e i s n o t a d e l i b e r a t e one, b u t a k i n d o f O r i g i n a l s i n , 

Schopenhauer's k i n d , t h e f a i l u r e o f t h e w i l l , t h e 'ding an s i c h ' . 

Because o f t h i s t h e lamb f a i l s t o make i t t h r o u g h "a warm summer 

n i g h t " , y e t t h e c a l f i n ' L i t t l e r e d t w i n ' s u r v i v e s s c o u r , i n t e n s e heat 

and t h e d i s c - h a r r o w w i t h t h e a i d o f her " a n c e s t o r s " . The lamb i s l i k e 

a human b e i n g , c r y i n g w i t h "a d e s p a i r i n g human smooth O h l / L i k e no lamb 

I ever h e a r d . " D e s p a i r i s a human d i s e a s e , a d e f o r m i t y i n a n i m a l s , an 

unwanted l u x u r y i n those i n t e n t upon s u r v i v a l . I n h i s r e v i e w o f 

N i c h o l s o n ' s The E n v i r o n m e n t a l R e v o l u t i o n Hughes has s a i d t h a t Nature's 

" o b s e s s i o n " i s t o s u r v i v e . Plan o u t o f t o u c h w i t h Nature does n o t have 

t h a t o v e r r i d i n g u r g e , and i s thus b a r r e d from t h e " i n n e r s p i r i t u a l 
2 6 

u n i t y " t h a t t h e a n i m a l s e n j o y . 

The dead lamb i n 'Ravens' i s n o t c u t o f f from t h i s u n i t y as the 

p e a c B f u l n e s s o f t h e l a s t l i n e s reminds us: 

... i t s f i r s t day o f death was b l u e and warm 
The magpies gone q u i e t w i t h d o mestic happiness 
And s k y l a r k s n o t w o r r y i n g about a n y t h i n g 
And t h e b l a c k t h o r n budding c o n f i d e n t l y 
And t h e s k y l i n e o f h i l l s , a f t e r m i l l i o n s o f hard y e a r s , 

S i t t i n g s o f t . ( p . 38) 

The lamb i s b e i n g r e t u r n e d r i g h t back t o t h e womb o f Mother E a r t h . 

N a t u r e ' s c o n f i d e n c e i s unshaken. The b l a c k t h o r n s s t i l l bud. The sky­

l a r k s do n o t w o r r y . The lamb i s a c a s u a l t y i n a war t h a t t h e y know 
27 

i n s t i n c t i v e l y l i f e w i l l w i n i n t h e end. 

The p r i n c i p l e a t work i n such a poem has been r e f e r r e d t o as t h e 

p o e t i c a l e q u i v a l e n t o f t h e p s y c h o l o g i c a l phenomenon c a l l e d 

1 e n a n t i o d r o m i a 1 . T h i s t e r m was f i r s t used by H e r a c l i t u s and was t a k e n 
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up a g a i n by Jung. I t has been a p p l i e d t o t h e p l a y o f o p p o s i t e s i n 

Hughes's p o e t r y by Leonard S c i g a j , t h e word l i t e r a l l y meaning 

" r u n n i n g c o u n t e r t o " . S c i g a j says t h i s about i t - " I n t h e p h i l o s o p h y 

o f H e r a c l i t u s i t i s used t o d e s i g n a t e the p l a y o f o p p o s i t e s i n t h e 

c o u r s e o f e v e n t s , t h e view t h a t e v e r y t h i n g t h a t e x i s t s t u r n s i n t o i t s 
• 4. ,.28 o p p o s i t e . 

I n 'Ravens' t h e p r i n c i p l e i s o n l y h i n t e d a t i n t h e c l o s i n g l i n e s . 

I n 'February 1 7 t h ' i t i s made c l e a r e r i n t h e l i v i n g body o f e a r t h 

b e i n g g i v e n t o t h e dead lamb's head. But a g a i n t h e r e i s a d i f f e r e n c e 

between i t s use i n 'Ploortown' and i n more m y t h o l o g i c a l works. This can 

be i l l u s t r a t e d i n a comparison w i t h t h e 'Earth-Numb' poem 'Second b i r t h ' , 

w h i c h i s based upon a v e r y c l e a r e n a n t i o d r o m i a , t h e shamanic e q u a t i o n 

between death and new b i r t h : 

When he c r e p t back, s e a r c h i n g f o r 
The womb-doorway, r e m o r s e f u l , 
I t was an u g l y grave 
F a l l e n i n on bleached s t i c k s . (Floortown, p. 112) 

I t i s a poem ab o u t t h e p r i n c i p l e r a t h e r t han i t s r e s u l t s i n human 

e x p e r i e n c e . We a r e t o l d : 

There i s n o t h i n g t o be done 
About what a head becomes 
A f t e r y e a r s i n w i l d e a r t h . 

But i n 'February 1 7 t h ' n o t o n l y a r e such a b s o l u t e s make p a r t i c u l a r , but 

t h e r e i s a l s o a m y s t i c a l v i s i o n o f d e a t h a c t u a l l y become new l i f e . 

I n 'Moortown' e n a n t i o d r o m i a i s s u b t l e and p s y c h o l o g i c a l , n o t a b s o l u t e 

and m y t h i c a l . For i n s t a n c e i n ' L i t t l e red t w i n ' t h e p o e t ' s f i r s t 

g l a n c e l e a d s him t o say "And now a f t e r a day i n t h e upper e i g h t i e s / 

There she l i e s dead ..." We t h e n d i s c o v e r , as does t h e p o e t on coming 

c l o s e r , t h a t t h e c a l f s t i l l l i v e s . She has gone from death t o l i f e i n 

t h e mind o f t h e reader and o f the p o e t . A g a i n we share r a t h e r than 

ponder t h e e f f e c t , whereby death has t u r n e d i n t o i t s o p p o s i t e i n our 

m e n t a l p r o c e s s . 
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I n 'Ravens' Hughes r e v e r s e s t h e pr o c e s s t o show us death coming 

o u t o f l i f e . T h i s i s a c h e i v e d by o r g a n i z i n g t h e m a t e r i a l a c c o r d i n g t o 

i t s i m p o r t a n c e t o t h e t h r e e - y B a r - o l d c h i l d who accompanies t h e a u t h o r 

t o t h e f i e l d where t h e ravens have been a c t i v e . F i r s t t h e c h i l d 

f o c u s e s on "a new l a m b / j u s t g e t t i n g up" and c o n t i n u e s t o do so when 

t h e a d u l t has a l r e a d y seen t h e dead lamb. The i n n e r s t r e s s o f t h e poem 

comes fr o m t h e a d u l t ' s g r e a t e r awareness o f what i s g o i n g on. The l i n e 

"Over here i s something e l s e " and "Now over h e r e , where t h e 

r a v e n was." We can guess what has happened, b u t t h e c h i l d must r u n over 

and f i n d "The f i n e anatomy o f s i l v e r y r i b s on d i s p l a y and t h e c a v i t y , / 

The head a l s o emptied t h r o u g h t h e e y e - s o c k e t s . " A scene abounding w i t h 

l i f e as shown as h a r b o u r i n g death and our eyes, l i k e t h e c h i l d ' s a r e 

"Only f o r t h e t a t t e r e d bundle o f throwaway lamb." Our v i s i o n o f 

S p r i n g has become a v i s i o n o f d e a t h , made more t r a g i c by t h e a l t e r ­

n a t i o n o f c h i l d and a d u l t p e r s p e c t i v e s . 

I n 'Moortown' m y t h i c p o l a r i t i e s a r e now b e i n g expressed w i t h o u t t h e 

need f o r m y t h o l o g i c a l c r u t c h e s , and t h e r o o t p s y c h o l o g i c a l responses 

become more i m p o r t a n t t h a n t h e myths t h a t a re used t o express them. 

T h i s new approach i s begun i n Cave B i r d s , harnassed i n Gaudete. and 

t r a n s c e n d e d i n Remains o f Elmet. where, as i n 'Floottown', t h e m y t h o l o g i c a l 

i s a s u b s t r a t u m t h a t s u p p o r t s t h e whole, y e t r a r e l y i s exposed on t h e 

s u r f a c e o f t h e p o e t r y . I n 'Ravens' one can see t h e b i r d s as t r i c k s t e r -

ravens c h e a t i n g t h e lamb o f i t s e x i s t e n c e , or one can c o n s i d e r t h e 

l i t e r a r y c o n n e c t i o n w i t h t h e 'storm-crows' o f The B a t t l e o f Waldon and 

see t h e b i r d s as scavengers on t h e edge o f t h e b a t t l e between v i t a l i t y 

and d e a t h . But one does rait need such m y t h o l o g i c a l and l i t e r a r y d e t a i l 

t o a p p r e c i a t e t h e p o e t i c t r a n s f e r e n c e from l i f e t o death t h a t i s t r u l y 

m y t h i c a l . 
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Other poems a r e p u r e l y r e m i n d e r s o f the s u b s t r a t u m , e s p e c i a l l y 

t h o s B s p e c i f i c a l l y d e a l i n g w i t h t h e c y c l e o f t h e seasons. T h i s c y c l e 

i s so p o w e r f u l t h a t i t i s one o f t h e few t h i n g s t h a t can a f f e c t t h e 

E a r t h , who i n 'p^arch morning u n l i k e o t h e r s ' has t o c a n v o l e s c e " A f t e r 

t h e f r i g h t f u l o p e r a t i o n " o f w i n t e r . The poems c l o s e l y f o l l o w t h e c y c l e 

o f t h e seasons, g o i n g from 'Rain' which i s d a t e d f o r November i n 
29 

M i c h a e l Morpurgo's A l l Around t h e Year t o 'Sheep' which was one o f 

t h e l a s t Summer poems i n Season Songs. (The f i n a l s i x poems v a r y i n 

t h e month o f t h e i r s e t t i n g - t i m e l e s s memories, n o t p a r t o f a c y c l e 

t h a t Orchard has escaped.) 

The f a c t 6 f t h e p r o g r e s s o f t h e seasons i s a symbol o f hope. 

M y t h i c a l l y i t i s t h e b a s i s o f t h e i d e a o f a World Renewal f o l l o w i n g 

some g r e a t a p o c a l y p t i c c r i s i s - i n t h i s case the o n s l a u g h t o f W i n t e r . 

Among t h e Norsemen t h e a p o c a l y p s e a c t u a l l y was rega r d e d as p r e f a c e d by 

a s u p e r n a t u r a l w i n t e r , t h e F i m b u l w i n t e r . P s y c h o l o g i c a l l y , t o s u r v i v e 

w i n t e r i s t o have a n o t h e r year o f l i f e b e f o r e you, so no wonder S p r i n g 

i s an 'upbeat' e v e n t . 

I n t h e same way t h a t 'March morning u n l i k e o t h e r s ' reminds us o f 

t h e b e n e f i t s o f S p r i n g , 'Last l o a d ' opens up t o us t h e b e n e f i t s o f 

Summer, a f e r t i l i t y poem l i k e 'While she chews sideways'. 'Last l o a d 1 

i s a h a r v e s t f e s t i v a l i n m i n i a t u r e . I t b r i n g s t o g e t h e r a number o f 

emotions t h a t b l e n d i n t o t h e paean o f j o y i n t h e l a s t l i n e s . F r a n t i c 

8 f f o r t i s s e t a l o n g s i d e t h e sense o f s a t i s f a c t i o n t h a t n o t j u s t i s t h e 

whole h a r v e s t i n , b u t t h a t i t i s a l s o done b e f o r e an impending r a i n s t o r m . 

The b u i l d - u p o f t e n s i o n from t h e " d e s p e r a t e " l o a d i n g and from t h e change 

i n atmosphere due t o t h e stor m i s r e l e a s e d i n t h e downpour: 
The t r e e s shake o u t t h e i r masses, j o y f u l , 
D r i n k i n g t h e downpour. 
The h i l l s p e a r l e d , t h e whole d i s t a n c e d r i n k i n g 
And t h e e a r t h - s m e l l warm and t h i c k as smoke 
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And you go, and over the whole l a n d 
L i k e s i n g i n g heard a c r o s s evening w a t e r 
The t a l l l o a d s a r e swaying towards t h e i r barns 
Down t h e deep l a n e s . ( p . 56) 

M o i s t u r e i s seen as a crowning g i f t , both mundane a n t i d o t e t o the d u s t 

o f t h e f i e l d s and m u n i f i c e n t q u i c k e n e r o f t h e f i e l d s . I t shows the 

i n v o l v e m e n t o f t h e e t e r n a l i n human a f f a i r s , as r a i n a l s o d i d i n t h e 

Old Testament: 

I w i l l pour o u t w a t e r on t h e t h i r s t y l a n d 
And streams on t h e d r y ground 
I w i l l pour o u t my S p i r i t on your o f f s p r i n g , 
And my b l e s s i n g on your descendants. 
And t h e y w i l l s p r i n g up among t h e g r a s s 

L i k e p o p l a r s by streams o f w a t e r . ( I s a i a h , Ch. 44, v. 3,4) 

I n 'Moortown', as i n t h e B i b l e , man i s i n c l u d e d i n t h e promises o f 

l i f e i f he wants t o be. But d o m e s t i c a t e d and w i l d a n i m a l s share t h e 

t a s k o f showing t h e way. The c a t t l e a r e the c a t t l e o f t h e E a r t h Mother, 

b u t t h e w i l d a n i m a l s are her messengers. 'Fox-hunt*, 'Roe-deer' and 

'Coming down t h r o u g h Somerset' are a commentary on t h e s p e c i f i c a l l y 

f a r m i n g poems. These t h r e e poems a r e r e p r i n t e d from t h e book o f 

c h i l d r e n ' s poems c a l l e d Moon-Bells. which i s an addendum t o Hughes's 

l o n g s t a n d i n g i n t e r e s t i n the energy o f a n i m a l l i f e . ('Coming down 

t h r o u g h Somerset' i s a l s o p r i n t e d i n t h e Paber Season Songs.) 

These poems show p o s s i b l e responses t o t h e p r o m i s e s and demands o f 

N a t u r e . We can t u r n a n i m a l s i n t o machines, l i k e t h e fox-hounds whose 

o n l y two p r o d u c t s are " D o g - s h i t and dead f o x e s " - or we can share t h e i r 

s e c r e t s . I n 'Roe-deer' t h e deer have come t o t a k e t h e watcher beyond 

h i s "snow-screen v i s i o n o f t h e abnormal", w h i l e t h e dead badger o f t h e 

t h i r d poem seems t o have t h e s e c r e t o f e t e r n i t y . " B e a u t i f u l , / B e a u t i f u l , 

warm, s e c r e t beast ... I want him/To stop t i m e . " I n t h e same way t h a t 

t h e deer make t r a c k s i n t h e snow, t h e badger impresses i t s e l f "on my 

moment o f l i f e . " But t h e t r a c k s a r e obscured and Hughes i s t o l d "Get 

r i d o f t h a t badger", because i t i s a l r e a d y decomposing. The poems 
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remind t h e f a r m e r t h a t h.e may have mastery over some a n i m a l s b u t he i s 
s t i l l on t h e v e r y edge o f u n d e r s t a n d i n g t h e i r communion w i t h t h e e t e r n a l . 

I n t h e same way t h a t t h e w i l d a n i m a l s p r o v i d e a p e r s p e c t i v e on t h e 

farm l i f e Jack Orchard i s t h e c o n t r a s t t o , and mentor o f , t h e f a r m e r . 

The s i x f i n a l poems a r e a c e l e b r a t i o n o f h i s l i f e and an e l e g y on h i s 

d e a t h . Hughes has always tended t o b r i n g these two a s p e c t s t o g e t h e r , a 

v e r y c l e a r example being t h e Wodwo poem ' P i b r o c h ' , a p i b r o c h b e i n g an 

e l e g y p l a y e d upon t h e bagpipes, " p a r t e l e g i a c , p a r t m a r t i a l " , as Hughes 

has p u t i t . These c h a r a c t e r i s t i c s a r e p r e s e n t i n t h e poems about Jack 

O r c h a r d . The e l e g i a c element i s c l e a r e s t w h i l e t h e m a r t i a l i s 

expressed i n s e v e r a l d i f f e r e n t ways. 

F i r s t i s t h e F i r s t World War imagery t h a t has been p r e s e n t from 

t h e p o e t ' s e a r l i e s t work; from 'Six Young Men', 'Mayday on H o l d e r n e s s ' 

and 'Out', r i g h t up t o 'Long screams' i n Remains o f Elmet. Secondly 

t h e s e poems r e i t e r a t e Hughes's a d m i r a t i o n o f those men whom t h e weather 

seems t o wage a p e r s o n a l war a g a i n s t - t h e tramps o f Hawk i n t h e Rain 

and L u p e r c a l , men o f fche o u t d o o r s l i k e Crag Jack and B i l l y H o l t . 

T h i r d l y t h e r e i s t h e imagery o f t h e Masai w a r r i o r , who i s n o t j u s t 

h u n t e r and f i g h t e r , b u t c a t t l e h e r d e r t o o . Hughes has i n t h e p a s t 

tended t o emphasise t h e r o l e o f the h u n t e r r a t h e r t h a n t h e h e r d e r , 

s i n c e i t i s among th e for m e r t h a t shamanism most f l o u r i s h e s , where t h e 

shaman i s h u n t e r o f s o u l s and s p i r i t u a l w a r r i o r . Through the A f r i c a n 

images t h e p o e t i s now a b l e t o r e l a t e these phenomena t o a more p a s t o r a l 

s o c i e t y and s e t t i n g . U n l i k e the o t h e r e x p r e s s i o n s o f t h e m a r t i a l t h i s 

a s p e c t has n o t been e x p l o i t e d b e f o r e and h e r a l d s t h e developments o f 

Remains o f E l m e t . 

'A monument' p r e c i p i t a t e s us i m m e d i a t e l y i n t o t h i s w o r l d o f 

m u l t i p l e c o n f l i c t s w i t h o u t h e s i t a t i o n : 



255 

Your b u r r o w i n g , g a s p i n g s t r u g g l e 
I n t h e knee-beep mud o f t h e copse d i t c h 
Where you c l e a r e d , w i t h b i l l - h o o k and s l a s h e r , 
A p a t h f o r t h e w i r e , t h e boundary d e t e r r e n t , 
That memorable downpour l a s t - d i t c h hand t o hand b a t t l e 
W i t h t h e g r i p o f t h e swamped b l u e c l a y , t o and f r o , 
The w a l l o w i n g w e i g h t o f t h e w i r e - r o l l , 
Your r a i n c o a t i n t a t t e r s , f a c e f i x e d a t f u l l e f f o r t , 
And t h e t o - f r o l u r c h i n g under p o s t s and t o o l s and p i l e - d r i v e r , 

( p . 62) 

The c o n f l i c t i s Orchard's e x p r e s s i o n o f v i t a l i t y , h i s a c t i v e s e r v i c e i n 

t h e war between l i f e and d e a t h t h a t so f a s c i n a t e s Hughes. I t i s a l s o 

an i n v e s t m e n t o f h i s own l i f e - f o r c e i n t h e l a n d . He works "Under 

December downpour", t h e t w i l i g h t caused by t h e r a i n and t h e l a t e n e s s o f 

t h e day r e m i n d e r s t h a t he i s u s i n g up h i s s t o r e o f l i f e . The w i r e 

f e n c e t h a t Orchard i s c o n s t r u c t i n g i s h i s monument, because, says t h e 

p o e t , " t h a t i s where I remember you." 

Hughes sees s i m i l a r memorials i n t h e d r y s t o n e w a l l s o f h i s n a t i v e 

West Y o r k s h i r e , a mute t e s t i m o n y t o t h e human energy expended t r y i n g t o 

l i v e : 

T h e i r l i v e s went i n t o t h e e n c l o s u r e s 
L i k e manure. Embraced these s l o p e s 
L i k e summer cloud-shadows. L e f t 

T h i s h a r v e s t o f l o n g c e m e t e r i e s . ( ' W a l l s ' , Remains o f Elmet. p. 

The w a l l s , l i k e t h e w i r e f e n c e , are "Endless memorials t o t h e l a b o u r / 

B u r i e d i n them." Both a r e made redundant by N a t u r e . The f a r m e r s a r e 

r e p u l s e d from t h e moorland, l e a v i n g t h e w a l l s broken down and unusable 

s i n c e t h e r e a r e no a n i m a l s t o e n c l o s e . The w i r e f e n c e , i s " t e n s e d 

t h r o u g h i m p a s s a b l e t h i c k e t " and i s t h e r e f o r e r e d u n d a n t , and i s 

"hidden/Under t i g h t e n i n g u n dergrowth .../To be d i s c o v e r e d by some 

f u t u r e owner." 

The u n d e r l y i n g theme i s t h e 'Ubi s u n t ' o f L a t i n p o e t r y , f i l t e r e d 

t h r o u g h t h e Anglo-Saxon con s c i o u s n e s s o f The Wanderer, which d e s c r i b e s 

a sacked c i t y w i t h i t s w a l l s covered i n f r o s t , t h e b u i l d i n g s c r u m b l i n g 
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and t h e h a l l s f a l l e n i n . The Saxon p o e t reminds h i s h e a r e r s t h a t 

a t l e a s t t h e s e t h i n g s remain, now t h a t t h e i r i n h a b i t a n t s a r e d u s t . 

There i s a s t r o n g Anglo-Saxon f l a v o u r t h r o u g h o u t 'Moortown', p a r t i c u l a r l y 

i n 'A monument' and o t h e r s t r o n g l y a l l i t e r a t i v e poems l i k e ' S t r u g g l e ' 

and 'Rain'. Hughes even uses a v e r s i o n o f t h e h a l f - l i n e o f t h e Saxon 

b a r d s . Thus Orchard i s : 

S k u l l r a k a d w i t h t h o r n s , sodden, t i r e l e s s , 
H a u l i n g bedded f e e t f r e e , f l o u n d e r i n g away 
To check a l i g n m e n t s , r e t u r n i n g , hammering t h e s t a p l e 

I n t o t h e soaked stake-oak, a c a r e f u l t a t t o o ( p . 62) 

T h i s k i n d o f a l l i t e r a t i o n g i v e s Orchard's mundane a c t i v i t y an e p i c 

q u a l i t y , as he works " f a c e f i x e d a t f u l l e f f o r t . " There i s t h e same 

p e r s i s t e n t response t o h a r d s h i p t h a t i s found i n The S e a f a r e r , bu t w i t h ­

o u t t h e c o m p l a i n t . I n 'Hands' snapping barbed w i r e r i p s Orchard's 

hands b u t he o n l y laughs " t h e n j u s t i g n o r e d them/As t h e h a l f - i n c h deep, 

cross-hand r i p s d r i e d . " 

The Anglo-Saxon element g i v e s a n o t h e r c o n n e c t i o n w i t h t h e w a r r i o r / 

a g r i c u l t u r a l i s t i d e a , where w a r r i o r i s f a r m e r t o o . I n 'A memory' 

Orcha r d masters sheep as i f they were a d v e r s a r i e s i n combat. H i s 

" s u d d e n l y savage, suddenly g e n t l e / c i a s t e r i n g s o f t h e a n i m a l " a r e t h e 

a c t i o n s o f a man w i t h the o u t l o o k o f a w a r r i o r as he swears "drum-

g u t t u r a l A f r i c a n c u r s e s . " 

A more d i r e c t comparison i n 'A memory' i s w i t h "a c o l l i e r , a f a c e -

w o r k e r / l n a dark h o l e o f o b s t a c l e . " T h i s m i g h t seem s t r a n g e u n t i l we 

r e a l i s e t h a t t h e m i n e r , l i k e the s o l d i e r , must come t o terms w i t h t h e 

l i f e o f t h e e a r t h . One g a i n s h i s p r o t e c t i o n from i t , t h e o t h e r h i s 

l i v e l i h o o d . They become p a r t o f t h e e a r t h as do t h e a n i m a l s , who a r e 

as much o f t h e l a n d as t h e b a r l e y . I n 'The day he d i e d ' both f i e l d s and 

c a t t l e g r i e v e f o r Orchard and t h e p o e t says " f r o m now on t h e l a n d / W i l l 

have t o manage w i t h o u t him." Together t h e c a t t l e and t h e f i e l d s a r e 
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t h e " l a n d " . For Hughes a l l b i r t h s a r e a u t o c h t h o n o u s . Only t h a t which 

comes from t h e e a r t h can t e t u r n t o t h e e a r t h . I n 'Noortown' t h e message 

o f 'Second b i r t h ' i s e x e m p l i f i e d i n 3ack Orchard, whose l i f e was i n 

" t h e knee-deep mud o f t h e copse d i t c h " ('A monument'), whose hands were 

"Lumpish r o o t s o f e a r t h c u n n i n g . " ('Now you have t o push') 

L i k e D i c k S t r a i q h t u p i n L u p e r c a l Orchard i s " f u l l o f l e g e n d and 

l i f e " ('Dick S t r a i g h t u p ' , L u p e r c a l . pp. 17-18). He i s shown as 

p r o d i g i o u s l y s t r o n g , i m p e r v i o u s t o b o t h p a i n and t h e weather. H i s o n l y 

" c o m f o r t " , t h e c i g a r e t t e s t h a t k i l l h im, i s p o r t r a y e d as an ag e n t o f 

some s p i r i t l u r k i n g i n h i s l u n g s . A hero's death must be as l e g e n d a r y 

as h i s l i f e . T h i s i s p a r t i c u l a r l y t h e case i n 'The day he d i e d ' , which: 

Was t h e s i l k i e s t day o f t h e young ye a r , 
The f i r s t r e c o n n a i s s a n c e o f t h e r e a l s p r i n g , 

The f i r s t c o n f i d e n c e o f t h e sun. ( p . 64) 

S p r i n g and g r i e f f o r Orchard a r e c l o s e l y bound t o g e t h e r , a l m o s t as i f 

h i s d e ath has b r o u g h t i n t h e new season. Both e v e n t s a r e a l s o a 

r e m i n d e r t h a t Nature s t i l l has t h e i n i t i a t i v e - t o r a i s e up and t o 

b r i n g low. 

The p i c t u r e o f Nature mourning i s a f e a t u r e o f the e l e g i a c con­

v e n t i o n , as f o r i n s t a n c e i n M i l t o n ' s L y c i d a s . b u t i t i s a l s o an element 

o f p r i m i t i v e v e g e t a t i o n myths, which some see the elegy as g r o w i n g from. 

'The day he d i e d ' i s n o t a d i r e c t r e w o r k i n g o f such myths, s i n c e Adonis 

and Thammuz d i e i n t h e autumn t o be r e b o r n i n t h e s p r i n g , w h i l e Orchard 

d i e s on Febru a r y 1 4 t h , b u t t h e i d e a o f someone's death b r i n g i n g t h e 

s p r i n g i s s t i l l common t o both poem-and myths. 

T h i s muted m y t h i c a l emphasis a l l o w s t h e poet t o i m p l y something 

p o r t e n t i o u s i n Orchard's d e a t h , w i t h o u t d e p e r s o n a l i z i n g i t . I t i s t h e 

d e a t h o f a f r i e n d , n o t a symbol, t h a t has moved Hughes t o w r i t e . There 

i s a d i r e c t i n v o l v e m e n t i n a c t u a l e x p e r i e n c e . Hughes has spoken o f t h e 

dangers o f "a more de t a c h e d r i t u a l i z i n g " i n h i s r e v i e w o f Bowra's 
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P r i m i t i v e Song, where " t h e poems seem t o g a i n i n beauty and c o m p l e x i t y 

as t h e y l o s e i n purpose." F u r t h e r on Hughes says "Most e f f e c t i v e o f 

a l l , p e r h a p s , a r e t h e l a m e n t s , where t h e poem's work i s s i m p l y t h e 
30 

human r e l i e f o f s t r o n g f e e l i n g . " The p o e t ' s t a s k i s t o r e l i e v e h i s 

own p a i n as w e l l as t h a t o f o t h e r s . For Hughes poems "are t h e o n l y way 

I can unburden m y s e l f o f t h a t excess w h i c h , f o r t h e i r p a r t , b u l l s i n 
31 

3une b e l l o w away." 'The day he d i e d ' i s a remarkably c o n t r o l l e d 

example o f t h i s , which a l s o m a i n t a i n s t h e i n n e r s t r e s s . At t h e same 

t i m e t h a t t h e poem i s a lament i t i s a l s o a c e l e b r a t i o n o f the v i t a l i t y 

o f t h e mourners. 

I n 'Now you have t o push' and 'The f o r m a l a u c t i o n e e r ' Orchard i s 

c e l e b r a t e d as a man who i s one w i t h t h e e a r t h . We know he i s one w i t h 

i t i n d e a t h , b u t we are reminded here t h a t he was one w i t h i t i n l i f e . 

T h i s i s why t h e poems a r e both lament and c e l e b r a t i o n , s i n c e a l t h o u g h 

Orchard i s l o s t t o men he i s n o t l o s t t o Nature. I n l i f e h i s f a c e i s 

d e s c r i b e d as a " p a t c h o f a n c i e n t , f a m i l i a r l o c a l e . " He i s "A t r e e w i t h 

two k n o t - e y e s , immovable,/A r o o t among r o o t s , w i t h o u t l e a f " i n 'The 

f o r m a l a u c t i o n e e r ' ( p . 6 6 ) . Orchard i s o f t h e e a r t h as w e l l as on i t . 

H i s v e r y name i s t o do w i t h t r e e s , whose s t r e n g t h i s i n the e a r t h and 

whose pr e s e n c e i s above. The p s y c h o l o g i c a l p a t t e r n o f w o r l d above and 

w o r l d below, p i n n e d t o g e t h e r by t r e e s , i s v e r y i m p o r t a n t t o Hughes as we 

w i l l see i n our e x a m i n a t i o n o f Remains o f Elmet. There, i n b o t h 'Tree' 

and 'A t r e e ' , t h e wind b r i n g s about a c r i s i s o f i n i t i a t i o n t h a t makes th e 
32 

t r e e a shaman o f t h e l a n d s c a p e . 

The emphasis i n 'Ploortown' i s n o t q u i t e t h e same. The c e n t r a l f a c t o r 

i s n o t t h e s p e c i a l r e l a t i o n s h i p w i t h n a t u r e t h a t the shaman i s supposed 

t o e n j o y , b u t t h e sense o f u n i t y w i t h t h e landscape t h a t i s common t o 

a l l t h o s e who l i v e c l o s e t o i t , p a r t i c u l a r l y those who g a i n t h e i r l i v e ­

l i h o o d f r o m i t l i k e f a r m e r s and p r i m i t i v e t r i b e s m e n . These two k i n d s 
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o f p e o p l e a r e b r o u g h t t o g e t h e r i n t h e d e s c r i p t i o n o f Orchard as a 

" g a n g l y l o n g broad Masai f i g u r e " ('Now you have t o p u s h ' ) , and h i s 

hands a r e " l i k e an A f r i c a n ' s f o o t s o l e s " ('Hands'). 

Orchard's hands a r e t h e key t o h i s c h a r a c t e r , h i s s t r e n g t h and h i s 

m a s t e r y . They a r e t h e essence o f h i s humanity and the p o i n t o f c o n t a c t 

w i t h v e g e t a t i o n and w i t h a n i m a l l i f e . These hands a r e "tomes/Of what 

has been c o l l e c t i n g c e n t u r i e s / A t t h e bottom of so many l a n e s . " ( p . 65) 

The mud s u p p l i e s the wisdom, b u t i t i s t h r o u g h t h e hands t h a t i t i s 

e x p r e s s e d . 

'Now you have t o push' and 'Hands' show i n Jack Orchard t h e v a l u e s 

t h a t make b o t h a good man and good poem. Hughes says t h a t he has 

always been concerned t o g i v e h i s poems "-as w e l l as good f a c e s , c l e a r 
33 

b r a i n s and s t r o n g hands - sound h e a r t s . " I n 'Now you have t o push' 

Orchard's hands, f a c e and h e a r t each dominate a s e c t i o n o f t h e poem. 

They become i t s own hands, f a c e and h e a r t . Hands a r e f o r p r a c t i c a l i t y , 

f a c e f o r c h a r a c t e r , h e a r t t o express t h a t " i n n e r f i g u r e o f s t r e s s e s . " 

Hughes sees i n Dack Orchard t h e v i r t u e s he most admires i n b o t h p o e t r y 

and i n p r i m i t i v e c u l t u r e s . Each must be p r a c t i c a l t o s u r v i v e , and g a i n s 

c h a r a c t e r from t h e s t r u g g l e ( i n t h e same way t h a t S t r u g g l e t h e c a l f 

g e t s h i s name). What r e s u l t s i s t h e a b i l i t y t o make an ho n e s t response 

t o l i f e and d e a t h , which i s t h e s u b j e c t o f t h e l a s t seven l i n e s o f t h e 

poem. 

I n t h e same way t h a t Orchard used t o push " t h e p i l e d l i v e hedge-

boughs" i n t o t h e b o n f i r e and watched u n t i l t h e l a s t embers were e x t i n g ­

u i s h e d , now i t i s h i m s e l f he must push i n t o t h e f i r e and w a i t f o r h i s 

own l a s t s p a r k . I n t h i s image Hughes balances t h e 'have t o 1 o f death 

a g a i n s t t h e w i l l i n g n e s s t o go when necessary: 

Now you have t o push i t a l l -
Dust as you l o v e d t o push t h e p i l e d l i v e hedge-boughs -
I n t o a g a t h e r i n g b l a z e 
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And as you l o v e d t o l i n g e r l a t e i n t o t h e t w i l i g h t , 
Coaxing t h e l a s t k n u c k l e embers, 
Now you have t o s t a y 

R i g h t on, i n t o t o t a l darkness ( p . 65) 

Death becomes a m e d i t a t i o n , a l i n g e r i n g i n t h e t w i l i g h t , n o t a dehuman­

i z i n g v i o l e n c e . The poem i s e f f e c t i n g a m y t h i c r e c o n c i l i a t i o n between 

p u s h i n g and l i n g e r i n g , between death as a necessary c h o i c e and as p r e ­

d e s t i n e d f a t e . The f o c u s on f i r e as t h e way o f d e a t h , consuming by 

cancer and by c r e m a t i o n , i s a l s o a h i n t o f t h e s t o r y o f t h e Ph o e n i x , 

w h i c h d e a l s w i t h t h e p o s s i b i l i t y o f new l i f e coming from t h e ashes. I n 

t h e poem 'And t h e Phoenix has come' i n Adam and t h e Sacred Nine t h e 

f i r e i s c a l l e d "The a l t a r o f i t s death and i t s b i r t h . " (Moortown. p. 1 6 9 ) . 

Deep down i n 'Now you have t o push' i s t h e t e n t a t i v e hope i n a r e s u r r e c t i o n . 

'Hands' has the same g e n e r a l p a t t e r n as the p r e v i o u s poem,, A g a i n 

O r c h a r d ' s hands a r e a s h o r t h a n d e x p r e s s i o n o f h i s c h a r a c t e r , "A f a r m e r ' s 

j o k e : ' s t i l l g o t your bloody g r e a t hands!"' They a r e p r a c t i c a l t o o , 

l i k e " o l d i r o n t o o l s " , ( p . 6 7 ) . They a l s o make him one w i t h t h e b u l l o c k s 

whose n o s t r i l s he g r a s p s , t h e ewes he d e l i v e r s and t h e t r a c t o r he d r i v e s . 

The poem a l s o ends w i t h a p o l a r i t y . The d e l i c a c y o f touch i n a s s i s t i n g 

t h e b i r t h o f lambs i s a p p l i e d t o the h a b i t t h a t e v e n t u a l l y k i l l s him. 

I t i s t h e t h i r d o f t h r e e s t r e s s e s i n t h e poem, p o l a r i z i n g and t h e n 

r e c o n c i l i n g s t r e n g t h and d e l i c a c y , as w e l l as a c t i v e hands and i n a c t i v e . 

As i n 'Now you have t o p u s h 1 t h e t h i r d s t r e s s i s between l i f e and d e a t h 

and i s d e a l t w i t h i n a f i n a l v i s u a l r e s o l u t i o n : 

Your hands l i e f o l d e d , e s t r a n g e d from a l l t h e y have done 
And as t h e y have never been, and s t a r t l i n g -
So s l e n d e r , so t a p e r , so w h i t e , 
Your mother's hands suddenly i n your hands -

I n a f i n a l s t r a n g e n e s s o f elegance. ( p . 68) 

The p a t t e r n o f p o l a r i t y f o l l o w e d by p o e t i c r e s o l u t i o n i s a t i t s 

most e f f e c t i v e i n 'Moortown', so i t i s n o t s u r p r i s i n g t h a t t h e whole 

sequence, as w e l l as t h e i n d i v i d u a l poems, depends on t h i s p a t t e r n . 

The f a r m i n g poems a r e about t h e c y c l e o f t h e seasons w h i l e t h e Jack 
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Orchard poems a r e about d e a t h , t h e break i n t h e c y c l e . The l a t t e r 

poems a r e a d i r e c t c o n t r a s t t o what has gone b e f o r e i n f o u r ways. They 

f o c u s on man, n o t b e a s t . They do n o t f o l l o w t h e c y c l e o f seasonal 

development. They make no a t t e m p t a t being d e l i b e r a t e l y 'upbeat'. 

They d e a l s p e c i f i c a l l y w i t h i s s u e s o f memory - immediacy i s n o t as 

i m p o r t a n t as ' s t o p p i n g t i m e ' a l o n g t h e l i n e s o f 'Coming down t h r o u g h 

Somerset'. 

The f i r s t p a r t o f t h e sequence i s more l i k e a s e r i e s o f e x c e r p t s 

f r o m a f a i r y s t o r y . The l a s t s i x poems a r e more l e g e n d a r y . But t h i s i s 

n o t so much an area o f p o l a r i t y as o v e r l a p , s i n c e a l l the 'floortown' 

poems b r i n g t o g e t h e r t h e " l e g e n d and l i f e " . The d i f f e r e n c e s a r i s e f r o m 

t h e s u b j e c t m a t t e r . The a n i m a l s have l i t t l e t o do w i t h legend s i n c e 

th e y a r e always l i v i n g i n t h e p r e s e n t , w h i l e man, who i s p r e o c c u p i e d 

w i t h e t e r n i t y , sees i t as a c o n n e c t i o n w i t h i m m o r t a l i t y . The a n i m a l 

poems f o l l o w t h e p a t t e r n o f the seasons. The Orchard poems f o l l o w t h e 

p a t t e r n s o f human t h o u g h t . The fo r m e r poems have " t h e t w o - f o l d q u a l i t y 

o f a t a l e : i t s amazing m u l t i f o r m i t y , p i c t u r e s q u e n e s s and c o l o u r , and on 

th e o t h e r hand i t s no l e s s s t r i k i n g u n i f o r m i t y , i t s r e p e t i t i o n " 

( P r o p p : Morphology o f t h e F o l k t a l e ^ ) w h i l e t h e l a s t poems have t h e 

uniqueness o f t h e man Dack Orchard a t t h e i r c o r e . 

The area o f o v e r l a p between t h e immediacy and r e p e t i t i o n o f f a i r y 

t a l e s and t h e t e m p o r a l awareness and uniqueness o f legend i s where t h e 

t r u l y m y t h i c a l can f l o u r s i h . The myth o f 'Moortown' embraces a l l t h e s e 

q u a l i t i e s , s i n c e Hughes has p r o g r e s s e d t o a p o i n t where he can g e n e r a t e 

a t r u e d i a l e c t i c between human and a n i m a l l i f e , where b e f o r e he had 

sought t o remove man from t h e p i c t u r e , as i n Crow ( o r even Season Songs), 

or approached human i s s u e s i n d i r e c t l y as i n Cave B i r d s . I n 'IMoortown' 

l e g e n d a r y and m y t h o l o g i c a l m a t e r i a l b e g i n s t o f i n d i t s p l a c e as an a i d 
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t o a p o e t i c e x p l o r a t i o n o f our humanity and our r e l a t i o n s h i p w i t h t h e 

w o r l d around us„ 
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1. T r a n s c r i b e d from t h e tape Ted Hughes and R.S.Thomas. The C r i t i c a l 
Forum, Norwich Tapes L t d . , M a r k f i e l d House, Caldbec H i l l , B a t t l e , 
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2. P o e t r y i n t h e Making, p. 20. 
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a r t i c u l a t e t h e c o n t i n u i t i e s between t h e human s e l f and t h e a n i m a l 
w o r l d j and an e x p l o r a t i o n o f t h e c r e a t i v e - d e s t r u c t i v e n a t u r e o f 
t h e m a t e r i a l r e a l i t y on which a l l l i f e i s founded." Ted Hughes: 
A C r i t i c a l Study, p. 80. 

6. Review o f Moortown by P e t e r Scupham, Times L i t e r a r y Supplement. 
4 t h January 1980 > p. 6. 

7. ' Q u i t t i n g 1 , Review o f 'Jag ra ncy by.'Philip O'Connor, New Statesman, 
6 t h September, 1963, p. 293. 

8« Leonard S c i g a j , Myth and Psychology i n t h e P o e t r y o f Ted Hughes', 
Ph.D. T h e s i s , U n i v e r s i t y of Wisconsin-Madison, 1977, p. 18. 

9. Maud B o d k i n , A r c h e t y p a l P a t t e r n s i n P o e t r y . (London; O x f o r d U n i v e r s i t y 
P r e s s , 1934), p. 7 onwards. 
Bodkin's t h e o r y can be p u t t h u s : 

L i v e d e x p e r i e n c e > C o n t e x t u a l i z a t i o n > Awareness 
( l i n k i n g e x p e r i e n c e 
t o a c t i o n s , words, 
O b j e c t s ) 

T 
I m a g i n a t i o n 

T his c l o s e l y f o l l o w s t h e shamanic p a t t e r n o f : 

Energy * Myth 1 H e a l i n g 

T 
C a t h a r s i s 

(See I n t r o d u c t i o n , p. 18) 

10. 'Myth and E d u c a t i o n ' , 1976, P . 85. 

11. i b i d . , p. 87. 
12. i b i d . 
13. Gaudete. p. 59. Dehorning on p. 126. 
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14. Frances A Yates, The R o s i c r u c j a n E n l i g h t e n m e n t , fet. A l b a n s , H e r t s . : 
Granada P u b l i s h i n g , 1975),p. 97. (Quoted i n Faas, Ted Hughes: The 
Unaccommodated U n i v e r s e , p. 81) 

15. The Saturday N i g h t Reader, ed. Emma Tenant,(London : W.H.Allen, 
1978), pp. 38-42. 

16. Review o f The E n v i r o n m e n t a l R e v o l u t i o n . I n t h i s r e v i e w Hughes adds 

t h a t he i s c o n v i n c e d t h a t " t h e moment has come" f o r Nature's i n i t i a t i v e . 

17. C r i t i c a l Forum t a p e . 

18. See Remains o f Elmet pp. 277-8. 

19. See I n t r o d u c t i o n , p. 2 1 . 
20. 'Ted Hughes W r i t e s ' , R e p r i n t e d i n Worlds, ed; G e o f f r e y Summerfield, 

(Harmoridswtirth: Penguin, 1974), pp. 126-7. The b a s i s f o r Hughes's 
i n t e r e s t i n p o e t s as d i v e r s e as Amichai and Douglas i s thus c l a r i f i e d . 

2 1 . L i l l i a n Feder, A n c i e n t Myth i n Modern Poetry.(New J e r s e y : P r i n c e t o n 
U n i v e r s i t y P r e s s , 1971), p. 15. 

22. 'Ted Hughes W r i t e s ' . 

23. C r i t i c a l Forum Tape. 

24. Susanne K. Langer, P h i l o s o p h y i n a New Key.(Cambridge ; 
M a s s a c h u s s e t t s J 1967), 3 r d ed., p. 177. 

25. Among th e Sea-Dyak o f Borneo t h e Wind S p i r i t i s t h e Messenger t o 
and from t h e dead because o n l y he has t h e courage t o c r o s s t h e 
f r o n t i e r between t h e w o r l d s o f l i f e and d e a t h . See E l i a d e , 
Shamanism, p. 359. 

26. Review o f The E n v i r o n m e n t a l R e v o l u t i o n . 

27. "What e x c i t e s my i m a g i n a t i o n i s t h e war between v i t a l i t y and d e a t h , 
and my poems may be s a i d t o c e l e b r a t e the e x p l o i t s o f t h e w a r r i o r s 
o f e i t h e r s i d e . " 'Ted Hughes W r i t e s ' . 
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32. A. Mollema suggests t h a t t h i s i s one o f Hughes's two main m y t h i c a l 
o p p o s i t i o n s , t h e o t h e r being between t h e l e g e n d a r y and modern w o r l d s . 
See ' m y t h i c a l Elements i n t h e P o e t r y o f Ted Hughes', Dutch Q u a r t e r l y 
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33. 'Ted Hughes W r i t e s ' . 

34. V l a d i m i r Propp, The Morphology o f t h e F o l k t a l e , Trans, by Lawrence 
S c o t t , r e v i s e d and ed. by L.A. Wagner, 2nd ed. ( A u s t i n : U n i v e r s i t y 
o f Texas, 1958), pp. 20-1. 
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CHAPTER 7 

REMAINS OF ELMET 

A f t e r s p e n d i n g a l a r g e p r o p o r t i o n o f h i s p o e t i c c a r e e r on 

e x p l i c i t l y m y t h o l o g i c a l symbols and concerns Ted Hughes has begun t o 

renew p o e t i c c o n t a c t w i t h h i s p a s t , w i t h a n i m a l l i f e and w i t h t h e 

la n d s c a p e . I t has become more and more c l e a r t h a t i t i s an i n i t i a t i o n 

i n t o r e l a t i o n s h i p t h a t he seeks r a t h e r t han i n t o a c u l t o f h i s own 

d e v i s i n g . I n 'Moortown' t h i s o r i e n t a t i o n was seen and f e l t i n t h e 

immediacy o f d i a r y e n t r i e s . Now, w i t h Remains o f t i m e t , f i r s t pub­

l i s h e d by Faber and Faber i n May 1979, we are shown a major r e t r o s ­

p e c t i v e , a whole c u l t u r e t h a t can now o n l y s u r v i v e as a l e g e n d . 

I n t h i s sequence Hughes e x p l o r e s t he landscape o f t h e v a l l e y o f 

h i s b i r t h . The Calder V a l l e y has l a i d c l a i m t o being t h e c r a d l e o f 

th e i n d u s t r i a l r e v o l u t i o n , i t s h i n t e r l a n d w r e s t e d from r o b b e r s and 

d i s p l a c e d l a b o u r e r s by t h e new water-powered f a c t o r i e s . Now, f u r t h e r 

d evelopments have made t h e c a n a l - s i d e i n d u s t r i e s o b s o l e t e . Hughes has 

se t o u t t o c a p t u r e something o f t h i s changing w o r l d , a w o r l d t h a t i s 

an i n t e g r a l p a r t o f h i m s e l f . An i r o n i c a l c o u n t e r p o i n t t o t h e v a l l e y ' s 

e n t r o p y a r e t h e superb photographs o f Fay Godwin which c o n t r a s t t h e i r 

f r o z e n moments a g a i n s t both permanence and decay. 

Remains o f Elmet opens w i t h Hughes s i t t i n g , d r i n k i n g tea w i t h h i s 

u n c l e who i s r e m i n i s c i n g about Hughes's mother s i x years a f t e r her 

d e a t h . T h i s man i s the p o e t ' s s i n g l e , f r a g i l e l i n k w i t h t h e p a s t . H i s 

memories a r e "A r c h a e o l o g y o f the mouth/Treasures t h a t crumble a t the 

to u c h o f day", t r e a s u r e w h i c h , l i k e a "huge f i s h " exhausted a f t e r much 

f i g h t i n g a g a i n s t t h e l i n e , hangs "on such a f r a y e d , f r a y i n g h a i r -
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f i n e n e s s . " H i s u n c l e ' s memories a r e "Keeping t h e i r l a s t e i g h t y years 

a l i v e and a t t a c h e d t o me,/Keeping t h e i r s t r a n g e depths a l i v e and 

a t t a c h e d t o me." 

S i m i l a r human l i n k s w i t h t h e p a s t a r e t h e 'Crown P o i n t Pensioners' 

and t h e o l d man " i n t h e l o n e l y p a r l o u r / O n t h e h e i g h t s road" o f 

' H e p t o n s t a l l • . But t h e " o l d man/Of t h e h i l l s " ( p . 92) i s c o m p l e t e l y 

a l o n e , " L e t s h i s memories l e a k " f o r l a c k o f a new r e c e p t a c l e , " L e t t i n g 

t i m e moan i t s amnesia/Through t h e t e l e g r a p h w i r e s . " The P e n s i o n e r s a t 

Crown P o i n t a t l e a s t have each o t h e r t o t a l k t o , ' ''Attuned t o each o t h e r , 

l i k e t h e s t r i n g s o f a h a r p . " They a r e d e s c r i b e d as " S i n g e r s o f a l o s t 

kingdom", t h e o l d Kingdom o f Elmet, and as such a r e duty-bound t o pass 

on "The r e v e r b e r a t i o n s t h e i r f a t h e r s / D r e w from these h i l l - l i f t i n g s and 

h i l l - h o l l o w s . " 

Hughes s t a n d s i n r e l a t i o n t o t h e s e men as h e i r o f t h e i r " I n d i g e n ­

ous memories" ( p . 8 9 ) , h i s " l a s t i n h e r i t a n c e " ( p . 7 ) , an i n h e r i t a n c e 

t h a t has decayed, t h a t c o u l d s l i p away a t any moment, y e t which i s 

t r u l y a t r e a s u r e , a r e p o s i t o r y o f s t r e n g t h , an i n h e r i t a n c e which i s : 

Blood i n t h e v e i n s 
For amusement. 

A g r a v e y a r d 

For homeland. ('For B i l l y H o l t * , p. 90) 

B i l l y H o l t i s a symbol o f t h e best t h a t the Calder v a l l e y has produced, 

r e p r e s e n t a t i v e o f a s o c i e t y where t h e Norse l o n g s h i p s "Anchored i n nose 

and c h i n " ^ meshing i n w i t h t h e B r i t i s h s p i r i t . The Calder "Badlands" 

w i t h t h e i r " f a r , v e i l e d gaze o f q u i e t l y / H o m i c i d a l a p p r a i s a l " a d m i r a b l y 

s u i t " t h e A n c i e n t Norse v i r t u e s o f hardness and bloody-minded v i o l e n c e . " 

B i l l y H o l t worked as a weaver i n Todmorden u n t i l the o u t b r e a k o f 

t h e F i r s t World War when he j o i n e d up a t t h e age o f s i x t e e n i n the 

L a n c a s h i r e F u s i l i e r s , where he r a p i d l y became a s e r g e a n t and was t r a i n ­

i n g t o be an o f f i c e r i n O x f o r d when t h e war ended. H i s f i r s t p ost-war 
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e n t e r p r i s e was a h o l i d a y camp i n H a r d c a s t l e Crags, a p l a c e which 

Hughes p o r t r a y s as e x p e r i e n c i n g p a r a l l e l a c t i v i t i e s t o those o f a whole 

g e n e r a t i o n : 

" T h i n k o f t e n o f t h e s i l e n t v a l l e y , f o r t h e god l i v e s t h e r e . " 
But here t h e l e a f - l o a m s i l e n c e 
I s o l d s i f t i n g s o f sewing machines and s h u t t l e s , 
And the s i l e n c e o f a n t - w a r f a r e on p i n e - n e e d l e s 
I s l i k e t h e s i l e n c e o f c l o g s over c o b b l e s , 
And t h e b e e c h - t r e e s o l e m n i t e s 

M u f f l e much c o r d i t e . ( ' H a r d c a s t l e Crags', p. 13) 

I n Remains o f Elmet t h e r e i s a c o n s t a n t correspondence between t h e 

moors, woods and towns o f t h e Calder V a l l e y and t h e F i r s t World War 

t r e n c h e s . To s u r v i v e b o t h i s a f e a t , and a l s o an i n i t i a t i o n . The poem 

'Long Screams' n e x t t o a p h o t o g r a p h o f barbed w i r e , empty s c r u b l a n d ­

scape ande p o o l o f w a t e r - l i k e a s h e l l - c r a t e r - reminbs us most 

f o r c e f u l l y o f t h e correspondence: 
Dark v o i c e s . 
S w i f t weapons. 

What rummaging o f l i g h t 
At t h e end o f t h e w o r l d . 

Unended b l e e d i n g 
Deaths l e f t o v e r . 
The dead p i l e d i n c a i r n s 
Over t h e dead. 
Everywhere dead t h i n g s f o r monuments 
Of the dead. 

And now t h i s whole scene, l i k e a mother, 
L i f t s a c r y 

R i g h t t o t h e source o f i t a l l . 

A s o l i t a r y c r y . 

She has made a c u r l e w . ( p . 26) 

I n 'The Sheep Went On Being Dead 1, "The t h r o b o f t h e m i l l s and t h e 

c r y i n g o f lambs" i s " L i k e s h o u t i n g i n F l a n d e r s . " Once a g a i n Fay 

Godwin's p h o t o g r a p h seems t o have s t i m u l a t e d Hughes i n a correspondence 

between h i s own e x p e r i e n c e o f t h e v i o l e n c e , decay, and beauty even, o f 

t h e moors and t h e t r e n c h e s o f t h e G r e a t War. The dead sheep i n t h e 
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l a s t s tages o f decay has a l l these q u a l i t i e s . I t s "crumble o f d o l l ' s 

c u r l s and c a l c i u m " l e a d s him on t o t h i n k o f t h e farms as " m e l t i n g 

c o r p s e s " , s i m i l a r l y s k e l e t a l r e m a i n s , p r o t r u d i n g from t h e e a r t h . I n 

t h e 1963 r a d i o b r o a d c a s t , 'The Rock', Hughes reminds us: 

... e v e r y t h i n g i n West Y o r k s h i r e i s s l i g h t l y u n p l e a s a n t . N o t h i n g 
ever q u i t e escapes i n t o h a p p i n e s s . The p e o p l e a r e n o t detached 
enough f r o m t h e s t o n e , as i f t h e y were o n l y h a l f - b o r n f r o m t h e 
e a r t h , and t h e g r a v e s a r e t o o near t h e s u r f a c e . A d i s a s t e r 
seems t o hang around i n t h e a i r t h e r e f o r a l o n g t i m e . I can 
never escape t h e i m p r e s s i o n t h a t t h e whole r e g i o n i s i n mourn­
i n g f o r t h e f i r s t w o r l d war.^ 

The d i s a s t e r s t i l l hangs i n t h e a i r as he w r i t e s Remains o f Elmet. 

A l l save seventeen o f t h e young men who f o u g h t w i t h t h e L a n c a s h i r e 

F u s i l i e r s i n t h e D a r d a n e l l e s were k i l l e d . Hughes's f a t h e r was one o f 

t h e s u r v i v o r s , h i s pocket-book d e f l e c t i n g a p i e c e o f s h r a p n e l . Hughes 

says i n 'Out', "The s h r a p n e l t h a t s h a t t e r e d my f a t h e r ' s paybook/Gripped 

me." (Wodwo. p. 156) 

As a r e s u l t , everywhere t h e p o e t l o o k s he sees monuments t o t h e 

dead. I n 'Long Screams' i t i s t h e dead themselves. I n ' H a r d c a s t l e 

Crags' he c l a i m s , " N a m e - l i s t s o f f cenotaphs t a n g l e here t o m y s t i f y / T h e 

v o i c e o f t h e d i l a p i d a t e d r i v e r " ( p . 1 3 ) . The m i l e s o f d r y - s t o n e w a l l s 

a r e c a l l e d " T h i s h a r v e s t o f l o n g c e m e t e r i e s " ( ' W a l l s ' ) . The c l o s i n g 

o f t h e m i l l s because a l l t h e men have e n l i s t e d has spawned cenotaphs: 

F i r s t , f o o t b a l l p i t c h e s , crown greens 
Then t h e b o t t o m l e s s wound o f t h e r a i l w a y s t a t i o n 

That b l e d t h i s v a l l e y t o d e a t h . ( ' F i r s t , M i l l s ' , p. 34) 

Hughes r e g a r d s t h e war as "A s i n g l e , f a t a l wound", one from w h i c h t h e 

area never r e c o v e r e d , t h e c l o s i n g o f t h e m i l l s f o r war p r o p h e s y i n g t h e 

f i n a l c l o s u r e i n r e c e n t t i m e s t h r o u g h l a c k o f work. 

Hughes seems t o have f e l t t h i s i n terms o f h i s own sense o f 

e n c l o s u r e w i t h i n t h e v a l l e y , h i s e a r l i e s t y e ars dominated by "a dark 

c l i f f " which was " b o t h t h e c u r t a i n and backdrop t o e x i s t e n c e " : 



270 

I f a man's death i s h e l d i n p l a c e by a s t o n e , my b i r t h was 
f a s t e n e d i n t o p l a c e by t h a t r o c k , and f o r my f i r s t seven 
y e a r s i t p r e s s e d i t s shape and v a r i o u s moods i n t o my b r a i n . 
There was no easy wasy t o escape i t , I l i v e d under i t as 
under t h e presence o f a war, o r an o c c u p y i n g army: i t con­
s t r i c t e d l i f e i n some way, demanded and d e n i e d , and was n o t 
happy. ( 'The Rock') 

' F i r s t , M i l l s ' e x p resses e x a c t l y the same i d e a , t h e h i l l s commandeered, 

t h e towns and v i l l a g e s sacked. The narrow v a l l e y i s a t r e n c h 

surmounted by "A sky l i k e an empty h e l m e t / w i t h a h o l e i n i t . " 

L e v i - S t r a u s s has s a i d t h a t men t h i n k i n myths w i t h o u t them being 

aware o f i t . Perhaps a p o e t i s one who i s c o n s c i o u s l y a b l e t o do t h e 

same, t o p a t t e r n e x p e r i e n c e i n such a way as t o a r t i c u l a t e i t f o r those 

who would o t h e r w i s e miss t h e p a t t e r n ' s s i g n i f i c a n c e . Hughes's f i r s t 

i n t e n t , however, seems t o be t o i m p r e s s the p a t t e r n p o w e r f u l l y upon our 

awareness, u s i n g Godwin's v i s u a l images as a s p r i n g b o a r d . He educates 

our eye and i m a g i n a t i o n t o see s k e l e t o n and corpse when we see w a l l 

and f a r m , educates us t o share t h e sense o f d i s a s t e r i n t h e a i r - i n 

o t h e r words i n v i t i n g us t o share h i s c h i l d h o o d and t h e p o e t ' s own p a r t ­

i c u l a r p a i r o f m y t h i c a l s p e c t a c l e s . 

T h i s i n v i t a t i o n has always been i m p l i c i t i n Hughes's p o e t r y , t h e 

p r o f f e r i n g o f a way o f s e e i n g . Hidden w a r f a r e , as i n 'Mayday on 

H o l d e r n e s s ' and ' R e l i c ' i n L u p e r c a l , has always been a theme, b u t now 

we are p r e s e n t e d w i t h t h e f u l l sweep of t h e drama, s p e c i f i c a l l y l o c a t e d , 

d r a w i n g i t s e m o t i o n a l s t r e n g t h from i t s myths. Thus i n ' H i l l Ruins' 

t h e g u t t e d b u i l d i n g i s e x p l a i n e d i n terms o f t h e l o s s o f t h e s h u t t l e ' s 

s p i r i t , t r a p p e d by t h e m a g i c i a n s o f Dapan, e x p l o i t i n g t h e " s m i l i n g 

f o o l s i n Todmorden": 

And t h e c h i l d r e n 
Of rock and water and a d r a u g h t y absence 
Of e v e r y t h i n g e l s e 
Roaming f o r l e f t o v e r s 

SmashBd a l l t h a t would smash 
What would not smash t h e y burned 
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Ulhat would n o t burn 

They l e v e r e d l o o s e and t o p p l e d down h i l l s i d e s . ( p . 38) 

The c h i l d r e n a r e a k i n d o f s u p e r n a t u r a l L u d d i t e band, " L i k e t h e 

e a r l i e s t / H o m e l e s s Norsemen" and h e i r s o f t h e i r " bloody-minded v i o l e n c e . 

Perhaps i t i s a s k i r m i s h o f these same s u p e r n a t u r a l b e i n g s w h i c h i s 

r e c o r d e d i n 'Long Screams'. These a r e t h e s i g n s o f Nature i n l a b o u r , 

p r o d u c i n g "A s o l i t a r y cry./She has made a c u r l e w . " ( p . 26) 

Uhere t h e M o t h e r s ' speaks o f s i m i l a r b e i n g s , r i d i n g t h e w i n d , 

" L o o k i n g f o r bodies/Of b i r d s , a n i m a l s , p e o p l e . " One i s n o t s u r e 

w hether t h e mothers seek dead bodies f o r some d a r k , s e c r e t purpose or 

w hether t h e y want t o g i v e themselves p h y s i c a l f o r m . The mothers seem 

t o be t h e s p i r i t s o f t h e moors, r e l e a s i n g a " s e c r e t and w i l d " happiness 

t h e e x u l t a n t mood of t h e moors t h a t Hughes f e l t p r e s e r v e d h i s c h i l d h o o d 

f r o m t h e o p p r e s s i o n o f t h e r o c k - f a c e : 

... t h e mood o f moorland i s e x u l t a n t , and t h i s i s what I 
remember o f i t . 

From t h e r e t h e r e t u r n home was a descent i n t o t h e p i t , and 
a f t e r each v i s i t I must have r e t u r n e d l e s s and l e s s o f m y s e l f 
t o t h e v a l l e y . T h i s i s where t h e d i v i s i o n o f body and s o u l , 
f o r me, began. ('The Rock') 

At t h i s s t a g e we can now see t h a t Remains o f Elmet i s e x p r e s s i n g 

b o t h a m y t h o l o g y and a cosmology. The mythology o f t h e F i r s t World War 

one t h a t i s v e r y c l o s e t o our c u l t u r e , i s used as an ante-chamber t o a 

second, deeper mythology based on more d i s t a n t c u l t u r a l p r e m i s e s , 

where s p i r i t a c t i v i t y i s one o f t h e causes o f decay. At t h e r o o t o f 

t h e w a r f a r e i s t h e o p p r e s s i o n o f man: 

H i l l - S t o n e Was Content 

To be o u t , t o be c a r t e d 
And f i x e d i n i t s new p l a c e . 

I t l e t i t s e l f be c o n s c r i p t e d 
I n t o m i l l s . And i t s t a y e d i n p o s i t i o n 
D e f e n d i n g t h i s s l a v e r y a g a i n s t a l l . 
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I t f o r g o t i t s w i l d r o o t s 
I t s e a r t h - s o n g 
I n cement and t h e drum-song o f looms. ( ' H i l l - S t o n e Was C o n t e n t ' , 

p. 37) 

Meanwhile t h e " s o f t h i l l - w a t e r " c a r r i e s o u t i t s g u e r i l l a w a r f a r e . 

A l t h o u g h men "Got To The Summit", t h e d e s e c r a t i o n o f t h e t e l e v i s i o n 

a e r i a l has r e s u l t e d i n t h e s p i r i t ' s e n m i t y - "The h i l l s went on g e n t l y / 

Shaking t h e i r s i e v e . " The water may be s o f t , t h e h i l l s may s i e v e 

g e n t l y b u t t h e y a r e s t i l l e r o d i n g man's b r i e f dominance ( p . 5 6 ) . 

The v a l l e y belongs b r i e f l y t o man who p l a n t s " i t s f l o o r i n g o f 

c r i c k e t p i t c h , meadows, b o w l i n g g r e e n s , s t r e e t s , r a i l w a y s and m i l l s . 

I t i s a k i n d o f u n d e r w o r l d , "a happy h e l l " ( p . 7) c o n t a i n i n g " t h e 

a r g u i n g i m m o r t a l dead." The r i v e r C alder i s i t s L e t h e , t h e "dark r i v e r " 

o f f o r g e t f u l n e s s . The v a l l e y i s a l s o a womb, but one t h a t i s p a s t 

f e r t i l i t y . 

I n c o n t r a s t t h e moors "Are a s t a g e f o r the performance o f heaven." 

('Moors', p. 19) They a r e a l s o t h e m e e t i n g p o i n t w i t h the sky. To 

descend f r o m them i s t o descend i n t o t h e p i t ('The Rock'). To s t a n d 

upon them i s t o be 'Open t o Huge L i g h t ' , a l i g h t o f r e v e l a t i o n . The 

shepherds a r e shamans, c a l l i n g up t h e wind w i t h t h e i r r e e d s , t h e wind 

who "was God, t h e y knew" ( p . 1 7 ) . One i s reminded o f Blake's p i p e r who 

p i p e s "a song about a lamb."^ I n t h i s case: 
Now h i l l s bear them t h r o u g h v i s i o n s 
From emptiness t o b r i g h t e r emptiness 
With music and w i t h s i l e n c e . ('Open t o Huge L i g h t ' , p. 17) 

The moor i s t h e meeting p l a c e between heaven and e a r t h . I n 'Heather' 

we a r e t o l d : 

The upper m i l l s t o n e heaven 
G r i n d s t h e h e a t h e r ' s f a c e h a r d and s m a l l . 

Heather o n l y toughens. ( p . 48) 

A s i m i l a r image o f endurance comes i n 'Where t h e M i l l s t o n e o f Sky' 

r e m i n d i n g us o f t h e p o t e n t i a l i n i t i a t o r y v a l u e o f endurance, the sky 
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" G r i n d i n g t h e s k i n o f e a r t h / E a r t h b l e e d s her raw t r u e d arkness." 

E a r t h i s f l a y e d and naked and can now p u t on the nBw m a g i c a l s k i n o f 

t h e i n i t i a t e . Sky i s c o n t i n u a l l y b r i n g i n g f o r t h r e g e n e r a t i o n w i t h i n 

t h e e a r t h by t h i s m i l l i n g p r o c e s s . The b l o o d i s l i f e . The h e a t h e r 

toughens. 

The poems and t h e p h o t o g r a p h s a l ways emphasise t h e c o n t r a s t 

between moor and sky and t h e i r dominance over the v a l l e y : 

U l t i m a t e l y , t h e v a l l e y was s u r r o u n d e d by moor s k y l i n e s , 
f u r t h e r o f f and h i g h e r t h a n t h e r o c k , f o l d e d one behind 
a n o t h e r . The rock a s s e r t e d i t s e l f , t r i e d t o p i n you down, 
p o l i c e d and gloomed. But you c o u l d escape i t , c l i m b p a s t 
i t and above i t , w i t h some e f f o r t . You c o u l d n o t escape 
t h e moors. They d i d n o t impose themselves; they s i m p l y 
s u r r o u n d e d and w a i t e d . ('The Rock') 

Hughes goes on t o say: 

... my o u t l o o k was r u l e d by s i m p l e l i g h t and d a r k , heaven 
above and e a r t h below, d i v i d e d by t h e u n d u l a t i n g l i n e o f 
t h e moor. I f any word c o u l d be fo u n d engraved around my 
s k u l l , j u s t above t h e e a r s and eyebrows, i t would p r o b a b l y 
be t h e word ' h o r i z o n 1 . 

Thus t h e p o e t ' s eye i s c o n s t a n t l y drawn t o " t h e w a l l e d , h o r i z o n -

woven c h o i r / O f o l d c a r e s " and "The huge music/Of s i g h t l i n e s " i n 'The 

Word t h a t Space B r e a t h e s ' . The landscape forms a c h o i r and o r c h e s t r a 

f o r a p e r f o r m a n c e o f "The Clessiah/Of opened r o c k . " The s p l i t between 

heaven and e a r t h i s what o c c a s i o n s t h e m a n i f e s t a t i o n o f t h e Logos i n 

t h e " c h a p e l o f c l o u d . " On the o t h e r hand t h e landscape t h a t c r i e s o u t 

f o r a h i e r o p h a n y as a r e s u l t o f i t s v e r y f o r m , begging a r e c o n c i l i a t i o n , 

s t a r k i n i t s c o n f l i c t o f l i g h t and dark i s c o n t i n u a l l y h e l d a p a r t by 

t h e onrush o f day, n i g h t h a v i n g b r o u g h t t h e two w o r l d s t o g e t h e r i n 

i m p e n e t r a b i l i t y , t h e " T i d a l dawn s p l i t t i n g heaven f r o m e a r t h " ('Cock­

crows', p. 1 2 1 ) , Meanwhile c r e a t i o n groans u n t i l t he sons o f God come 

i n t o t h e i r own. 

The s p l i t between heaven and e a r t h i s an e x t e r n a l i z a t i o n o f t h e 

s p l i t i n t h e human b e i n g . Hughes says t h a t h i s c h i l d h o o d environment 
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i s where t h e d i v i s i o n o f body and s o u l began f o r him. H i s mythology 

i s an a t t e m p t t o e s t a b l i s h a p l a c e o f r e c o n c i l i a t i o n , l i k e t h a t o f 

E.H. F o r s t e r , whose c a l l was t o " L i v e i n f r a g m e n t s no l o n g e r . Only 

conn e c t and t h e beast and t h e monk, robbed o f t h e i s o l a t i o n t h a t i s 
g 

l i f e t o e i t h e r , w i l l d i e . " 

I t i s i s o l a t i o n and t h e r e f u s a l t o share a w o r l d , i n s t e a d c r e a t i n g 

a s e p a r a t e h a l f - w o r l d , t h a t Hughes sees as t h e cause o f t h e death o f 

t h e Calder v a l l e y . Even worse i s t h e e s t a b l i s h i n g o f one's own w o r l d 

a t t h e expense o f n a t u r e , d i s p l a c i n g t h e w o l f from h i s lookouAi, 

e n s l a v i n g t h e s t o n e s o f t h e h i l l s i d e , e x p l o i t i n g t h e streams and 

e m a s c u l a t i n g them i n t o c a n a l s . The r e s u l t o f t h i s a c t i v i t y i s p o r t r a y e d 

i n t h e poem 'Remains o f Elmet' where t h e farms e a t each o t h e r and the 

m i l l t o w n s "were c e m e t e r i e s / D i g e s t i n g u t t e r l y / A l l w i t h whom they s w e l l e d . " 

When t h e n a t u r a l e q u i l i b r i u m i s d i s t u r b e d too g r e a t l y s p i r i t u a l 

c a n n i b a l i s m r e s u l t s . I n s t e a d o f a s y m b i o t i c means o f l i v e l i h o o d , 

t h e r e i s t h e p a r a s i t i c , ths' t o u r i s t s who " p i c k among c r u m b l i n g , l o o s e 

molars/And empty s o c k e t s " , scavengers w o r r y i n g t h e decomposing c a r c a s s . 

The e f f e c t o f t h i s i s Etnown upon b o t h rock and w a t e r , t h e two 

c o n s t i t u e n t s o f t h e landscape t h a t a r e most open t o e x p l o i t a t i o n . The 

moor i s p u r e and t h e sky i s f r e e , but e a r t h and w a t e r l i e i n bondage. 

'Wild Rock' i s now "Tamed r o c k . " Heaven i s now a q u a r r y , a q u a r r y f o r 

t h e v a l l e y i n h a b i t a n t s ' " s t o n y i d e a s " which t h e y use t o produce moral 

c l o t h i n g a g a i n s t t h e o n s l a u g h t o f t h e " f o u r t r e m b l i n g q u a r t e r s . " The 

weaving t r a d e i s made s y m b o l i c o f t h e human i m p u l s e t o wrap o n e s e l f up 

a g a i n s t t h e " H o o f - o f - t h e - w o r l d - r i d g e w i n d " , t h e wind which " b l o w e t h 

where i t l i s t e t h " as the Gospels p u t i t , t h e wind o f t h e l i f e - b r e a t h i n g 

s p i r i t . 

I n c o n t r a s t t o t h e tamed, q u a r r i e d rock i s 'The Big Animal o f 

Rock' whose k i n " v i s i t each o t h e r i n heaven and e a r t h " , who k n e e l s a t 
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t h e f e s t i v a l o f t h e "Mourning Mother/Who e a t s her c h i l d r e n . " T h i s i s 

t h e r o c k ' s w i n t e r a s p e c t , v e r y d i f f e r e n t from i t s summer one, " o p e n l y 

s u n n i n g " i n t h e A p r i l thaw, e n j o y i n g a " q u i e t c a t - e c s t a s y . " ( ' I n A p r i l ' ) 

The d i f f e r e n c e i s one o f c o n seiousness. The t r u e rock a n i m a l s a r e 

u n s e l f c o n s c i o u s and t h e r e f o r e a t peace w i t h t h e i r energy. L i k e t h e 

a c t u a l a n i m a l s i n Hughes's e a r l y poems th e s t r e n g t h o f t h e r o c k s comes 
g 

f r o m " t h e i r complete u n i t y w i t h whatever d i v i n i t y t h e y have." That i s 

why 'Rock Has Not Learned' speaks w i t h a p p r o v a l o f t h e unaware v a l l e y s 

and t h e " b l i n d s k y l i n e s " , who a r e " I g n o r a n t i n i g n o r a n t a i r . " A l l 

t h e s e a r e p a r t o f t h e d i v i n i t y t h e y w o r s h i p which i s mother E a r t h , t h e 

Gea G e n e t r i x , thB Mourning Mother. 

Water r e c e i v e s a s i m i l a r t r e a t m e n t . Throughout t h e sequence r a i n 

and w a t e r s y m b o l i z e l i f e , and the a b i l i t y o f water t o f l o w f r e e l y i s 

v e r y i m p o r t a n t . I n ' I t I s A l l ' w a ter i s t r a p p e d i n a p u d d l e and has 

t h u s become a t r a p f o r t h e sun. I n 'Willow-Herb' t h e s t a g n a n t c a n a l 

i s a m i r r o r o f t h e i n d u s t r i a l d e s p a i r . The chimney besilde t h e w a t e r 

i s " l o p p e d stump-low f o r s a f e t y " , emasculated o u t o f r e l a t i o n s h i p w i t h 

n a t u r e , w h i c h i s i t s o n l y j u s t f a t e , h a v i n g been "Something t h a t was 

f i n g e r s and /51avery and r e l i g i o u s . " (The chimney's o n l y chance i s 

t h a t p r e s e n t e d i n 'Lumb Chimneys' where the chimney i s l i k e a n o t h e r 

t r e e i n t h e wood and "BeforB these chimneys can f l o w e r again/They must 

f a l l i n t o t h e o n l y f u t u r e , i n t o e a r t h . " p. 14) 

' W i l l o w - H e r b ' shows us a c a n a l o f " s l a c k r i p p l e s " which " r u s t s " 

and i s u s e l e s s . But i n both 'The Canal's Drowning B l a c k ' and 'The Long 

Tunnel C e i l i n g ' t h e r e i s s t i l l some l i f e l e f t i n t h e c a n a l , t h a t o f t h e 

f i s h , t h e l o a c h and t r o u t . L i k e w i s e 'Under t h e World's W i l d Rims' 

a l l o w s f o r a u n i t i n g and l i f e g i v i n g f o r c e , which i n t h i s case i s t h e 

sun, w h i c h on Hughes's way t o s c h o o l "Gave my s c h o o l ^ g o i n g p u r p o s e " , as 

i t s r a y s h i t t h e f a c t o r y s k y l i g h t s b e s i d e t h e c a n a l t o w p a t h . 
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But t h e r e a r e s t i l l two s e p a r a t e w o r l d s , t h a t which man has shaped 

and t h e o l i g o c e n e w o r l d o f t h e l o a c h i n 'The Canal's Drowning B l a c k ' , 

(Po 7 4 ) , t o whom man i s a "Monkey God, A M a r t i a n . " I n P o e t r y i n t h e 

Making Hughes w r i t e s o f h i s t i m e spent t i c k l i n g l o a c h o u t o f t h e c a n a l 
10 

stonework w i t h h i s n e t — " t h e i r P a r a d i s e and mine." Nature has managed 

to breed " w i l d l e o p a r d s - among bleached depth fungus." The t r o u t i n 

'The Long Tunnel C e i l i n g ' i s a " t i g e r i s h , d a r k , b r e a t h i n g l i l y . " The 
11 

w o r l d o f a n i m a l energy has managed t o i n f i l t r a t e t he town. A " f r e e 

l o r d " s t i l l r e i g n s "among mean sandstone,/High under f e r n s , h i g h up 

near sour h e a t h e r . " When th e w o r l d o f man impinges upon t h e moors t h e 

e f f e c t i s d i f f e r e n t . I n 'Widdop' i n s t e a d o f t h e r e s e r v o i r d o m i n a t i n g 

t h e l a ndscape t h e r e i s an accomodation between t h e " f r i g h t e n e d l a k e " 

and t h e e q u a l l y f r i g h t e n e d h e a t h - g r a s s . The l a k e has no c o n f i d e n c e i n 

i t s p o s i t i o n . The wind s n i f f s a t i t as i t t r e m b l e s l i k e a mongrel 

b e i n g examined by a w o l f , p a r t o f t h e same c r e a t i o n , the same s p e c i e s , 

but a d o m e s t i c a t e d newcomer n o n e t h e l e s s . 

W h i l e t h e rock and t h e water e n t e r a degree o f bondage, t h e moor 

i s never cowed. I n t h e same way t h a t t h e Lumb V a l l e y s u r r o u n d s and 

undermines t h e stonework o f t h e chimneys u n t i l t h e y f a l l i n t o t h e 

e a r t h , so t o o t h e moors erode t h e farms which a t t e m p t e d t o d o m e s t i c a t e 

them. Both 'Top Withens' and ' H i l l W a l l s ' express the sense o f " P i o n e e r 

hope" t h a t sought t o tame the h i l l s b u t t h a t hope was d i r e c t e d " a t t h e 

dead end o f a wrong d i r e c t i o n " (Top W i t h e n s ' ) . W h i l e America was 

s l o w l y tamed, i n West Y o r k s h i r e an enemy more p o t e n t than the I n d i a n s 

beseiged t h e "dream's f o r t . " F i n a l l y t h e farm a t Top Withens was o v e r ­

r u n : 

And t h e s k y l i n e s , h o w l i n g , c l o s e d i n -

Now i t i s a l l o v e r . 
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The wind swings w i t h e r e d s c a l p s o f s o u l s 
I n t h e t r e e s t h a t s t o o d f o r men 

And t h e s w i f t glooms o f p u r p l e 

Are swabbing t h e buman shape from t h e f r e e d s t o n e s . ( p . 103) 

' H i l l W a l l s ' a l s o t a k e s t h e fo r m o f an a d v e n t u r e , t h e h i l l s an e x p l o r ­

i n g s h i p w i t h s t o n e r i g g i n g . " E x h i l a r a t e d men" a t f i r s t "grew 

s t r o n g e r r i d i n g t h e f i r s t w i n t e r s , " L i k e t h e crew o f a s h i p s e a r c h i n g 

f o r t h e North-West passage, t h e f a r m e r s supplement t h e i r d e t e r m i n a t i o n 

w i t h h a r d i n e s s and g r o w i n g e x p e r i e n c e . Grass, c r o p s and c a t t l e a r e a t 

f i r s t c a r r i e d a l o n g i n t h e a d v e n t u r e . But i n t h e end t h e r e a r e : 

No s u r v i v o r s . 
Here i s t h e h u l k , every r i b s h a t t e r e d . 
A few c r a z e d sheep 
P u l l i n g i t s weeds 
On a shore o f c l o u d . ( p . 30) 

I n these two poems Hughes i s u s i n g a n o t h e r v a r i e t y o f myth-making, t h a t 

o f c h i l d h o o d a d v e n t u r e dreams, l i k e h i s own a d o l e s c e n t e p i c s o f Carson 

FlacReared t h e I n d i a n k i l l e r , a " p l u n g e i n t o i m a g i n a t i o n " now made 

d e s p e r a t e by t h e need t o c o r r e c t t h e balance away from a s o l e l y 
12 

m a t e r i a l i s t i c o u t l o o k . T h i s i s one o f t h e t a s k s o f Remains o f Elmet, 

making us l o o k a t a w o r l d we have n o t p r e v i o u s l y n o t i c e d , u s i n g con­

s t a n t p e r s o n i f i c a t i o n o f i n a n i m a t e o b j e c t s and f l i g h t s o f d e s c r i p t i v e 

i m a g i n a t i o n . Dead farms l i k e dead l e a v e s " C l i n g t o t h e long/Branch o f 

w o r l d " ('Dead Farms, Dead Leaves', p. 5 5 ) . 'Walls' sees t h e f i e l d -

w a l l s as a " h a r v e s t o f l o n g c e m e t e r i e s . " Hughes w i l l use any t o o l t o 

hand t o f o c u s our gaze, t o f o r c e us t o use our i m a g i n a t i o n t o o , t o 

expose t h a t i n n e r w o r l d : 
... w i t h o u t f u l l o p e r a t i o n o f t h e v a r i o u s w o r l d s and heavens 
and h e l l s o f i m a g i n a t i o n , men become s i c k , m e c hanical monsters. 
And as t h e l i f e i n s i d e them s h r i n k s t o a l i t t l e a r t i f i c i a l 
space o f p e r m i t t e d a c t i v i t y , t h e o t h e r w o r l d seems t o d i e t o o . 
L i f e becomes no l o n g e r w o r t h l i v i n g and t h e l i f e i n s t i n c t b egins 
t o f a i l . 1 3 
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I t i s t h i s f a i l u r e o f t h e l i f e i n s t i n c t t h a t t h e p o e t sees i n t h e 

C a l d e r v a l l e y . The moors themselves remain v i t a l , s t i l l h o l d i n g t h e i r 

e x h i l a r a t i n g power "Of Armadas about t o 9et o u t - " ('There Come Days 

To The H i l l s ' ) . Here t h e h i l l - s h i p s have "Dragons on m a i n s a i l s " , 

r e m i n d i n g us o f t h e s e r p e n t , which f o r Hughes and many c u l t u r e s i s t h e 

14 

symbol o f l i f e , and once a g a i n o f i t h e Norsemen. 

The p o e t i s concerned t h a t t h e f u l l w o r l d be p o r t r a y e d , i n c l u d i n g 

i t s h e l l s . The m i l l - t o w n s have b r o u g h t t h e i r f a t e down typon themselves 

because o f t h e i r " s t o n y ideas'" ('Wild Rock'), which are c l o s e l y l i n k e d 

w i t h t h e c h a p e l C h r i s t i a n i t y o f t h e v a l l e y s . Hughes c a l l e d t h e story: 
1 5 

o f S t . George a " s u s p e c t s t o r y " and sought t o compensate f o r i t w i t h 
h i s c h i l d r e n ' s book The I r o n Man: 

... my l i t t l e boy w i t h h i s I r o n Man, i n s t e a d o f d e s t r o y i n g 
t h e dragon, makes f r i e n d s w i t h t h e dragon; he i n c l u d e s t h e 
dragon i n tihe w o r l d , he doesn't s h u t o f f and c l o s e t h e w o r l d 
back i n t o a narrow p r i s o n . He keeps space open.16 

Men have sought t o e n s l a v e r o c k , water and moor, but have n o t 

t r u l y succeeded, o n l y d o m i n a t i n g t h e components, n o t the moor i t s e l f , 

where t h e Mothers c o n t i n u e t o g a l l o p t h e i r s o u l s . The reason t h e y seek 

t o e n s l a v e i s , f o r Hughes, because t h e y themselves a r e e n s l a v e d ( c f . ' I t 

I s A l l ' ) , " C h r i s t i a n i t y i n s u p p r e s s i n g t h e d e v i l , i n f a c t suppresses 

17 

i m a g i n a t i o n and suppresses v i t a l n a t u r a l l i f e . " I n the q u e s t i o n - t i m e 

f o l l o w i n g t h e paper w h i c h c o n t a i n e d these o b s e r v a t i o n s , Hughes a d m i t t e d 

a marked b i a s , b u t conceded t h a t , " i f you a r e a r e a l C h r i s t i a n you a r e 

no t f a r away from n a t u r e and when you go back t o t h e B i b l e and C h r i s t 

and t h e e a r l y C h r i s t i a n s , God i s n a t u r e . " 

What Hughes seems t o be c o m p l a i n i n g about i s t h e r e s t r i c t i v e and 

s o u l - d e s t r o y i n g l e g a l i s m o f v a l l e y C a l v i n i s m , s y m b o l i z e d i n Remains o f 

Elmet by Mount Z i o n c h a p e l . I n 'The Canal's Drowning B l a c k ' Mount 

Z i o n ' s "Cowled, S a t a n i c M a j e s t y " l o o k s d i i t h d i s f a v o u r as t h e boy throws 
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t h e l o a c h back i n t o t h e c a n a l , t h e i r t r u e and mutual P a r a d i s e . I n 'The 

A n c i e n t B r i t o n Lay Under H i s Rock': 

We needed t h a t w a f t from t h e cave 
The dawn d e w - c h i l l i n g o f emergence, 

The h u n t i n g grounds untouched a l l around us. ( p , 84) 

A l t h o u g h t h e c h i l d r e n d e s p e r a t e l y want t o d i s c o v e r t h e m y t h i c a l "stump 

o f l o c a l f o l k - l o r e " , t h e y a r e w o r k i n g a g a i n s t themselves because they 

a r e under t h e i n f l u e n c e o f Sunday and t h e Hunter they seek i s p r o t e c t e d 

by h i s r o c k , w h i c h as t h e y dug"waddled and squirmed deeper." A l t h o u g h 

t h e c h i l d r e n have t h e i m a g i n a t i v e power t h e y a r e " L a b o u r i n g i n t h e 

p r i s o n / O f our eyes, our sun, our 5unday b e l l s . " 

I n 'Rhododendrons' t h e shrubs s t a n d f o r s i m i l a r f o r c e s o f 

r e p r e s s i o n , j o i n i n g w i t h t h e c o u n c i l , p o l i c e and c h a p e l , "Rubberized 

p r i s o n - w e a r o f s u p p r e s s i o n ! " They a r e an a l i e n s t r a i n , p r e s i d i n g over 

"dead a c i d gardens/Where b l u e widows, s h r i n e d i n Sunday, shrank ..." 

The rhododendrons a r e an e x p r e s s i o n o f t h e s p i r i t o f Sunday, r e m i n ­

i s c e n t o f t h e s h o r t s t o r y i n Wodwo: 
To t h e f a r t h e s t s k y l i n e i t was Sunday. The v a l l e y w a l l s , 
t h r o u g h o u t t h e week wet, h a n g i n g , u n c o m f o r t a b l e woods and 
mud-hole fa r m s , were today n e a t , remote, and i r r e p r o a c h a b l y 
p r e t t y , p o s t c a r d p r e t t y . The b l u e sky, t h e s p a r k l i n g l y 
smokeless Sunday a i r , d i s i n f e c t e d them. ('Sunday', p. 57) 

M i c h a e l , t h e p r o t a g o n i s t o f the s t o r y ( n o t t h e h e r o , f o r t h a t i s B i l l y 

Red), s i t s i n c h a p e l "and began t o i m a g i n e a w o l f g a l l o p i n g t h r o u g h 

s n o w - f i l l e d , m o o n l i t f o r e s t . W i t h o u t f a i l t h i s image was the f i r s t 

t h i n g i n h i s mind whenever he s h u t h i s eyes on these s i t u a t i o n s o f 
1 8 

c o n s t r a i n t ..." ( p . 5 6 ) . I t i s t h i s same w o l f which t h e m i l l - t o w n 

c u l t u r e has r e j e c t e d i n f a v o u r o f t h e t e l e v i s i o n : 

L i g h t s 
Over c o n v e r s a t i o n and t e l l y and d i s h e s 
I n g r a v e s f u l l o f e t e r n a l s i l e n c e . 
L i g h t s 
Of t h e w o l f ' s w r a i t h 
That cannot any l o n g e r on a l l these h i l l s 
F i n d h e r p e l t . ("You Claw The Door', p. 95) 
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The t e l e v i s i o n i s t h e c h o i c e o f a d e s e n s i t i z e d c u l t u r e , t h e r e s u l t o f 
19 

a f a i l u r e o f r e l i g i o n . ' H e p t o n s t a l l Old Church' d e s c r i b e s t h e r i s e 

and f a l l o f C h r i s t i a n i t y i n t h e v a l l e y , once a g a i n based on p e r s o n i f i c ­

a t i o n , a huge b i r d whose s k e l e t o n i s t h e o l d c h u r c h : 

A g r e a t b i r d landed h e r e . 
I t s song drew men o u t o f r o c k , 
L i v i n g men o u t o f bog and h e a t h e r . 
I t s song p u t a l i g h t i n t h e v a l l e y s 
And harness on t h e l o n g moors. 

I t s song b r o u g h t a c r y s t a l f r o m space 
And s e t i t i n men's heads. 

Then t h e b i r d d i e d . 

I t s g i a n t bones 
Blackened and became a m y s t e r y . 

The c r y s t a l i n men's heads 
Blackened and f e l l t o p i e c e s . 

The v a l l e y s went o u t . 

The moorland broke l o o s e . ( p . 118) 

What once b r o u g h t humanity l i g h t and beauty has now b l a c k e n e d . 

"Blackness/Was a b u i l d i n g b l o c k i n g t h e moon " ( p . 82)„ T h i s b u i l d i n g i s Mount 

Z i o n , " D a r k e n i n g t h e sun o f every day." I t s o p p o s i t e i s ' B r i d e s t o n e s ' : 
Holy o f h o l i e s - a h i l l - t o p c h a p e l . 
A c t u a l l y a crown o f o u t c r o p rock -
E a r t h ' s h e a r t - s t u f f l a i d b a r e . ( p . 64) 

To a t t e n d t h i c chapel i s t o share where heaven and e a r t h meet, 

a m a r r i a g e " n a i l e d down" by the "wedding s t o n e s " , a pun on t h e r o c k ' s 

name: 

And from now on, 
The sun 
Touches you 

Wit h t h e shadow o f t h i s f i n g e r . 

From now on 
The moon s t a r e s i n t o your s k u l l 
From t h i s p e r c h . ( p . 64) 
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Mount Z i o n b l o c k s o u t t h e moon, a t B r i d e s t o n e s i t s r a y s a r e u n a v o i d a b l e , 

d e e p - p i e r c i n g . The moon d i e s and i s r e s u r r e c t e d , b u t t h e C h r i s t o f 

Mount Z i o n Chapel was " o n l y a ..... worm/Who had g i v e n up t h e g h o s t . " 

But even h e r e Nature has managed t o i n f i l t r a t e her agents o f s u b v e r s i o n . 

A c r i c k e t ' s music c o n t r a d i c t s t he " b o t t o m l e s s c r y " o f t h e " p r i s o n -

y a r d . " The "crumpled" women and the men w i t h "cowed, shaven s o u l s " do 

n o t even know what a c r i c k e t i s . I n t h e i r t h r e a t e n e d s t a t e t h e y 

w h i s p e r t o e a c h o t h e r , "How b i g i s a c r i c k e t ? " f e a r f u l l e s t i t o v e r ­

whelm them. 

The c r i c k e t seems t o have a s i m i l a r s y m b o l i c v a l u e t o t h e l o c u s t s 

o f t h e Old Testament, which a re a common judgement a g a i n s t o p p r e s s i o n , 

as i n t h e oase o f t h e plagues sent upon Pharoah, and p a r t i c u l a r l y 
20 

a g a i n s t o p p r e s s i o n as t h e r e s u l t o f f a l s e r e l i g i o n . The presence o f 

t h e l o c u s t s was a c a l l t o repentance. The c r i c k e t does an e q u i v a l e n t 

t a s k i n West Y o r k s h i r e ! : 
Long a f t e r I ' d been smothered i n bed 
I heard them 
R i v i n g a t t h e r e l i g i o u s stonework 
W i t h s c r e w d r i v e r s and c h i s e l s . ( p . 82) 

Mount Z i o n b l o c k s the moon, B r i d e s t o n e s l e t s i t s t a r e i n t o o ur s k u l l s . 

But i n 'Spring-Dusk' t h e sn i p e i s a b l e t o b r i n g t h e moon's l i f e l i g h t 

down i n t o i t s eggs. The moon o f ' B r i d e s t o n e s ' exposes and i l l u m i n a t e s 

b u t does n o t b e n e f i t . I n 'Spring-Dusk' t h e r e i s a m e d i a t o r , a shaman, 

t h e s n i p e , who i s : 

Drumming i n t h e h i g h dark - w i t c h d o c t o r 

C l i m b i n g and d i v i n g 

Drawing t h e new 
Needle o f moon 
Down 

G e n t l y 

I n t o i t s eggs. ( p . 66) 
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There a r e a number o f c r e a t u r e s w h i c h s t a n d between e a r t h and sky 

i n Remains o f Elmet. They a r e e i t h e r o f t h e moors, a l m o s t t o u c h i n g 

t h e s k y, l i k e t h e sheep and c e r t a i n r o c k s ( c f . 'The Big Animal o f Rock'), 

o r more f u l l y shamanic l i k e the b i r d s who a r e a t home i n e i t h e r 

e n v i r o n m e n t - t h e g r o u s e , s n i p e and c u r l e w . Any o t h e r a n i m a l s shown 

i n t h e sequence a r e s e r v a n t s o f one o r t h e o t h e r o f t h e mediums, t h e 

g u l l s who f l y "Out o f n o t h i n g n e s s i n t o n o t h i n g n e s s " ('Widdop'), 

o r t h e weasels who are demon l a b o u r e r s o f t h e Earth-Mother ('The 

Weasels We Smoked Out Of The Bank'). There a r e v e r y few human c l a i m ­

a n t s t o t h e shamanic r o l e , s a v i n g those who " P l a y t h e reeds o f 

d e s o l a t i o n " , s i t t i n g on t h e r o o f o f t h e w o r l d . 'Open t o Huge L i g h t ' ' s 

p h o t o g r a p h shows such a man s i t t i n g between two t r e e s as i f a t a 

t h r e s h o l d or g a t e , h i s a n i m a l f a m i l i a r b e s i d e him, l o o k i n g o u t on 

d e s o l a t i o n . As t h e eskimo shaman I g j u q u a r j u k s a i d : 

True wisdom i s o n l y t o be found f a r away f r o m p e o p l e , o u t i n 
t h e g r e a t s o l i t u d e , and i t i s n o t found i n p l a y , b u t o n l y 
t h r o u g h s u f f e r i n g . S o l i t u d e and s u f f e r i n g open t h e human 
mind, and t h e r e f o r e a shaman must seek h i s wisdom t h e r e . ^ 1 

3oan H a l i f a x t e l l s us i n Shamanic Voices t h a t "The t h r e s h o l d p l a c e 

o f t h e i n i t i a t o r y e x p e r i e n c e i s t h e t w o - l i g h t w o r l d " , where the many 

d u a l i t i e s o f human e x p e r i e n c e are b r o u g h t t o g e t h e r t h r o u g h a " p e r s o n a l 
22 

r i t e o f t r a n s f o r m a t i o n . " T his f i t s c l o s e l y t o g e t h e r w i t h Hughes's 

landscape o f c o n t r a s t s e x p r e s s i n g p s y c h o l o g i c a l v e r i t i e s . The r e c o n c i l ­

i a t i o n between moor and sky i s t h a t between e a r t h and heaven, b u t i t i s 
23 

a l s o t h e u n i t i n g o f body and s o u l , man and h i s e n v i r o n m e n t . The con­

c e p t o f t h e " t w o - l i g h t w o r l d " a l s o f i t s i n w i t h Hughes's p e r c e p t i o n s 

i n 'The Rock' o f t h e shadowed v a l l e y as a p r i s o n and t h e open moors as a 

p l a c e o f r e v e l a t i o n . That i s why t h e "wind shepherds" are 'Open t o 

Huge L i g h t ' and why a number of t h e h i e r o p h a n i c poems a r e about l i g h t : 

They a r e 
The armour o f b r i c - a - b r a c 
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To which your s o u l ' s c a d d i s 
C l i n g s w i t h a l l i t s courage. ('These Grasses Of L i g h t ' , p„ 16) 

Here t h e human s o u l i s l i k e a m a y - f l y , i n c r e d i b l y s h o r t l i v e d and a t t h e 

mercy o f t h e f o r c e s o f N a t u r e , r e p r e s e n t e d by l i g h t . But l i g h t has 

become a f e i i o w - v i c t i m : 

L i g h t F a l l s Through I t s e l f 

Loses most o f i t s e l f 
And a l l i t s p o s s e s s i o n s . 

F a l l s naked 
I n t o p o v e r t y g r a s s , p o v e r t y s t o n e , 
P o v e r t y t h i n w a t e r . ( p . 113) 

L i g h t d e r i v e d i t s s t r e n g t h from i t s a l l i a n c e w i t h t h e h i l l s , b o t h o f 

which were p u t i n t o a b e w i t c h e d sleep under " m i g r a i n e o f headscarves 

and c l a t t e r ... c l o g - i r o n s and b i b l i c a l t e x t s " ('The Trance o f L i g h t ' ) . 

But now, a t l a s t , t h e h i l l beast i s awakening, l i k e something " o u t o f 

R e v e l a t i o n s . " Man's g r i p has loosened. He has d e f e a t e d h i m s e l f . "The 

mad s i n g i n g i n t h e h i l l s " i s b e g i n n i n g a g a i n : 

And t h e h i l l s walk o u t on t h e h i l l s 
The r a i n t a l k s t o i t s gods 
The l i g h t , opening younger, f r e s h e r wings 
Holds t h i s l a n d up a g a i n l i k e an o f f e r i n g 

Heavy w i t h t he dream o f a p e o p l e . ( p . 20) 

The l i g h t i t s e l f i s shamanic, i t s t r a n c e r e s u l t i n g i n i t s a b i l i t y t o 

make t h e o f f e r i n g , l a d e n w i t h t h e in c e n s e o f a whole c u l t u r e ' s dreams, 

l i k e t h e i n c e n s e o f t h e p r a y e r s o f t h e s a i n t s ( a l s o o u t o f R e v e l a t i o n s ) . 

T h i s and the o t h e r o v e r t l y m y t h i c a l poems c l o s e l y resemble p r i m i t i v e 

songs: 

I n such songs and i n t h e myths from which t h e y a r e d e r i v e d 
t h e main purpose i s t o g i v e r e a l i t y t o t h e b e l i e f t h a t d i v i n e 
b e i n g s a r e a t work i n t h e f a m i l i a r w o r l d ... They c a t c h t h e 
n a t u r e o f gods and s p i r i t s and t h e temper b e h i n d t h e i r a c t i v i t ­
i e s w i t h a s p e c i a l u n d e r s t a n d i n g o f what i t means f o r t h e 
em o t i o n s , and i n t h i s l i e s t h e i r p o e t i c a p p e a l . I t r e i n f o r c e s 
an i m a g i n a t i o n t h a t i s a l r e a d y a t work by g i v i n g i t a w i d e r 
f i e l d f o r i t s e x e r t i o n s and moves e a s i l y from t h e bare f a c t s 
o f myth t o t h e i r r e a l i z a t i o n i n p r a c t i c e ... The p r i m i t i v e 
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c o n v i c t i o n s t h a t d i v i n e beings a r e a t work everywhere i s 
d i s p l a y e d i n a c o n c r e t e f o r m , and we see what advantages 
i t b r i n g s . 2 ^ 

( C M . Bowra: P r i m i t i v e Song ) 

The poem 'High S e a - L i g h t ' i s one poem which m a n i f e s t s "a s p e c i a l 

u n d e r s t a n d i n g " o f what t h e presence o f d i v i n i t y means f o r t h e emotions. 

T h i s poem i s t h e d e s c r i p t i o n o f a v i s i o n a r y e x p e r i e n c e , a h i e r o p h a n y : 

High S e a - L i g h t 

P e a r l - r o b e 
Of e a r t h ' s g r i t 

Heaven glows t h r o u g h 
I n t o t h e streams 
I n t o g u l p i n g mouths 

I n t o a w o r l d 
Of busy dark atoms 

I n s i d e t h e l i v e wreathed stone 

Of l i g h t worn warm by a wonder. ( p . 62) 

Hughes has gone beyond t h e dark quest o f Crow whose o n l y hope i s death 

and r e b i r t h , b u t i s i n d e s t r u c t i b l e . He has t a k e n up t h e d i v i n i t y 

r e l e a s e d i n Gaudete, d e s t r u c t i v e l y a t f i r s t , and expressed i t i n terms 

t h a t r e v i t a l i z e t h e c i v i l i z e d man who has been p r e v i o u s l y c u t o f f from 

h i s ' p r i m i t i v e ' r o o t s . Heaven now "glows t h r o u g h " . On t h e moors death 

i s p a r t o f l i f e , i n s e p a r a b l e , i n a way t h a t cannot be e x p e r i e n c e d i n 

Crow. On t h e moors man and n a t u r e must reach an accomodation, a ballance 

m i s s i n g i n t h e main n a r r a t i v e o f Gaudete. What t h e e p i l o g u e poems o f 

Gaudete commenced Remains o f Elmet c o n t i n u e s . 

I n Remains o f ElmBt man i s r e p r e s e n t e d as i n a d e q u a t e t o t h e shamanic 

ta s k o f r e i n t e g r a t i o n . He cannot cope w i t h the w i l d e r n e s s o f moor: 
The c a l l t o shamanhood o f t e n sends the neophyte i n t o t h e 
w i l d e s t o f t e r r a i n s , i n t o a w o r l d i n h a b i t e d o n l y by b e a s t s 
and s p i r i t s . I t i s i n these l o n B l y p l a c e s t h a t t h e s a c r e d 
m y s t e r i e s ... can f i n d t h e i r way t o the human mind.^^ 

( Joan H a l i f a x ) 

The f a r m e r s c o u l d n o t r e s i s t t h e b e s e i g i n g u n r e s p o n s i v e n e s s o f t h e moors, 

f i n a l l y overwhelming r a t h e r t h a n i n i t i a t i n g , as i n 'Top W i t h e n s ' . T h i s 
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poBm draws a t t e n t i o n t o an image which has a l r e a d y s u r f a c e d t w i c e , t h a t 

o f t h e t r e e as a symbol o f man on t h e moor, " t h e t r e e s t h a t s t o o d f o r 

men." Most t r e e s on t h e moor were p l a n t e d , i m p o r t e d l i k e t he rhododend­

r o n s i n t h e v a l l e y ; 

A p r i e s t from a n o t h e r l a n d 
F u l m i n a t e d 

A g a i n s t h e a t h e r , s t o n e s and w i l d w a t e r , ('TreeJ p* 4?) 

I n 'Tree' t h e t r e e i s p o r t r a y e d as a p r i e s t , a r e p r e s e n t a t i v e o f 

o r g a n i s e d r e l i g i o n , a f a i l e d r e l i g i o n . A f t e r man's d e p a r t u r e t h e t r e e 

r emains on t h e moor and t h r o u g h s u f f e r i n g becomes " t h e new p r o p h e t " , 

t r a n s f o r m e d by t h e "maiming g l i m p s e " a f f o r d e d by the l i g h t n i n g . ( T h i s 

p r i e s t t o p r o p h e t t r a n s f o r m a t i o n i s what Gaudete i s a l l a b o u t . ) The 

poem 'A T r e e 1 shows t h e t r e e i n the m i d d l e o f i t s i n i t i a t o r y s u f f e r i n g , 

coming t o t h e p l a c e where i t ceases t o s t r i v e , " L e t s what happens t o 

i t happen", as i t i s b a t t e r e d by the "unending i n t e r r o g a t i o n by w i n d / 

T o r t u r e d by huge s c a l d i n g s o f l i g h t . " Each t r e e has had t o s u f f e r t o 

e a r n i t s r i g h t t o s t a n d a g a i n s t the s k y , b r i d g i n g heaven and e a r t h . 

That i s why t h e oaks i n 'The Sheep Went On Being Dead' a r e " c r u c i f i e d " , 

and t h e t r e e o f the p r e s e n t poem i s " c r u c i f o r m " . 

The presence o f t r e e s i s a s t a t e m e n t o f man's f a i l u r e , t h a t o f 

abandoning t h e p a i n and t h e s o l i t u d e f o r t h e v a l l e y s , r e j e c t i n g the 

t r e a s u r e s o f heaven, the " l a s t i n h e r i t a n c e " ( p . 7 ) , f o r e a r t h l y t r e a s u r e s 

t h a t have been consumed by moth and r u s t . But t h e t r e e s a re a l s o a 

symbol o f hope, Joseph Campbell r e p o r t s t h i s s t a t e m e n t o f t h e Tungus 

shaman, Semyonov Semyon: 
Up above t h e r e i s a c e r t a i n t r e e where t h e s o u l s o f the shamans 
a r e r e a r e d , b e f o r e they a t t a i n t h e i r powers. And on the 
boughs o f the t r e e a r e n e s t s i n which t h e s o u l s l i e and a r e 
a t t e n d e d ... 

A c c o r d i n g t o our b e l i e f , the s o u l o f t h e shaman c l i m b s 
up t h i s t r e e t o God when he shamanizes.^ D 
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A l t h o u g h t h s s o u l s i n the t r e e s a t 'Top Withens' a r e l i k e " w i t h e r e d 

s c a l p s " thB t r e e s s t i l l r e m a i n , ready f o r some b o l d c l i m b e r . U n t i l 

t h e shamanic c r y o f p a i n and r e c o g n i t i o n i s h e a r d , t h e m y t h i c kingdom 

of Elmet i s i n a c c e s s i b l e . Tor i n s t a n c e , t h e s t o r y o f Churn-milk 3oan, 

savaged by f o x e s i n t h e snow i s m eaningless: 

The n e g a t i v e o f t h e s k y l i n e s i s b l a n k . 
Her l e g e n d a r y t e r r o r was n o t s u f f e r e d . 

Only a word wrenched, and t h e p a i n came, 
And her mouth opened. 

And now a l l o f us, 
Even t h i s s t o n e , have t o be memorials 
Df her f u t i l e s t u m b l i n g and screams 
And a w f u l l i t t l e d e a t h . ('Churn-Milk Joan', p. 59) 

W i t h t h e m y t h i c p e r s p e c t i v e our a w f u l l i t t l e d eaths a r e t r a n s f o r m e d , as 

we a r e shown i n ' H e p t o n s t a l l Cemetery 1: 

Wind slams a c r o s s t h e t o p s . 
The spray c u t s upward. 

You claw your way 

Over a g i a n t b e a t i n g w i n g , ( p . 122) 

I n t h e c o n t e x t o f t h e g i a n t wing ( a n g e l i c ? ) the dead members o f Hughes's 

f a m i l y b u r i B d i n t h = c h u r c h y a r d are " L i v i n g f e a t h e r s " : 
Where a l l t h e h o r i z o n s l i f t wings 
A f a m i l y o f dark swans 

And go b e a t i n g low t h r o u g h s t o r m - s i l v e r 
Toward t h e A t l a n t i c . 

These dead people a r e now making t h e s p i r i t f l i g h t , i n i t i a t e d i n t o 

d e a t h . Hughes has adopted t h e m e d i e v a l C h r i s t i a n t r a d i t i o n s o f s o u l s 

w i n g i n g t o heaven. This l i n k a g e i s c o n s i s t e n t w i t h a very a n c i e n t 

c o r r e s p o n d e n c e , t h a t which E l i a d e r e f e r s t o as " b i r d - s o u l - e c s t a t i c 
27 

f l i g h t . " Joseph Campbell a l s o reminds us t h a t "Angels are b u t m o d i f -
2 8 

i e d b i r d s . " I n Remains o f Elmet t h e b i r d s a r e t h e o n l y c r e a t u r e s who 

can f r e e l y t r a v e l between t h e w o r l d s . They do n o t need t o a t t a i n t o 

any e c s t a s y s i n c e they a r e a l r e a d y " l i v i n g t h e redeemed l i f e o f j o y " i n 
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"a s t a t e o f energy which men o n l y have when the y ' v e gone mad" - l i k e 

t h e s n i p e i n 'Spring-Dusk'. These l i n e s about t h e s p i r i t f l i g h t i n 

Doan H a l i f a x ' s Shamanic Voices m i g h t be d e s c r i b i n g t h a t poem where we 

a l s o see: 

a messenger i n f l i g h t a c r o s s the p e r i l o u s t h r e s h o l d o f the 
t w o - l i g h t w o r l d , where t h e i l l u m i n a t i o n o f t h e dream w o r l d 
o f n i g h t and t h e l i g h t o f t h e day's sun t r a n s e c t and fuse 
i n t o t h e f i e l d o f t w i l i g h t , where t r a n s c e n d e n t v i s i o n i s 
awakened.^0 

But t h e b i r d t h a t i s most c l o s e l y l i n k e d w i t h t h e t r a n s c e n d e n t v i s i o n 

i s t h e c u r l e w . When w r i t i n g o f Emily Bronte Hughes t e l l s us "The 

c u r l e w t r o d i n her womb" ('Emily B r o n t e ' ) . Her whole p h y s i o l o g y i s 

m y t h i c a l l y t r a n s f o r m e d by her empathy w i t h t he moors. The stream r a n 

t h r o u g h h e r ; t h e " s t o n e s w e l l e d under her h e a r t . " Her l o v e r i s the 

w i n d , r e p r e s e n t i n g the male a s p e c t o f the moor a "shaggy sodden k i n g . " 

T h i s k i n g i s l i k e H e a t h c l i f f i n W u t h e r i n q H e i g h t s , a s p i r i t o f t h e 

moors, the demon l o v e r . 

The c u r l e w , l i k e H e a t h c l i f f , i s a p s y c h i c o f f s p r i n g o f t h e p o e t i c 

v i s i o n t h a t Emily B r o n t e a r t i c u l a t e d , and i s a l s o a r u l e r , "a wet-

f o o t e d god o f t h e h o r i z o n s " ('Curlews I n A p r i l 1 ) . The c u r l e w s a r e a l s o 

b a r d s . They "Hang t h e i r harps over the m i s t y v a l l e y s " , t h e i r song 

f a t h e r i n g " f u l l g o l d e n moons" from t h e womb o f t h e h e a t h e r . I n 

'Curlews L i f t 1 we d i s c o v e r t h e CUTIBWS have a n o t h e r s h a m a n i s t i c 

a c c o m p l i s h m e n t , the a b i l i t y t o p e n e t r a t e the w o r l d o f l i g h t , to a t t a i n 

t h e r e v e l a t i o n : 

They t r a i l a l o n g , d a n g l i n g , f a l l i n g aim 
Across w a t e r 

L a n c i n g t h e i r v o i c e s 
Through t h e s k i n o f t h i s l i g h t 

D r i n k i n g t h e nameless and naked 
Through t r e m b l i n g b i l l s ( p . 29) 
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Throughout t h e sequence Hughes i s a f f i r m i n g h i s k i n s h i p w i t h the 

c u r l e w - s p i r i t , an a n i m a l f a m i l i a r t h r o u g h whom he can tap t h e same 

so u r c e t h a t Emily B r o n t e , t h a t o t h e r p o e t o f t h e moors, d i s c o v e r e d . 

T h i s i s t h e " p e c u l i a r sad d e s o l a t e s p i r i t t h a t c r i e s i n t e l e g r a p h w i r e s 

on moor r o a d s , i n the d r y and so s i m i l a r v o i c e s o f grouse and sheep, 
31 

and t h e m o i s t v o i c e s o f c u r l e w s ^ " The b i r d i s s e p a r a t e from t h e 

shaman o r t h e p o e t , but i t s s p i r i t "can best be i m a g i n e d as t h e f i e r y 
32 

f o r c e o f t h e shaman t h a t f l i e s over t h e e a r t h . " The c u r l e w s b r i n g 

h i e r o p h a n y , b u t t o p e r c e i v e them t r u l y i s i n i t s e l f a h i e r o p h a n y , t h e 

mark o f t h e shaman. Hughes seems t o see h i m s e l f as c o n t i n u i n g t h e 

v e r b a l t r a d i t i o n of t h e 'Crown P o i n t P e n s i o n e r s ' , t u r n i n g t h e i n s i g h t s 

f r o m t h e " a r c h a e o l o g y o f t h e mouth" i n t o a l i v i n g m a n i f e s t a t i o n o f t h e 

s a c r e d . 

The i d e a s o f the f a m i l i a r or s p i r i t g u i d e i s developed i n 'Two', t o 

r e m i n d us t h a t n o t h i n g can be a c c o m p l i s h e d w i t h o u t i t . The i n i t i a n d 

and h i s g u i d e descend t h e s t a i r w a y f r o m heaven and " f r o m t h e morning 

s t a r ... /Then the stream spoke o r a c l e s o f abundance/And t h e sun 

poured o u t a t t h e i r f e e t . " But the two b e g i n t o q u a r r e l : 

The g u i d e f l e w up from the pathway. 

The o t h e r s t o o d s t i l l . 

The f e a t h e r f e l l f r om h i s head. 
The drum stopped i n h i s n a n ^ 

The song d i e d i n h i s mouth. ( p . 80) 

Thus we see t h a t t h e curlew-god o f the moors i s p r e p a r e d t o mani­

f e s t h i m s e l f as the f a m i l i a r o f whoever i s p r e p a r e d t o c o n t i n u e t h e 

t a s k o f s i n g e r t o the Kingdom o f Elmet. He i s the one who g i v e s t h e 

p o e t h i s songs and he i s a l s o thsone who, i n h i s w r a t h a t man's des­

e c r a t i o n o f h i s domain, has b r o u g h t judgement down on t h e v a l l e y . 

The group games o f ' F o o t b a l l a t 51ack' and 'S u n s t r u c k ' a r e por-*-

t r a y e d as r i t e s o f p r o p i t i a t i o n , as men's m y s t e r i e s w i t h a l i m i t e d 
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membership. They c o n t i n u e t h e i r r i t e s d e s p i t e t h e r a i n , d a n c i n g and 

m i m i c k i n g f l i g h t : 

But t h e w i n g e r s l e a p t , they b i c y c l e d i n a i r 
And t h e g o a l i e f l e w h o r i z o n t a l 

And once a g a i n a g o l d e n h o l o c a u s t 

L i f t e d t h e c l o u d ' s edge, t o watch them, ( p . 68) 

The f o o t b a l l e r s p e r f o r m "on a bareback o f h i l l . " The c r i c k e t e r s a r e 

e n c l o s e d by t h e " v a l l e y p a r a p e t s . " The f o o t b a l l e r s a r e b a p t i s e d by t h e 

r a i n , t h e c r i c k e t e r s " r e t u r n e d , w i t h changed f a c e s , / L i k e men r e t u r n e d 
34 

f r o m a f a r j o u r n e y . " One can ima g i n e the young Hughes w a t c h i n g 

e i t h e r game, c u t o f f from both by s i z e and age, and b a r r e d from t h e i r 

a f t e r m a t h i n t h e pub by law - an e a r l y p r e f i g u r i n g o f t h e l o n g i n g f o r 

i n i t i a t i o n t h a t i s a c e n t r a l f e a t u r e o f h i s p o e t r y . 

I n t h e l a s t poem, 'The An g e l ' , we d i s c o v e r t h a t the p r o p i t i a t o r y 

r i t e s have been i n s u f f i c i e n t . The poem i s a dream o f t h e consequences 

o f man's r e b e l l i o n a g a i n s t n a t u r e , whose s e r v a n t t h e c u r l e w i s . The 

f u l l moon w h i c h i s so o f t e n l i n k e d w i t h l i f e and knowledge "had crashed 

on t o H a l i f a x . " But o u t o f t h i s scene o f a p o c a l y p t i c d e s t r u c t i o n , 

r e s e m b l i n g a n u c l e a r b l a s t , a r i s e s "a swan the s i z e o f a c i t y l " The 

moon i s a k i n d o f phoe n i x ( c f . Adam and the Sacred Nine) r i s i n g 

a g a i n from t h e ashes, b u t i n t h i s case, changed. The moon has hatched 

i n t o a b i r d - a n g e l , i t s f u l l i d e n t i t y becoming known as i t comes c l o s e r . 

T h i s poem i s a r e w o r k i n g o f the e a r l i e r poem p u b l i s h e d i n Wodwo 

as ' B a l l a d from a F a i r y T a l e ' . The i n i t i a l v i s i o n i s much t h e same 

u n t i l h a l f w a y t h r o u g h . I n b o t h v e r s i o n s the persona asks h i s mother 

f o r some e x p l a n a t i o n and i s t e r r i f i e d by the answer, the l i n e s Blakean 

i n t h e i r s i m p l i c i t y . Then come the d i f f e r e n c e s , which a r e t w o f o l d . 

The f i r s t i s t h e d i r e c t i o n t he angel t a k e s . I n t he l a t e r v e r s i o n i t 

j u s t h o v e r s and then s i n k s o u t o f s i g h t " b e h i n d S t o o d l e y " , w h i l e i n the 
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Wodwo v e r s i o n i t : 

Passed under t h e rough h i l l t o p 
O p p o s i t e t h e house 
Where my f a t h e r was born 
Where my grandmother d i e d . ( p . 167) 

The o t h e r main d i f f e r e n c e i s t h a t when t h e persona sees the a p p a r i t i o n 

a g a i n t h e l a t e r poem has him r e a c h i n g o u t and t o u c h i n g " t h a t s t r a n g e 

square o f s a t i n " on i t s head, w h i l e i n t h e e a r l i e r : 

When I n e x t saw 
That f r i n g e d square o f s a t i n 
1 c o u l d have reached and touched i t 
But I was s t a n d i n g i n a v a l l e y 
Deeper t h a n any dream. ( p . 167) 

Thus i t seems t h a t a t t h e t i m e o f th e Wodwo v e r s i o n t h e p o e t was 

s t i l l i n bondage t o the p a s t , c o n s t r i c t e d by the v a l l e y . But i n Remains 

of Elmet t h e r e i s a r e l e a s e . The f i r s t poem was w r i t t e n a f t e r S y l v i a 

P l a t h ' s d e a t h , t h e second f o l l o w i n g h i s mother's. I t would appear t h a t 

t h e square o f s a t i n r e p r e s e n t s a p r e m o n i t i o n o f t h e i r d e a t h s , one which 

he knew a b o u t , h a v i n g touched the c l o t h , t he o t h e r h i d d e n , and so even 

more t e r r i f y i n g : 

And t h r o u g h my mother's answer 
I saw a l l I had dreaded 
But w i t h i t s meaning d o u b l e d . 

And t h e v a l l e y was d a r k . (Wodwo, p. 167) 

Perhaps r e l e a s e a l s o comes from t h e u n d e r s t a n d i n g expressed i n 

' H e p t o n s t a l l Cemetery', t h a t Hughes's dead r e l a t i o n s a r e themselves 

"A f a m i l y o f dark swans", making the s p i r i t - f l i g h t , t h e i r bodies 

c l a i m a n t s t o e a r t h , t h e i r s p i r i t s i n h a b i t i n g t he heavens. 

So we see i n Remains o f Elmet an a p p l i c a t i o n o f the m y t h i c p e r s ­

p e c t i v e t o i n c l u d e e v e r y t h i n g from t h e most p e r s o n a l c o n s i d e r a t i o n o f 

p a s t bereavements t o a s p i r i t u a l a p p r a i s a l o f t h e economic c o l l a p s e o f 

the Calder a r e a . I t has been s a i d by P r o f e s s o r Densen t h a t "A myth i s 

no t a sequence o f inde p e n d e n t images, b u t a m e a n i n g f u l whole, i n which 
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a p a r t i c u l a r a s p e c t o f t h e a c t u a l w o r l d i s r e f l e c t e d . " I have sought 

t o emphasise t h e l i n k a g e s t h r o u g h o u t what i s , a f t e r a l l , c a l l e d a 

"Pennine Sequence", i n o r d e r t o show t h a t Remains o f Elmet f u l f i l l s t h e 

r o l e o f a t r u e myth. By themselves Fay Godwin's p h o t o g r a p h s a r e "a 

sequence o f in d e p e n d e n t images", b u t t h e i r f u n c t i o n i s t o p r o v i d e t h e 

hooks f o r t h e many elements o f t h e p o e t ' s myth=making c a p a c i t y , which 

has always been f o r m i d a b l e . 

I t c o u l d have been t h a t Ted Hughes had r u n o u t o f i d e a s and was 

b e i n g h e l p e d a l o n g by a r t i f i c i a l v i s u a l s t i m u l a e . But i n s t e a d we 

d i s c o v e r t h a t , r a t h e r t h a n p a n d e r i n g t o de c a y i n g t a l e n t , Fay Godwin has 

i n f a c t chosen images t h a t have always been very c l o s e t o Hughes, 

o b v i o u s l y u t i l i z i n g her l o n g - s t a n d i n g a c q u a i n t a n c e w i t h t h e p o e t as a 

s t a r t i n g p o i n t . The. .photographs complement the poems ( i t c o u l d have 

been the o t h e r way round) t o t r u l y make a " m e a n i n g f u l whole", u n i t i n g 

many l e v e l s o f p e r c e p t i o n i n a s i n g l e image; o f r o c k , o f h o r i z o n , o f 

t r e e , moon and b i r d . By l i n k i n g human s t r u g g l e s w i t h t h e w o r l d o f 

Nat u r e Hughes has a l s o p r o j e c t e d human c o n f l i c t s on t o a landscape, a 

la n d s c a p e w h i c h has found harmony, thus g i v i n g us hope. 
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N0TE5 

1« I n 'A Hero's H i s t o r y 1 , r e v i e w o f H e i m s k r i n q l a and The Prose Edda by 
S n o r r i S t u r l s o n , Gods.Demons and Other s , by R.K. Narnyan, Mew York 
Review o f Books. 31st D e c , 1964, pp. 6-7, Hughes c a l l e d t h e Norsemen 
"one o f th e key peop l e s o f h i s t o r y " . Hughes a l s o w r o t e o f h i s p r e f ­
erence f o r Norse myths, r e g a r d i n g them as " t r u e r t o us", because p r e -
C h r i s t i a n - 'Asgard f o r A d d i c t s ' , r e v i e w o f Myth and R e l i g i o n o f t h e 
No r t h by E.O.G. T u r v i l l e - P e t r e , L i s t e n e r , 19th March, 1964, pp. 484-5. 

2. 'A Hero's H i s t o r y ' r e v i e w . 

3. H o l t went t o f o l l o w h i s p a r e n t s o u t t o Canada and p u t h i s weaving 
t a l e n t s t o good use b u t "a t e r r i b l e f i t o f n o s t a l g i a came t o me one 
day when 1 s m e l t some b u r n i n g g r a s s and f a n c i e d t h a t I caught t h e 
tan g o f b u r n i n g moor g r a s s i n t h e sun. Homesick f o r t h e Y o r k s h i r e 
moors I booked my t i c k e t t o England." ( W i l l i a m H o l t , i n a b o o k l e t 
p u b l i s h e d 1980 t o go w i t h an e x h i b i t i o n commemorating him.) 
Sub s e q u e n t l y H o l t t r a v e l l e d e x t e n s i v e l y , w o r k i n g as a s t u n t man i n 
B e r l i n , s t a n d i n g as a Communist P a r t y member f o r Todmorden, was 
i m p r i s o n e d f o l l o w i n g a march i n 1932, two ye a r s a f t e r a v i 9 i t t o 
th e S o v i e t Union. He was a war c o r r e s p o n d e n t i n Sp a i n , b r o a d c a s t 
f o r t h e B.B.C. from 1940 to 1946, w r o t e n i n e books, became a 
p a i n t e r and i n 1964-65 rode h i s h o r s e , T r i g g e r , t o Rome a t the age 
o f 67. He d i e d i n 1977, h a v i n g r e m a r r i e d o n l y two years e a r l i e r . 
T r i g g e r d i e d i n 1980. 

4« 'The Rock', L i s t e n e r , 19th September, 1963, pp. 421-3. 

5. i b i d . 

6. Songs o f I n n o c e n c e . ' I n t r o d u c t i o n ' . I n B l a k e , Complete W r i t i n g s , 
p. 111. 

7. 'The Rock'. 

8. E.M. F o r s t e r , Howards End, A b i n g e r e d i t i o n , ( L o n d o n : A r n o l d , 1 9 7 3 ) , 
p. 184. 

9. 'Desk Poet' 

10. P o e t r y i n th e Making, p. 16. 

1 1 . A common theme i n Charles Tomlinson's p o e t r y , c f . 'Foxes Moon'. 

12. " I n America the e f f e c t s o f an e x c e s s i v e l y s c i e n t i f i c o u t l o o k a r e 
much more extreme than they a r e i n England and so t h e n a t u r a l cure 
o f i t , t h e plunge i n t o i m a g i n a t i o n , i n t h e S t a t e s i s t h a t much more 
d e s p e r a t e . American comics c o n s i s t t o an amazing e x t e n t o f t r a d ­
i t i o n a l m y t h o l o g i c a l themes i n modern f o r m , " Essay 'Myth and 
E d u c a t i o n , 1970, p. 6E. 

13. i b i d . , p. 60. 

14. C f 0 Leonard Baskin's drawing o f a snake on t h e cover o f Moortown. 
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T h i s snake resembles t h e w o r l d - s n a k e o f Norse m y t h o l o g y , b u t i s 
o n l y j u s t u n f o l d i n g , n o t y e t t a i l i n mouth. 

15. 'Myth and E d u c a t i o n 1 , 1970, p. 65. 

16. i b i d . , p. 66. 

17. i b i d . 

18. Cf. Gaudete, p. 69. ' E s t r i d g e ' s younger daughter J e n n i f e r 1 . Here 
the w o l f , h a v i n g been i m p r i s o n e d f o r so l o n g can o n l y express 
i t s e l f as p r e d a t o r . See a l s o 'The Green W o l f i n Wodwo. 

19. " C o l l a p s e o f r e l i g i o n was o n l y t h e e a r l i e s t phase; we have now j u s t 
such a s t a t e o f apathy - d e t a c h e d , i m p e r s o n a l p a s s i v i t y - towards 
our i n n e r l i f e , as we have towards the mountainous o u t e r w o r l d o f 
f a c t s and a c t i o n s . " 'Myth and E d u c a t i o n ' , 1970, p. .60. From t h i s i t 
i s c l e a r t h a t Hughes's g r e a t enemy i s p a s s i v i t y , not r e l i g i o n . 

20. See Exodus, Ch. 10, v. 2-3: 
"And Moses and Aaron went t o Pharoah and s a i d t o him, 'Thus says 
the L o r d , t h e God o f t h e Hebrews, "how l o n g w i l l you r e f u s e t o 
humble y o u r s e l v e s b e f o r e me? L e t my people go t h a t they may s e r v e 
me. For i f you r e f u s e t o l e t my people go, b e h o l d , tomorrow I 
w i l l b r i n g l o c u s t s i n t o your t e r r i t o r y . ' " 
And J o e l , Ch. 1. 

2 1 . H a l i f a x , Shamanjc Voices, p. 69. Sep a l s o , Campbell, The Masks of 
God: P r i m i t i v e M y t h o l o g y , pp. 53-4, 231. 

22. i b i d . , p. 16. 

23. The l a t t e r r e c o n c i l i a t i o n i s a t t h e c e n t r e o f t h e p o e t r y o f an 
American p o e t , very s i m i l a r i n many ways t o Hughes, Robinson 
J e f f e r s . J e f f e r s ' hawk poems s t r i k i n g l y bear t h i s o u t . M.C. 
M o n j i a n , commenting on 'Hock and Hawk', draws a t t e n t i o n t o t h e 
" s t r e n g t h o f purpose, urgency w i t h o u t r e s t r i c t i o n and t h e n a t u r a l 
n o b i l i t y o f an untamed c r e a t u r e - a p u r i t y synonymous w i t h h i s 
n a t u r e - g o d . " Robinson J e f f e r s : A Study i n Inhumanism.( P i t t s b u r g h : 
U n i v e r s i t y o f P i t t s b u r g h P r e s s , 1 9 5 8 ) , p . 1 9 . 

24. CM. Bowra, P r i m i t i v e Song, Ch. 9, 'Myth and Symbol', p. 243. 
Hughes r e v i e w e d t h i s book i n t h e L i s t e n e r , ( 3 r d May 1962): " L i f e , 
t o a l l p r i m i t i v e p e o p l e s , i s p r e t t y much the same, i n so f a r as i t 
f o r c e s them t o t h i n k u n r e m i t t i n g l y about a n i m a l s , herbage, w e a t h e r , 
dependants and p r o v i d e r s , and t h e i n c l i n a t i o n s o f the s p i r i t s 
which a r e everywhere and i n e v e r y t h i n g . " ( p . 781). 

25. H a l i f a x , Shamanic V o i c e s , p. 6. 

26. Campbell, The Ma3ka o f Cod : P r i m i t i v e M y t h o l o g y , p. 256. 

27. E l i a d e , Myths, Dreams and M y s t e r i e s , p. 105. 

28. Campbell, The Masks o f God : P r i m i t i v e M y t h o l o g y , p. 258. 
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29. 'Desk Po e t ' . 

30„ H a l i f a x , Shamanic V o i c e s , p. 16. 

3 1 . 'The Rock'. 

32. Campbell, The Masks o f God •' P r i m i t i v e M y t h o l o g y , p. 266, c f . 
' G r o u 9 e - B u t t s ' and 'The S l u t t i e s t Sheep i n E n g l a n d 1 . 

33. One i s reminded o f t h e p a r t i n g between Castenada and h i s t e a c h e r , 
Don Juan, a t t h e end o f The Teachings o f Don Juan, though i t was 
n o t a q u a r r e l , r a t h e r a s u r r e n d e r t o f e a r on t h e p a r t o f t h e a u t h o r . 

34. The l i n e " B r a i n s sewn i n t o t h e b a l l ' s h i d e " i s a r e f e r e n c e t o t h e 
a n c i e n t I r i s h p r a c t i c e o f t a k i n g t h e b r a i n s o f a f a l l e n enemy, 
m i x i n g them w i t h c l a y and l e a v i n g i t i n t h e sun t o harden. The 
b a l l would then be used as a s l i n g s h o t . ( * S u n s t r u c k ' , p. 7 0 ) . 

35. Campbell, The Masks o f God : P r i m i t i v e M y t h o l o g y , p. 264. 
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CHAPTER 8 

ADAM AND THE SACRED NINE 

How do you know but ev'ry B i r d t h a t c u t s the a i r y way, 
I s an immense w o r l d o f d e l i g h t , c l o s ' d by your senses f i v e ? 

B lake, 'The M a r r i a g e o f Heaven and H e l l ' ( p l a t e s 6-7) 

The f i n a l work t h a t we must c o n s i d e r i n t h i s survey o f Ted Hughes's 

more r e c e n t p o e t r y i s a s h o r t sequence e n t i t l e d Adam and the Sacred 

N i n e , w h i c h was f i r s t p u b l i s h e d by Rainbow Press i n 1978, and which 

was c o l l e c t e d i n t o the Faber Moortown i n 1979. U n l i k e some o t h e r 

sequences i n t h a t c o l l e c t i o n , such as 'Earth-Numo' and ' O r t s ' , Adam and 

t h e Sacred Nine i s not a b r i n g i n g t o g e t h e r of d i v e r s e m a t e r i a l c o v e r i n g a 

number o f y e a r s ' work, but was con c e i v e d as a s i n g l e whole. L i k e 

Hughes's l o n g e r sequences i t f o l l o w s a theme, a theme which on t h i s 

o c c a s i o n he has c l a r i f i e d i n a note on the poems, " i n which Adam, 

f a l l e n p r o s t r a t e , i s v i s i t e d by ni n e b i r d s who each i n t u r n b r i n g t h e i r 

g i f t o f 'how t o l i v e ' , f o r him t o ac c e p t or r e j e c t . " 

At l a s t Hughes has t u r n e d from i n i t i a t o r y e n q u i r y ts> o u t l i n e an 

i n i t i a t o r y i n v i t a t i o n . T h i s i n v i t a t i o n cannot be p r o f f e r e d by one 

human b e i n g t o a n o t h e r . I t can o n l y be g i v e n Dy Mother Nature t o her 

e r r i n g c h i l d r e n by means o f her messengers, the n i n e b i r d s o f the 

sequence. I t i s a p p r o p r i a t e t h a t h a v i n g f o l l o w e d Hughes t h r o u g h the 

o r d e a l s and i n s i g h t s of th e p r e v i o u s works we s h o u l d conclude on a 

new n o t e o f hope and p e r s p e c t i v e . The nope comes from t h e sense t h a t 

t h e o n l y b a r r i e r f o r Adam l i e s i n h i s freedom o f c h o i c e . The p e r s ­

p e c t i v e i s e x p r e s s e d i n t h e p o e t ' s approach which c o n c e n t r a t e s l e s s 

upon t h e named p r o t a g o n i s t t h a n upon h i s v i s i t o r s . A l t h o u g h t h e 
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s i t u a t i o n p a r a l l e l s t h a t o f Cave B i r d s where a h e r o - f i g u r e i s con­

f r o n t e d by a number o f b i r d s , one a f t e r the o t h e r ; i n t h i s case r a t h e r 

t h a n b e i n g asked t o s u b m i t t o an u n a v o i d a b l e v e r d i c t the p r o t a g o n i s t i s 

b e i n g o f f e r e d a chance t o a c c e p t or r e f u s e t h e knowledge o f *how t o 

l i v e ' . I t i s a l s o n o t e w o r t h y t h a t i t i s the knowledge, not t h e i n i t ­

i a t o r y e x p e r i e n c e which l e a d s t o i t , which i s r e g a r d e d as being most 

i m p o r t a n t . Hughes i s now l e s s i n t e r e s t e d i n the p r o c e s s o f i n i t i a t i o n 

and has a g r e a t e r r e g a r d f o r i t s f r u i t s . 

I n t h i s c o n t e x t i t i s s u r e l y no c o i n c i d e n c e t h a t the sequence 

bears a more t h a n p a s s i n g resemblance i n c h a r a c t e r and tone t o t h e 

Conference o f t h e B i r d s by t h e S u f i c master F a r i d - u d - D i n A t t a r . I n h i s 

work The S u f i s I d r i e s Shah says t h i s o f the p o e t ' s i n t e n t i o n i n t h e 

Conference o f t h e B i r d s : 

A t t a r exposes the j u s e l e s s n e s s o f e c s t a t i c s , m y s t i c s who 
f o l l o w romance f o r i t s own sake, who i n t o x i c a t e themselves 
w i t h y e a r n i n g s , who i n d u l g e e c s t a t i c e x p e r i e n c e , and a r e 
o u t o f t o u c h w i t h human l i f e . ? 

A l t h o u g h h i s own " e c s t a t i c i n d u l g e n c e " has been l i m i t e d Hughes seeks t o 

a f f i r m i n Adam and t h e Sacred Nine h i s commitment t o t h e t e a l i t i t e s o f 

human e x i s t e n c e . His response p a r a l l e l s t h a t o f Chaucer, whose 

Pa r l e m e n t o f Fowles was d i r e c t l y i n f l u e n c e d by A t t a r ' s work and which 

r e j e c t e d t h e r o o t l e s s p a s s i o n o f t h e C o u r t l y Love t r a d i t i o n f o r an 

emphasis on t h e same k i n d of 'how t o l i v e ' as Hughes. 

Sufism has a number o f a t t r a c t i o n s f o r Hughes, I t has s t r o n g 

s i m i l a r i t i e s t o G n o s t i c i s m and p r a c t i c e s an e s o t e r i c i n t e r p r e t a t i o n o f 

t h e Koran, r e m i n i s c e n t o f G n o s t i c t r e a t m e n t s i«Jf t h e B i b l e . A l t h o u g h 

f i r m l y e n t r e n c h e d w i t h i n Mohammedanism i t i s n o n - c o n f o r m i s t and non-

dogmatic. Sufism i s no more d e f i n a b l e than Zen and depends on a h a b i t 

o f t h o u g h t r a t h e r t han a r e l i g i o u s o r g a n i z a t i o n . I t a f f i r m s t h e e x i s t ­

ence o f such s p i r i t u a l e n t i t i e s as a n g e l s and y e t g i v e s these a 
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p s y c h o l o g i c a l i n t e r p r e t a t i o n as a m a n i f e s t a t i o n o f man's h i g h e r 
3 

f a c u l t i e s . Hughes's a p p r o v a l f o r t h e i r l i f e s t y l e was u n q u a l i f i e d i n 

h i s 1964 r e v i e w o f Shah's book: 

Candidates f o r S u f i - h o o d a r e s e l e c t e d f o r t h e i r n a t u r a l 
a p t i t u d e t o l i v e t h e S u f i way: t h e y undergo many ye a r s o f 
r i g o r o u s m e n t a l and s p i r i t u a l t r a i n i n g i n t h e S u f i s c h o o l s , 
a h i g h l y r e f i n e d course o f moral s e l f - d e v e l o p m e n t , a n n i h i l ­
a t i n g themselves w i t h o u t heaven or h e l l o r r e l i g i o u s p a r a ­
p h e r n a l i a o f any k i n d , and w i t h o u t l e a v i n g l i f e i n t h e w o r l d , 
i n t o t h e l i v i n g substance o f A l l a h , t h e power o f C r e a t i o n : a 
master S u f i l i v e s t h i s ' l o v e ' and p e r f o r m s t h e r e f o r e i n c r e d i b l e 
m i r a c l e s as a m a t t e r o f c o u r s e . His purpose i s t o l e a d o t h e r s 
a l o n g t h e S u f i way, b u t o n l y t h o se who, coming t o be l e d , a r e 
c a p a b l e o f b e i n g l e d . The S u f i s , f i f t y m i l l i o n s t r o n g , must 
be t h e b i g g e s t s o c i e t y o f s e n s i b l e men t h e r e has ever been on 
B a r t h . 4 

• More i m p o r t a n t than any o f t h i s , though, i s t h e S u f i openness t o 

t h e f e m i n i n e : 

They speak o f d i v i n i t y as f e m a l e , i d o l , m i s t r e s s . I b n E l -
A r a b i ( t h e " g r e a t e s t master" o f the S u f i s ) , t h e S p a n i a r d , 
used t h i s imagery t o such a degree t h a t he was accused o f 
blasphemy.^ 

( I d r i e s Shah) 

I n t h e i r l i t e r a t u r e 5 u f i s are p o r t r a y e d as p o e t s , l o v e r s and m a g i c i a n s . 

The seminal m e d i e v a l poem 'Le Roman de l a Rose* m i r r o r s S u f i c poems, 

such as 'The Rose Garden' and S h a b i s t a n ' s 'The S e c r e t Garden'. I n t h e 

same way t h a t 'Le Roman de l a Rose' was used t o express d e v o t i o n t o 

i d e a l woman and c o n s e q u e n t l y t h e V i r g i n Mary, so too these S u f i c poems 

used t h e image o f d e v o t i o n t o a woman as paradigm o f t h e i r a u t h o r s ' 

l o v e o f A l l a h . T h i s adds a n o t h e r s t r a n d t o our p e r c e p t i o n o f t h e 

a n t i c i p a t e d m a r r i a g e i n t h e Crow n a r r a t i v e and t h e consummated m a r r i a g e 

i n Cave B i r d s , r e m i n d i n g us t h a t t h e r e i s always a s p i r i t u a l aspect 

t o Hughes's p o e t r y . 

Adam and t h e Sacred Nine i s a key t o t h e s p i r i t u a l s i d e o f Hughes's 

work. I t s e s o t e r i c and compressed n a t u r e s t a n d s as a s t a r k comparison 

t o the developments we saw i n ' f l o o r t o w n ' and Remains o f ElmBt. But we 
must u n d e r s t a n d t h a t t h e d i f f e r e n c e s a r e n o t so much a r e v e r s i o n t o an 
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e a r l i e r s t y l e as a complement t o t h e everyday n a t u r e o f t h e f a r m i n g 

poems. Adam and t h e Sacred Nine g i v e s a framework f o r t h e s i m p l i c i t y 

o f t h e o t h e r two volumes. I t expresses t h e p o s s i b i l i t y o f a u n i o n 

w i t h t h e d i v i n e t h a t i s o n l y v a l i d i f i t i s not grasped u n y i e l d i n g l y . 

Hughes shares t h e p e r c e p t i o n o f F l o r e n c e Lederer who, w r i t i n g about 

'The S e c r e t Garden', d e c l a r e d t h a t : 

The man must n o t r e s t i n t h i s d i v i n e u n i o n . He must 
r e t u r n t o t h i s w o r l d o f u n r e a l i t y , and i n t h e downward^ 
j o u r n e y must keep t h e o r d i n a r y laws and creeds o f man. 

I n o t h e r words t h e p e r c e p t i o n s o f T i o o r t o w n ' or Adam alnd t h e Sacred Nine 

a r e m e a n i n g l e s s w i t h o u t t h e c o n t r i b u t i o n s of t h e o t h e r . The presence 

o f b o t h i n t h e Faber c o l l e c t i o n was a d i r e c t r e c o g n i t i o n o f t h i s f a c t 

by t h e p o e t . 

I n a l e t t e r t o K e i t h Sagar which was read d u r i n g a c o n f e r e n c e 

7 
on Hughes's work i n August, 1980, Hughes s a i d t h a t he saw 

t h e 'Moortown' poems as showing l i f e embedded i n mud and death and 

seeds. "Prometheus i s what t r i e s t o waken up i n s i d e t h i s " , w h i l e 

Earth-Numb and Adam and t h e Sacred Nine show two a t t e m p t s t o come t o 

terms w i t h t h e w o r l d , o n l y t h a t l a t t e r one being s u c c e s s f u l . The p o e t ' s 

r a t i o n a l e f o r p u t t i n g 'Hoortown' a t t h e b e g i n n i n g o f t h e volume when i t 

was w r i t t e n w e l l a f t e r Prometheus on h i s Crag i s t h u s c l a r i f i e d . Such 

r e a s o n i n g p u t s an even g r e a t e r emphasis on the Adam sequence as t h e 
g 

p o e t ' s most developed s t a n c e . 

Adam and t h e Sacred Nine opens w i t h 'The song'. The song o f t h e 

t i t l e i s s e a r c h i n g f o r a means t o express i t s e l f . I n a n i m a t e o b j e c t s 

such as e a r t h , l e a v e s and stones a r e i n a d e q u a t e t o i t s purpose and a r e 
r e j e c t e d : 

The song made o f j o y 
Searched, even l i k e a lament 

For what d i d n o t e x i s t 
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P o u r i n g o u t over t h e empty grave 

Of what was n o t y e t bor n (Moortown, p. 159) 

The song i s l i k e t h e s p i r i t moving a c r o s s t h e w a t e r s i n t h e Book o f 

Genesis, and i n t h e same way t h a t God a r t i c u l a t e d h i s c r e a t i v e i m p u l s e 

by c r e a t i n g Adam, so t h e song f i n d s e x p r e s s i o n when Adam comes upon 

t h e scene. I t i s he who i s born from " t h e empty g r a v e " , s i n c e i n t h e 

n e x t poem he i s " l i f t e d from mud." The C l a s s i c a l Greek myth o f the 

a u t o c h t h o n o u s b i r t h o f humanity from t h e mud a f t e r a g r e a t f l o o d i s 

f i t t e d s e a m l e s s l y a g a i n s t t h e B i b l i c a l i m p l i c a t i o n s o f 'The song'. The 

f l o o d has l e f t Adam "low as w a t e r " and "Of a p i e c e w i t h p u d d l e s " , 

b u t h i s b e d r a g g l e d s t a t e does n o t p r e v e n t h i s dreams o f a s p i r a t i o n . 

'Adam' l i n k s t h e b u i l d i n g i m p u l s e w i t h s p i r i t u a l a s p i r a t i o n , 

Adam's"tower o f l i g h t " e choing t h e Tower o f Babel. The i m p l i c a t i o n i s 

t h a t , a l t h o u g h i n a d e q u a t e , t h e "advancement of b u l l d o z e r s and cranes" 

i s a necessary s t e p p i n g stone t o the f i n a l dream of a s p i r a t i o n where 

"Wrapped i n p e a c h - s k i n and bruise/He dreamed t h e r e l i g i o n o f t h e 

diamond body." As we saw i n t h e c h a p t e r on Cave B i r d s t h e diamond body 

i s t h e mark o f t h e a b o r i g i n a l shaman. T h i s dream i s t h e a n t i d o t e t o 

t h e d e f e a t o f Adam's e x i s t e n c e and i s t h e answer t o t h e song's q u e s t , 

s i n c e as we now w e l l know t h a t t h e t h r e s h o l d dream l e a d s t o t h e c o n f i d ­

ence of t h e shaman's song. 

The l i n e "Wrapped i n p e a c h - s k i n and b r u i s e " i s an o b l i q u e r e f e r ­

ence t o S u f i c b e l i e f s and p r o v i d e s a p o i n t o f c o n n e c t i o n between these 

and shamanism. Shah r e c o r d s t h e words o f a d e r v i s h t e a c h e r who l i k e n e d 

t h e t a l e s o f t h e S u f i c master N a s r u d i n t o a peach: 
You can e a t t h e peach, and t a s t e a f u r t h e r d e l i g h t - u n d e r s t a n d 
i t s d e p t h . The peach c o n t r i b u t e s t o your n u t r i t i o n , becomes a 
p a r t o f y o u r s e l f . You can throw away t h e stone - or crack i t 
and f i n d a d e l i c i o u s k e r n e l w i t h i n . ^ 

The k e r n e l o f t h e stone s t a n d s f o r Sufism. I n thB c o n t e x t o f t h e poem 

what i s b e i n g s a i d i s t h a t t h e " p e a c h - s k i n " o f human f l e s h h i d e s t h e 
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i n c r e d i b l e p o t e n t i a l o f t h e k e r n e l , o r i n ih a m a n i c terms h i d e s t h e 

diamond. 

Adam's dreams make h i s p r e s e n t s i t u a t i o n a l m o s t u n b e a r a b l e , and 

i n r e a c h i n g h i g h h i s f a l l i n t o t h e mud i s t h a t much more t r a g i c . "A 

man's reach s h o u l d exceed h i s grasp/Or what's a heaven f o r " , s a i d 

Browning's Andrea d e l Sa r t o i n t h e eponymous poem. A l t h o u g h Adam i s 

l e f t "Open as a l e a f l e s s bush", as poor and " b a r e , f o r k e d " as Edgar 

i n K i n g L e a r , t h e b a r i n g o f h i m s e l f i s t h e doorway t o s e l f - k n o w l e d g e 

( s e e a l s o ' S t r i p p e d Bare' i n Cave B i r d s ) . 

P r o s t r a t e d and p o t e n t i a l l y i s o l a t e d by d e s p a i r Adam i s a l s o i n 

t h e p e r f e c t p o s i t i o n t o be i n s t r u c t e d . The b i r d s who now a r r i v e a r e 

bo t h messengers and t e a c h e r s , sages who teach by what they a r e more 

t h a n what t h e y do. The poem 'And t h e Falcon came' i m p l i c i t l y r e p e a t s 

the l e s s o n o f a s t o r y about N a s r u d i n i n which a p o t e n t i a l d i s c i p l e 

l o o k e d a t t h e wrong t h i n g s i n t h e m u l l a h . N a s r u d i n blew on h i s hands 

and s a i d i t was t o warm them. He t h e n blew on h i s soup and s a i d i t was 

t o c o o l i t . The d i s c i p l e f e l t u nable t o remain w i t h such an i n c o n s i s t ­

ent m a s t e r j He saw o n l y t h e m u l l a h ' s a c t i o n s and so was an unworthy p u p i l . 

'And t h e F a l c o n came' makes the same p o i n t by r e p l a c i n g nouns and 

a d j e c t i v e s w i t h v e r b s . What t h e f a l c o n i s and what he does a r e i n s e p ­

a r a b l e . Thus: 

The gunmetal f e a t h e r s 

Of would n o t be p u t a s i d e , would n o t f a l t e r . 

and: 

The t a l o n s 
Of a f i r s t , l a s t , s i n g l e blow 

Of g r a s p i n g complete the crux o f r a y s . ( p . 161) 

The i n s i d e - o u t grammar o f t h e poem i s m i r r o r e d by a s i m i l a r cos­

mology where t h e f a l c o n ' s eye has t h e p r o p e r t i e s o f a vo l c a n o and t h e 

f a l c o n i s i t s e l f t h e e a r t h . The f i r e and magma o f t h e v o l c a n o a re what 
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c o n t i n u a l l y s t r i p down and reassemble t h e f a l c o n . The purpose o f t h i s 

f i r e i s t h e same as t h a t o f t h e f i r e o f l o v e i n S u f i c l i t e r a t u r e : 

T h i s i s t h e f i r e o f l o v e which p u r i f i e s , which i s d i f f e r e n t 
whenever i t o c c u r s , which sears t h e marrow and makes i n c a n ­
descent t h e k e r n e l . The o r e s e p a r a t e s from t h e m a t r i x , and 
th e P e r f e c t e d Plan emerges, a l t e r e d i n such a way t h a t e v e r y 
a s p e c t o f h i s l i f e i s ennobled.'' 0 

The f i r e i n 'And t h e Falcon came' i s the same f i r e t h a t i s found 

i n t h e t w e n t y - f i r s t Prometheus poem where "The mountain i s f l o w e r i n g / 

A g l e a m i n g man." I n b o t h poems the p r o t a g o n i s t i s a b e n e f i o i a r y o f 

th e e n n o b l i n g power o f t h e f i r e . 

Each o f t h e b i r d s which v i s i t Adam have some s y m b o l i c a s p e c t , 

c o n s i s t e n t w i t h t h e emphasis on t h e i r b eing r a t h e r t h a n t h e i r d o i n g . 

The f a l c o n i s t h e k i n g b i r d o f Egypt and thus shares t h e c h a r a c t e r ­

i s t i c s o f t h e two o t h e r r o y a l b i r d s , t he eagle and the wren - t h e 

11 

a b i l i t y t o h e a l and t o a c t as an o r a c l e . 

The v e r y presence o f t h e f a l c o n i s a c h a l l e n g e t o Adam. The b i r d ' s 

n o b i l i t y c h a l l e n g e s h i s d e g r a d a t i o n . I t s i n t e g r a t i o n c h a l l e n g e s h i s 

s p l i t psyche, dreamer and b u i l d e r s e p a r a t e d . The Faber v e r s i o n o f t h e 

sequence i n f a c t d i s p e n s e s w i t h t h r e e s h o r t poems which more f u l l y o u t ­

l i n e t h e i n n e r c o n f l i c t i n Adam and the presence o f the f a l c o n as 

enemy t o d e s p a i r . 

I n t h e f i r s t o f these poems 'Awake!' Adam i s encouraged by v a r i o u s 

r e p r e s e n t a t i v e s o f n a t u r a l l i f e t o f u l f i l h i s d e s t i n y and f o r s a k e s e l f -

p i t y : 

Get up! h i s s e d t h e t h o r n l e a f 
Don't d i s c o u r a g e the h o s t s , they a r e a l l w a t c h i n g 
Get up! s a i d t h e t h i s t l e 
Do you need t o be t o l d how? (Rainbow Press e d i t i o n , p. 9) 

The i d e a i s t h e same as t h a t found i n 'A C i t r i n e Glimpse' where the 

p o e t r y echoes t h e P a u l i n e s e n t i m e n t t h a t a l l c r e a t i o n i s w a i t i n g f o r 
12 

t h e sons o f God t o come i n t o t h e i r own. The c a l l t o awake i s a l s o 
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t h a t which r a i s e d t h e P r i m a l Plan o f G n o s t i c i s m as he l a y i n t h e e a r t h , 

c a s t down f r o m Heaven. 

The o t h e r two poems ' A l l t h i s t i m e h i s c r y ' and 'He had r e t r e a t e d ' 

a r e o n l y i m p o r t a n t as r e m i n d e r s t h a t t h e song o f t h e opening poem i s 

always p o t e n t i a l , b o t h i n i t s c r y o f g r i e f and i n t h e v o i c e i n Adam's 

bones which c o n f r o n t s him w i t h t h e s t a r s o f the Southern Cross and 

which shows him h i m s e l f as a shamanic s k e l e t o n : 

His s k e l e t o n g l i t t e r e d i n i t s hanger o f emptiness. 
L i k e t h e Southern Cross, 

The f i n a l t r o p h y , t h e a n t l e r s o f u t t e r f a l l , 
And one o f t h e e l e m e n t a l s - e t e r n a l . 

(Vie had r e t r e a t e d ' , 
Rainbow P r e s s , p. 11) 

The b i r d s i n Adam and t h e Sacred Nine a re t h e r e t o hel p him t o f a c e 

e t e r n i t y and t o p u t new f l e s h upon h i s s k e l e t o n as l e a v e s a re p u t 

upon t h e l e a f l e s s bush o f t h e poem 'Adam'. T h i s a s p e c t o f t h e b i r d s ' 

r o l e can be fou n d i n t h e Koran: 

And Abraham s a i d , My L o r d l show me how thou g i v e s t l i f e t c 
the dead? He s a i d : UhatJ and d o s t thou n o t b e l i e v e ? He 
s a i d : Yes, but t h a t my h e a r t m i g h t be a t ease. He s a i d : 
Take f o u r b i r d s , t hen t r a i n them t o f o l l o w t h e e , then p l a c e 
on every mountain a p a r t o f them, they w i l l come t o thee 
f l y i n g ; and know t h a t God i s F l i g h t y , Wise."^ 

The i m p l i c a t i o n i s t h a t i f God can do t h i s m i r a c l e w i t h b i r d s , He can 

do i t w i t h men. The shamanic b e l i e f t h a t dismemberment l e a d s t o r e b i r t h 

i s a l s o e x p r e s s e d . The l e s s o n o f Adam and t h e Sacred Nine i s t h e same 

- i f t h e b i r d s can have such a t t r i b u t e s and freedom, so can Adam. 

The n e x t b i r d t o come i s the s k y l a r k which has a l r e a d y been 

c h a r a c t e r i z e d as a b i r d o f r e v e l a t i o n i n t h e liJodwo poem ' S k y l a r k s ' 

where t h e f l y i n g l a r k s a r e c a l l e d "The mad e a r t h ' s m i s s i o n a r i e s . " They 

f o l l o w t h e command "... Not d i e / B u t c l i m b / C l i m b / S i n g . " (Wpjjwo, p. 169) 

The same r o l e i s f u l f i l l e d i n 'The S k y l a r k came'. The c l i m b i n g a s p e c t 

i s r e f l e c t e d i n t h e p o r t r a y a l o f t h e b i r d as "a s w i n g i n g l a d d e r " up t o 

heaven, " i t s e f f o r t hooked t o t h e sun." 
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Once a g a i n t h e urge t o c l i m b and a s p i r e i s l i n k e d t o g e t h e r w i t h 

t h e a b i l i t y t o s i n g . The l a r k i s b l e s s e d : 

W i t h i t s song 
A l a b o u r o f i t s whole body 
T h a t c h i n g t h e sun w i t h b i r d - j o y 

To keep o f f t h e r a i n s o f w e a r i n e s s 

The snows o f e x t i n c t i o n ( p . 162) 

The l a r k i s an agent o f t h e Song, but i t does not o f f e r t h e song t o 

Adamj as w i t h t h e f a l c o n t h e l e s s o n i s c o n t a i n e d i n i t s n a t u r e , n o t 

any g i f t . T h i s i s made p a r t i c u l a r l y c l e a r by t h e s t r e s s on t h e n a t u r e 

o f t h e l a r k ' s c r e s t , " W h i c h i t i n t e n d s to p u t on t h e sun." I t i s t h e 

symbol o f t h e l a r k ' s s e r v a n t h o o d s i n c e i t i s "The l a r k t h a t l i v e s and 

d i e s / i n t h e s e r v i c e o f i t s c r e s t . " Thus i n one sense t h e l a r k s erves 

p a r t o f i t s e l f and i n a n o t h e r i t serves both the sun and t h e e a r t h . 

The l a r k ' s i n s t i n c t u a l b e h a v i o u r i s a model f o r Adam s i n c e i n 

' S k y l a r k s ' "The l a r k s c a r r y t h e i r tongues t o the l a s t a t o t i / B a t t e r i n g 

and b a t t e r i n g t h e i r l a s t s p a r k s o u t a t t h e l i m i t - " L i k e w i s e i n 'The 

S k y l a r k came' t h e b i r d i s shown "Wi t h i t s l a b o u r / O f a u s e l e s s excess, 

l i f t i n g what can o n l y f a l l , " The l a r k l i v e s a t t h e l i m i t , n e a r e s t t o 

death and so t o t a l l y a l i v s . I t i s t o t a l l y c o m m i t t e d , i t s song "A 

l a b o u r o f i t s whole body." Adam l a c k s such t o t a l commitment. The 

presence o f t h e s k y l a r k teaches him t h a t he must embrace t h e same 

i n s t i n c t u a l extremism. 

I t i s o b v i o u s t h a t many o f the b i r d s i n Adam and t h e 5acred Nine 

have a s p e c i a l resonance f o r Hughes. 'The S k y l a r k came' does n o t o n l y 

echo ' S k y l a r k s ' but a l s o t h e r e f e r e n c e s t o l a r k s and swallows i n 

Gaudete. The swallow I s a n o t h e r l a b o u r e r who c h a l l e n g e s human f a i l ­

u r e : 

The swallow - r e b u i l d i n g -
C o l l e c t s t h e l o t 
From t h e sow's w a l l o w . 
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But what I d i d o n l y s h i f t e d t he d u s t a b o u t . 
And what c r o s s e d my mind 
Crossed i n t o o u t e r apace, 

(Gaudete, p. 187) 

The same poem ends w i t h a v i s i o n o f a v e r y d i f f e r e n t b i r d : 

I saw my keeper 
S i t t i n g i n t h e sun -

I f you can c a t c h t h a t , you a r e t h e f a l c o n o f falcons,, 

The l a s t l i n e o f t h e Gaudete poem adds f u r t h e r tD t h e resonance i n 

i t s o b l i q u e r e f e r e n c e t o t h e Baskin drawing a t t h e end o f Cave B i r d s . 

A n o t h e r Gaudete poem, 'The l a r k s i z z l e s i n my ea r ' r e p e a t s t h e f o u r 

main c h a r a c t e r i s t i c s o f t h e l a r k . I t i s a dangerous s o a r e r , a c r e s t e d 

s i n g e r , a p r o p h e t and a c r e a t u r e o f the sun. 

I t would t h e r e f o r e seem t h a t these c h a r a c t e r i s t i c s have some 

e s o t e r i c i m p o r t a n c e f o r Hughes as does the j u x t a p o s i t i o n o f f a l c o n and 

l a r k . As w i t h so many o t h e r i s s u e s i n these works we must t u r n t o a 

b r i e f c o n s i d e r a t i o n o f shamanism f o r our answer. I t i s t h e shaman who 

i s a b l e t o span t h e two w o r l d s o f heaven and e a r t h . I n S i b e r i a n 

r i t u a l s he a c t u a l l y c l i m b s a l a d d e r , l i k e t he l a r k ' s " s w i n g i n g l a d d e r . " 

He i s o f t e n c h a r a c t e r i z e d as h a v i n g an e x t e r n a l s o u l , which i s r e p ­

r e s e n t e d by a b i r d e f f i g y on a p o l e or by a b i r d mask. He i s both 

s i n g e r and p r o p h e t , and ser v e s the l i f e - f o r c e whether expressed i n 

t h e e a r t h or t h e sun, s i n c e both a re t h e shaman's domain. 

So what o f t h e f a l c o n ? T h i s b i r d would seem t o r e p r e s e n t t h e 

f o r c e s o f t h e m y s t e r y r e l i g i o n s t o Hughes; e x p l o s i v e u n p r e d i c t a b l e 

r i t e s , d o m i n a t i n g Nature r a t h e r t h a n f l o w i n g w i t h h e r . The f a l c o n i s 

t h e r u l e r , w h i l e t h e shaman i s t h e t r i c k s t e r or f o o l a t t h e r u l e r ' s 

s i d e . The f a l c o n d i v i d e s ( " d i v i d i n g t h e mountain") w h i l e t h e s k y l a r k 

has t o cope w i t h t h e d i v i s i o n , l i v i n g "between dark and d a r k . " 

A l l t h e o t h e r b i r d s f a l l i n t o one o f these two c a t e g o r i e s , e x c e p t 

t h e crow wh i c h r e f u s e s b o t h . Thus t h e w i l d duck e x i s t s "Between e a r t h -
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g l i t t e r and h e a v e n - g l i t t e r " , and t h e s w i f t "Shears between l i f e and 

d e a t h " w h i l e "Wren r e i g n s ! Wren i s i n power!" He i s t h e "Wren o f 

Wrens" i n t h e same way t h a t t h e f a l c o n i s F a l c o n o f Falcons, 

The W i l d Duck f l i e s i n t o t h i s p a t t e r n w i t h the same c a l l t o wake 

t h a t we found i n 'Awake!'. She i s p o r t r a y e d as h e r a l d o f the dawn, f l y ­

i n g " i n t o dew/Through t h e p r e c a r i o u s c r a c k o f l i g h t . " Her c a l l t o 

wake has both r e l i g i o u s and l i t e r a r y a n t e c e d e n t s . As we have seen i t 

i s t h e G n o s t i c c a l l t o t h e P r i m a l Man, whose waking i s a metaphor f o r 

r e v e l a t i o n , l i n k e d w i t h dawn or sun as symbol o f i l l u m i n a t i o n . Her song 

i s a l s o t h e song o f t h e P r o v e n c a l l o v e r c a l l i n g t o the t r o u b a d o r i n t h e 

A l b a , or dawn song. But Hughes's use o f the c o n v e n t i o n i s c l o s e s t t o 

t h a t o f A r i s t o p h a n e s i n The B i r d s . The duck's song i s a comic and 

i n e f f e c t u a l quack m3de b e a u t i f u l Dy p o e t r y . A r i s t o p h a n e s does t h e same 

w i t h t h e Hoopoe's song where he c a l l s t o the n i g h t i n g a l e : 

Awake f r o m s l e e p , my l o v e ! 
S i n g , 0 t a w n y t h r o a t , 
b i r d w i t h honeyed tongue! 
Awake and s i n g 
your song and mine, 

I t y s , I t y s ! 

N e i t h e r t h e hoopoe nor t h e duck can s i n g , but b o t h can provoke song i n 

a n o t h e r . 

'The W i l d Duck' i s t y p i c a l o f t h e Adam poems i n t h a t i t can s t a n d 

p e r f e c t l y w e l l by i t s : e l f , l i k e t h e e p i l o g u e poems i n Gaudete. Yet i t 

i s a l s o f u l l y open t o i n c o r p o r a t i o n i n a more complex schema w i t h o u t 

f a l s i t y or l o s s o f t h e poem's e s s e n t i a l beauty and n a t u r a l i s t i c v e r i t y . 

There i s no f a i l u r e o f c o n f i d e n c e i n these poems. The j u s t n e s s o f t h e 

image a l l o w s i t t o speak f o r i t s e l f . 'The W i l d Duck' i s i m p o r t a n t 

because respond, not because Adam f a i l s t o . The b i r d i s " C a l l i n g 

s o f t l y t o t h e f i x e d l akes/As e a r t h g e t s up i n t h e f r o s t y d a r k , a t t h e 

back o f t h e Pole S t a r . " We can choose t o l i s t e n t o o , and share an 
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a c h i n g response t o t h e coming o f t h e dawn. 

'The W i l d Duck', echo i n g Hughes's words about Crow, " r a i s e s no 
15 

g h o s t s . " But t h e n e x t poem, 'The S w i f t comes t h e s w i f t ' i s once 

a g a i n an e x p r e s s i o n o f a s t r a n d a l r e a d y expressed i n t h e p o e t ' s c o r p u s . 

The o b v i o u s comparison i s w i t h ' S w i f t s ' i n Season Songs. I n t h a t poem 

t h e b i r d i s a " l i t t l e A p o l l o " , g o d l e t o f t h e sun, p o s s e s s i n g a " c h a r r e d 

scream" and "huge power". I n Adam t h e s w i f t i s a b l e t o h u n t " t h e 

winged mote o f death i n t o t h e sun's r e t i n a . " I t screams l i k e a d i v e -

bomber and i t s e f f e c t s a r e t h a t o f a b o l t o f l i g h t e n i n g or a m e t e o r i t e . 

L i k e a l l t h e o t h e r b i r d s so f a r i t i s a sun b i r d . (The duck i s a sun 

b i r d n o t o n l y i n i t s r o l e as dawn h e r a l d but a l s o m y t h i c a l l y . A n s e r i n e 
1 6 

b i r d s were l i n k e d w i t h t h e sun among Aryan p e o p l e s . ) The sun image 

i s n o t the o n l y r e p e t i t i o n , s i n c e once a g a i n a b i r d i s shown as c r o s s i n g 

d i v i s i o n s i n t h e manner o f a shaman. The s w i f t : 
One wing below m i n e r a l l i m i t 
One wing above dream and number 

Shears between l i f e and death ( p . 1 6 4 ) 

We n e x t meet the wren whose r o y a l t y i s shown i n i t s mastery o f 

f i r e . Other b i r d s have l i m i t e d mastery i n t h a t t h e y soar seemingly 

c l o s e but a r e n o t b u r n t , w h i l e t h e wren i s c r e d i t e d i n a number o f 

w o r l d m y t h o l o g i e s as h a v i n g been a b l e t o s t e a l p a r t o f t h e sun t o make 

f i r e . He gave f i r e t o a Prometheus f i g u r e who t h e n i m p a r t e d i t t o a l l 

mankind. For h i s p r e s u m p t i o n he was a l s o p u n i s h e d . Whether f o r t h i s 

r eason or n o t , he i s s t i l l v i c t i m i z e d i n t h e Wren Hunts o f I r e l a n d and 

France. 

'The Unknown Wren' makes o b l i q u e r e f e r e n c e s t o t h e t r a d i t i o n a l 

H u n t i n g o f t h e Wren. The "wet bush" he s i n g s i n i s t h e f u r z e o f t h e 

I r i s h Wren Song. "The wren, t h e wren, t h e k i n g o f a l l b i r d s , / O n 
17 

St . Stephen's Day was caught i n t h e f u r z e . " The s t y l e o f t h e Hughes 
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poem i m i t a t e s t h e rhyme of t h e Wren Song both by i t s r e p e t i t i o n and i t s 

s u b j e c t m a t t e r . The "Imminent d e a t h " i n 'The Unknown Uren' i s because 

t h e poem i s s e t on t h e day o f t h e Wren Hunt. L i k e a l l p r i m i t i v e k i n g s 

t h e wren o n l y r e i g n s f o r a year and t h e n i s s l a i n s a c r i f i c i a l l y . H i s 

w i l l i n g n e s s t o d i e i s h i s source of power - a n o t h e r l e s s o n t h a t Adam 

must l e a r n . 

The Owl i s t h e n e x t b i r d . I t i s n e x t t o t h e wren f o r t h e same 

reason i t i s n e x t t o the r o b i n i n Crow (see 'Owl's Song' and 'Robin 

Song'), The r o b i n i s a companion o f t h e wren, a l s o c r e d i t e d w i t h 

s t e a l i n g f i r e (hence i t s red b r e a s t ) . I t i s a b e n e f a c t o r , s m a l l and 

u n i n t i m i d a t i n g . The owl isi f r i g h t e n i n g but a l s o a b e n e f a c t o r i n a 

p e c u l i a r k i n d o f way s i n c e "a f r i g h t e n i n g o b j e c t i s a b l e t o f r i g h t e n 
1 8 

away e v i l t h i n g s . " Thus the owl i s Doth e q u i v a l e n t and p o l a r oppos­

i t e o f t h e wren. He a l s o , i n h i s own way, i s t h e r e t o teach Adam 

about t h e i m p o r t a n c e o f d e a t h . He i s h i m s e l f "Death l i s t e n i n g f o r a 

s o u l " . The wren's example i s t h a t o f t h e v i c t i m ; t h e owl's i s t h a t o f 

t h e p r e d a t o r . 

G e n t l e n e s s and v i o l e n c e are a l s o j u x t a p o s e d i n t h e form o f t h e 

Dove and t h e Crow. The crow i s f e a r e d l i k e the owl as a b i r d o f i l l -

omen, y e t i s a p o w e r f u l p r o t e c t o r i f p r o p e r l y c o u r t e d . The dove i s a 

g i v e r o f h e r s e l f l i k e t h e wren, a s a c r i f i c i a l v i c t i m . "She gave t h e 

f l e s h o f h e r b r e a s t , and t h e y ate her/She gave t h e m i l k o f her b l o o d , 

t h e y drank h e r . " As w i t h the o t h e r b i r d s our p i c t u r e o f t h e dove can 

come from common a s s o c i a t i o n s , such as the dove as b i r d o f peace or as 

Noah's b i r d o f p r o mise, or from r a t h e r more remote sour c e s . 

The image of t h e dove i n the"body o f t h o r n s " echoes both m e d i e v a l 

Romances and t h e i r S u f i c s o u r c e s . The p o e t i c use o f t h e t h o r n - p i e r c e d 

b i r d i s f o u n d i n e a r l y I r a n i a n v e r s e and i s a t i t s most e x p l i c i t i n t h e 

f o l l o w i n g q u o t a t i o n from t h e S u f i c p o e t H a f i z : 
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The n i g h t i n g a l e w i t h drops o f h i s h e a r t ' s b l o o d 
Had n o u r i s h e d t h e r e d r o s e , t h e n came a w i n d , 
And c a t c h i n g a t t h e boughs i n en v i o u s mood. 
A hundred t h o r n s about h i s h e a r t e n t w i n e d . ^ 

T h i s same image was r e p r o d u c e d as t h e c e n t r a l s t a t e m e n t o f l o v e i n 'Le 

Roman de l a Rose' and reminds us of t h e e a r l y m e d i e v a l poem 'The Owl 

and t h e N i g h t i n g a l e ' . For Hughes t h e dove r e p l a c e s the t r a d i t i o n a l 

n i g h t i n g a l e - because t h e dove i s i d e n t i f i e d i n h i s mind w i t h t h e White 

Goddess, as we saw i n Gaudete. 

Owl and dove show d i f f e r e n t a s p e c t s o f t h e d e i t y . She i s both a 

d e f e n c e l e s s v i r g i n , s y m b o l i z e d by t h e w h i t e n e s s o f t h e dove, being 

p i e r c e d by t h e bloody and m a s c u l i n e t h o r n ; and she i s a l s o t h e v e n g e f u l 

hag we have seen so much o f . Hughes i s e x t e n d i n g t h e i n s i g h t o f h i s 

e a r l y p o e t i c mentor, Robert Graves. "She i s t h e Flouer-goddess ... b u t 
20 

she i s a l s o Blodeuwedd t h e Owl ... or C i r c e the p i t i l e s s f a l c o n . " I n 

Cave B i r d s t h e i n i t i a t o r y v i s i o n c o u l d not go beyond t h e v i s i o n o f owl 

and f a l c o n . I n Adam and t h e Sacred Nine, a p a t t e r n i s c r e a t e d whereby 

owl and f a l c o n , w i t h t h e i r companions, duck and crow, are o f f s e t by l a r k , 

s w i f t , wren and dove. The n i n t h b i r d , t he phoeni x , i s t h e sum o f these 

b i r d s and t h e i r r e c o n c i l e r . 

The f o r m e r group o f b i r d s a r e a l l taboo i n some sense, e i t h e r 

because o f t h e i r fearsome a s p e c t or some o t h e r c h a r a c t e r i s t i c . The 

duck, l i k e t h e goose, i s l i n k e d w i t h a number o f legends. T h e i r c r y 

i s t h e c r y o f l o s t s o u l s . They a r e c a l l e d t he W i l d Hunt or t h e compan­

i o n s o f Bloody B e r t h a , a h o r r i f i c m a n i f e s t a t i o n o f the Mother Goddess. 

The crow i s ominous because o f h i s l o v e o f c a r r i o n and i n C e l t i c m y t h o l ­

ogy i s t h e s e r v a n t o f hags who f e a s t upon men's bodies ( t h e M o r r i g u i n 

I r e l a n d , and C a i l l e a c h i n S c o t l a n d ) . 

The o t h e r group o f b i r d s a r e s m a l l and harmless. They have no 

a s s o c i a t i o n w i t h w i c k e d n e s s , do n o t prey on o t h e r b i r d s l i k e t h e f a l c o n , 
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crow and owl do. Each can s i n g , w h i l e the o t h e r b i r d s have d i s t i n c t i v e 

c r i e s . T ogether t h e two groups show t h a t d e a t h and j o y go hand i n hand. 

T h e i r a d v i c e and example must be a c c e p t e d as a s i n g l e t e a c h i n g . I n 

common they have t h e i r k i n g s - f a l c o n and wren; and t h e i r queens - owl 

and dove. 

The coming o f t h e crow both c o mpletes t h i s p a t t e r n and breaks i t . 

L i k e t h e wren he i s a l s o a f i r e - t h i e f . Among t h e Koryak o f S i b e r i a he 

i s supposed t o have swallowed the sun, and among t h e American I n d i a n s 
2 2 

he s t e a l s t h e sun f o r mankind's b e n e f i t . Thus each group o f b i r d s 

c o n t a i n s a t h i e f as w e l l as r o y a l t y . The crow a l s o f i t s our p a t t e r n i n 

t h a t he i s n o t a s o n g - b i r d , Put w h i l e t h e w i l d duck shouts "WakeJ 

WakeJ" he w h i s p e r s t h e " l o v e - w h i s p e r " i n t o Adam's ear. Adam has n o t 

b e n e f i t t e d y e t from the a r r i v a l of t h e b i r d s s i n c e he has s l e p t through 

i t a l i i W i t h o u t t h e crow's i n i t i a t i v e t h e p a t t e r n would be complete 

and Adam would remain t r a p p e d i n t h e mud and h i s s l e e p . 

The crow's r o l e f i t s i n w e l l w i t h t h e m y t h o l o g y o f numerous 

c u l t u r e s where he i s r e g a r d e d as the o n l y b i r d a b l e t o speak t h e 

language o f men. He was thus used by a number o f d e i t i e s as a messenger, 

One r e s u l t has been t h a t t h e crow i s a c o v e t e d f a m i l i a r among those 

c u l t u r e s where shamanism i s p r a c t i s e d . Because i n 'The Crow came t o 

Adam' t h e b i r d a c t s as a f a m i l i a r , t h e l o g i c a l i m p l i c a t i o n i s t h a t 

Adam's awakening i s a s h a m a n i s t i c one. Since a shamanic i n i t i a t i o n 

must come from t h r e s h o l d dreams i t i s Lhen a r g u a b l e t h a t each b i r d has 

come i n a dream, as was the case i n Cave B i r d s . 

I f t h a t i s t h e case then t h e p h o e n i x i s t h e o n l y b i r d t o be seen 

by t h e woken Adam. I t i s both the symbol o f h i s awaking and t h e d i r e c t 

r e s u l t o f i t . As 'The Crow came t o Adam' was r e m i n i s c e n t of t h e 

' t h e o l o g i c a l ' poems i n Crow, so the v i s i o n o f t h e p h o e n i x reminds us 

of t h e l a s t poem i n Prometheus on h i s Crag where Prometheus shares t h e 
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b i r d ' s f i e r y d e ath and t h u s i t s r e b i r t h : 

And t h e c l o u d y b i r d 
T e a r i n g t h e s h e l l 

M i d w i f e s t h e u p f a l l i n g c r i b o f f l a m e s . (Moortown, p. 92) 

The d e s t r u c t i o n o f what i s o f t h e f l e s h , t h e " s h e l l o f humanity" i s 

a l s o emphasized i n 'And t h e Phoenix has come'. T h i s poem a l s o re-uses 

t h e v i t a l theme o f new b i r t h as t h e r e s u l t o f a f r e e l y chosen de a t h ; 

F l e s h t r e m b l e s 
The a l t a r o f i t s d e a t h and i t s b i r t h 
Where i t descends 
Where i t o f f e r s i t s e l f up 

And naked t h e newborn 

Laughs i n t h e b l a z e ( p . 169) 

The poem a l s o b r i n g s t h e c o n s t a n t l y r e p e a t e d sun r e f e r e n c e s and 

imagery t o a crescendo. We a r e a g a i n reminded o f t h e L a w r e n t i a n 
imagery o f Prometheus on h i s Crag where " F i r e i s t h e sudden sun-

23 

a s s e r t i o n " and where t h e sun s t a n d s f o r t h e a l l - c o n s u m i n g n a t u r e o f 

t h e l i f e p r i n c i p l e : 

I t s v o i c e f l i e s f l a m i n g and d r i p p i n g f l a m e 
S l o w l y a c r o s s t h e d u s t y sky 
I t s v o i c e burns i n a r i c h heap 

Of mountains t h a t seem t o m e l t ( p . 169) 

The p h o e n i x shows t h e awesomeness and consuming power o f f a l c o n 

or owl and t h e s a c r i f i c i a l w i l l i n g n e s s o f wren and dove. The f i r e 

a c t s as a means of i l l u m i n a t i o n f o r Adam, as two o t h e r poems l e f t o u t 

o f t h e Faber e d i t i o n p o i n t o u t . ' L i g h t ' and 'Bud-tipped t w i g ' form a 

g l o s s upon t h e t r a n s i t i o n from 'And t h e p h o e n i x has come' t o 'The 

s o l e o f a f o o t ' , t h e t r a n s i t i o n from t h e extended f o c u s upon t h e b i r d s 

t o an i n s i g h t i n t o t h e i r e f f e c t upon Adam. 

Adam awakes because he l i s t e n s t o t h e n a t u r a l w o r l d . No m a t t e r 

what t h e c o n t e n t o f t h e crow's message was, i t s i m p o r t a n c e d e r i v e s 

f r o m t h e f a c t i t was responded t o . T h i s response t o n a t u r e d i c t a t e s 

what he sees upon awakening: 
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Eyes, l a u g h i n g and c h i l d i s h 
Ran among f l o w e r s o f l e a v e s 
And l o o k e d a t l i g h t ' s b r i d g e 
Which l e d from l e a f , upward, and back down t o l e a f . 

( ' L i g h t ' , Rainbow Press e d i t i o n , p. 21) 

I n s t e a d o f Crow's b r i e f 'Glimpse' o f l e a f , Adam i s t r e a t e d t o a v i s i o n ­

a r y f e a s t : 

Eyes r a n t o t h e l i m i t 
To t h e l a s t l e a f 

To t he l e a s t v e i n o f the l e a s t f l o w e r - l e a f . 

L i g h t s m i l e d 

And s m i l e d and s m i l e d . ( ' L i g h t ' ) 

He then e x p e r i e n c e s a sudden pang o f f e a r . H is humanity i s d e f i n e d 

by h i s a b i l i t y t o c r i t i c i z e , t h e i n a b i l i t y t o a c c e p t t h i n g s j u s t as 

they a r e . He i s " A f r a i d s u d d e n l y / T h a t t h i s was a l l t h e r e was t o i t . " 

Having been tempted i n t o awareness by the crow's message, Adam 

i n s t i n c t i v e l y doubts whether he has made the r i g h t c h o i c e . He i s 

l o o k i n g f o r something more t h a n the l i g h t i n the l e a v e s , and one sus­

p e c t s t h a t t h e Crow's Whisper c o n t a i n e d a promise - t h e promise o f a 

w a i t i n g b r i d e . Adam f a i l s t o see t h a t Nature h e r s e l f i s h i s b r i d e . 

He needs t o woo and be wooed. This i s what begins t o happen t e n t a t ­

i v e l y i n 'Bud-tipped t w i g ' : 

B u d - t i p p e d t w i g 

Touched n i p p l e . 
The t r e e r e c o i l e d , a l o o f , s t i l l w i n t r y . 
F e a thery grass-plume touches 
S t r o k e d a c r o s s n i p p l e 
And t h e gr a s s f l e o , s h r i n k i n g , q u e e r l y f a r o f f . 

(Rainbow Press e d i t i o n , p. 22) 

Adam's l a c k o f c o n f i d e n c e i n what he sees i s p a r a l l e l e d by the 

v e g e t a t i o n ' s l a c k o f c o n f i d e n c e i n what i t touches. Adam wants a 

degree o f a t t e n t i o n t h a t t h e n a t u r a l w o r l d i s n o t p r e p a r e d t o g i v e him: 
The s e a , p r e o c c u p i e d w i t h moon and sun 
With e a r t h ' s c e n t r e , w i t h i t s own substance and t h e laws o f waves 
Made t h e b r e a s t f e e l l o s t . 

( 'Bud-tipped t w i g ' ) 
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The c l o u d s have a s i m i l a r a t t i t u d e so t h a t Adam i s f o r c e d t o t u r n as 

"The f i r s t beggar" t o t h e sun: 

B r e a s t l i f t e d i t s s i m p l e f a c e 
To the sun. 

The f i r s t beggar. 

The sun's response i s t o d i r e c t him t o the e a r t h and rock he stands 

upon. T h i s i s developed i n the f i n a l poem, 'The s o l e o f a f o o t ' and 

i s what t h e b i r d s hav/e been p a t i e n t l y p r e p a r i n g Adam f o r . We have 

a l r e a d y noted the numerous l i n k a g e s between each b i r d , t he sun and 

th e coming o f t h e sun. I t i s t h r o u g h t h e i r m i n i s t r a t i o n s t h a t Adam 

knows t h a t t h e sun i s i n t e r e s t e d i n him. I t i s because they have 

shown him t h e t o o l s o f death and s a c r i f i c e , the g o a l s o f shaman song and 

j o y t h a t he has been born i n t o the v i t a l awareness he now f e e l s . 

The work o f the b i r d s w i t h Adam c l o s e l y resembles t h a t o f the 

Muses w i t h t h e p o e t . I t i s s u r e l y s i g n i f i c a n t t h a t t h e r e a r e nine 

b i r d s i n t h e sequence and nine Muses i n c l a s s i c a l l i t e r a t u r e . Both 

n i n e s a r e s a c r e d t o the same p e r s o n , t h e u b i q u i t o u s White Goddess. 

The i m p l i c a t i o n i s t h a t as Adam i s i l l u m i n a t e d by t h e b i r d s , so the 

p o e t i s i l l u m i n a t e a by t h e Muses and man i s i l l u m i n a t e d by t h e Goddess 

of Nature. 

'The s o l e o f a f o o t ' i s one of t h e c l e a r e s t r e m i n d e r s i n Hughes's 

p o e t r y t h a t he i s not p o s t u l a t i n g some throwback m a t r i a r c h a l r e l i g i o n , 

but a r e v e r e n c e f o r and c o n n e c t i o n w i t h t he w o r l d around us. The sense 

o f i n t e r r e l a t i o n s h i p i s expressed i n t h e poem's a d m i r a b l e and warm 

c e n t r a l image: 

The s o l e o f a f o o t 
Pressed t o w o r l d - r o c k , f l a t 
Warm 

Wi t h i t s human map 
Tough-skinned, f o r t h i s meeting 
C o m f o r t a b l e ( p . 170) 
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The very p resence o f Adam's f o o t upon the ground i s a " m e e t i n g " , a 

" f i r s t a q u a i n t a n c e . " He l a y a s l e e p ; awake, he must s t a n d . Asleep 

Adam was i n d e p e n d e n t ; awake he has acc e p t e d h i s i n t e r d e p e n d e n c e . I n 

d o i n g t h e s e t h i n g s he has a l s o a c c e p t e d h i s p l a c e i n t h e o r d e r o f t h e 

u n i v e r s e . He i s g r a t e f u l t o t h e rock f o r t h i s u n d e r s t a n d i n g , acknow­

l e d g i n g t h a t : 

I am no wing 
To t r e a d emptiness. 

I was made 

For you. ( p . 170) 

Adam i s n o t so f o o l i s h as t o con f u s e the a i d o f t h e n i n e b i r d s 

w i t h an i n v i t a t i o n t o j o i n them. He has come t h r o u g h t o a p l a c e o f 

peace t h a t has not been p r e s e n t a t t h e end o f any o t h e r sequence. He 

i s c o n t e n t t o be h i m s e l f , a c c e p t i n g both l i m i t a t i o n s and s p e c i a l 

g i f t i n g w i t h e q u a l calm. 
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NOTES 

1. S e l e c t e d Poems 1957-81.(Londpn :Faber, 1982),p. 238. I n t h i s p a r t 
o f t h e book Hughes g i v e s a s h o r t note on -ach o f t h e i m p o r t a n t 
sequences r e p r e s e n t e d i n t h e volume. 

2. I d r i e s Shah, The S u f i s , p. 108. 

3. The p o e t ' s a p p r o v a l can be seen a l s o i n t h e 1972 r e v i e w o f Carlos 
Castenada's A Separate R e a l i t y , where the shaman Don Juan i s c a l l e d 
a " s o r t o f c h t h o n i c s u f i - and f r e q u e n t l y r e m i n i s c e n t o f t h e 
e i g h t e e n t h - c e n t u r y H a s i d i c Rabbis a t t h e i r b e s t , and t h a t i s s a y i n g 
a l o t . " 

4. Shamanism r e v i e w . 

5. Shah, The S u f i s , p. 319. 

6. i b i d . , p. 323. 

7. Papers from t h i s c o n f e r e n c e were c o l l e c t e d i n The Achievement o f 
Ted Hughes, ed. K e i t h Sagar,(Manchester :MUP, 1983). 

B. I t i s a l s o s u r e l y s i g n i f i c a n t t h a t when making h i s own s e l e c t i o n 
o f work f o r t h e 1982 S e l e c t e d Poems Hughes i n c l u d e d seven Adam and 
t h e Sacred Nine poems, the h i g h e s t p r o p o r t i o n o f poems from any o f 
t h e p u b l i s h e d volumes. 

9. Shah, The S u f i s , p. 78. 

10. i b i d . , p. 109. 

11. See E.A. A r m s t r o n g , The F o l k l o r e o f B i r d s . ( L o n d o n ^ C o l l i n s , 1958;* 
h e a l i n g , p. 125; o r a c u l a r powers, p. 132. 

12. Romans, Chapter 8, v e r s e s 19-21. 

13. Chapter 2 (The Cow), S e c t i o n I I I , v e r s e 260, t r a n s . A l i , Lahore, 
I n d i a , 1928, p. 48. 
The l i n k between b i r d s and death can be found i n t h e S i b e r i a n h a b i t 
o f p u t t i n g wooden b i r d s on t h e c o f f i n s o f dead shamans. The 
Lascaux c a v e - p a i n t i n g s i n France d e p i c t the death o f a b i r d - h e a d e d 
shaman (see A r m s t r o n g , The F o l k l o r e o f B i r d s , pp. 10-14). 

14. A r i s t o p h a n e s , The B i r d s , t r a n s . W. Arrowsmith,(New York : Mentor, 
1961) > p. 32. 

15. London Magazine, January 1971, p. 20. 

16. For i n s t a n c e b r a c e l e t s have been found which a l t e r n a t e goose or 
duck f i g u r e s w i t h s w a s t i k a s - t h e Aryan sun symbol. 

17. A r m s t r o n g , The F o l k l o r e o f B i r d s , p. 142. 

18. i b i d . , p. 124. 
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19. D i v a n . X I V ( t r a n s . B e l l ) , q u o t e d i n A r m s t r o n g , p. 190. 

20. Graves, The White Goddess, p. 448. 

2 1 , I t may a l s o be s i g n i f i c a n t t h a t one group o f b i r d s i s most c l o s e l y 
l i n k e d w i t h mythology and t h e o t h e r w i t h f o l k l o r e . The owl i s the 
b i r d o f Athene, the f a l c o n o f Horus, t h e crow o f Bran, t h e duck o f 
Bertha, o r A g n i s , t h e god o f f i r e i n t h e i/edic Hymns. Whether 
i n t e n t i o n a l l y or n o t , Hughes has thus covered Greek, E g y p t i a n , 
C e l t i c and A r y a n / S candinavian c u l t u r a l i n f l u e n c e s . 

22, See A r m s t r o n g , The F o l k l o r e o f B i r d s , p. 82. 

23. Lawrence, F a n t a s i a o f the Unconscious, p. 157. 
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