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INTRODUCTION °

The severe Schooles shall never laugh me oub
of the Philosophy of Hermes ... that this visible
world is but a picture of the invisible, wherein,
as in a pourtrait, things are not truely but in
equivocall shapes, and as they counterfeit some
more reall substance in that invisible fabrick.

Sir Thomas Browney Religig Medici, I, 12.

Edwin Muir's poetic vision is bound up with that
belief in a twofold structure of reality that in European
culture has been called Platonist but which is so ancient
and widespread that no one can determine its origins.
Though no longer fashionable in a time when materialist
philosophies flourish and even Christian clerics are busy
"de-mythologizing" their faith, it has been the potent
source of our greatest poetry and perhaps, as Kathleen
Raine believes, of all true poetry.l Those who hold
this conviction regard the sensible world as the reflection
of an "intelligible" or spiritual world which gives meaning
and purpose Bo life, and they see the objects of nature as
images that evoke the ideal forms of a divine reality.

For poets, as for traditional men, this belief is less a
metaphysic than an intuitive way of apprehending and
ordering experience, a "learning of the imagina.tion“2
inherited from ancient and mysterious sources. To Muir it

came directly and spontaneously in the symbolic images of

lKathleen Raine, Defending Ancient Springs (London:
Oxford Univ. Press, 1967), p. 110.

2

Ibid., pp. 107, 11O0.



dreams, and the fact that he entitled the first version of

his autobiography The Story and the Fableatestifies to the

importance, both for his life and his poetry, of his belief
in two corresppnding orders of experience.

With this in mind, the discourse that follows
commences with a brief outline of the "story" of Muir's own
versonal experience and then proceeds to examine, with
reference to his poetry, the general form of the "fable"
which gave it universal significance. Since the story
and the fable are linked by certain traditional or mythic
symbols, such as Eden, the Fall, the Journey and the
Marriage, these are studied in terms of their origin in
Muir's individual experience as well as their function and
development in his poetry. At appropriate points in the
enquiry, comparisons are drawn with certain other poets who
have made special use of such symbols. In the last chapter,
what arises in the course of the discussion is measured
against a critical perspective formulated by the "myth
critics"4, in an attempt to find a framework of literary
theory that most appropriately accommodates the kind of
poetry Muir wrote. Finally, six selected poems are
analysed in some detail to illuminate the relevance of
the present study to an understanding of Muir's poetry.

This study has grown slowly over the course of the

5London: Harrap, 1940.

4Graham Hough traces the development of this approach to
literature in An Essay on Criticism (London: Gerald Duckworth
& Co. Ltd., 1966), Chap. 20, and, despite certain reserva-
tions, cites Northrop Frye as the author of an impressive
system of myth criticism, the broad outline of which he says
is "bound to become a part of our normal critical apparatus”
(ivid., p. 150). Consideration is taken of Frye's systen,
together with works by Edwin Honig and Angus Fletcher.




past four years, springing originally from the writer's
obscure feeling that Muir's archetypal symbols reflect,
whether consciously or unconsciously, an ancient and
relatively cohprent body of traditional symbolism less
generally familiar to the modern reader than those aspects

of it embodied in the Boock of Genesis and in standard classi-
cal mythology. Preparation of material for this dissertation

had been largely completed before Kathleen Raine's collection

of essays entitled Defending Ancient Springs was published,

and her essays "On the Mythological'" and "On the Symbol“5 had
not yet come to the present writer's attention. Had they

done so, it is possible that considerable time spent in explor-
ing the relation between literary symbolism, neo-Platonism, °
medieval alchemy, Jung's Archetypes and the metaphors of the
analogical cosmos might have been spared, and the preparation
of material facilitated, or at least pursued with more

confidence.6 Similarly, the views of the myth critics were

20p. cit., pp. 105 - 138.

6Another work, not available at the time, which has since
corroborated the present writer's line of enquiry is Daniel
Hoffman's Barbarous Knowledge : Myth in the Poetry of Yeats,
Graves, and Muir (New York: Oxford University Press, 1907),
from which the following passage is quoted: "As a poet who
seeks his truths in 'dreams and fantasies' Edwin Muir summons
the phantoms of his own unconscious life with the certainty
that these are not merely the tormented or triumphant imagin-
ings of one particular man, but take their forms and reveal
their meanings as part of the inheritance of the race. In
his Autobiography Muir has much to say about his dreams and
their sources in childhood memories stirred up by later con-
flicts. It is quite clear that the images of animals, of
struggles, of Jjourneys, of recurrent visitabtions in certain
landscapes attained to by great effort and endured with a
sense of inevitability - all these materials are akin to those
patterns of memory which Jung has proposed as the archetypes,
residing not in exterior experience but inherently in the
human mind. It is clear, too, that a workable correlation
exists between such a theory of psychology and the Platonic
conception of reality, a conception particularly attractive
to a poet who inherits the intellectual attitudes of late
Romanticism" (pp. 227 - 228).




taken into account only at a late stage in the development

of the argument so that the enquiry made in the second,

third and fourth chapters into the images of the lost para-
dise, the woman, and the quest was undertaken largely wilthout
prior knowledge of the extent to which myth criticism would
bear it out.

What 1s original in the present study, at least as
far as the writer is aware, is the attempt to make a compre-
hensive examination of the archetypes that represent the
stages of Muir's fable, adding to a study of the more signifi-
cant symbols of Eden and the Fall, usually noted by commentat-
ors on his work, such motifs as may be termed the quest, the
sacred marriage, the apocalypse, etc. Furthermore, a
tentative enquiry has been made into the relation of the
concept of the paradise of childhood to the doctrine of
archetypes or innate ideas and to neo-Platonist aesthetic
theory in so far as this helps to illuminate Muir's position.
This, in turn, has led to a development of the comparison of
Muir with Vaughan, Traherne and Wordsworth which has been
suggested by various commentators and, indeed, by Muir him-
self.’  TFinally, the systematic applicabion of the
principles of myth criticism to Muir's poetry has not, to
the present writer's knowledge, been attempted by anyone
else so far.

As an explanatory note, it should perhaps be added
that the term "archetypal", as it is employed in the title
to qualify the word "fable", is intended to be understood in

7Edwin Muir : An Autobiography (rev. ed., London: Hogarth
Press, 1954), p. 179.
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the widest sense, embracing both Platonic and Jungian interpre-
tations and also suggesting the congruence of Muir's fable

with the theory of archetypal pabtterns in literature formulated
by the school of myth criticism. Since these connotations are
dealt with as they arise, the term does not require more

precige definition at this stage.



CHAPTER I
THE SEARCH FOR UNITY

I have said before
That the experience revived in the meaning
Is not the experience of one life only
But of many generations - not forgetting
Something that is probably quite ineffable.

T.8. Eliob, "The Dry Salvages II".»

The co-ordinating theme of Muir's poetry is the
search for the lost experience of unity of being. States
of inner division, though probably universal, are considered
to be particularly acute in contemporary European culture,
for, as D.G. James, in a book on the poetic imagination, has

remarked:

It is a commonplace of reflection that the modern
world, issuing from the unity of Catholicism in
the Middle Ages, became a scene in which the
different modes of experiencing reality were set
in conflict. Where previously, philosophy, art
and the entire conduct of life were unified in
the Catholic view of the universe and the place
of man in it, the modern world is one in which
there is no stabilized centre around which our
varied actigities may move and to which they may

be related.
This relatively recent disruption of the inner unity of
human experience has sharpened, while tending to obscure for

most people, the age-old dichotomy that was traditionally

-

1Colleoted Poems 1909 ~ 1962 (London: Faber and Faber
Limited, 196%), p. 208,

2D¢G. James, Scepticism and Poetry (London: Allen and
Unwin, 1937), p. 245,




felt to exist between the body ané the soul. Even more
confusing, contemporary attitudes frequently deny such a
dichotomy altogether, interpreting inner conflict as a
collision between contradictory impulses rather than as a
dislocation between two orders of existence. In so doing,
they have largely vitiated the ultimate significance of
personal moral struggle. Certain psychological theories,
such as those of Freud and Jung, have re-shaped the
traditional warfare between flesh and spirit into a drama
involving two aspects of mind and personality which are
called Ego and Unconscious; Jung, in particular, has
emphasized man's need to integrate the individuvual rational
ego with the daemonic powers and intuitive wisdom of the
"racial unconscious". In poetry, this fundemental dis-~
Junction in human experience has been seen as arising from
the opposing elements of inward and outward awareness that
can only be reconciled by bringing the bodily eye and the
)

mind's eye into perfect focus.

A

“This is what Wordsworth means by the "harvest of a
quiet eye" ("A Poet's Epitaph") and the realisation that
the individual mind and Kature are exquisitely "fitted" to
each other. See Preface to The Excursion (18%4), 1l. 63-71,

Similarly, Rilke speaks of a "double sphere" of dream and
reality, which must be achieved by calling up subjective
images to match the perceived objects that surround us:

"Mag auch die Spieglung im Teich
oft uns verschwimmen
Wisse das Bild.

Erst in dem Doppelbereich
Werden die Stimmen

Ewi i14. ",
wig und mild ('Sonette an Orpheus").

"Even.if the reflection in the pond often blurs for us, know
the picture. Not till the Gouble~sphere will the voices be
ebernal and mild," (Trans. J.M. Cohen, Poetry of This Age
|London: Arrow Books, 19597, p. 54). On the other hand,
Yeats’s'gyres and phases of the moon appear to be an elabor-
ate prqaection of the varying tensions between subjective
and objective experience which can find equilibrium only in
the "dance of the opposites”.




Muir's own painful experience of inward conflict and his
urgent desire for healing and integration gave him a keen
insight into both ancient and modern ways of interpreting

and expressing what he came to see as a universai human
condition; yet, in the final analysis, it was his own
intuitions, his dreams and memories, that provided the
impetus for his spiritual recovery as well as the inspiration
for his poetry.

Those familiar with Muir's autobiography are aware
of the events that made his concern with inner division so
agonisingly acute. Nevertheless, a brief recapitulation
will help to lend perspective to the themes of division and
unity that will recur throughout this discussion. During
the earlier part of his life, Muir was exposed to more than
ordinarily painful shocks to his sense of identity and of
the inner coherence of his experience. One of these
disturbances was the violent confrontation between two
distinct stages of European history. From a childhood
rooted in a remote island community where traditional
patterns of conduct, the ancient bonds of kinship, and a
living relation with both the natural and the supernatural
worlds still nourished the imagination, he was transplanted,
during the most vulnerable period of his adolescence, o
the hostile soil of industrial Glasgow as it was at the turn
of the cem‘:ury.AL This dislocation in his life experience

accounts for much that is individual in his poetry and may

%Muir, An Autobiography, pp. 90 - 93,
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be responsible, in part, for his marked preoccupation with
historical time. The sudden substitution of the simple
pieties of his home in Orkney by the impersonal and root-
less ways of Glasgow, with its "mean men and terrible
children”,5 induced in him a figurative astigmatism, often
expressed in hig poems as 2 feeling of the distortion of
images and of things beinz in the wrong plaoe.6

But, long before this disruptive transplantation,
there had been another terrifying experience of the anxiety
and alienation that must come to all children, in one form
or another, but which, in his case, occurred so late and was
in such sharp contrast to the peace and harmony of his
infancy that it eventually became the central motif of his
vision of life and the prime symbol of his poetic myth.
This experience of "the Fall" is examined in some detail in
Chapter II, where it will be seen to have laid down a fore-
boding pattern of guilt and separation that the course of
subsequent events would implacably follow. Not only were
the happy islands of childhood to be lost forever, but,
within a shert period, four members of his close-knit family,
of which Edwin was the youngest, were to wither away in the

bitter airs of Glasgow. The sudden death of his father,

°Tbid., pp. 91 - 92.

®See "The Three Mirrors", '"The Window", "H8lderlin's

Journey", etc. This was later to be set in contrast with
the healing experience of things being "in their place'", by
which he meant something similar to Traherne's vision of
childhood: "All things abided ebternally as they were in
their proper places " (Centuries of Meditations, III, 3),
and the recovered experience of Felicitie: "You never enjoy
the World aright, till you see all things in it so perfectly
yours that you cannot desire them any other way : and till
you are convinced that all things serve you best in their
§505§§ places" (Centuries of Meditations, I, 38. {Dobell,

O iJe
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the experience of his brother W?llie’s illness, during which
Edwin shared the older boy's secret awareness of his approach-
ing death from tuberculosis, the agonising spectacle of his
brother Johnnie's protracted death from a brain tumour, and
above all, ?he thought of his mother's private torment as

she grieved for a husband and a son and nursed Johnn@:thréugh
savage abttacks of pain while concealing the first sympboms

of her own fatal disease, were too much for the eighteen-~year-
old &outh to bear. In poor health himself, he desperately
threw up a great dyke against the advancing flood of grief

and loss and, creeping behind its bleak shelter, yielded up
the memory of his family and his own past.

This repression of sorrow and guilt (for guilst is‘
usually bound up ip some way with mourning>for our family),
together with his denial of the formative influences of
childhood, resulted in a severe recoil of his developing
emotional and imaginative powers, a retreat from life that
condemned him for many years to a lonely, frustrated
- existence and dogged submission to drab clerking posts
amongst squalid and even disgusting surroundings.7 Two
experiences of religious conversion of the revivalist type
that, in adolescence, had helped to contain emobional
turmoil and a growing sense of alienation from the world
now seemed entirely spurious, and his attachment to
evangelical Christianity was repudiated for ever»8 Por

a time, Socialism took its place, and, on one occasion,

)7E.go the bone factory at "Fairport” (ibid., pp. 130 -
132). ) _

8Ipid., pp. 85 - 89.
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1]

a2 May Day procession, complete with banners, brought him a
dreamlike experience of identification with all men every-
where, seeming to transfigure a degraded humanity into an

9

incorruptible svate of glory. But such exalted moments
were rare and soon fadedl. His real self seemed to lie under
an evil spell, bound in a tineless world of shadows, while
another false self deelt with The trivial busiress of daily
existence and compensated for inward and outward servitude
with intellectual speculations culled from the translated
works of Nietzsche and with political and economic schemes
for social Justice.

Tow long this bondage would have continued had the
spell not been broken through the happy chance of his meet-
ing and marriage with Willa Anderson, one does not know;
but freedom ig fearful to one who has lain long in prison,
and his recovery of emotional health was slow and difficult.
Only after an incomplete course of psychoanalysislo did the
great weight of repressed fear and guilt, grief and pity
begin to roll away and leave him free to search for his own
original identity and unity. His poetry, which he began
to write seriously at the comparatively late age of thirty-
five, consists largely of meditations upon or projections
in fable form of the stages of this search. Honest,
restrained, even austere at times, these meditationg are
entirely lacking in bitterness or self-pity. The brittle

. . s 11 A .
ironies of We Moderns and the surprisingly savage epigrams

9Ibid., p. 114.
10mp14., pp. 157 - 159.

1lpyblished under pseudonym "Edward Moore" (London:
Allen and Unwin, 1918). This work, now unobtainable, is
discussed by Peter Butter in Edwin Muir : Man and Poet
(Edinburgh: Oliver and Boyd, 1966), pp. 59 - 65.
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rublished in The New Agel2 during his Nietzschean phase have

given way in the poetry to a humble acceptance of paradox as
he has learned to universalize his own personal experience,

As he travelled backwards in time on his journey of self-
discovery, he began to recognize half-obliterated landmarks
of the long pilgrimage of mankind. dis own island childhood,
shining at last from the midst of the clouded landscape of
memory, became the childhood of the human race, and he
realized that individual experience becomes meaningful in the
degree to which it is seen as a parable thet both reveals and

13

conceals the truth of a wider reality. Growing out of

this insight, many of his poems take the form of parables with
a polysemous texture in which the ostensible situetion or
narrative is a sign of several other layers of analogical
meaning.l4
Muir's search for unity ranges over a scale of
experience from the immediate subjective condition to the
nost abstract metaphysical concepts. fle reflects upon the
divigion between intellect and imagination, between necessity
and freedom, guilt and innocence, between the self in child-
hood and in maturity, between conscious and unconscious
mental powers, between man and man, psyche and cosmos,
Central to all these divisions is the Platonic separation

between two orders of reality, seen in traditional terms as

matber and spirit, time and eternity. Somc commentators

2He contributed to The New Age during the first World
War, when it was edited by A.R. Orage, who recognised and
encouraged Muir's gifts.

1356c Muir's account of the story and the fable (An
Autobiography, p. 49).

14 _ e
Beg., "Troy'", "The Enchanted Knight",*Telemachos Remembers"”

o
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on Mulir's poetry, notably Kathleen Raine,” have made particu-
lar mention of his "double vision", in the sense of his

recognition of that other dimension that so much modern

1o In the beginning, however, double

thinking iXgnores.
vision had been no more than a symptom of the painful inward
splitting induced by psychic distress. Only when this split
came to have an outward counterpart in the cosmic division
between matter and spirit could he bring the double view into
focus and accept it as a necessary condition of vision in
depth.

Muir's account of his analysis by Maurice Nicolll7
some fifteen years after his traumatic bereavements suggests
that its extreme painfulness may have been due not only to
the tenacity of his resistance (as he himself suspected)18
but also to the fact that it forced him to take up the bitter
task of mourning at precisely the point at which he had cast
it down so long before. His emotional re-awakening from

inward paralysis could only come about through a return to

the stage at which the arrest had occurred, for there is no

lBKathleen Raine, "The Journey from Eden", New Statesman,
25rd April, 1960, p. 595.

16The Scottish psychiatrist, R.D. Laing, considers that
"our civilisation represses ... any form of transcendence.
Among one-dimensional men, it is not surprising that someone
with an insistent experience of other dimensions, that he
cannot entirely deny or forget, will run the risk of being
destroyed by the others, or of betraying what he knows"
(The Divided Self {[Penguin Books, 1965}, p. 11).

l7Nicoll later became a follower of Quspensky and
Gurdjieff and a successful writer of books on their elaborate
philosophy of time and of self-development. See The Mark
(London: Vincent Stuart, 1954).

18Mhir, An Autobiography, p. 158.
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time in ﬁhe unconscious, as Freud observes in his writings
and Muir testifies in his poetry. A vivid dream that he
experienced in Germany seventeen years after his mother's
death expresses ﬁhe healing and reviving power of the natural

19

release of his grief, and is referred to in Chapbter IIT in

connection with the resurrcction of the feminine image in
Muir's imagination. "The Enchanted Tnignt"“C and "The Charm"<T
describe in fable form a condition of extreme paralysis of
natural feeling, and suggest that this state is associated
with a refusal to mourn. In the former poem (originally
entitled "The Trance") the state of death-in-life is
presented as a scene from a failrytale in which the spell

cast upon the knight permeates the poem with a feeling of
catatonic or trance-like lethargy. Yet there is, at the
same time, a peculiarly precise awareness of physical
surroundings, the detail of which is woven into the trance
and becomes the decoration of a world of fantasy. The rust
on the knight's armour has formed a design that resembles

the flowers of an autumn field, and the spider's web that
stretches from his "sharp breastplate to his iron hand" is a
"phantom shield". The ploughshare driving nearer is merely
a flying shadow on the plain, and footsteps pounding past

his ear bring only the image of armies passing in endless
line or the forms of ancient friends to whom he cannot res-

pond. A bird's cry is a "long-lost voice" belonging to a

1914, , p. 108.

2OFayin Muir, Collected Poems (London: Faber and Faber,
196%), p. 74. (Hereafter referred to as CP.)

21

Tbid., p. 218.
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world of action and genuine sensation that remains cut off
from him.

But if a withered leaf ghould drift

Across his face and rest, the dread drops start

Chill on his forehead. Now he tries to 1if%d

The insulting weight that stays and breaks his heart.

This concluding stanza portrays the profound anxiety

that attends the impulse to return to normal reality. Though
the driftinzg leaf is a much slighter stimulus than the driv-
ing plough, the pounding footsteps, or the bird's cry, in
touching his face it makes a more intimate contact, and
possibly arouses associlations of passing time, the dying
year, and death itself. It makes the knight suddenly afraid
of his endless trance; but he is even more afraid of the

world to which he knows he should return.22

The weight of
armour on his limbs is really the weight upon his heart that
paradoxically both stills and breaks it, It is "insulting"
because the spell is an affront to his sense of being and of
personal identity; but There is also a suggestion that the
breaking of the heart could shatter the spell, if pride
would only permit the utter abandonment of grief.

Professor Butter has rightly remarked that it is
not necessary to bring in any knowledge of Muir's life in
order to respond to this poem; it acts on the imagination
because it is clearly visualized and "suggests a spiritual

25

state of alienation. One may wonder, however, whether

the introduction, in the first line, of "La Belle Dame Sans

22The first word of the poem, "lulled", is itself
equivocal, since a mother "lulls" her babe to sleep butb
we may be "lulled" into a false sense of security.

23P. Butter, Edwin Muir, Writers and Critics Beries
(Edinburgh: Oliver and Boyd, 1962), p. 64
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¥

Merci" (which, with its echoes of Keats and of an older
chivalric tradition, seems a not entirely successful
intrusion) is related to Muir's feeling that it was the
withholding of pity, particularly for his mother, that was

crucial in the development of his emotional illness,24

What
is only obliquely hinted at in "The Enchanted Knight" is
much more explicit in a later treatment of the numbing of
the heart in "The Charm", also presented as a scene from a
fable. This time the poet seems less immediately involved
and is seeing the tranced condition in a wider perspective.
Language and rhythm are more vigorous and the romantic image
of La Belle Dame is replaced by the classical figure of
Helen, who has offered the viectim a drug thabt can take "All
memory and all grief away". When this drug takes effect,
the drinker's perception of his surroundings begins to
function at one remove and the outside world becomes both
uncontrollable and meaningless.

The crystal spheres on Helen's brow

Took and gave back the coloured world,

Yet only seemed to smile or glare

At nothing but the empty air.

The serving women crossed the floor

Swept by a silent tempest, whirled

Into the light and through the door,

This he saw and nothing more,

While all the charities, unborn,
Slept soundly in his burdened breast.

°*R.P. Blackmur remarks that, with the exception of "the

modern and moody word ‘'insulting'", this poem is a "rune in
old ballad form to express and purge the nightmare of the
White Goddess" ("Edwin Muir : Betyeen the Tiger's Paws",
Kenyon Review, Vol. XXI, No. 3, Summer, 1959)) p. 419.

If we take this to mean the vengeance exacted for failure to
pay dues to the primordial image of the woman and all the
intuitive powers she confers upon her devotees, we may
accept it as a valid insight into the meaning of the poem.
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What are these crystal spheres? Sinée they are clearly not
the prophetic globes of the crystal gazer but seem to "smile
or glare", they resemble eyes that reflect equivocal images
of the outside world without relating them to any inner
reality,25 Neither Helen nor her serving women have any
natural existence or relationship to the observer, and,
indeed, the evil enchantment i1s so powerful that a man could
look upon the death of his own son, "killed at his feet",
without the slightest alteration of his "dreaming gaze".

But far withir him something cried

For the great tragedy to start,

The pang in lingering mercy fall,

And sorrow break upon hig heart.
The '"great tragedy" is life itself, which can only be
experienced fully by one who has confronted grief, guilt and
death and so become capable of Jjoy, innocence and fullness
of being.

While it may be thought that Muir's early experiences
were exceptional in many respects, they actually subjected
him, though in a more sudden and extreme form, to the very
kinds of alienation that are characteristic of the modern

condition.26

The amputation of those deep spiritual roots
that draw nourishment from the past, the impersonalities of
a mass civilisation that make a man feel orphaned and alone

amongst thousands of his fellows, the cold determinism of

25This is Muir's way of expressing the false vision of the
alienated self (which implies the corollary that the
experience of unity is associated with the coalescence of
inner and outer images).

26Muir's realisation of this fact is expressed in poens
like "Impersonal Calamity", "The Interrogation', "The Good
Town", etc,
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positivist philosophies that regard the mysterious world of
nature as something merely to be explored and manipulated -
these have all contributed toward making us strangers to our-
selves and to one another. Many who have known no other
kind of life wreétle blindly with their intuition that some-
thing has gone wrong, and end in self-deception or cynicism.27
But Muir had identified his trouble. dis personal experience

had bridged more than two centuries of European life, enabling
him to combine in himself, though at the cost of great personal

suffering, the simple imaginative world of traditional values
and the perilously confused world of modern experimentation.
If his split was deeper and more painful than ours, his
insight was keener, and his devotion to the work of reconcilia-
tion more unswerving.

Probably the most potent factor in revealing to Muir
that his own dilemma was a small bubt faithful reflection of
a universal one was the powerful upsurge of unconscious
psychic contents, in the form of extraordinarily vivid dreams
and visions, that accompanied his experience of psychological
analysis. The analyst, though influenced by Jung, seems to
have been baffled by the mythic character of the symbolic
images rising to the surface of his patient's mind, and was

not unnaturally alarmed at such a profuse outpouring of

unconscious material experienced in the form of long sequences

of waking vision.28 He therefore discouraged any cultivation

2‘7S

281n fairness to Maurice Nicoll, it should be added that
at this time (1920), Jung had not yet developed his theory
of archetypes, but had emphasized the compensatory function
of the unconscious, and Nicoll himself had published a book
elucidating this view, See Maurice Nicoll, Dream
Psychology (London: Hodder and Stoughton, 19177.

ee "The Usurpers", CP., p. 187,
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of such subjective events, and Muir was left in the main to
interpret them for himself. le recorded them meticulously
and later included an account of them in his autobiography.
Astonishing and e;hilarating as they were to him, he was most
deeply impressed by the fact that they completely lacked "all

9
that is usually meant by human".z’

In fact, they were
remarkably similar to the kind of dream that Jung has since
described as archetypal. Noting that most ordinary dreams
can be interpreted with the help of the dreamer's own
associations, Jung claims that "when it is a matter of
obsessive dreaming or of highly emotional dreams, the
personal associations produced by the dreamer do not usually
suffice"™ to explain them, for in such cases elements are
present that do not arise from individual experience but are
mental forms that "seem to be aboriginal, innate, and
inherited shapes of the human mind”.ao He contends that
Just as the human body still bears traces of the general
anatomical pattern of primitive mammals, so the dream
pictures of the modern mind may show a relation to the
primordial images and mythological motifs produced by the
immensely ancient primitive psyche that was still close to
that of the animals.al Freud had already recognized the
presence in certain dreamg of what he called "archaic

remnantg", It is such elements that Jung calls "archetypes”,

29An Autobiography, p. 167.

5OMan and his Symbols, ed. C.G. Jung (London: Aldus
Books, 1964), p. 67.

5lMﬁuir possessed a vivid sense of this ancient relation-
ship to the animals, which is referred to in Chapter IV. He
also speaks of the "animal soul" in his account of his dreams
(op. cits, pP. 166).
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1

by which he means not fixed images but tendencies to form

varying representations of certain basic motifs; spontaneous
manifestations, in fantasies and symbolic images, of innate
urges that occur as mysteriously as the impulse of birds to
migrate, and which astonish us when they appear in our
consclousnesse. Instances of stich archetypes are the various
phases of the hero myth, rituals of initiation (including
gubmission to death and re-birth and the sacred marriage)
and motifs of transcendence (represented by symbolic images
such as pilgrimage, winged dragons, entwined serpents, bird-
flight, etc.).o?

Muir himself was aware that his waking dreams had
"come" to him in some such way, for he felt that "it was not
I who dreamt it, but something else which the psychologists
call the racial unconscious and for which there are other
names".55 And indeed there are marked similarities in
these dreams to the archetypal motifs of transcendence that
Jung interprets as symbolic representations of the difficult
process by which the Self seeks wholeness and fulfilment
through re-integrating the conscious ego with the intuitive

24

powers of the unconscious. Though one cannot consider
all such similarities here, one dream sequence in particular
deserves mention since it centres upon images noticeably

gimilar to those that Jung observed in certain symbolic

52Condensed from Man and his Symbols, pp. 67, 69, 110 -
1%5, 149 — 157.

55 pn Autobiography, p. 164.

54e.g. the dragon (ibid., p. 160), entwined serpents
(p. 161), flight (p. 162), re-birth (p. 164).




21

L

paintings made by a woman patient in 1928 (some eight years
after Muir's dream), which led him eventually to formulate
his theory of archetypes.55 One of the images painted by

this woman comprises a sun or sphere in conjunction with

56

serpents and recalls Muir's description of similar imagery.

I was standing beside a little mountain pool
fringed with rushes. The sky had the whitish
bruised look which it sometimes has before sunrise.
Ags T looked at it I saw two little clouds like
scraps of paper floating towards each other, and
for the first time I was afraid, I could not tell
why . The two clouds met, blazed up, and turned
into an angry sun. The sun began to revolve
across the sky. As it revolved, two serpents,
one red and the other yellow, broke through its
crust and began a furious locked battle. Still
revolving, bearing the battling serpents with it,
the sun burst into flames and in a moment turned
to ashes, Black now, it went on wheeling acrossg7
the paper-white sky.

In the remainder of the sequence, the sphere stopped
and sent out legs, climbing spider-like down an invisible
thread towards the dreamer, who now saw it Lo be a fabulous
creature with an armoured body and a head that was part
womanr. and part bird. The dreamer found himself to be naked
and armed with a broadsword, with which he struck the

creature on the brow. As this produced no effect, he

thrust the sword in at the Jjoint of the armour and twisted

55

He found that these images, unconsciously employed to
express a process of inward transformation, closely resembled
tihe nmystical symobols of the Hermetic and alchemical tradition
and that other patients in gimilar circumstances also
anppeared to produce them spontaneously. See C.G. Jung,
Collected Works, trans. R.TF.C. Hull (London: Routledge and
Kegan Faul, 1959), Vol., IX, Part I, entitled The Archetypes
and the Collective Unconscious, pp. 295 - 313.

50466 reproductions in ibid., Pictures 3, 4, 5, 9, 10,
following n. 292.
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it furiously. Thereupon the mail burst open and something
with white wings, robed in white, fluttered into the sky,
while the torn armour closed itself and disappeared into

the ground. The entire sequence seemed to liuir to have an
apocalyptic significance. The sun seemed to be "a fantastic
image of tine", and "the babttle with the wheeling sun, which,
after running through all its revolutions, becomes the
sphinx, is the last battle with time" that finelly releases
38

the spirit into eternity. If, however, one permits
oneself the liberty of fitting some of Jung's psychological
interpretations to Muir's imagery, one may see the angry
sun as a symbol of the self rejecting its own elements of
feeling and intuition and burning itself out to a death-like
state of extreme opposition.59 This could well be an
accurate reflection of Muir's psychic condition at about
this time, But there are cosmic implications as well. The

sun, climbing down an invisible thread like a spider, recalls

the Indian image of the sun as a spider or "cosmic weaver"

581pid., p. 165.

39The battling serpents are possibly a form of the
entwined or coupling serpents in the emblem of the Hermetic
caduceus; their colours, red and yellow, represent feeling
and intuition (Jung, op. cit., pp, %11, 379). The black
sun in the white sky, suggesting opposition, recalls Blake's
black sun surrounded by black and white spiders in the
"infinite Abyss'.

"By degrees we beheld the infinite Abyss, fiery as the smoke
of a burning city; beneath us, at an immense distance, was
the sun, black but shining; round it were fiery tracks on
which revolv'd vast spiders, crawling after their prey ...

I now asked ny companion which was my eternal lot? he said:
"petween the black and white spiders'" ("The lMarriage of
Heaven and Hell,"_The Poetical Works of William Blake,
ed.John Sampson  [London: Cxford University Press, 19543,
Pp. 256 - 257).
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binding the world to itself,40 while the second part of the

dream sequence, as Muir himself understood, suggests that
the sphinx's riddle of the nature of the divided self can be
solved if it is seen in terms of flesh and spirit, and soO

41 These

offers the possibility of self-transcendence.
spontaneous mythological images fulfilled the function of
ordering and expressing the profound transformation that was
taking place in Muir's subjective life, and simultaneously
gave him the enduring belief that dreams, myths and fables
enshrine the eternal truths of man's nature and destiny.

W42 that ceme to him at this

The conviction of "immortality
time was not connected with any systematic doctrine, but was

a way of describing an experience of the expansion of the

self into a non-temporal and non-spatial order of being,

Jung observes that such a feeling accompanies a break-through
into the world of the unconscious, and may be aroused by
participation in religious ritual or the initiation ceremonies

of the mystery religions;45 but, whether one calls it the

collective unconscious, the Anima Mundi, or the world of

gspiritual reality, the fact is that Muir felt freed of the

limitabtions of everyday conscious personality and had entered

4OSee Mircea Eliade, The Two and the One, trans. J.ll.
Cohen (London: Harvill Press, 1965), pp. 1/1 - 173.

4lThese images were to be employed in "The Ballad of
the Soul!" and "The Fall", but one feels that their personal
significance for Muir outweighed their utility as elements
in his poems.

42

An Autobiography, p. 170.

45Jung, The Archetypes of the Collective Unconscious,
pp° 117’ 156, 1421




24

¥

into a sense of freedom and timelessness completely different
in quality from the false timelessness of emotional paralysis.
This is reflected in his poetry, where the unreality of "The
Charm" or of the first part of "The Labyrinth" -
For in the maze time had not been with me;
I had strayed, it seemel, past sun and season and change,
Past rest and motion, fcr I could not tell
At last if I moved or stayed;
is a sort of perversion of the vital moment of vision in "The
Annunciation", where the angel and the girl are locked in a
mutual gaze of spiritual love and are transported beyond
normal time-bound existence.
Outside the window footsteps fall
Into the ordinary day
And with the sun along the wall
rsue their unreturning way.
Sounds' perpetual roundabout
Rolls its numbered octaves out
And hoarsely grinds its battered tune.
But through the endless afternoon
These neither speak nor novement make,
But stare into their deepening trance,,
As if their gaze would never break.
How like, and yet how utterly unlike, the immobility in "The
Enchanted Knight" and the tranced gaze into the crystal
spheres in "The Charm" this mystical state is. Such moments
of "higher consciousness'", as Eliot has called them, resemble

the timeless experiences thabt seem to come naturally to poebs

in early childhood.45

#*urne Annunciation”, CP., p. 223.

45One thinks of Thomas Traherne : "The corn was orient
and immortal wheat, which never should be reaped, nor was
ever sown. I thought it had stood from everlasting to
everlasting" (Centuries of Meditabions, III, 3).
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My childhood all a myth
Enacted in a distant isle;
Time with his hourglass and his scythe
Stood dreaming on the dial,
And did not move the whole day long
That immobility might save
Contihually the dying song,
The flower, the falling wave.
And at each corner of the wood
In which I played the ancient play,
Guarding the traditional day 46
The faithful watchers stood.
This "traditional day" differs from the "ordinary day" ("The
Annunciation") chiefly in that time stops and the sun seens
to stand still; in such passages a condition of stasis
characterises the experience of being at one either with a
world of spiritual love or with the world of natural beauty.
In a late poem, this mystical power of stopping the process
of temporal life seems to be recovered almost at will.
I see you stand at your window and softly arrest
Tree, bird and man and the nightward hastening sun
In an endless stasis, and what was given before
You opened your eyes upon the changing earth 47
Is there, and for a moment you are at home.
This is in marked contrast to the poisoned stasis of deadlock
found in "The Enchanted Knight", for, where formerly the
poet's whole inward life was arrested, in the true vision the
universe itself is lifted into the eternal day of unified
being. The first state expresses conflict, the second trans-
cendence.
To sum up those elements of Muir's personal

experience that are of particular significance for his

poetry, one may say that the special quality of his verse,

umne Myth", CP., p. 144.

4 .
7"D1alogue", CP., p. 275.
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which has 1little in common with contemporary trends, can
perhaps be attributed to the unusual circumstence that his
sensibility was bred upon a few simple but grandly patterned
images and his inmagination nourished by traditional ballads

48

and folktales and scriptural and classical myth. When

this essentially pastoral sensibility was confronted with the
49

meaningless multiplicity of impersonal modern objects, and
subjected to the shock of a fourfold bereavemews, it found
itself unable to order its sensations and feelings in any
patterns that corresponded to its inner configurations. The
resulting mental and emotional split seemed total, until his
healing visions convinced him of the enduring validity of
inborn images behind and beneath the flux of human history.
The timelessness and completeness of his original world of
infancy, his "fall" into self-consciousness and moral conflict,
and his search for a new synthesis, were the separate acts of
a great mythic drama of Eden, the Fall and the Promise that
links each individual 1life with the life of the universe;

and the painful split itself was the shadow of that Platonic
structure of appearance and reality, the actual and the ideal,

that characterizes all traditional cosmologies and forms the

twin pillars supporting the world of art and poetry. But

48.Helen Gardner chose Muir as the subject of her W.D.
Thomas Memorial Lecture for two reasons, one of them being
the fact that he "left school at fourteen and never abttended
a university. He was something that is becoming ramr and
rarer under our new educational system : a self-educated man.
-es He was quite outside the professional pattern of most
poets of this century" ({University of Wales Press, Cardiff,
1961} p. 5).

49See Edwin Muir, The Estate of Poetry (London: Hogarth
Press, 1962), pp. 7, 8, for an account of the way in which
"secondary objects" isolate us from the natural world.
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these insights were only to grow upon him gradually. In his
autobiography, he tells us that he had been writing verse for
ten years before he realised that he was writing a "poetry of
symbols drawn from memory",50 and then only when it was pointed
out to him.

Muir's poetic vision is given to us, then, in terms of
an archetypal world of traditional symbolic images instead of
the actualities of contemporary life. Amongst his most
characteristic images we find not the tube-train or the gas-
works but the stylised forms of heraldic art : mountain and
hill, forest and plain, castle and harvest field, hound and
quarry, fabulous beasts and pastoral animals, and the
strangely static battle scenes of allegory. Even in a poem
entitled "The Wayside Station", Muir admits only the crawling
serpent of smoke from the engine before turning to the sky,
the landscape, and the wakening farmhouse rousing to the ache
of daily existence, for only images stamped and humanised by
ancestral experience seem valid currency to him.5l In the
same way, his diction is the common language of English
literature: direct, without syntactical complexity, easily
understood by any ordinarily literate person. There is no
straining after originality or special effects, only the
sincere (occasionally too earnest) abttempt to communicate an

authentic personal vision which penetrates beyond the immediate

5QMuir, An Autobiography, p. 208.

=

/LNMir possessed a birthright rare in the modern world,
and perhaps irrecoverable, in being able to write for his
tribe, to speak with the voice of the ancestors" (Kathleen
Raine, Defending Ancient Springs, p. 10).
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surface of life. By the modesty of his means and the honesty
and charity of his intention, he is ahle to remind us that
this vision is also our common heritage.52

All we have seen it; while we look we are

There truly, and even now in memory, 5%

Here on this road, following a falling star.

Yet, for many moderns, the traditional images Muir
employs may seem to have suffered an irreversible attrition.
kobert Graves, in an early poem entitled "In Procession", tells
how this dilemma prevents him frcm making any authentic poetic
use of those images that appear on the edges of sleep. He sees
them, nevertheless, and lists them in deliberately ironical
Juxtapositions so that they deteriorate into nursery rhyme and
nonsense verse, the rhythmic unreason of children's songs, the
"Land of Whipperginny". Yet they are precisely similar to the
images that Muir employs for an entirely serious purpose.

The Carnival wagons

With their saints and dragons

On the scroll of my teeming mind,
The Creation and Flood

With our Saviour's Blood 54
And fat Silenus' flagons ...

72"He compels our assent not by the force of an argument
but by the clarity with which he has illuminated a part of
the deepest truth our culture can give us" (Daniel Hoffman,
Barbarous Knowledges Myth in the Poetry of Yeats, Graves and
Muir |New York: Oxford University Press, 1967], p. 255).

5592., p. 174. See Appendix D.

54Robert Graves (Penguin Books, 1957), p. 44.
This recalls Muir's "The Solitary Place".
"O certain prophecy,
And faithful tragedy,
Furnished with scenery of sorrow and strife,
The Cross and the Flood
And Babel's towers
And Abel's blood
And Eden's bowers."
(9}_3_:_, P 81.)
There are many more similarities of imagery bebtween Graves's
poem and Muir's work as a whole, e.g. the procession itself,
the mountain, banners, horsemen, rare beasts, the goat horned
with gold (see Muir's "Archaic goat with silver horn" in "The
Island"”) and even the Town of Hell itself (see "On Saturday
nights in every street in Hell" in "Milton").
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Graves regrets that, on waking, he lacks the courage to

renew his speech with these images,

But cowardly I tell
Rather of the town of Hell

Where between sleep and sleep I dwell.

Muir, however, by virtue of his early life in Orkney, is
still able to speak of The ancientv Zorus that appear in
dreams. In "Day and Night", he describes how, in childhood,

he learned from the night:

only what I knew,
KXnew, yet never had been told;
A speech that from the darkness grew
Too deep for daily tongues to say,
Archaic dialogue of a few
Upon the sixth or seventh day.
And shapes too simple for a place
In the day's shrill complexity
Came and were more natural, more
Expected than my father's face
Smiling across the open door,
More simple than the sanded floor 55
In unexplained simplicity.

Early experience had taught him to respond naturally to the
symbolic utterances of the dreaming mind, so that, in later
life, he was able to find wholeness in the dialogue between
the ego and the unconscious, and to bear witness to this
discovery with simple dignity. His constant endeavour to
blend the two voices of darkness and daylight precluded the
assumption of any pose or "mask"; indeed, he deplored the
cultivation of personality in this sense, and the gualities
56

to which his friends and acquaintances testify - his

22CP., p. 240,

Pgee Peter Butter, Edwin Muir : Man and Poet (Edinburgh:
Oliver and Boyd, 1966) for personal accounts of such
impressions, e.g. those of lMrs. Oeser and Tom Scott (pp. 156,

157).
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gentleness, his peculiar radiance, his muted voice, and the

o7

extraordinary integrity T.S. Eliot felt in him are faith-

fully reflected in his poetry.

-

5‘7"1-Iis personality made a deep impression upon me, and
especially the impression of one very rare and precious
quality. There have been other encounters in my life
with men who have left me with the impression of this
varticular quality, including several men whom I have never
come to know well. They have been thcse men of whom I
should say without hesitation that they were men of complete
integrity. And as I have grown older, I have come to
realise how rare this quality is ... I stress this unmistake-
able integrity, because I came to recognise it in Edwin
Muir's work as well as in the man himself" (Preface to Edwin
Muir ¢ Selected Poems, ed. T.S. Eliot [London: Faber and

Faber, 1965] ).




CHAPTER IT
CHILDHOOD AND THE LOST PARADISE

Remember therefore fron whence thou art fallen,
Revelation 2 : 5.

Meke him know his childhood againj; the unconscious
and the wonderful and the saga-cycle, infinitely
rich in darkness, of his forebodeful opening years.

Rainer Maria Rilkse.

When Muir came, many years later, to look back upon
hig first attempts to write poetry, he gaid:

I must have been influenced by something, since
we all are, but when I try to find out what it was
that influenced me, I can only think of the years of
childhood which I spent on my father's farm in the
1little island of Wyre in Orkney, and the beauty I
apprehended then, before I knew there was beauty...

I do not know whether in others the impressions of
the first seven years of their lives remain so vivid
and lasting, or if it is good that they should. In
any case we need a symbolical stage on which the drama
of human life can play itself out for us, and I doubt
whether we have the liberty to choose it. The little
island was not too big for g child to see in it an
image of life: land and sea and sky, good and evil,
happiness and grief, life and death discovered them-
selves to me there; and the landscapelwas so0 simple
that it made these things simple too.

When he and his wife moved from London to Europe
in the summer of 1921, he was Jjust beginning to recover from
hig long "illness".  Three early poems, "October at Hellbrun",

e

"Aubumn in Prague"” and "When the Trees Grow Bare on the High

Hillg", which are the fruit of this development, seem filled

lMuir, An Autobiography, p. 206.

2See Appendix A.
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with the delicate, brooding peace of convalescence. During
this period, reviving memories of childhood reminded hinm
that he had once possessed a sense of undivided identity and
of complete harmony with the natural world, a feeling of
"immortality" undisturbed by the passage of time or the
process of change and decay. O0f the early poems which were

retained in Collected Poems 1921 - 1958 (some of those

rejected had expressed a vague, romantic nostalgia for the
past), the first two are based directly on genuine early
memories. The first, entitled simply "Childhood", presents
the small boy's view of his island landscape with all its
separate objects lapped in the harmony which sprang from his

sense of unity with his home and parents.

Long time he lay upon the sunny hill 3
To hig father's house below securely bound.

From this hill he gazes out upon the dark islands lying in
mist upon the "silent, changing sound" and, although from
this vantage point they all appear joined together, he knows
that they are actually separated by "unseen gtraits". In
imagination, he sees their shores, with the light shining
upon the sand, and he walks Joyfully from one to another
through the clear, shallow waters. A passing ship moves so
slowly that it seems motionless and the whole world timeless;
the coming of evening is heralded only by the length of the

shadows cast by the grass and the sound of his mother's voice.

5His father's house became a symbol of the centre of
identity, e.g. the house in "The Journey Back" and "The
Sufficient Place", and it reappears in "Abraham'". Its signi-
ficance as a link between the story and the fable is doubt-
less reinforced by Muir's recollection of his father's
Sunday prayers, which always included a reference to "an
house)not made with hands, eternal in the heavens" (ibid.,
P. 20),



The grasses threw straight shadows far away
And from the house his mother called his name,

The ending of the poem not only echoes the link with home
that was established in the beginning but evokes a sense of
the mystery of one's own identity that the calling of one's
name often conjures up in early childhood. The unity of
time and space that enfoldsg this infant world is linked
with the knowledge of himself as part of the close kinship
of his family, and the poem comes full circle in an aware-
ness of home, balanced between the father and the mother,
which embraces a vision of the world gathering together its
disparate parts (the dark islands upon the sound and the
voyage that appears motionless) into an "image of forever,
one and whcle“.4 Everything Muir had lost and now knew
that he yearned for was to be found again preserved inviolate
in the storehouses of memory, precious images which were to
be projected in imagination upon the whole of his later
experience, gathering it into mythic patterns and neutralis-
ing his fear of disorder and alienation, of the ultimate mean-
inglessness of contemporary culture.5
The second poem, "Horses", is an early instance of
this kind of projection in action, for it presents an
experience in which farm animals seen in adulthood are
suddenly clothed with the numinous power they had for the

poet in childhood. The "lumbering horses in the steady

]

LThis pPhrase is taken from Muir's last poem, "I Have
Been Taught", in which his debt to his parents and the past
is again acknowledged.

5Something of this childish vision from the hill on the
island reappears in the mythic image of the "gods" in "The
Labyrinth".



34

plough', so solid and commonplace, become in that instant
terrible, "wild and strange”. .Their conquering hooves seem
to move in an archaic "ritual'"; they are "cherubim" whose
eyes gleam with an "apocalyptic light".6 Once again,
nmovement ("their hooves like pistons”) is oddly combined
with a sense of '"gtanding still", and when this other-worldly

vision fades, the poet is left longing

for that dread country crystalline
Where the blank field and the still-standing tree
Were bright and fearful presences to me.

It is a world of the mythopoeic imagination that combines
contrary feelings ("bright and fearful") in a mysbterious new

s;ynthesis.‘7

This point will be taken up again in Chapter
IV when one comes to consider the function of Muir's emblenms.
A glance at a later poem will help to illustrabe the
development of Muir's sense of the healing power of childhood
memories and his affirmation of the permanent validity of

images first recognised in infancy. "The Sufficient Place”,8

from the collection Journeys and Places (1937), opens with
the injunction to "see”.that the winding, silver roads lead
in "to this still place like evening". Some focus of
experience 1s being asserted here; the house, the hill and
the feeling of evening recall the remembered landscape of

¥Childhood", but now the addition of tall treés, heavy

6Despite derivative elements, this poem conveys a fresh
and immediate sense of a primitive kind of imagination abt
work on ordinary images, and already includes some of tThe
aspects of myth that are considered in Chapters IV and V.

7In recording the mixed feelings of terror and love that
he felt for his father's horses when very small, Muir com-
ments that this combination of emotions "added up to worship
in the 014 Testament sense” (An Autobiography, pe 22).

8p., p. 86.



35

with "summer foliage" and crowded with birds (which
certainly do not belong to Orkney but are traditional
symbols of spiritual maturity), links actual memories with

the archetypal images of dreamsag

The parental figures
are not simply the felt presences of the earlier poem bub

have become generalised allegorical images or symbols.

Within the doorway stand
Two figures, Man and Woman, simple and clear
As a child's firet images.

Inside the house is a room where "All's sufficient!; it

is a place of spiritual replenishment to which the world
comes in and goes out again. Like Kafka, Muir often
employs the image of a room or house to symbolise a
psychological state, though in Kafka's experience it wds
never possible to reach any centre of wholeness and unity
from which to draw strength.ga The house, the figures in
the doorway, the room within, are Muir's still centre, his
"home", where the circling tumult of temporal life is
caught up into the peace and harmony of imaginabtive vision.
He specifically calls it "the Pattern" and "the Archetypes"”
which, by some magical process, can "change" one’s eyes
and make "8 summer silence / Amid the tumult". Although

not entirely successful, this poem is of interest for its

9Muir once dreamed of his home as being surrounded by
great trees with dark, thick leaves (An Autobiography, De. ©4)s

9%nalph J. Mills comments on Muir and Kafka: "What K
doesn't know and Muir learns before our eyes in his poebtry is
that the castle is Just next door and requires an alterabtion
within us for entrance : a movement costly to make because
our own weight is terrible to 1ift" ("Edwin Muir : A Speech
from Darkness Grown", Accent, XIX,{Winter 1959}, p. 56).
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definite statement of the position Muir had arrived at

by this time.lO One notices that the "silver roads" are
contrasted with "these roads', emphasizing the polarity

of the ideal and the actual and Muir's sometimes uncertain

tenure of-both orders,ll

and that the still centre is able
to0 arrest a cyclic movement that is "wild" at the periphery
but winds in toward the mid-point.

It is apparent that at this stage Muir was no
longer unconscious of the "symbols drawn from memory" that
governed his poetry and had come to understand their func-

tion of ordering the chaotic elements of experience.

Already, in Variations on a Time Theme (19%4) he had

related his own childhood to the myth of Eden and begun
to explore the parallels between individual experience and

the 01d Testament stories. e

But though he had discovered
that early childhood held the key to the imaginative order-
ing of experience, it was not an easy task to recover the
pure vision enclosed at the very heart of memory. This
was partly because it had been overlald by custom and

education but chiefly because the unity and timelessness

lOHis awareness of his own use of symbolism must have

dated from about 1931.

1) gimilar poem, "The Return", first published in The
Listener in 1947, is based on a dream, and seems 0 express
a peiniul conflict between the profound desire to rest per-
nanently in the peace and harmony of the centre and the need
to follow the road of this world to the end (CP., p. 166).

124w) ¢hild in Adam's field I dreamed away
My one eternity and hourless day
Ere from my wrist Time's bird had learned to fly,
Or I had robbed the Tree of which I die,
Whose boughs rain still, whose fruit wave~green .
shall fall
Until the last great autumn reddens all."
("Variations on a Time Theme III," CP., p. 42).
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of the infant world are bound up with a state of "innocence"

that cannot last.l3

The necessity o become conscious of
one's own separate individuality in relation to people and
things and to take moral responsibility for one's own
actions and feelings brings conflict within the developing
personality and division between the self and the surround-
ing world. This is the "fall into time". In his auto-
biography, Muir has given a moving account of this crisis
in his own life which provided his primary symbol of the
Fall from Eden.14

| He outlines three stages of early childhood which
take place before school-going age, at which time, he says,
"a part of our childhood stops for good". For him, there
was the earliest memory of all, in which he seemed to 56
lying in a cradle, watching the motes dancing in a beam of
sunlight and feeling his mother's pervading presence.

Then there was the '"petticoat stage": that of the toddler
"moving safely among enormous presences", and this, in
turn, was followed by the trouser stage, which brought

the knowledge that he was a boy, not a girl, "no longer

in the world where there is no marriage or giving in
marriage'. During this third stage, the child's original
vision of the world is lost, harmony is shattered, and

"contradiction enters life". In Muir's case, an illness,

15One wonders whether this state is more marked under
traditional conditions; the modern formula-fed infant,
forced to fit into the clock-watching routines of the con-
temporary world, can hardly have much unity snd timeless-—
ness to surrender.

14E,g. It appears in the poetry in various forms: as
the loss of vision in "The Three Mirrors", "The Window"
and "The Young Princes", as the disintegration of society
in "Scotland 1941" and "The Good Town", and as exile after
the fall of Troy in "A Trojan Slave."
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the painful death of a friendly neighbouring farmer, and

an obscure feeling of foreboding combined to make this
crisis particularly terrifying. His sense of guilt may,
he thinks, have had its origin in a child's brooding
curiosity "about sex, "natural in itself but coloured with
guilt by the thoughts of their elders". This strange
simultaneity of innocencé and guilt was to be recreated

in a poem entitled "The Gate",l5 where two children are
corrupted by their uneasy percepbtion that adulvs, in
attempting to protect a child's innocence, are putting on
masks "over their tell-tale faces", and it was to develop
eventually into the paradoxical sense of the creative
embrace of good and evil which emerges in poems like
"Oédipus" and "One Foot in Eden". The adult's Judgment

of sin is accepted on trust by a child, so that he is
filled with a fear and guilt that he cannot explain, much
less confide to his parents. In the seven-year-old Edwin's
mind, this floating anxiety became attached to his father's
prohibition against touching a poisonous gsack of sheep-dip.
He could not be certain that he had not touche@ it, and
went about in constant fear of death, washing his hands
many times a day until they appeared wasted and transparent.
His mother often looked anxiously at him, sensing his

isolation,

And I had actually gone away into a world where
every object was touched with fear, yet a world

of the same size as the ordinary world and corres-
ronding to it in every detail : a gort of

parallel world divided by an endless unbreakable
sheet of glass from the actual world.

It was like "a clear cloud or bubble" surrounding him, and

[ =
l/cpe, p. 110,
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"when that film dissolved, the world my eyes saw was a
different world from my first childish one, which never
1
returned again. 16 1n fact, although the glassy barrier
had soon melted away, he had already experienced the
ominous foretaste of that psychic split that was to over-
take him in early maturity.
This first experience of guilt was very beautifully
- recreated in Muir's novel, Poor Tom,17 where it 1s assocla-
ted with a little girl from a neighbouring farm with whom
the child, Mansie, had played secret games of innocent sexual
curiosity. To him it now seemed a "sin of awful dimensions",
but it was only in the adult world that he felt guilt; "in
the other country where he lived with his playmate there was
no evil". Hence, it was a "fabulous sin", belonging to
another order of values, and not 2 sin to him, only bto his
elders or o a shadowy figure that might be God. During
adolescence, this memory became more shameful, since 1t now
had projected upon it the awakened sexuality of puberty, and,
seen in this light, it even possessed something of "the dis-
grace of impotence". Eventually, as the memory itself faded
all that remained was a thickly woven cloud, cor-
poreally oppressive, and both bright and dense, like
a golden nightmare weighing on his mind. Yet at the
same time he felt that this cloud lay deeper in child-
hood than any other memory he could summon; lay there,
ring-shaped, in an almost terrifyingly secure and
still zone, abt that very heart of childhood into which
it is perilous even for children to venture too far,
Its radiance was richer than the light on the little
green hill behind the house where he had lain so often
and watched the ships passing over the sound in the
shadow of the black islands -~ passing so slowly that

he could discern no motion in them, and yet saw, withlg
a feeling of wonder, that they had moved.

16This account is condensed from An Aubtobiography, rp.
54 - 35,
17London: J.M. Dent and Sons, 1932,

lBThese quotations are all taken from ibid., pp. 110-112.
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In such passages, one can see the actual memory of an early
emotional experience undergoing deveiopment into a traditional
mythic symbol of the loss of primal innocence, It becomes joy-
ful as well painful, secure though perilous, and full of
strange meaning, for behind the wall of shame lies hidden the
golden memory of the lost Eden, where the figures of Mansie
(surely his name is equivalent to little Adam?) and the little
girl play forever in original spontaneity and freedom. Cnce
again, one finds the suggestion that mythic symbols have a
cryptic power of combining contrary feelings in new and
significant syntheses. The image of the cloud reappears

in the poem of that name,19 where it ié agssociabed with the

recognition that the image of fallen man:

the face once broken in Eden,
Beloved, world-without-end lamented face,

is bound up in love, grief, and hope with our true identitye.
The image of the cloudy ring enclosing the symbolic memory
evolves, later in the book, into the perfect circle of
mystical experience that surrounds Mansie in the presence

20

of Tom's body, and is also related to the "grassy ring" in

the poem entitled "The Ring"ogl
Another memory belonging to this period, which

develops in Poor Tom into something very like an emblematic

device and thus presumably illuminates Muir's sense of the

reconciling power of emblems, is the incident concerning the

LOnrne clouar, cp., p. 245.

20This experience is referred to again in Chapter IV of
the present discussion.

2lgp,, p. 113.
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new-born lambs. In his autobiography, Mulr describes it as

follows:

I have a picture of my mother teking me by the hand
one green spring day and leading me to the yard at
the back of the house to see two new-born lambs,

Some bloody, wet, rag—like stuff was lying on the
grass, and a little distance away the two lambs

were sprawling with their spindly legs doubled up.
Everything looked soft and new - the sky, the sea,
the grass, the two lambs, which seemed to have been
cast up without warning on the turf; their eyes

gtill had a bruised look and their hoofs were freshly
lacquered. They paid no attention to me when I went
up to pat them, but kept turning their heads with
s%dden gentle movements which belonged to sone other22
place.

Some pages later, he adds:

With my first sight of the two lambs that foreign,
dirty-red, rag-like stuff is associated like a staln,gﬁ
~and I utlll cannot seem them withoubt seeing it.

Yet, in Poor Tom, this picture has become a simplified and
healing image, quite free from distressing or disgusting
elements. Mansie's mother, allowing him out for the first

time after an illness, had taken him to see the new lamb.,

Ag between two folds of cloud he could still see
the black lamb beside its mother against the spring
sky ... the lamb seemed both surprised and glad to be
on the earth. And suddenly as though it had come
for this, a black lamb cast up without warning on the
green sward, it charmed him out of his nightmare, and24
he gaw the young sky and the great world outspread.

.It is not difficult to see in this black lamb on a green ground
a conventionalised heraldic image symbolic of the child's own
gubjective state and expressing both transcendence of the con-
flict between guilt and innocence and reconciliation with the

source of love. Such an image might well have develged in

22An Autobiography, p. 31,

221bid., pe 36.

24Poor Tom, p. 115,
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°

the poetry into the traditional symbol of Christ asnsacri—
- ficial victim had it not been for Muir's strongly ambivalent
emotions in this regard.25
Mourning for the lost world of childhood, that had
disappeared with the first fear of death and the advent of
the glassy barrier, was surely the emotional root that
blossomed imaginatively into that strange and poignant poem,
"The Child Dying",26 which is filled with such stark appre-
hension of approaching dissolution. One feels that it
carries much the same allegorical overtones as Blake's
;Eittle Boy Lost" and seems to echo its appeal to the father
who leaves the child behind. Some of the actual elements
of the poem show a relation to Muir's own experience; for
instance, in the first stanza, "beyond all doubt" and
"miracle" seem to recall his account of the child's taking

on trust the incomprehensible judgments of the adult world,

an act which is somehow necessary before a more mature stage

25This attitude is considered in some detail in Chapter
IV of the present sbudy. As it 1s, within two years of the
publication of Poor Tom, one finds heraldic emblems appearing
in "Variations on a Time Theme X" (CP., p. 52), but they are
the dragon and the lion, presented as primordial images that
are still faithful guardians of the mythic meaning of death
end rebirth, even though they have lost their transforming
power in the popular imagination. Here it is the lion, a
traditional symbol of resurrection, who "was crucified",
while the death of the dragon is a Hermetic symbol of spirit-
uval transformation. Soon after this, Muir wrote "The
Original Place" (CP., p. 85) which ends with a statement of
the existence of an inscrutable "stronghold" at the cenbtre
of temporal reality which can never be overthrown since it
marks the point where eternity intersects time.

"here the hero was slain
That bleeds upon our shields.

But it is not a lamb. That image only appears in the form
of the mild flocks of millennial pastures.

26cp,, p. 178.
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of life can supervene. At the same time, the extinction of
the child's view of the universe robs the etermal world of

its substance and the actual world of its splendour.

Father, father, I dread this air

Blown from the far side of despair,

The'cold, cold corner. What house, what hold,
What hand is there? I look and see
Nothing~filled ebternity,

And the great round world grows weak and old.

Hold my hand, oh hold it fast -

I am changing! - until at last

My hand in yours no more will change,
Though yours change on. You here, I there,
S0, hand in hand, twin-leafed despair - :
I did not know death was so strange.

While the poem evokes a powerful sense of the painful bewilder-
ment aroused by the act of dying in a l1life that has scarcely
yet begun, familiarity with Muir's thought and experience
suggests that it can also be regarded as a kind of parable of
the divided human creature seen symbolically as a developing
conscious adult and a dead child fastened together in mutual-..
loss and despair. Such an additional dimension of meaning
need not detract in any way from the pathos of the child's
fear and distress, for he is actually slipping away out of

27

the only world he knows, It is also consistent with Muir's
recollection of the anguish of this experience and with his
placing of it in the fable. In the mythopoeic world, the

death of a child is the death of all childhood everyvwhere.

27’I‘he gseparation from the universe is a fall into non-
being, the very antithesis of Traherne's recovered experience
of Felicitie:

"You never enjoy the world aright till the sea itself
floweth in your veins, till you are clothed with the
heavens, and crowned with the stars, and perceive
vyourself to be the smole heir of the whole world, and
more so, because men are in it who are everyone sole
heirs as well as you" (Centuries of Meditabions, I, 29).
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Mair's preoccupation with the need to achieve inner
completeness by resurrecting the dead childhood world and

wuniting it with the everyday adult one28

had already been
expressed in the form of an extended parable in his novel,

The Narionette.29 This tale is set in Salzburg where Muir

himself had a striking experience of renewed freshness of
vision and the almost terrifying immediacy of perceived
objects this brings with it. It concerns the relationship
between Martin Scheffer and his son, Hans. Martin scarcely
ever saw his young son, whose mother had died at his birth,
and he hated to be reminded of him. As the child grew, it
became apparent that he was feeble-minded, and the father's

gensitiveness and shame only increased his former neglect.

He dropped the fact of Hans' existence into an
abyss and in his consciousness the child lay
slain and buried. [Italics mine]. He dropped 20
into the same abyss his memories of his wife.

Hans avoided everybody and liked empty rooms, only loving
certain things in the garden: flowers and inanimate objects,
His anxiety and isolation were so grest that his own face in

the mirror appeared vacant and hostile, and he usually feared

28The parallel between this idea and psychological theories
of the need to re-integrate the conscious ego with the buried
intuitive powers of the unconscious is apparent enough.

29Eawin Muir, The Marionette (London: Hogarth Press, 1927).
This novel was completed during the Muirg' stay in Menbton.
Willa Muir remembers that, after finishing it, "he had the same
feeling of release that he had after recounting his visions to
me in London" (Belonging - A Memoir [London: Hogarth Press,
1968], p. 134).  In 1929, in a letter to Sydney Schiff, Muir
mentioned his recent discovery of Kafka's Das Schloss, saying,
"It appeals particularly to the part of me which wrote The
Marionette" (Bome letters of Edwin Muir", Encounter, Vol. XILVI,
Wo. L, denuary, 1966}, p. 8).

5OIbid.,, pP. 13, One notices a parallel here with Muir's
own repression of childhood memories and of grief at his
mother's death.
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everybthing that moved; "a 1izafd scuttling across the stones
would make the place insecure, He saw nature as a terrifying
heraldry".51 Alienation from himself and others as well as
from the ngﬁural world is revealed in this fear of movement,
which is the very signature of the world of time.52 On Hans's
fourteenth birthday, the housekeeper, Emma, who loved him,
insisted that the father should recognise his son's existence.
The boy entered his father's study carrying a new soldier
doll that Emma had given him, and Martin was filled with pity.
This emotion, an important one to Mulr since it had been
proscribed by Niétzsohe but had played a significant role in

53

his own recovery, caused Martin to re-live the whole pain-
ful episode of his wife's death, and this release of feeling,
together with the recognition that Hans was her child, too,
helped to reconcile him to his shame.34 From this moment,
he began to make attempts to foster some kind of relation-
ship with his son, and the remainder of the book deals with
his efforts to overcome the boy's fears and enable him to
enter the real world represented by Salzburg itself. He
did this by encouraging the imaginary life of Hans's dolls
and then of the moving dolls of the marionette theatre,’

chief of which were Gretchen and Faust.55 Hans's increasing

Slyyia., p. 7.

BECfo "Eternity is the measure of a permanent being;
while Time is the measure of movement" (Thomas Aquinas,
Summa Theologica, Fourth Article).

33See "Variations on a Time Theme IX" and Chapter III
of the present study.
5%1pid., Chapber IT.

35Ibid., Chapter V. The significance of these two
dolls is referred to in Chapter III of the present study.
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identification and relationship with the figures in this
imaginary world, together with certain vivid dreams, helped
to break down his isolation so that father and son were
finally united in a positive companionship, which, as
Professor Peter Butter suggests, represents a necessary
balance between dream and reality.56

Though this novel is a fascinating projection of
Muir's own experience of schizoid aliernation and of his
recovery from it, it is not projected far enough. Profesgsor

Butter is justified in saying of Muir:

He did not have the kind of imagination which a
novelist needs, and found it difficult to create
living individual characters and a solid fictional
world. He tells us that the characters possess

such and such qualities, but when he comes to show
them in action he gives them, the central ones, his
own sensibility, and they live with their creator’537
life rather thanwith a fictional life of their own.

Nevertheless, the writing of the novels seems to have served
a necessary purpose in Muir's development, providing a
catharsis in which long-pent suffering was finally purged and
leaving him free to turn more confidently to the creation of
poetry. Despite the fact that they are not really successful
as works of fiction, they contain such sustained passages of
fine prose and reveal such power to convey subjective
experience that they should not be lightly dismissed.

It was not merely in psychological terms that Muir
came to understand the significance of achieving a synthesis
of adult empiricism and childlike vision. His friend, John

Ferrar Holms, the J.F.H. of the poem (CP., p. 91), whom Muixr

55Fawin Muir : Man and Poet, pp. 116 - 117.

571pid., p. 1l4.
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greatly admired and who had a gtrong influence upon hinm
when he was still breaking free from neurotic inhibitions,
helped him to formulate some of his intuitive insightse.
Holms was interested in seventeenth century literature,
perhaps on_account of his familial connection with the

Ferrars of Little Gidding, and Muir tells us:

He held Traherne's and Vaughan's and Wordsworth's
theory of childhood which was bound up with his
belief in immortality; in time he converted me to
it, or rather made me realise that my own belief w3558
the same as his.

As this "theory" is associlated with the neo—~Platonist doc-
trines so congenial to Muir's outlook and experience, it may
be illuminating to consider Jjust what it was and to examine
any significant similarities bebtween Muir and the three -
poets he mentions. This teaching, which was fairly wide-
spread during the seventeenth century, having become avail-
able mainly in the form of the Hermetic writings or through
the newly translated works of Jakob Boehme,59 insisted
upon the innocence of early childhood and celebrated this
period as a time in which the soul has clearer spiritual
perceptions than it can have in adult life. The following

passage from the Hermetica illustrates the general point of

58)n Autobiography, p. 205.

39The Corpus Hermeticum, ca. 2nd Century A.D., was a
collection of Platonist writings which had been translated
by Ficino in 1471, The first treatise of the Corpus,
entitled The Pcemander, was translated into English by
Dr. Everard in 1549, It was believed at the time to be
‘of immense antiquity. A geries of English translations
of Boehme's works had begun to appear soon after his death
in 1624, (Désirée Hirst, Hidden Riches : Traditional
Symbolism from the Renaissance to _Blake, [London: Eyre and
Spottiswoode, 19641, D. 83).
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view:

’

Look at the soul of a child, my son, a soul that
has not yet come to accept its separation from
its source; for its body is still small, and has
not yet grown to its full bulk. How beautiful
throughout is such a soul as that! It is not
yet fouled by the bodily passions; it is stillgo
hardly detached from the soul of the Kosmoss

That this way of thinking contrasted with the Puritan emphasis

on original sin is clear from a comparison with Milton.

Assuredly we bring not innocence inbto the world,
we bring impurity much rather; that which puri-
fies us is triall, ard triall is by what is 41
contbrary.

Yet there were Puritans who subscribed to the idea tThat Eden
exists within the mind of childhood and can be recovered by
the regenerate soul. Peter Sterry, Cromwell's chaplain,

was a Platonist who could write of:

the Divine Presence in the Creation, the Earthly
Paradise; in the midst of man stood this Paradise;42
In the Midst of this Paradise man walk'd,

employing a paradoxical reversal of imagery that affirms a
nystical coincidence of inner and outer elements of
experience,

The poetry of Henry Vaughan (1621 - 1695) was

40Hermetioqi Libellus X., quoted L.C., Martin in "Henry
Vaughan and the Theme of Infancy", Seventeenth Century
Studies Presented to Sir Herbert Grierson, ed. J. Dover
Wilson (Oxford: Claredon Press, 1938), p. 247.

4lAreogagitica,edo Edward Arber for English Reprints
(London: 18069), p. 45,

4eFrom "A Catechism', quoted Louis L.Martz in The
Paradige Within: Studies in Vaughan, Traherne and Iilton
(New Haven and London: Yale University Press, 1564), p. 33
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strongly influenced by the ideas of his twin brother, Thomas,
who was learned in many ancient traditions, including neo-
Platonism, the Corpus Hermeticum, the Caballa, and the symbol-
ism of alchemy, which had aroused the inberest of certain

scholars of the time. In Euphrates, or the Waters of the

East (1655), Thomas Vaughan suggests that a child may be
spoiled by education, adding thab

the naturall disposition of Children, before it is
Corrupted with Customes and Manners, is one of those
things about which bhe Ancient bPhilosophers have 43
busied themselves even T0 some curiosity.

This was to be echoed when Traherne came to describe how the
pure vision of childhood becomes clouded by the "customs and

manners of men" and the "dirbty devices of this world".44

Henry Vaughan,'in Olor Iscanus, branslated Boethius's Metrum

5 thus:

Happy that first white age! when wee45
Lived by the Earth's meere Charitee.

Later, in his famous poem, "The Retreate", this became:

Happy those early dayesi: When I
Shined in my Angell-infancy
Before I understood this place
Appointed for my second race

Or taught ny soul to fancy ought
But a white celestial thought

But felt through all this rieshly dresse,.
Bright shootes of everlastingnesse.

45Quoted in Seventeenth Century Studies, p. 253.

44Centu.ries of Meditations, III, 3, 7.

45Quoted in Seventeenth Century Studies, p. 246.

Horne Metaphysical Poets, ed. Helen Gardner (The Penguin
Poets Series; Penguin Books, 1957), p. 265. :
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That Vaughan was borrowing from a complex of ideas falrly
common at the time is illustrated by a quotation from
Felltham's Resolves (ca. 1623):

The Conscience, the Caracter of a God Stampt in it,

and the apprehension of Lternitie, doe all proue it 47
a shoot, of everlastingnesse (1631 edition, p. 197).

In such writings, the neo-Platonic theory of innate ideas is
linked with the Christian concept of the divine image, so

that the infant is regarded as being born with a natural aware-
ness of truth and goodness, and an experience of unity with a
divine order. From such perceptions spring the child's con-
viction of Y"immortality", which is part of the sense of being

48 The

at one with the universe in its eternal reality.
passing of the organic feeling of childhood is thus seen as
corresponding to Adam's loss of Paradise, but Christian
Platonists believed that the divine image stamped upon the
soul at birth, even though buried beneath the ruins of the

Fall, could yet be recovered by spiritual discipline and the

arousal of the powers of memory.49

47Quoted in Seventeenth Century Studies, p. 251,

LLBJung’s interpretation of the archetype of the child
found in myth and folktale includes the idea that the child
"ig born out of the womb of the unconscious, begotten out
of the depths of human nature,; or rather out of living Nabure
herself. It 1s a personification of vital forces quite out=-
side the limited range of our conscious mind; of ways and
possibilities of which our one-sided conscious mind knows
nothing; a wholeness which embraces the very depths of
Nature. It represents the strongest, the most ineluctable
urge in every being, namely the urge to realise itself"(The
Archetypes and the Collective Unconscious, p. 170).

49Louis L. Martz has shown that this idea is related to
Auvgustine's view of the interior illumination at the centre
of the mind or memory which works toward knowledge through
the guidance of the divine Light {(op. cit., preface). See
St. Augustine, Confessions (Penguin Books, 1961), Book X,
20, 21, pp. 226 -~ 228,
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1.H. Abrams, in tracing the development of Platonist
aesthetic theory during and after the Renaissance, points out
that the belief in innate Ideas corresponding to the eternal
and unchanging Ideas of transcendent Being led to a replace-
ment of the metaphor of art as a mirror held up to nabure by

a concept of the work of art as a Jjoint product of the per-

ceived obJect and the projected feeling of the observer,
This was expressed in the metaphor of the mind of the artist
as a lamp casting its own radiance upon the object of sense.
When a particular dogmatic system or cosmology maintains a
correspondence between transcendent and innate ideas, as the
medieval world view had done, a balance between the inner
and outer elements of experience is preserved; but, withput
this safeguard, the turning of the eye inward to the arche-
types present in the mind itself may cause art to become too
subjective and too remote from the external world of sense

50

experience, Consequently, such a tendency became
apparent when the doctrine of innate ideas was revived during
the Romantic period, and is particularly noticeable in the
prophetic books of William Blake.”~ The German Romantic
philosophers (of whom Jung is the natural heir) placed the
innate ideas "in the tumult of human passions or the strange

depths of the unconscious“,52 and the poets influenced by

5OMOH. Abrams, The Mirror and the Lamp : Romarntic
Theory and the Critical Tradition (Iiew rork: Oxford University
Press, 195%2)., p. 43,

u
5LWhat appears to be Blake's own account of the innate

ideas or primordial images is to be found in "The Marriage

of Heaven and Hell" (The Poetical Works of William Blake,

ed. John Sampson [London: Ozford university Fress, 1954 ],

p. 255), where they take the form of the dragons, vipers,

eagles and lions that shape the energies of the Unconscious

mind in the "Printing house in Hell". They may well have an

affinity withthe more static forms of Muir's heraldic emblens.

52A.brams5 op. cit., p. 44,

.~
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them, who include Wordsworth and Shelley, projected sub-
jective life and passion onto nabural landscapes.

During the seventeenth cenbury, however, it was still
possible to believe in a correspondence bebtween mind and
nature that was part of the pre-ordained harmony of God's
creation in which man could be regarded as a microcosm and
each individual life as an image of the life of mankind.
Thomas Traherne (1637 - 1674), whose poems and prose medita-
tions were discovered in 1895 and attributed to him by
Bertram Dobell in the early years of the present century,
also followed closely in the Christian Platonist tr;dition,
Recalling his own early vision of the world, he could say:
"I saw all in the peace of Eden... All Time was Eternitie.
and a perpetual Sabbath" or "All things abided eternally as
they were in their proper pléces".55 Traherne believed
that the lost Paradise of infancy can be recovered through
spiritual regeneration, so that man may realise his chief
end, which is to enjoy God's creation, as it really is, in
the mystical unity of "Felicitie". In such visionary states,
the God indwelling in the human soul is felt to be merged
with the divine power revealed in the universe; L0 express
such double awareness, he somebimes employed the Platonic
metaphor of the self as a sphere or hollow orb which is able
to contain "infinit space™ and to reflect every object in
the realm of nature. In the final stanza of "On News", this
metaphor combines both the "infant eye" and the "ring"

enclosing the natural universe.54

55Centuries of IMeditations, III, 2. DMuir would make use
of the same imagery (iden, Sabbath, proper place) Lo express
his own childnood memories or mystical experiences.

54This recalls both Wordsworth's "quiet eye" and Rilke's
"double sphere", referred to in Chapter I.
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But little did the Infanht dream

That all the Treasures of the World were by:
And that himself was so the Cream

And Crown of all, which round about did lie.
Yet thus it was. The Gen,

The Diadem

The Ring enclosing all

That stood upon this earthly Ball;

The Hegvenly Eye

Much wider than the Skie

Wherein they all included were,

The Glorious Soul that was the Xing

Made to possess them, did appear55

A small and little thing.

Vaughan had also made use of the image of an endless ring,
in the traditional allegorical manner, as an emblem of

ebernity:

I saw Eternity the other night
Like a great Ring of pure and endless 1ight56
All calm as it was bright,

but Muir, in his verses in terza rima entitled "The Ring",57

speaks of a kind of fairy ring that has been broken into and
desecrated by Nature, now no longer an embodiment of divine
reality but merely physical and animal. This ring represents
the 0ld organic cosmos that Trsherne believed in; for Muir,

characteristically, it is a world of kinship and kingship.

Long since we were a family, a people,
The legends sgy; an old kind-hearted king
Was our foster father, and our life a fable.

Within its compass lies the treasure of traditional symbols
(or innate ideas) that once linked the story of our lives with
the universal fable., It is in this bresking of the ring that

we find the difference between Muir and the seventeenth century

55The Vetaphysical Poets, p. 291,

Puthe World", ibid., p. 271.
27c¢p,, p. 113.
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Platonists, for, though it was rapidly coming to an end, they
still lived in the organic world of the ancients and of the
Middle Ages, filled with the beauty and order of the great
chain of Being and echoing to the music of the spheres. For
Muir and the moderns, there is no "Ring enclosing all'; each
poet is now constrained to construct his own magic circle,
counting himself fortunate if memory yieids recollections of
how it once felt to stand within it.58 Where Muir is exception-
al is in his inspired recall of a traditional childhood that
was much closer to the seventeenth century than to the present.

To see Wordsworth in relation to the neo-Platonic doc-
trine of childhood, one has first to remember that, with the
close of the seventeenth century, the remains of the medieval
and Renaissance cosmology were swept away and the allegorical
and emblematic modes which were its natural expression came to
be regarded with contempt. Locke denied the innate ideas,

seeing the human mind as a tabula rasa which passively receives

impressions of the external world.59 From this time onwards,
the o0ld balance between body and soul, inward and outward
reality, was disturbed, so that some thinkers emphasized matter
at the expense of mind, and vice versa. The philosophical

systems arising from the new ideas tended towards the opposite

28¢r, Coleridge's "Kubla Khan":
"Weave a circle round him thrice
And close your eyes with holy dread
For he on honeydew hath fed
And drunk the milk of Paradise."

59Hence Blake's fury at Locke's widespread influence, since
it denied the inborn power of the creative imagination:

"I turn nmy eyes to the Schools and Universities of Europe,

And there behold the Loom of Locke, whose woof rages dire,

Wash'd by the water-~wheels of Newton : black the cleoth

In heavy wreaths folds over every Nation."

(Jerusalem, 15, 11. 14 - 17).

It attempts to weave a fabrie of the woof of outward experience
without the warp of inborn ideas.
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extremes of Realism and Idealism. Bishop Berkeley, in
response to Locke, stated that if we know nothing but our
own sensations, then we have no proof that the external
world exists at all. Hume went further in saying that we
cannot demonstrate the existence of matter or of mind either.
We know only that sensations, impressions and thoughts suc=—
ceed each other; we cannot even prove that the self exists,.
Kant believed that there is an external world beyond our-
selves, but asserted that we can never know what it is
really like, since the mind receives impressions and forms
patterns according to its own nature, not according to
external reality. Even Space and Time are only the forms
into which Mind fits sensations; they have no independent
exisbence., This kind of Idealism persisted into the late
nineteenth and the early twentieth centuries in the thought
of Bradley although scientific influences had given rise to
the positivist philosophies of Comte and Mach. In modern
psychology, the divergence between the behaviourist and
psychoanalytic traditions has sprung from a similar tendency
to emphasize either the outward or inward view of human
experience. All éuch theories have reflected the progres-.
sive disintegration of man's traditional idea of himself;
in the light of such developments, the almost obsessive
dualism that one finds in Muir's poetry can be seen as the
determination to affirm and to bring into a true equipoise
both mind and matter, internal and external reality, time
and eternity, and, in so doing, to realise the true nature

of human identityo6o Indeed, a serviceable balance

S0uy e Solitary Place" (CP., p. 80) seems to contain a
refutation of philosophical idealism, especially in the
final paragraph. One also finds traces of the vitalist
philosophy of Bergson in such poems as "The Journey Back 2",
See Appendix C.
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between the inner and outer worlds does seem to involve the
necessity of postulating innate mental patterns linked by
some kind of correspondence to eternal patterns of reality
which are reflected in the natural universe. The medieval
doctrine of man as a small scale sign (microcosm) of a large
scale order (macrocosm) had once provided a basis for such a
theory of correspondences, bub, since such doctrines had come
ﬁo be derided by the new thinkers of the eighteenth century,
they were forced underground, to be preserved in the more
occult form of the writings of Boehme and Swedenborg,.from
whence they were re-introduced into English poetry by Blake,

who firmly announced a return to double vision.6l

Now I a fourfold vision see
And a fourfold vision is given to me;
Tis fourfold in my supreme delight

And threefold in soft Beulah's night
And twofold Always. May God us keep

From Single Vision & Newton's sleep.62

Wordsworth and Coleridge, inheriting the philosophi-
cal and psychological systems that had flourished in the
eighteenth century, felt repelled by the new mechanical
universe and by the deistic image of God as a glorified
"watch maker". They sought some divinity that could be
thought of as indwelling in the human mind as well as in
the natural creation, and they became familiar with the

writings of the Cambridge Platonists in which God, Men and

6lgee William York Tindall, The Literary Symbol (Indiana
University Press, copyright Columbia University Press, 1955),
Chapter II.

62From a letter to Thomas Butts, 22 November, 1802. In
the same poem, he also says:
"For double the vision my eyes do see
And a double vision is always with me,
vith my inward eye 'tis an 01ld Man grey
With my outward, a Thistle across my way."
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Nature were held together in a %iving relation, and in which
childhood was given special significance as a source of
genuine spiritual insight. Wordsworth's own early experience»
made him particularly sympathetic towards such a theory, bub,
since well over a century of thought and history had inter-
vened, in which the dissolving harmonies of the great Chain
of Being had been finally silenced, his interpretation of such
traditional ideas would necessarily be more complex, For him,
the correspondences between man's faculties and the structure
of the universe were no longer the definite ones once cele-
brated in sllegory and metaphor, but vaguer analogies based
on personal associations and powerful feelings. He subscribed
to the metaphor of mind as a fountain and saw poelbry as a
"spontaneous overflow of powerful feelings", bubt he anchored
his aesthetic theory to the external world by declaring thet
he had always endeavoured to look steadily at his subject and
that the emobtion was "recollected in tranquillity", the spon=-
taneity of its overflow being the reward of a prior process
of deliberate thought. This thought connected the feeling
with matters really important to men and so rendered the poenm
gignificant to his aud.ien.ce,e’5
Muir's "devotion for ?,«Jord.sxguu:u:*’ch”GLL probably stemmed
originally from Holms's influence, but it must undoubtedly
have thriven upon a distinct congruence between that greatb
poet's thought and experience and Muir's own. In addition

to their common adherence to a double vision that links the

63Abram59 op. cit., p. 47.

&% pn Autobiography, p. 205.
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visible world of nature with the invisible world of subjective
experience, and their loyalty té it in the face of popular
dissent, there are a number of strikiﬁg parallels in the
actual course of their lives. Both, like Vaughan, spent
their early childhood amid scenes of natural beauty and in
the traditional order of a rural community far removed from
the confusion and squalor of industrial cities. Both came
to realise that the source of their imaginative life lay in
the memory of this early period, its deepest origins concealed
in the preconscious state of unity with the mother's mind and
person, in which there is no distinguishable boundary between
the phenomenal world and the child's inward apprehensions of
it. Unlike Vaughan and Traherne, who believed that this
early experience is a universal birthright of divine origin,
each came to understand that his birthright was mediated to
him by love - at first the free gift of the mother alone
("the heart / And hinge of all our learnings and our loves"

[The Prelude, V, 1. 258}), and later a reciprocal relation

with other members of the family as well. For this reason,
Wordsworth and Muir were both aware of the sense of unity
with nature as a "filial bond", an occasion of "natural
piety", which in adult life became more in the nabure of an
espousal, Wordsworth had much to say on those "firstborn
affinities that fit / Our new existence to existing things”65

and the thought that "Hath no beginning".66

©0mme Prelude (1850), Bk. I, 1.555.

%61pid., Bk. TI, 1.232.

sy
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From early days
Beginning not long after that first time
In which, a Babe, by intercourse of touch
I held mute dialogues with my mother's heart,
I have endeavoured to display the means
Whereby this infant sensibility,

Great birthright of our being, was in me 67
Augmented and sustained.

Muir's autobiography contains many passages of similar import368

and, indeed, the first edition of it is largely an account of
the "growth of a poet's mind". Though he does not usually
refer directly in his poetry to his mother's influence, he
projécts it in symbolic form, especially in what may be
referred to as his "anima" poems (to be discussed in Chapter
III) or in the description of certain dreams. In Muir's
case, the image of the mother was to be transmuted into the
image of the wife, though still serving the same functionfof
relating him to the natural world. In "The Confirmation",
addressed to his wife, he suggests that she corresponds to
an inner image which he had been waiting to match, so that,
Just by being herself, she recovers for him, in a more mature

form, his early apprehensions of the world.

Your open heart,
Simple with giving, gives the primal deed,
The first good world, the blossom, the blowing seed,
The hearth, the steadfast land, the wandering sea,
Not beautiful or rare in every part, 69
But like yourself, as they were meant to be.

®71ia., Bk. IT, 11. 266 - 272.

6889@ the memory of the motes dancing in the beam of sun-
light and his mother's presence (An Autobiography, p. 18).
Also: "Where all was stabtionary my mother came first; she
certainly had always been with me in a region which could
never be known again....QOur first childhood is the only time
in our lives when we exist within immortality"” (ibid., p. 25).

%9%p., p. 118.
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Wordsworth's change from filial to conjugal metaphor
is more deliberately employed in the service of a theory of
the poetic imagination. Abrams refers to the remarkable
passage from the conclusion to the first book of "The Recluse"
in which Wordsworth announces this great undertaking as a
"spousal verse", in other words, as Abrams says, "a celebra-
tion of the marriage of mind and nature, and the consequent
creation {or procreation?) of a living perceptual world",

He proclaims:

How exquisitely the individual Mind

(And the progressive powers no less

of the whole species) to the external World

Is fitted : = and how exquisitely too -

Theme this but little heard of among men -

The External World is fitted to the Mind:

And the creation (by no lower name .
Can it be called) which they with blended might71
Accomplish.

Immediately, one is made aware of the great difference between
these two poets. Wordsworth speaks as a "dedicated spirith,
one who has felt the power of poetic genius stir within him,

and who is ready to probe

The incumbent mystery of sense and soul

9
Cf life and death, time and eternity, 7la

or to tell of artistic creation in swelling tones, whereas
Muir's voice is quiet and modest, tentatively exploring his
experience as it arises from circumstance, dream,or memory,
and constantly falling back into an anxious sense of the
opposition between imagination and ordinary awareness. He

is a man learning to live and turning his lessons over and

70Abrams, 0p _¢itey P 66

7lpreface to The Excursion (1814),11. 63 - 71.

78pe Prelude (1850), Bk, XIV, 1l. 286 - 287,
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over in the meditations that make up so much of his verse.
On the relation of the mind to the external world, he, too,
has faith in their affinity, but none of the oracular con-
fidence of the great Romantic poet. He relates the child's
mind to the inherited wisdom of the racial unconscious, with
its mythic images and "archaic dialogue", and attempts to

recover this natural wisdom in middle age.

A man now, gone with time so long -
My youth to myself grown fabulous

As an o0ld land's memories, a song

To trouble or to pleasure us =

I try to f£it that world to this,

The hidden to the wvisible play,
Would have them both, would nothing miss,
Learn from the shepherd of the dark,
Here in the light, the paths to know
That thread the labyrinthine park,
And the great Roman roads that go 72
Striding across the untrodden day.

For him, the correspondence between mental forms and the
shapes of the phenomenal world is often obscure and mysterious,
only to be understood through myth or symbol and expressed in
the form of parable. The "shepherd of the dark" is presumably
Hermes, guide of dreams, who had power to lead souls through
the gloom of the underworld and back to the light. (If so,
the association with the doctrines of the Hermetic tradition
night well be intentional.) In the case of Wordsworth, the
mental forms that are so "exquisitely" fitted %o the universe
are usually deeply felt emotions, often associated with moral
promptings and sometimes with a feeling of "holy calm'. So
sublime are these feelings and of such profound import that

only the most beautiful or awesome nabtural scenery can match

724Day and Wight", CP., p. 240.
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thems The quaintly fashioned medieval chart of the tradition-
al country of the soul, with its Heaven and Hell and its Earth-
ly Paradise,; no longer serves to guide him through a visionary
landscape that has become the vast and cloudy image of a night
scene from the top of Snowdon, when the naked moon shines out
upon the vapours of the dark abyss and all the waters roar
with "one voice”¢7§ Although Muir's antiquarian instinct
responds naturally to the fabulous ciphers of the traditional
maps, the 0ld landmarks are often too deeply eroded to guide
the traveller. Consequently, in both poets, the fitting of
the unseen to the visible forms of experience seems to lack
the joyful and trusting, truly childlike recognition of =
Vaughan or Traherne, to whom such congruence is a sign and
guarantee of God's loving providence as well as of the enduring
harmony at the heart of His creaticn. Yet it was Jjust such an
insight into the relations between God, Man and Nature that
both VWordsworth and Muir longed to Jz'e-ca.pture.,7LL

Another link between these two poets is that both of
them recall the experience of fear in childhood and its
relation to a sense of guilt. For Wordsworth, these emotions
were not too painful at the time to prevent a shudder of
delight, not unlike the thrill of fear aroused in Muir by his
father's horses. Indeed, the occasion of the stealing of
the boat on the lake of Esthwaite, when the "huge peak, black
and huge", like a living thing strode after him, and the time

then, having rifled another boy's snare, he heard low

72The Prelude (1850), Bk. XIV, 1l. 40 - 60,

7%Gf, "I think of Giotto the Tuscan shepherd's dream,
Christ, man and creature in their inner day. "
("The Incarnate Cne", CP., p. 228).
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breathings coming after him, were actually nourishers of the
imagination, feeding his anthropomorphic sense of the living
and voluntary power of nature. Muir, in an essay entitled
"The Poetic Imagination", refers to these very instances as

an illustration of how Wordsworth's imagination was involved
with things recollected, so that, in the instance of the huge
peak, 1t was wakened by a terrifying experience and reawakened

when he recalled it in writing The Prelude.

Practical intelligence could have told him by then
that the huge cliff that pursued him was a childish
delusion, but he was not countent with that. The
experience was real, and he gave it that uncommon
attention which is due to real and inexplicable
things... In The Prelude we see the imagination
working at two stages, first on the incident itself,
and then on recollection, where it takes on 2,
universal significance.

What Muir refers to here as the awskening and re-awakening of
the imagination is the operation of two phases of imaginative
projection : in the first sbtage, the child's self-condemnation
was projected outwards upon the peak or upon the ambient air |
stirring behind him; then, upon recollection, the entire
reciprocal experience of a feeling being reflected in the
world around him was accepted and projected upon the structure
of the universe itself, giving rise to the conviction that the
mind is fundamentally "fitted" to Nature, a metaphysicsl con=
cept that may well be a true insight, despite the delusory
aspects pf the original experience.

Although Muir's own early experience of fear and guilt
was so prolonged and intense that it was actually injurious to

his imagination and feelings, producing the numbing effect of

75Eawin Muir, Essays on Literature and Society (rev. and
enlarged ed.; London: Hogarth Press, 1965), p. 222.
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the glassy barrier, it, too, was involved with projection.
Awareness of transgression had taken shape in the fantasy of
the poisoned hands and this, in turn, had aroused an urgent
fear of approaching death, bitter indeed to one who had so
lately enjayed the infant's sense of immortality. When
recollected in maturity, these experiences, worked upon and
projected by the imagination, yielded a universal significance
central to Muir's poeﬁic view, For him, this significance
was not so much a theory of poetic genius as part of the
spiritual drama of the whole of mankind. His imagination,
like that of the seventeenth century Platonists, was focused
upon the figural correspondence between individual experience
and the Hebrew myth of Genesis. Adam, once innocent and
immortal, had eaten of the fruit of the tree of the knowledge
of good and evil and was cast out from the peace and unity of
Eden to become a wanderer in the earth and to taste the pains
of mortality. The "fable" is, in one sense, a great tradi-
tional projection of the development of human consciousness,
and the Fall is part of it: an ancient mythic symbol express-
ing an early crisis in the lives of all men worthy of the
name, that is, created in the divine image.76 Where Vaughan
longed to "travell back"” to that state in which he originally
came,77 and where Traherne, having passed through his crisis

of "want and horror"’S and having learned to live by a saintly

76In btoth Wordsworth and Muir, then, the imagination works
by projection, conforming to the neo-Platonist aesthetic
theory that the object perceived is illumined by the mind,
which casts its own radiance upon it. In Wordsworth, the
projected ray is cast full upon rnatural objects; in Muir,
it is frequently cast upon a backcloth of myth.

77”The Retreate,” The VMetaphysical Poets, pp. 265, 266,
78

Traherne, Centuries of Meditations, III, 23.
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rule of spiritual discipline, seemed to have become able
freely to enjoy a sense of unity with the universe in the
mystical experience of Felicitie, Mulr accepted exile as a
necessary part of the pilgrimgge toward the land of the
Promise, théugh not without many a longing backward look.
Wordsworth finally accepted exile, t00.

Lionel Trilling, in an essay on "The Immortality Ode",
argues that the entire loss of the "visgionary gleam" of child-
hood was not regarded by Wordsworth as the loss of poetic power;
though he no longer saw in this way, he had submitted to a new
control, which was a moral and a humanizing one. A deep dis=
tress had humanized his soul, saving him from being "housed in
a dream", and relating him more closely to the sorrows and
struggles of mankindo79 Trilling identifies the "visionary
gleam” as the perfect union of the self with the universe,
relating it to Ferenczi's account of the infant's inability
to distinguish between self and external thingSQSO He points
out the ambivalence in Wordsworth's response to the diminution
of this power, both resisting and accepting it as a condition
of growth. '"He is not saying farewell to poetry; he is saying
farewell to Eden, and his ambivalence is much what Adam's was,
and Milton's, and for the same reasons",81 Though the original

power has fled, the child hands on the "primal sympathy" to the

79Lionel Trilling, The Liberal Imagination (London:
Mercury Books, 1961), p. 137,

SOCf. Rousseau's concept of the "state of nature” in
children and primitives, and Nietzsche's account of the
Dionysian experience in The Birth of Tragedy.

81

Ibid., p. 148.
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hampered adult through the poﬁer of memory. "The sympathy
is not so pure and intense in maturity as in childhocd, bub
only because another relationship grows up beside the rela-
tion of Man to Nature - the relation of man to his fellows

82 This is the

in the moral world of difficulty and pain”.
theme of Muir's poem in blank verse, "Adam's Dream", in
which alienation from humanity is gradually overccme unbtil

Adam dreams that he is amongst then,

and saw each face
Was like his face, so that he would have hailed thenm
As sons of God but that something restrained him.
And he remembered all, Eden, the Fall,
The Promise, and his place, and took their hands
That were his hands, his and his children's hands,
Cried out. and was at peace, and turned again 3%
In love and grief in Eve's encircling armse. 7

Muir's own ambivalence towards the loss of Eden will be con-
gidered in Chapter IV.

There is also a distinct similarity between Wordsworth
and Muir in their immediate response to exile: the period of
loss and despair, "change and subversion", that each had
undergone. Both had been forced to assimilate a sensation
of terror and dismay at the "deformities of crowded life"
in a great city, where even neighbours were strangers, and
the streets were filled with "mean shapes! and "trivial

forms". For Wordsworth, the French Revolution, in its

821pid., p. 151.

839339 P. 212, In this poem, the recovery of relationship
to mankind is related to the acceptance of the hands that,
when contaminated with guilt, had been an ingbtrument and sym-
bol of isolation. Muir often employs hand imagery to express
alienation or reconciliation. See: "The Child Dying'", "The
Private Place", "The Unattained Place", etce.
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.

subsequent course, combined with the conflict involved in
Britain's declaration of war upon France (which must have
exacerbated his feelings of guilt and remorse btowards Annette
Vallon and her child) brought agonising disillusionment both
with himself and with his hopes for the fubture of mankind,

He suffered

a sense,
Deathlike, of treacherous desertion, felb
In the last place of refuge, my own soul.

For Muir, the destruction wrought upon his family by the
contagions of Glasgow re—activated his early fears of
gseparation and death together with the associated feelings

of guilt and contamination. The repression of emotions

too painful to be borne was later to seem an act of treachery
and bebrayal against all that was most truly his own.85 Just
ag Wordsworth turned in his distress to intellectual specula-
tions, political theory, and the views of Godwin, losing all
confidence in the truth of the imagination, so Muir turned
to Socialist doctrine and the writings of Wiebzsche.oC Each
later recovered the sense of his true direction through the
faith and encouragement of a "beloved woman", namely Dorothy

Wordsworth and Willa Muir, and; much as friendship with

Coleridge stimulated and guided Wordsworth at this period

S¥ne Prelude (1850), Bke X, 1le 413 — 415,

8%t "Pity the poor betrayer in the maze! ("Effigies
2", CP,, p. 234).

-

8OThis igs not to suggest that Niebtzsche's writings are
purely intellectual, but his speculations did arrive at a
point of total scepticism concerning any fundamental rela-
tion between mental events and physical phenomena, and This
was, perhaps, a bterrible projection of the disintegration
that fipally overtook him. This scepticism Muir was lafer
t0 reject with all his strength.
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of his development, so the fertilising influence of Holus
helped to direct Muir away from his former "denial of poetry

and the past". Wordsworth had felt the same revulsion:

an empbtiness
Fell, on the Historian's page, and even on bthat
Of Poets, pregnant with more absolutbe trutho87
The works of both withered in my esteeme

Even Nature was subject to the "microscopic view", his only
delights being those of "outward sense", until recovery
brought a renewed awareness of his own imaginative powers

and of their source in the remembered experience of childhood.

I had felt
Too forecibly, too early in my life,
Visitings of imaginative powergg
For this to last.

Recalling those strangely significant "spots of time" in
which he had felt most deeply that the mind was "lord and
master", he recognised that the inward powers take precedence
over the perceptions of outward sense in establishing a true

vision of eternal reality, enabling one to seek

the gifts divine
And universal, the pervading gracegg
That hath been, is, and shall be.

Muir's recovery was linked with the memory of the 'child's
original vision of the world" restored to him through the
transcendental dreams and visions that accompanied his treat-

ment by analysis.

87mhe Prelude (1850), Bk. XI, 11l. 90 - 93.
88

Ibid., Bk.XI, 11, 251 - 254,

sttty

891p3i4., Bk. XIT, 11. 42 - 44,
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I think of this picture or vision as that of a
state in which the earth, the houses on the earth,
and the life of every human being are related to
the sky overarching them; as if the sky fitted
the earth and the earth the sky. Cerbain dreams
convince me that a child has this vision, in which
there is a completer harmony of all things with 90
each other than he will ever know again.

This image of harmony (which again suggests the perfect sphere
or circle of the Platqnists) was broken for Muir far sooner
than for Wordsworth, and the long struggle with "contradiction®
was entered upon early in life, never to be finally resolved
except in rare moments of visionary contemplation. Yet the
"original vision" had been a deeply human one, more so than
Wordsworth's "mighty forms" and "noise of waters". Instead
of roaming half the night on the mountainside or hanging over
crags in a strong wind, while no-one appeared to suffer any
anxiety on his account (and Wordsworth was grateful for such
freedom), Muir awoke to consciousness in a simple pastoral
scene peopled with the beloved figures of kinsfolk and filled
with an underlying sense of the raw, vivid exlsbence of
animals. ghis landscape of memory was conmposed of an island,
a farmhouse, a green mound, the wide sea scattered with
neighbouring islands, a distant tower, and the over—arching
sky . The long northern winters helped to tighten the close
family circle and, although secular literature was frowned
upon (so that Muir lacked the books Wordsworth enjoyed), old
songs and ballads, tales of the supernabural, and the playing
of the fiddle supplemented the regular readings from scripbure,

giving him his undying reverence for the ancient tradition of

90An Autobiography, p. 33.
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oral poetry that he was to see disappearing everywhere in
the world. In place of Wordsworth's splendid freedom, lMuir
early learnt the formal beauty of traditional pabtterns that
shape communal life : the spring sowing, harvest, a country
wedding, the young man who "came home to die", and the
funeral procession passing on foot through fields that were
deserted out of respect for the dead. Though this last
scene was a melancholy one, it nevertheless granted him a
deep sense of '"wonder and acceptance", just as the rituals
connected with animal life - the serving of the cow, the
ringing of the bull or the killing of the pig - imbued him
with a strange feeling of the mixture of guilt and necessity
in man's relation with the animals and of the way in which
ritual actions resolve such conflicts. The memory of such
traditional rites, restored to him in maturity, was to yield
intimations of the way in which ambivalence and contradiction
may themselves become woven into a harmonious pabttern of
mnortal existence.

Both Vaughan and Wordsworth, after their experiences
of loss and moral crisis, returned to spend the remainder of
their lives amongst the hallowed scenes and shelbtering moun-
tains of childhood. Trsherne tended his parish and farmed
the glebe-lands of his rectory in the fair counbtryside of
Herefordshire, But Mulir, whose recovery was longer deferred
than theirs, was to spend the larger part of his life in the
towns and cities of Britain and Europe, earning his living
by translating and reviewing literature, and later by teach-
ing. He was seldom wholly free from anxiety, either financial
or related to concern for his wife's health, The long road

of this world was often a toilsome one for him, though he
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never entirely lost sight of the "winding roads" of the gods,
walking "high in their mountain 1and".91 His poetry was
composed in the little time left over from routine commit-—
ments, and the best of it was written in his late fifties
agd sixties = the fruit of the constant extending and
refining of his insights, from which was distilled a deeply
pondered wisdom, serene and radiant, that seemed the mature
counterpart of the clear vision of childhood. It is tempt-
ing to suggest That his development continued throughout
his life because he never ceased to pursue the distant and
longed~for goal of that perfect unity that he had known
once and believed to exist eternally in the divine order of
things. We do not know why Wordsworth's poetry seemed to
lose power after the glorious achievement of his greab \
period. Perhaps he had said it all; bub, it is possible9
as Charles Williams contended, that the deterioration was
bound up with his conviction that he had acquired the
"philosophic mind", and therefore ceased to work out in the
poetry itself the reconciliation of life's"discordent ele-
ments“ggg Be that as it may, it is certain that Muir's
poetic gift, though late in developing and limited in
range, remained stubbornly faithful to its own authority,
slowly assimilating the divided elements of his experience
into the synthesis of its o&n myth.

His familiarity with, and personal knowledge of,

modern concepbions of the unconscious mind allowed him bto

91"The Journey Back 6", CP., p. 174. See Appendix D,

920harles Williams, The English Poetic Mind (Oxford:
Clarerdon Press, 1932), pp. 166 = 167,
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understanding:

. The days gone by
Return upon me almost from the dawn

Of life: +he hiding places of man's power 9
Open. I would approach them, but they close.

Yet he affirms what Coleridge regarded as the distinctive

power of the creative imagination:

there is a dark
Ingcrutable workmanship that reconciles
Discordant elements, makes them cling together97
In one society.

He sees it here as the producer of harmony within the mind
itself, and one recalls lMuir's more tentative account of a

power that seeks to restore psychic equilibrium:

I think there must be a mind within our minds
which cannot rest wntil it has worked out,

even against our conscious will, the unresolved
questions of our past; it brings up these questions
when our will is least watchful, in sleep or 4

in moments of intense contemplation. 7

This reconciling power is abt its most dynemic in both
poets when it achieves the mystical union of the self with
the surrounding universe, bringing all things within the
scope of a single act of the imagination. Wordsworth, in
his moment of apocalyptic awareness, saw the eternal, unchange~
able and infinite reality underlying the changing face of the
world, and saw it in terms of the "mighty formé" and "noise
of waters" of his childhood, On the Simplon Pass, such awe=-
some images, appearing again before his bodily eye, became

the "types and symbols of Eternity", welding together movement

Prne Prelude (1850), Bk. ¥1l, 11. 277 - 280.

977pid., B, I, 1l. 341 - 344,
98An Autobiography, p. 44.
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and stasis, mubtability and changelessness.

The immeasurable height,
Of woods decaying, never to be decayed,
The stationary blasts of waterfalls
The unfettered clouds and region of the heavens,
Tumult and peace, the darkness and the light -
Were all like workings of one mind, the features
Of the same face, blossoms upon one tree,
Characters of the great Apocalypse,
The vypes and symbols of Eternity, 99
Of first,and last,snd midst, and without end.

In this glimpse of the eternal and infinite, the demonic

forces of nature and of the human mind, forever at strife,

are merged and blended in the harmony of the divine order.

With Muir, such harmony is usually expressed in the scriptural
symbolgs of apocalypse that came so naturally to the sevenﬁeenth
century Platonists; it is the "harvest", or "the day'", or a
millenial dream of Canaan, a "radieant kingdom" that "flowers

and shines“aloo Though his world is rent from top to bottom

by contrediction, torn between light and darkness,101 there
is an "eternal dialogue" of peace that is symbolised by the

"Sabbath of Sabbaths",

the day where all are gathered together,
Things and their names, in the storm's and the
lightning's nest, 102
The seventh great day.and the clear eternal weathers.

There are always people and animals in Muir's radiant
kingdom, just as we find them, redeemed and reconciled, in the

visions of Isaiah, We see them at a distance in his dreanm of

PIThe Prelude (1850), Bko VI, 1l. 624 — 640,

lOO"The Transfiguration', CP., p. 199,

lOleg "Oedipus", CP.,, p. 189,

102umpe pays®, ¢p., p. 210.
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"the gods" in "The Labyrinth"; ., they are closer in "Moses',
with "byre, barn and stall, sweab-sanctified smell of peacef;
in "The Transfiguration", they seem more like the allegorical
creatures in a medieval painting, and; finally, in "The Horses",
these animals are once more reconciled with man after a'cataw
clysmic war. There is nothing here of the lofty isolation
characteristic of the great Romantics, or of that inner
citadel of solitude in Wordsworth's soul where the aged
Michael was to stand forever alone beside his unfinished
sheepfold. Was it that the "humanization'" had been incomplete
after all, that those enigmatic, solitary figures who appear
in Wordsworth's poetry are emblems of some unassimilabted paxrt
of his experience, some guilt left unpurged? Despite the
marriage of minds with Dorothy, despite domestic bliss atb
Grasmere, Lucy was in her grave, Jjust as Coleridge's damsel
with a dulcimer would appear in dreams no more. Muir had not
been humanized by his deep distress; his imagination had
been humanized once for all, in the beginning, in Eden. I%
was exile that had frozen his gentle heart, and healing tears
of pity that finally washed away its brittle protecti?e cover-
ing, so that, in his own inward landscape of sea and islands,
Orpheus was forever re-united with his lost bride, and the
wanderer, Odysseus, was turning homeward to Ithaca and the
faithful .}?enelope.l03
With this reflection, one turns to the role played by
the image of women in Muir’s search for unity, a topic that

will be considered in the following chapter.

102666 "Orpheus' Dream” (CP., p. 216) and "The Return of
Odysseus® (CP., p. 114)..



CHAPTER TIIX

- THE IMAGE OF WOMAN

Siehe, innerer Mann, dein inneres MZdchen.

Rainer Maria Rilke.

During Muir's period of psycho-analysis in London
in 1920, he dreamed, for the first time in many years, of
his birth place -~ the island of Wyre. Part of this strange

and wonderful dream unfolded ag followg:

I was walking along a browr path level with the
sea, picking great light violet-hued, crown-ghaped
flowers, which withered at once in ny hends.t I
came to a little chapel or shrine on the shore. On
one wall a brown clay image was hanging: a weather
beaten image of an 0ld woman naked to the waight, with
sun~burned wrinkled dugs, I went up to the image,
and as 1f I were fulfilling some ritual pressed one
of the nipples with my finger. A trembling flowed
over the figure and, like a wave running across
another in counter-motion, the texture changed; the
clay quivered and rippled with life, all the marks
of age vanishing in that transparent flood; +the
breasts shone smooth and round, and rose and fell
with living breath. At the ssme time at the centre
of my breast I felt a hot tingling fire, and I knew
that a yellow sun was biazing there, and with its
beams which filled my body with light and soft power,
wag raising the image from the dead. The figure came
down from the wall, a dark brown girl, and stood
beside me. 2

lThese flowers apparently represent the nostalgic
longing for the past which pervaded some of IMuir's rejected
early poems. In this dream, it is recognised as fruitless.

2An Autobiography, p. ©4. Mulr comments that this dream,
which opened with a sea voyage to his old home but which
never reached there, was "offering me something else instead,
re-animating another image of whose existence I did not know.”
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Not long afterwards, while accustoming himself to a
new life in Germeny, he had another dream which referred
directly to his mother's death and released the pent-up grief
he had been unable to express before, In this dream, he is
called to the bedside of his dead sister (whom he understands
to be a dream-substitution for his mother), but instead of
Joining the mourners, he leans on the mantelpiece and weeps
freely for a long time until his tears cease of themselves.

Approaching the bed at last, he gazes at the pale face and

closed eyes.

As I looked I thought I saw a faint glow tinging
her cheeks, it deepened, and in a moment she was
burning in a fire. The glow appeared to come from
within her: but I knew that it flowed from a warm,
limpid and healing point in my own breast. Her eyes .
fluttered and opened, she held out her hand, and I
turned to the others, crying, 'Look, I have brought
her to life'. DBut at these words, a terrible fear
came over me, and I hastily added, as if to blot
them out and destroy them, 'Look: Gcd has brought5
her to life.'

Muir interpreted this second dream as confirming that
his mother had come to life again in his own mind, together
with his past, his love of poebtry, and his belief in immortal~
ity. The experience of the warm, life-giving power in his own
breast, common to both dreams, seems to point to a powerfully
creative interaction between the dreamer and the revived
image, which is associated with the recovery of love and

intimate human relationship. Profegsor Peter Bubter has

5an Autobiography, pp. 108 -~ 109, In the light of the
previous chapter, it would seem that the image is re-animated
by the projected life from the glowing point within the
dreamer's breast, so that the dream presents a paradigm of
the neo-Platonist metaphor of the mind as & lamp. That God
is hastily brought into this scheme suggests a belated acknow=
ledgment of the creative role of the divine Mind, which is
reflected in the mind of the poet,
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rightly remarked that this image of resurrection refers also
to the buried part of Muir's own nature. "The intuitive
feminine part of himself, in Jungian terms his anima, was
coming to life".#
These dream images were not employed anywhere in

Muir's poetry in their original form, although the second

dream was described in The Marionette, where 1t marks a healing

crisis in the development of the relationship between the idiobt-
boy, Hans, and his father, Martin, both of whom, as indicated
in the previous chapter, seem to represent alienated aspects

of one subjective personality. Hans's dream concerns Gretchen,
a marionette from the puppet theatre, who dies and is resur-
rected as a real girl in exactly the same way as the girl-in

5

Muir's dream. The image of the sun glowing within the
breast appears in a slightly altered form at the end of "The
Place of Light and Darkness", where it refers to the recon-
ciliation of the visions of time and eternity.
He goes on
Bearing within his ocean-heart the Jjewel,

The day all yellow and red wherein a sun 6
Shines on the endless harvest lands of time.

It is interesting to note that in the original published

version of this poem,7 the last two lines read as follows:

The day all yellow and red where Chris®t the Sun
Shines on the endless harvest lands of time.

4 e . . .

Bdwin Muir : lMan and Poet, p. 80, It will be suggested in
Appendix A that "Autuwn in Prague” is, in one sense, an early
anima poeme.

6

SPhe Harionebte, pp. 150 - 151. CP., p. 80.

7Published under the title of "The Harvest" in Modern Scot,
V, Jan., 1935. One notes that the colours, yellow and red, are
the same as those of the serpents in Muir's vision (referred
to in Chapter I). They also recall the scarlet and gold of his
baptismal suit (An Autobiography, p. 18).
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As in the second dream gquoted above, there appears to have
been some conflict between attributing the creative and
visionary power to a divine source and claiming it as the
frult of inner psychic fbrces.S If, however, divinity is
regarded as immanent as well as transcendent, and Christ is
understood as a traditional symbol of the reborn and re-
integrated self, in whom temporal and eternal existence is
reconciled, then the original version becomes entirely
appropriate to the whole conception of the poem.

As has already been touched upon in Chapter I in
connection with "The Enchanted Knight', while the image of
the woman lay unacknowledged in the buried part of the poet's
mind, it became the agent of emotional paralysis, an evil
genius of elienation. But when the acceptance of guilt and
the full experience of grief released the imprisoned and
imprisoning image, then love, creative imagination, and a
recgovered sense of wholeness and identity were revived with
it. It is this feeling of Jjoyful liberation that lies at
the core of "Orpheus' Dream",” in which the elements of
classical myth are transposed into Muir's subjective land-
scape, recreating an experience that is both personal and
universal, Unlike Rilke, to whom the irrevocable loss of
Eurydice is the essential condition of artistic creation,lo

Muir's Orpheus, recovering his lost bride in the underworld

81t is possible that the conflict produced in the young
Muir by his parents' religious objections to secular litera-
ture lies at the root of this difficulty. See An Autobiosrarvhy,
P. 76,

%p,, p. 216, This poem was first published in 1951 under
the title "Eurydice."

10 . . s s s . .
See "Orpheus, Eurydice, Hermes. This is in keeping with
Rilke's insistence on the need to allow the objects of percep-

tion to become images steeped in the rich darkness of the
Unconscious,
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of dream-images, emerges to find her incarnated in the
world of physical reality. Only in a living relationship
of love and forgiveness can they discover Their identity
and follow the natural movement of their lives.

The abruptness of the opening statement: "And she
was there", suggests a sudden revelation after long expecta-
tion and conveys the "given“ quality of her presence. This
underworld is not the classical halls of Hades, but Muir's
childhood landscape lost in an ominous region of nightmare.
The dfeaming mind is a frail boat drifting in despair
amongst "perilous isles" far from the borders of waking
experience, when suddenly it sbtops because of "her" presence,
and is almost overwhelmed with a joy (he uses Traherne's word,

"felicity") that seems t0 transcend conscious existence.

As if we had left earth's frontier wood
Long since and from this sea had won
The lost original of the soul,

The moment gave us pure and whole

Each back to each, and swept us on

Past every choice to boundiess good.

Had the lost bride of the divine singer been submerged until
this moment beneath the waters of dream? And does their re-
union mean that the "lost original of the soul” is a conjunc-
tion of masculine and feminine elements -~ an ancient symbol

of psychic and spiritual wholeness? Is "the moment" an

instant of time linked with a timeless experience of innocence
and unity, transcending all moral conflict ("past every choice"),
re-integrating the will ("swept us on") and restoring a sponbtan-
gous response to the "good", understood in Plato's sense? The
final Stanza opens with a triumphant statement of release from

guilt and separation and of the actualisatiorn of love in all
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its reconciling aspects. This experience grants then
courage to look back compassionately upon the symbolic image
of Eurydice, which appears as an insubstantial shadow ("poor
ghost") of the living reality. Yet the unchanging mythic
image still remains "in her silver chair", fixed in the
underworld of the poetic imagination, so¢ that, although she
is merely a poor ghost to the poet and his beloved, the poenm
itself balances image and reality, leaving both imprinted
equally upon the reader's mind.

Two earlier poems had been concerned with a connec-
tion between the loss of the image of the beloved woman and
a condition of disordered vision. Both of these appeared
in the volume, Journeys and Places, published in 1937.

Entitled "Tristram's Journey’ and "Holderlin's Journey“,ll

both are in the ballad form that came naturally to a poet
nurtured on the Scottish ballads. Professor Butter comments
on the first of these that the story is taken from Chapters
17 - 21 of Book IX of Malory's Morte d'Arthur and that IMuir's

intention is made clear by the way he modifies the original
tale. Tristram, believing Iseult to be false, rides away
from Tintagel and becomes deranged, living as a wild man
amongst shepherds. He is captured and brought unrecognized
to the castle, where, one day, he is made known to Iseult
through being recognized by her brachet. Professor Butter
adds: "In the poem the brachet is the means not Jjust of
making him known to Iseult, but of restoring him to a know-

ledge of himself and to contact with the outside world".12

Llop, . op. 64, 66.

12Butter9 Edwin IMuir : Man and Poet, p. 121,
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While Muir did attribute a special significance to the life
of the animals and often regarded them as symbolizing the
natural feelings, one should not allow this to obscure the
possibly greater significance in the poem of Iseult's recog-~
nition of Tristram. It is surely this moment of mutual
recognition that finally restores him to himself and to
contact with waking reality, and such an interpretation
would be in keeping with Muir's usual treatment of the
feminine role as it is defined in this chapter.

The poem is of particular inbterest for the way in
which the economy of language, the conventional imagery and
the emphasis upon action natural to the ballad form are used
to dramatize a subjective experience. Upon leaving the ‘
castle, Tristram rides first into the forest, where he begins
to lose the sense of time and the normal apprehension of the

13

outside world. From the second to the seventh stanza

there is a progressive blurring of images and a distortion
of perspective, together with an increased disturbance of
time relations. Soon the inability to distinguish between
object and image gives place to the loss of all images,

14

including the memory of Iseult herself, In rage and

. 7 4 -
bitterness, he tears branches from the "clashing trees" until
Vs

12 %and hill and plain and wood and bower

Passed on and on and turning came
Back to him, tower and wood and hill,
Now different, now the seme.

There was a castle on a lake,
The castle doubled in the nmere
Confused him, his uncertain eye
. Wavered from there to here."

14 "But now he searched the towers, the sward,

And struggled something to recall,

A stone, a shadow. Blank the lake,

And enpty every wall."
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calm returns to him and he finds refuge with shepherds,
rounding up their flocks and sleeping with their dogs at night.
When he attacks and overcomes three of Mark's knights, the

king has him brought to Tintagel as a captive, but again he

is unable ta distinguish between real persons and their
pictured forms upon the tapestrya15 Just as in "The Enchanted
Knight" and "The Charm', the shapes of life sgeem to him no more
than moving figures in a dream in which he himself remains
paralysed; bdbutbt, once again, as in "The Enchanted Knight", it
is a touch upon the face that arouses the will to respond°16

It is as Tristram leans (and surely he must be leaning over
Iseult, who lies in a swoon) that he comes to himself and
recovers the clear vision of reality. Focus and perspective
return; +the "misted grass" clears "blade by blade'; the

round walls harden, and he is in his "place" (which again
recalls Traherne's image of things in their "proper places').
It is interesting to notice that grass, as in the early poem
"Childhood”,l7 is once more associated with an experience of ;
unity and idenbity, snd that the remembered elements of hes o

own life are linked with a traditional story to create a dream-

like narrative of mysterious significance.

15

"He woke and saw King Mark at chess
And Iseult with her maids at play,
The arras where the scarlet knights
And ladies stood all day."

16 "None knew him. In the garden once
Iseult walked in the afternoon.

Her hound leapt up and licked his face,
Iseult fell in a swoon.

There as he leaned the misted grass )
Cleared blade by blade below his face,
The round walls hardened as he looked
And he was in his place.”
17 "The grasses threw straight shadows far away
And from the house his mother called his name.”
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"Holderlin's Journey", in the same ballad measure,
deals with a similar theme of madness associated with the
loss of the beloved, but in this case the story is based on
an actual episode in the life of the German poet, whose work
Muir greatly admired. In 1802, HOlderlin was working as a
tutor in Bordeaux when he suddenly left without any explana-
tion and walked 211 the way back to his mother's house in
Nirtigen, where he appeared, some two months later, in a sbtate
of severe mental disturbance - the prelude to the onset of
permanent insanity in 1807. Little is known of this strange
journey, but it is linked with the fact that Susette Gontard,
his beloved "Diotima", was dying in Frankfurt during the same
period. Mulr makes his own use of the story, suggesting that
loss of the real woman led to the ascendancy of drean imageé

18 The first and last stanzas of the

in HOlderlin's mind.
poem serve as introduction and conclusion to the tale, which
is told by HOlderlin himself in the remaining thirteen
stanzas. He describes the journey as taking him first through
a landscape of deceptive appearances, a "maze of little hills"
(an image derived from one of Muir's own dreams) where he and

Diotima seek each other in vain; from there he enters a wood,

where a mouldering gate is flanked by pillars topped

2

with deer's heads. Here he sees a living deer gazing upon

18Daniel Hoffman, commenting on this poem, says that
Platonism and Jungian archetype pass dramatically into one
another in "HOlderlin's Journey’: "Like Socrates, like Hélderlin,
Muir has learned from Diotima that we attain to knowledge of tae
Forms by passing from love of the beautiful to love of the idea
of beauty. Her death then means the extinction of the Platonic
possibility, a ‘broken mind', the end of the imagination's power
to unite created things with uncreated perfection" (Hoffman,
Barbarous Knowledge, p. 228). Cne feels, however, that Muir
is more concerned with the incarnation of the inborn images
than with the ascent from the concrete to the abstract.
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its stone replica as though upon its own death, and suddenly

he knows that Diotima is dead.+ o2

When he reaches the moun-
tains, he sees everything displaced or distorted in one of
Muir's characteristic descriptions of disordered vision mirrored
in a cracked and flawed 1andscape019 A relentless, mechanical
determinism is suggested by this kind of seeing in a stanza

that employs the word "iron" in every line and evokes an ingane
world with the sinister image of swallows gliding on iron

20 The bells that might once have rung for weddings,

wheels,
and had been heard faintly ringing in the maze of hills, are
tolling now for a burial; bubt by this death the living reality
and the pictured image have become "confounded" in one, trans-
lated into a stationary and timeless world of symbol. In an
essay on Holderlin, lMuir has remarked that after his mental

" breakdown his "symbolism became more significent, for it

21

expressed his immediate experience”, and C.IM. Bowra considers

that Holderlin's great hymns, composed between 1802 and his
final collapse in 1807, are not the product of mental disorder
but "rather the products of an iron control of threatening

22

chaos". Muir conveys precisely the sense of an iron

lsaThese 1mages are p0551bly related to HOlderlin's own
simile BEENEEERT the grieving poet and a stricken deev or stag
(ketroffene Wild") in "Menon's Klagen Um Diotima."

19 'What made the change? The hills and btowers
Stood otherwise than they should stand,
And without fear the lawless roads
Ran wrong through all the land.”

20w ‘Upon the swarming towns of iron
The bells hailed down their iron peals,
Above the iron bells the swallows
Glided on iron wheels,"

21

Muir, Essays on Literature and Society, po 87,

2ZC,M, Bowra, Inspiration and Poetry (London: Macmillan,
1955), p. 132.
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conbrol of threatening chaos in the latter part of his poem,
except for the concluding stanza, which is a moving reminder
that acceptance and gratitude became Muir's own chosen way of

affirmation, even in the midst of suffering.

S0 HOlderlin mused for thirty years
On a green hill by Tibingen,
Dragging in pain a broken mind

And giving thanks to God and men.

That Muir's concern with the idea of madness arising from loss
of the beloved woman sprang from something in his own experience
is confirmed by Mrs. Willa Muir, who, in a letter to the present
writer, says that before their marriage Muir was himself in
danger of a schizoid breakdown.25 Yet this motif in his poetry
is far from being merely the projection of a personal crisis.
The profound transformation of his own life, seen in relation
to what he divined of HOlderlin's agony as being that of a mind
broken upon the cross of contradiction ("on a green hill by
Tibingen"), seemed to reflect the human truth that the greatb
healing images which constitute the fundamental matter of myth
and poetry must be incarnated in the lives of those who would
become whole. If this entails setting life before art, Muir
accepts the necessity. For him, relabionship with the beloved,
as one saw in "The Confirmation", restores those "firstborn
affinities", learned through the infant's communion with the
mother, that link the natural world with the inward world of

dreams and give us true perceptions of reality.

29"When I first met him he was in great danger of being a
split personality, indeed, he was already partly split,; and
would have become a schizophrenic, instead of a whole man, as
he finally did" (Willa IMuir, in a letter dated 3/2/67).
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A rather baffling poem which may be illuminated by
considering the significance Muir attributes to the feminine

. . . . . 4
image as creative symbol and psychic reconciler, is "Then".2

Two commentabors have suggested different interpretations.
Raymon@ Tschumi sees it as an evocation of the past of Scot-
tish history built on "the antithesis of cold cruelty and
wounded sensibility revolting against blood and sheking the
wall of enmity and struggle".25 J.C. Hall refers to it as

11 26 It

a "picture of the first anonymous unheavals of life.
may be srgued, however, that diction, tone and imagery convey
a feeling of buried conflict, a nightmare of deep psychic and
even sexual frustration expressed in words such as: "angry
shadows", "wall", "groan", "buried", "sweated", "tortured

wood", '"big drops", "blood", and "lull". These suggestions,

together with the opening statement,

There were no men and women then at all,
But the flesh lying alone,

seem to imply that without the interchange of bi-sexuality,
either literal or figurative, there can be no creative tTension
of the opposites but only savage inner warfare and a sterile
release of energy. The poem evokes a peculiar atmosphere,
suffocating and claustfophobic, in which images fail to take
shape upon a wall that seems so0lid yet shsaskes and groans;

these abortive images finally ooze out in anonymous blood-marks.

24P, p. 94,

25Raymond Tschumi, Thought ir Twentieth Century Poetry
(London: Routledge and Kegan raucl, 1951), Ds 57e

205.Cc. Hall, 'Edwin Muir : An Inbroduction,” Pensuin New
Writing 38 (1949), p. 114.
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»

In this painful struggle, the only hope of resolution seeums
Jo lie with "mute maternal presences" who haunt the wall,
unable to express the healing power of their compassion.27
What seemg tQ be the expression of a powerful experience of
repressed rage and frustration could, at the same time, reflect
a primordial struggle towards the conception of images in some
remote past of the evolving mind, or even suggest a prophetic
dream of the animal soul, foreshadowing the fighting men and
keening women of Norse Saga. Nevertheless, one cannot overlook
the suggestion in the final stanza that the tears of women
might have gathered up the formless images, brought them into
being, and made them meaningful again.

In "The 0ld Gods", the maternal presences reappeaf in
the guise of the Earth Mother, that divinity of the ever-
changing world of nature once worshipped by the men of pagan

antiquity.

Goddess of caverned breast and channelled brow
And cheeks slow hollowed by millenial tears,
Forests of autumns fading in your eyes,

Eternity marvels at your counted years
And kingdoms lost in time, and wonders how
There could be thoughts so bountiful and wise

As yours beneath the ever-bresking bough

And vast compassion curving like the skies.28

This tranquil sonnet, addressed to the archetypal deities of
a matriarchal culture who have survived their sacred loci,

suggests that, for Muir, it was mercy and pity (feared by

27"If there had been women there they might have wep?t
For the poor blood, unowned, unwanbted,
Blank as forgotiten script.
The wall was haunted
By mute maternal presences whose sighing
Fluttered the fighting shadows and shook the wall
As if that fury of death itself were dying."

28 ¢p., p. 120.
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Nietzsche and once despised by himself) that chiefly character-
29

ized the maternal image. She was a Mater Dolorosa, a Demeter
seeking her lost child, rather than a creator and destroyer
like Cybele or the Hindu divinity, Kali. Hence, although
Muir's feminine image may be thought to bear some family resem-
blance to Robert Graves's triple White Goddess, particularly as
she appears twice as a remote agent of emotional paralysis (La
Belle Dame and Helen), in her true form she is loving, faithful
and forgiving: a type of the patient wife and mother, never of
the capricious, cruel mistress. A comparison of Muir's "Return
of Odysseus" or "Telemachos Remembers" with Graves's fine poen,
"Ulysses', throws into sharp relief the essential differences
between the two poets' experience and treatment of this sfmbol.
In "Telemachos Remembers”, Penelope's daily task of
weaving and then unravelling her tapestry is recalled by her
son in such a way that the impatience and incomprehension of
the child he once was is mingled with the insight of mature
understanding. He tells of the painfully slow process by
which she created her woven images, "horse and chariot, spear
and bow", that always remained incomplete, mere fragments of
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the preconceived design. He marvels at the patience that

29One naturally recalls the sufferings patiently endured by
Muir's own mother in Glasgow. F.A. Lea suggests that Niefzsche's
rejection of pity was partly an expression of his need to bresx
free from his ties with his over~solicitous, over-pious widowed
mother, whose puritanical religion was responsible for his strong
feelings of guilt and his ambivalence towards Christ. See The
Tracic Philosooher: A Study of Friedrich Nietzsche (London:
lethuen, 1957), pp. 125, %21, It is a significant coincidercse
that Holderlin, too, had an over-pious mother, responsible for
his mixed attitude to Christianity: an allegiance to Dionysos
which only later gave way to a difficult acceptance of Christ.

30

"And what at last was there to see?

A horse's head, a trunkless man,

Iiere odds and ends about to be

And the thin line of augury

Where through the web the shuttle ran.”

(CP., p» 219)
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kept her at her weary task for the twenty years of Odysseus'
absence, and understands at last the significance of her sacri-
fice. Instead of obeying the impulse to create a perfect art-
work, she had woven a tissue of living values: "pride and fidelity
and love'. 5Gharacteristically, Muir does not hesitate to
affirm old-fashioned virtues or to give them their traditicnal
names. Like many of his other poems, this one can be inter~
preted in several ways for which the literal meaning, though
existing in its own right, is simply a paravle or metaphor. For
instance, it can be baken as an illustration of Yeats's view of
the opposition between "perfection of the life" and "perfection
of the work", or Penelope can represent the intuitive wisdom of
the imsgination that continues faithfully to produce its frag-
mented dream symbols despite the incomprehension of the estranged
intellect. On a more mebtaphysical plane, Penelope may personify
the goul itself, patiently accepting the limitations of the world
of Becoming as a necessary preparation for the unity of the worlid
of Being. But even where Muir's image of the woman may be
regarded as a vehicle of abstract personification, she is still,
at the same time, a part of his deepest experience and often the
symbol of his own soul.

Graves's Ulysses, unlike Muir's, fears and distrusts the
woman even while pursuing her with forever unappeased appetite.
He is unable to distinguish between Penelope and Circe, "wife or
whore".

Their counter-changings terrified his way:

They were the clashing rocks, Symplegades,
Scylla and Charybdis too were they.

21

Slpobert Graves (The Penguin Poets, 1957), pe. 73.
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There is no single true anima here; she is "multiplied into
the devouring Sirens' throng", to whom he is bound by the

recurring demands of the flesh.

One, two and many : flesh had made him blind,

Flesh had one pleasure only in the act,

Flesh set one purpose only in the mind -

Triumph of flesh and afterwards to find

Still those same terrors wherewith flesh was racked.

There is in this poem no sense of deeper resonances of meaning
beyond the purely psychological implications of Ulysses' wander-

ings, which correspond to those revealed in the rest of Graves's
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poetry. - Love 1s constantly threatened by neurotic fears, by

infidelity, Jjealousy, and other more obscure conflicts. At
this stage, Graves had not yet developed his mythic system of
the White Goddess in which he would project and unify his own
divided experience, but he had explored the psychoanalybtic
views of Dr. Rivers and had subscribed to a theory of poetry as
the resolution of internal conflict. In a critical essay on

some of Graves's early work, Muir made the following comment:

We are conscious that each poem is a theme chosen, but
subject and mind are not fused, it is not an experience
that is registered butan hypothesis... Iir. Graves is
forcing the natural growth of poetry with his intellect.
The impulses of the unconscious have become categories
rather than energies, so that they never achieve an
organic expression, only a schematized one, and the
poet is prepared for them in advance. ... We feel a
truth in poetry when there is an organic correspondence
between the external image and the inner conflict orz)3
desire.

52See "Sick Love", "Vanity", "Full Moon'", "Song of
Contrariety", "A Love Story", etc.

5:})Edv‘zj.n Muir, Trensition (London: Hogarth Press, 1926),
Ppo 170 - 1710
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Elsewhere in the same collectioﬁ, in an "Essay on Contemporary
Poetry", Mulr says:

Nothing is wholly real until it finds an image as

well as a formula for itself. TFor the image is

the record that a conception has been steeped in

the unconscious and there accepted by the deeper54
potencies of the mind. .

The difference between Muir and Graves at this stage is well
illustrated by their réspective uses of the image of the
dragon. For Muir, the dragon in "The Fall', in "Variations
X", or in "The Journey Back II", is a spohtaneous dream-
image from the great memory of the mythopoeic imaginatioﬁ,
bearing all the mystical significance of an ancient tradition;

whereas, in "Vanity",35 Graves's dragon merely stands for

unresolved conflict and neurotic fear,

Daniel Hoffman has shown that Graves's subsequent
development (about 1948) of the mythic system of the White
Goddess did provide him with a genuine symbolic counterpart
to his own sexual and imaginative conflict, which gave it

universal significance.

Barbarous as it seems in summary, the great value of

this mythic pattern to Graves is that it elevatesto
divine, eternal and archetypal significance the
experience of love as it may be known to the individua136
sensibility.

He adds:

Graves is grappling with latent dispositions of human
character that have been overlain by a few dozen
centuries of social life. Call his theory atavistic,
yet none can deny that he restores to an indestruct-
ible and necegsary part of humsn experience its original
nystery, spiritual energy, gullt and wonder o...[The
muse-women to whom the poet is alternately the bringer
of fruition and the sacrificed victim] serve him much
as the idea of chivalric love served the writers of

241pid., p. 195.
55.9,;9,,,952’9 p. 65,

56Hoffman5 Barbarous Knowledge, p. 211,
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the Petrarchan tradition..., His love poems may be
taken as nythical re-tellings of human love and as
human re-enactments of myth,. Of course, these
categories are interchangeable, in that the mythical
lovers are the archetypes or originals of the living
poet and his Muse, whose nresent passion is the rea137
subject of such reconstructed mythical poems,

In Muir's poetry, although myth has much the same
general function as in Graves's later work, the feminine image
is not central to it, and she has little in common with
Graves's abvavistic goddess, Far from being the mistress of
the bards, with all-too-specific Celtic physical attributes
(sea~blue eyes, long gold tresses and rowanberry lips), or a
fatal muse demanding submission, she suggests a closer kin-
ship with Dante's Beatrice or with Boehme's Virgin Sophia,

a symbolic figure, partly derived from Jewish mystical
literature,; which, like the paradise of childhood, is
related to the Hermetic tradition., dJakob Boehme held the
doctrine that Adam, when he first lived in Paradise, con-
tained within himself the feminine element (Sophia) and was
evenly balanced between light and darkness, the two great
principles of "contrarium" from whose dialogue proceeds
creation. Tiring of the unity of Paradise, Adam slept and
turned his imagination away from God. In this sleep, Eve
was created from him, and he was no longer a purely spiritual
being but a divided one, This first "fall" was followed by
the second fall into disobedience and death, but Boehme
believed that man can be redeemed in Christ and will be
restored at the last day to Adam's original form. By means
of his Christology, Boehme avoided the denial of man and the

created universe that is often found in neo-Platonist

571pid., pp. 213 - 214,
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mysticism. He also believed that woman's role is to help

save man by bringing him to a renewed communion with the
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maiden Sophia, The idea of an original hermaphrodite or

androgyne is ancient and widespread. Mircea Eliade says:

Androgyny is an archaic and universal formula for

the expression of wholeness, the co-existence of

the contraries, or coincidentia oppositorum. More
than a state of sexual completeness and aubtarchy,
androgyny symbolises the perfection of a primordia159
non=-conditioned state.

This is clearly the meaning of the alchemical symbol of the
hermaphrodite (half king and half queen)4o which has been of
such interest to Jung and which is related to his theory of
the anima, the female archetype who represents feminine ele-
ments in man's nature. In Muir's experience, this feminine
image is awakened by his contact with a real woman and so
restores hinm to original unity of being. This unity is the
keynote of his very fine love poems, all of which celebrate
spiritual wholeness and harmony. In the early months of
Muir's marriage, when he was experiencing his extraordinary

waking visions, there had been a climactic episode in the

58mnis account is condensed from Désirée Hirst, ops cib.,
ppe 93 -~ 95, It calls to mind the "lost original® in Muir's
poen "Orpheus® Dream." Cf. Maud Bodkin®s reference to the
image of woman as cosmic principle (Archetypal Patterns in
Poetry: Psychological Studies of Imagination (London: Oxford
University Press, 1954), p. 155.

39Mircea Eliade, Myths, Dreams and Mysteries, trans. Philip
Mairet (London: 1960), p. 174, quoted Angus Fletcher, Allegory:
The Theory of a Symbolic Mode (New York: Cornell University
Press, 1964), p. %5n. In another work, Eliade refers to the
interest shown by the German Romantics in this symbol, as
expressing the type of the perfect man of the future. Ritter,
a friend of Novalis, developed a whole philosophy of the andro-
gyne. Schlegel dealt with it in his essay "Uber die Diotima",
and Franz von Baader, influenced by Boehme, attributed great
significance to the symbol of androgyny (The Two and the One,
trans, J.M. Cohen [London: Harvill Press, 1965], p. LOl)-

*Ograves uses the phrase "hermaphrodizing love", together
with Hermetic images, in "The Terraced Valley", but, characterl
tically, the experience is an abortive one,
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first of them which actually resenbled the alchemical image of
the winged hermaphrodite, though hé does not appear to have
been aware of this similarity. In the dream, he saw countless
angels flying over a stretch of water in which they were reflec-
ted. Suddenly, he found himself amongst them, and someone

took his hand : it was his wife. They flew together for a
while until he noticed that the wing on his shoulder next o
her had fallen off and that her corresponding wing had dis-
appeared too, leaving them "mounting the air on two wings."41
Twenty years later, in a period of illness and financilal worry,
during which his wife underwent an almost fabal operation and
a very protracted convalescence, he began to write poems that
were filled with the certainty that their love had an etegnal
validity transcending the ravages of time and the tempests of
earthly existence. Also about this Time, he had experienced
the moment of mysticdl insight in which his hitherto rather
vague belief in God and immortality became spedifically

Christian in character,42

Increased understanding of the
significance of incarnation and redempbion helped him to accept
this world as more than merely a distorted reflection of a
true ebernal one, so that it became. a place in which all
things move toward an ultimate fulfilment.

In the first love poems there are certaln echoes of
Donne, particularly in the choice of titles - "The Annunciation®,
"The Confirmation"”, "The Commemoration", in a reference to the
relation between bodies and souls, and in the idea of two voices

43

forming one speech or song. There are few sensory images in

41&3 Autobiography, p. 162.

“2Tvid., pp. 246 - 247,

See Donne, "The Extasie"; cf. "this dialogue of ome" with
Muir's "monologue of two."
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these poems; they achieve their effect through rhythm and

tone and the weaving of words into a pattern of song, tender

and serene.

In "The Commemoration", the song seems to swing

alternately between a joyful announcement of spiritual richss

and a rebtreat into privacy.

Invisible virtue now

Expands upon the air

Although no fruit appear

Nor weight bend down the bough,
And harvests truly grown

For someone or no one

Are stored and safely won

In hollow heart and brow.

How can one thing remain
Except the invisible,

The echo of a bell

Long rusted in the rain?

This strand we weave into
Our monologue of two,

And time cannot undo

That strong and subtle chain.

The "monologue of two", a reversal of Donne's "dialogue

of one",

reappears in the last stanza of "Song : Why should your face so

please me?" which is a celebration of inward harmony and peace.

And yet I still must wonder

That such an armistice can be

And life roll by in thunder

To leave this calm with you and me.

This tranquil voice of silence, yes,
This single song of two, this is 45

A wonder.

In 1949, when the Muirs were living in Rome, the great

Christian symbols portrayed everywhere came upon him like a

revelation, and he was confronted with the Madonna image, still

revered as it had been for centuries in Catholic Europe.

gave him the inspiration for a second poem entitled "The

Annunciation“,46

Tris

in which flesh and spirit, earthly love and

44

"The Commemoration,”™ CP., p. 119.

4Ougeng,m CP,, p. 147,

46

CP., De 225
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visionary conbtemplation are cauéht up together in a single
timeless moment of unified visidﬁ. The spiritual eye of the
angel and the bodily eye of "the girl" are fused in a mutual
gaze; like lovers, they tremble with the mystery of conception
that in due time will issue in creation, the incarnation of the
divine imagéo

Many years before, when Muir had first begun to dis-
cover a pattern ruoning through the contradictions of his
experience and to realise that he could impose an imaginative
order upon his life by mabching it with the great Biblical
symbols that seemed to be stages in the fable of man's exisb-
ence, he found that the central ones were Eden and the Fall,
But the deeply implanted root symbol and matrix of his

imaginative world was Bve, mother of all living.

They say the first dream Adam our father had
After his agelong daydream in the Garden

When heaven and suun woke in his wakening mind,

The eaxrth with all its hills and woods and wabters,
The friendly tribes of trees and animals,

And earth's last wonder Eve (the first great dream
Which is the ground of every dream since then) -
They say he dreamt lying on the naked ground,

The gaves shut fast behind him as he lay

Fallen in Eve's fallen arms, his terror drowned
In her engulfing terror, in the abyss 47
Whence there's no further f£all, and comfort is -

As the mother, she had once taught him the nature and name of
all the things that lay around him in his islanded Eden, and,
like Wordsworth's mother, had bound then togetheﬁ with a strong
cord of love, joy and compassion. As the wife, her faith and
love had restored to him the images of the natural wofld, from
which he had become so deeply estranged, and had reconciled him
to the "holy wisdom" (Sophia) of his own soul. Withoubt either
her memory or her presence, Muir could say with Othello :

"chaos is come again.”

ep., p. 210.



CHAPTER IV

PSYCHE AND COSKOS

“

0 Nabture and O Soul of Man! how far beyond
all utterance are your linked analogies!

Herman Melville, lMoby Dick.

In the foregoing chapters, some atiempt has been made
to Sh6W'how Muir's search for unity and identity led him back
to the past, restoring the "infant sensibility” with its inti-
mations of immortality, and reviving the feminine image thab
was to re-awaken his emotional and intuitive powerss It
remains to take account of the accompanying process by which
he gathered together the fragments of his broken image of the

universe, recovering a traditional cosmology that helped to

restore the order of his inner world.

Mulr himself regarded a consistent metaphysical view-
point as profoundly relevant to the writing of poetry, ard the
understanding of & poet's beliefs as a vital part of the
appreciation of his work. This is clear from his early criti-
cal essays, in one of which he discusses Graves's early postry,

and makes his point by a comparison with Donne,

Donne furnished the scholastic, Catholic mansion anew,
transforming it so that from the inside at any rate it
seemed somethinz completely novely yet The original
edifice remained. But Mr. Graves, in whose mind the
theories of Frofessor Freud, Dr. Rivers, Butler and Sir
James G. Frazer jostle one another, has no cosmos in
which %o assemble them; +the age provides none, and it
is the lack of a framework of reality which makes his
fancies remain merely fancies where Donne's are as
concrete as ornaments on a great design.... YWithout an
unconditional belief in the immortality of the soul,
and in time and eternity as its two states, poetry such

e
ek
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as [Donne's] could not be written. It is then
the lack of any metaphysical foundations to lMr.
Graves's fancies which makes them so singularly
cold, so unconvincing... Donne's hypotheses
started from problems which he had resolved by
experience or by faith; Mr. Graves's start from
this premise or that, and in general from the
unresolved problems of the age. Poetry of this
kind may be witty, ironical, or suggestive, dut it
is not serious enough for its purpose, it is not
effectual. For the pressing need of any age of
transition is to cease to be one, to attain to a 1
resolution of its problems, not to poetize them.

In an even earlier essay, entitled "A Plea for Psycho-
logy in Criticism", he states that a radical criticism must
look, in a work of art, for the man who expresses himself
through it, not as a social figure, but "as he 1s before God,
the man in his relation to reality". The critic should be
able to discover what in the writer is unique and what is
universal, and these are to be found in the traditional paths
of c¢criticism - in style, subject-matter and conception, seen
as symbols or symptoms of the artist's mind¢2 Clearly luir
does not here mean psychology in the narrow sense, bubt rather
in the original sense of the study of the soul of man in its
relation to ultimate things. Perhaps one is Justified, then,
in making a modest attempt to examine his own work in such a
light.

Since Mulr was primarily a philosophical poet, even a
tentative analysis of his mebtaphysical standpoint could involve
almost the whole of his verse; nevertheless, a brief survey of
certain selected poems, with passing reference to others with
similar themes, which is all that can be accomplished in the
present chapter, should suffice to illuminate the general

framework of his thought.

1 . .
Trensition : Essays on Contemporary Literature (London:
Hogarth rress, 1926), pp. 19C, 192,

2 . , \ .
Latitudes (London: Andrew Melrose Ltd., 1924), p. 97.
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There can be 1little doudbt that the key to Muir's
world view lay in his experience of dreams and visions and
his faith in their significance, not only for his own life,
but for the human condition in genéral, Like Blake, he
believed that, to see the world as it really is, it must be
contemplated in the light of this kind of wvisicnary imagina-
tion, which creates a new heaven and a nrew earth, that is to
say, a new reality both in ourselves axnd in the objects we
perceive. Deprived of the light of the nythic imagination,
we sink into "Single Viesion & Newton's Sleep', in which we
see only the fallen world of the senses and know only division
within the self, Since Muir's poem "The Three Mirrors”3
01ves an explicit account of the fall from the original vision

of c¢hildhood into the world of division aznd conflict ard of

makes a convenient starting point for one's enguiry. Here,
the primary vision is expressed in the simplest imazes of
man's natural life, making a peaceful and secure order,

untroubled by mortality.

Father and mother and chiid,

The house with its single tree,
Bed and board and cross,

And the dead asleep in the knoll.

Again one recognises the symbols of Muir's still centre: house,
tree, man and woman, with the child at the heart of it, while
hand in hand with the material necessities of bed and board
goes the symbolic image of the cross, accepted nmerely as a
sign of the faith in unseen things that underlies such
traditional harmonies} But the vision of the fallen world

soon supervenes, and all is transformed into a reluctant

“¢P., p. 140.
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awareness of change and chance, choice and conflict, where

'
each is ansvwerable for his own actions and the world of dream
is broken in upon by the inexorable laws of space, time and
causality. This is what ITuir referred %o as the "realiiy of
the categor:’ges",4 the fragrmentation of primordisl univy into
a multiform structure of polarities, such as good and evil,
life and death, waking ego and dreaming fancy, which gives
rise to that state of imner division that, to him, was so
acutely painful, though it is common to all men. In the poem,
the child~like wvision is shattered by a sudden and terriiying

confrontation with grief and guilt by which the sources of

intuitive knowledge are closed off from consciousness.

The mountain sumnits were sealed
In incomprehensible wrath. )

The peaceful scenes of infancy are distorted by an "angry law”,
which changes both the face of nature and the mind of the
child himself. "Sad towns" appear, glinting like broken
stones; hunting roads circle a "flying hill" in pursuit of
the “quarry".5 Everything lies askew, even the dead who
once slept in the grassy mound and now lie in tThe tomb. For
with gullt come death and disorder, an anarchic visiocn in
which good and evil lie locked togetner where once all was
"yirtue undefiled". However, there remains a third mirror,

which, if only the poet could lookx into it, would show evil

and good no longer in enmity, bub

4An Autoblogravhy, v. 233.

7 TR - s . "

“Muir frequently eumvnloys the image of hound and qusarry
in the same sense as Eliot used "the boarhound aand %he voar",
as opposites that are "reconcileld among the stars.”
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Standing side by side ,

In the ever-standing wood,

The wise king safe on his throne,
The rebel raising the rout,

And each so deeply grown

Into his own place

: He's be past desire or doubt.

As Muir often uses the image of a wood to localise some sub-
liminal tract of the inner landscape, the "ever-standing wood"
suggests the permanent symbols of the racial memory, where
those figures from folklore, the wise king and the rebel,
being antithetical images with a social or collective signifi-
cance, point to a necessary tension and balance that give order
and coherence to the common life of humanity. Anarchic dis-
order is banished and all things take their accepted placeg in
a new hierarchic pattern woven from the images of the mythic
:‘.:mato;;inaﬁ:ionf.'i6 When this occurs, inward chaos is similarly
restored to harmony.

Although this new mode of perception achieves a re-
conciliation of the polarities by means of traditional syubol-
ic images, it is not easily mastered. It seems to be
conditional ("If I could look") upon the acceptance of
spiritual warfare between the true identity and the false
self, and it arises from the transcendence of that conflict.
This, apparently, is the significance of the altering tensions
between the two selves in poems like "The Private Place“o7

Here, the other self is seen at first in the position cof enmityes

©cf, "The Emblem" (CP., p. 230) and "The Trophy" (GP.,

p. 116). "Sharing the secret trophy with each other;

And king and rebel are like brother and brother
Or father and son, co-princes of one nind,
Irreconcilables, their treaty signed.”

7¢p., p. 2.

8"Few poets are more terrifyingly aware of our inner enemy,
in &1l his disguises, than Mr. Muir" (G.S. Fraser, "Inwardncss',
Observer Fo. &A4C3, 22 June, 1952, p. 7, guoted R.B. Hollander in
"A Textual and Bibliographical Study of the Poens of Edwin Iuir®
[unpublished Ph.D. dissertation, Columbia University, 1962} ,p.1562:
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He is a "stranger", a "deaf usurper”; in his dullness and

9

indifference, he is a personification of the natural inertis

that hampers the soul in its movement toward regeneration. He

lives in household guiet in my unrest,
And of my troubles weaves his tranquil nest.

Yet this antithetical presence may become an ally as well as
an enemy, if only he is confronted, in traditional terms, as

the self that must die in order to be re-born.

Come then, take up the cleansing blade once more

That drives all difference out. The fabled shore
Sees us again, Now the predestined fignt,

The ancestral stroke, the opening gash of light:

Side by side myself by myself slain,

The wakening stir, the eyes loaded with gain

0f ocean darkness, the rising rtand in hand

I with myself at one, the changed land,

My home, my country.

In these lines the stress falls upon the key words - fabled,
predestined, ancestral stroke, gash, light, eyes, loaded, hand-
in-hand, one, changed land, etc. The rather stiff keroic
couplets of the first paragraph have given way to a smoother
flow, being softened by caesura and enjambment, as the power

of legendary terms affords release from the formerly claustro-
phobic imagery. More ancient and primitive than those cof
Christian tradition, these mythic terms express a dream-like
experience of recovered unity that carries a suggestion of
Norse myth, perhaps of the self-immolation and resurrection

of O0din, god of war and poetry, whose return to life was aided

9Cf. "Indifference” in "Variations on a Time Theme IX"
(CP., p. 50).



by the power of the runes.

¥
an altered view of the surrounding world,

My home, my country"”

possession.

. . 1
Held in four hands"; 1

.

the wheel comes full circle

the

to the wurper, and the poen
an endlessly repeated cycle
strife'. There is no final

eternal recurrence which is

10
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Inner unity is projected in

"the changed land,/

but ‘this state is only a temporary

Time steals bit by bit "this boundless treasurs/

state of division gradually =
with a renewal of fretful bordage
ends with an unresolved feeling of
of "strife and the aftertaste oI
transcendence of conflict in this

unable to free itself from tre

finite dimension of ¥Time.

As in the frequently anthologised poem, "The Com’oat”s12
where a similarly endless repetition of strife between tre
savage pride of an aggressive will to power and some seent
suff

helpless, ering thing is translated into the vivid %

isclzsted dream

13

bizarre world of images, and as one has already

noted in "Then",” ” the pattern is one of alternating battle

and inertia, without progression. Yet, at some point, Tir

had become aware that the tension of the opposites, both

within the psyche and woven into the texture of the universe

itself, need not be the deadlock of battle, bubt can become a

creative embrace or dislogue : even a xind of aesthetic play.

loLarousse Encyclopedia of Mythology (London: Paul Hamlyn,

1959), ». 261.

1“4n0uber example of hand 1maaery,
"the bound and battling hands™

which contrasts with
in the following poem,

""'"‘"D

ANy
ORS

Unattained Place" (CP., 7. 33). The latter inage recealls
Nietzsche = "Therefore strove I 1ong and was a wrestler Tz

EY
I might one day get my hands free !

Zarathustra, 43).

12¢p,, p. 179,

for blessing” (Also Sprac

15¢p., p. on.,
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Like Blake, he came to the realisation that "without con-
traries is no progression",14 and this insight seems to Dbe
linked with his visionary experience of eternal or divine
thingsol5 If time is no longer the sole reality, but is
seen as the moving image of eternity, that is, 1f the cosmos
islcomposed of a spiritual as well as a material order, then
moral conflict is no longer merely a tightly interiorized
opposition, but becomes the warp and weft of a universal
creative process.

THE GODS: Evidence of the liberating power of visionary

experience is to be found in "The Labyrinth®,t°

where inner
division is projected upon the universe, and the enclosed
twilight existence of the maze is balanced by the knowledge
of another dimension, here calléd "the gods". Although sonme-
thing still remains of the circuler pattern observed in
cerbain of the poems mentioned above, 1t seems to have
assumed some hint of a spiral form and hence some hope of
progression. The first paragraph of this dramatic monologue
in blank verse is composed of 45 lines, of which the first
347 lines form one long, winding sentence that constantly

returns upon itself or interrupts itself with parenthetic

statements. The initial line:

Since 1 emerged that day from the labyrinth,

I . . . o

1 "Without contraries is no progression. Attraction and
Repulsion, Reason and knergy, Love and Hale are necessary to
humag existence" ("The Argument," The Marrizge of Heaven and
Hell).

15Mystics commonly attest that the experierce of divinity
is to be found beyond the "coincidence of contradictories”
(¥.C. Happold, Iysticism [Penguin Books, 1963], p. 46).

VY Ll e R
16

CP., p. 163.



seems t0 promise an account of release into the daylight
world, but the promise is immediately belied by a return to
the recreated memory of existence in the maze, with its
similarly "swift recoils" and its smooth corners that are
not turning-points at all bubt mere disturbances in the sense
of time andxplace, matching a parallel disturbance in the

image of the self.

I almost feared
1'd meet myself reburning at some smooth corner,
Myself or my ghost, for all there was unreal
After the straw ceased rustling and the bull
Lay dead upon the straw and I remained,
Blood-splashed, -~

One wonders why the unreality follows the death of the bull,
and why it 1s sinply a bull and not the composite monster,
part animal and part human, of the legend of Theseus and.vhe

Minotaur. Presumably it represents the natural life of the

i

passions that have been regarded as purely animal, and there
fore repudiated, leaving the narrator in the state of a dis-

17

embodied spirit. A numbing of the senses is suggested by
the observation that "the straw ceased rustling', since,
though it indicates that the bull's death-throes are over,
there is some displacement of attention from the cenbral fact
onto associated details, and then the final silence. The
splashes of blood recall the blood-marks of internal conflict

that ooze from the wall in "Then", though this time no hope

of salvation comes from "mute, maternal presences", With the

17An anonymous reviewer has noted that Muir's poetry is
Udgifficult to explore or scrubtinize, not because of any com-
plexity in vocabulary or syntax - the expression is often
disarmingly direct = but because of the thoroughly indirect,
almost labyrinthine meaning of the moods, mental states and
recollections he is trying to convey" ('Spiritual Transforma-
tiong", Times Literary Supplement, Ll, 4th July, 1952, p. 432).
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image of a spirit seeking its body, we are abruptly returned to
the point at which the monologue began - "ever since I came out/
To the world"”, but we are vouchsafed only a glimpse of the
natural creation - of sea, sky and hills, the paradoxical image
of "still fields swift with flowers", people, birds and animals,
all in the "movement" that distinguishes the world of time,
before once again a parenthetic sentence within the main one
throws us back into the labyrinth with the recollection that
time did not exist there. The Third repetition of Ysince I

came out” disappoints us finally with the sbabtement that the
anti-vision of the labyrinth often over-takes bthe narrator,
making the whole world seem part of a Kafka-esque image of
deceliving streets and vacant ante-chambers with neither purpose,
destination nor exit. The enbire paragraph itself is without
issue from a circling movement that consbantly drags the speaker
back into a whirlpool of obsessive thoughts and equivocal images.
Even the emergence from the maze is not an act of will or dis-
covery, but, like Yeats's gyres, is merely the reversal of the

continuous mobtion that robs him of autonomy.

the maze itself
Revelved around me on 1ts hidden axis
And swept me smoothly to its enemy,
The lovely world.

The psychic pattern is still antithetical; +the inward debate
that follows is argument rather than dialogue, and the deadlock
is broken conly by revelation: a True vision that counteracts

the false one.

I could not live if this were nob illusion.

It is a world, perhaps; bubt there's another.
For once in a dream or trance 1 saw the gods
Each gitting on the top of his mountain~isle.



In this dream, the mountain suniits are no longer "sealed in
incomprehensible wrath”, and when the divine order is perceived
there, ordinary human life can be observed going on below in a
peaceful and secure rhythm. The unified view from the hill in
"Childhood"™ is here overlaid uron an image of the moving world
which includes the Homeric gods as symbols of reconciled vision.
The mazy utterance of the first paragraph is replaced by firm

18

statement and a clear, though distant, perception of a world

of varied and spontaneous action contained by traditional

rituals and festivals:

the 1ittle ships sailed by
Toy multitudes swarmed in the harbours, shepherds drove
Their tiny flocks to the pastures, marriage feasgts
Went on below, small birthdeys and holidays,
Ploughing and harvesting and life and death.

But the gods, )

as large and bright as clouds
Conversed across the sounds in tranquil voices
High in the sky above the untroubled sea,
And their eternal dislogue was peace
Where all these things were woven, and this our life
Was as a cherd deep in tzat dialogue,
As easy utterance of harmonious words,
Spontaneous syllables bodying forth a world,

From this vision, then, comes transcendence, reconciliation of
conflict, and poetry. It reflects a distinctively Hellenic
cosmos, an organic world in wnich divine, human ard animal life
all take their place in the Neo-Platonic Chain of Being, and

art is the spontaneous expression of a Pythagorean harmony,

18A.C. Boyd has noted that readirg Muir's poems is "not
unlike looking at 1ife through binoculars: one turns the knob
and the scene becomes sharver znd sharper - and more remote’
(Britain Today No. 123, July 1945, pn. 39 - 40, quoted
Hollander, "op.cit.", p. 159).
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inherent in the design of the universe, that is echoed in
the mind of man. Such an image.was a familiar one to German
Romantic writers. As a symbol of primordial unity and
spontaneity, it had power to compel the imagination of
Schopenhauer, Goethe, HOlderlin, Wagner and Nietzsche, and
would certainly have been familiar to Mulr from these sources
at least. Yet, it was not merely a borrowed concept. More
than a compensatory fantasy, as it might well have been for
some of them, it was very like his own experience of those
islands of childhood where life and death, seed-time and harvest
and man's relation to the animals were all made secure and
acceptable by seasonal ritual and the consciousness 0f super-

natural presences.

That was the real world; I have touched it once,
And now shall know it always.

Not only the true world in the Platonic sense, it is also one
that once actually surrounded the poet -~ hence the Justifica-
tion for the word "touched". But though the world of the maéé
is now recognised as a "lie", he knows that, without the "bird-
wings" (a traditional symbol of transcendeﬁce) of the poetic
imagination, he would be imprisoned within it.

The poem could very well end here, bubt there is a final
paragraph of three lines in which the labyrinth returns with an

echo of Wordsworth's "weight of custom".

Oh these deceits are strong almost as life.
Last night I dreamt I was in the labyrinth,
And woke far on, I did not know the place.

19"Heavy as frost and deep almost as life" (*0de on the
Intimations of Immortality in early Childhood").
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It is not easy to determine ‘the voint and significance of

this addition; nor does it seem a particularly satisfactory
conclusion to the poem. What is of interest for this discus-
sion, however, is the indication that a smell gap has appeared
in the circumference of the circle of conflict that broughb

the poems previously considered round to their beginnings again,
for this time the poet wekes "far on" in a place he does not
know, The circle is beginning to take the form of a spiral
and so to hint at the first signs of progression.

Before proceeding with an account of this develovment,
however, something more needs to be said of the affinity
between Muir's vision of "the gods" and the cult of Hellenism
in German literature. We know that Iuir nhad once steeped him-
self in the writings of Hietzsche, and thatNietzsche himself
had been deeply indebted to Schopenhauer, who claimed to be
the first philosopher to give art an adeguate place in his
philosophyogo He believed that the artistic genius is able
to transcend his own individuality ard to apprehend and
depict the Platonic Ideas directly, thus enabling the spectator
or hearer to participate in his own pure timeless contemplation.

Nietzsche's The Birth of Trazedy was an original re-working of

the ideas of Schopenhauer and Wagner, the latter having devised
his own version of the myth of the Golden Age, in which he
maintained that man was once "whole", that is, his faculties

once worked in unison and he lived in unconscious harmony with

20165, The Tresic Fhilosooher, v. 23.  The following
note on Schopenhauer, wagner and lilebtzsche has been condensed
from pp. 25 - 39 of this work.
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nature. His natural speech was.art, particularly the drama;
therefore this phase had occurred in Greece. Laber, the Greek
was to fall into alienation from nature,‘becomiﬁg the self-
conscious "bondslave of his own abstractions" and losing his
intuitive powers. This coincided with the introduction of

21

slavery and continued throughout the Christian era, but man

can regain his lost wholeness by a conscious re-discovery of

his unity with the natural worldo‘?2

Wietzsche became pro-
foundly absorbed in the image of the Hellenic world, dbub,
rejecting Wagner's theory of Greek oneness with nature, held
that the Greeks enployed the Homeric dreamworld to hold up a
transfiguring mirror to life and so Justify the pain of
exigbence as an aesthebtic phenomenon. In his view, the sense
of identity with the "primordial unity" was achieved by ~
aroﬁsing something like the collective uvnconscious mind through
Dionysian music and ritusl. He believed that the true
philosopher, as well as the poet, Tries to make "the total
chord of the universe re—echo within himseli‘"z5 and so

achieves a harmony between the external and the internal worlds.
Influenced by Heracleibus, he saw the primordial unity as a

"playful child",24 continuously drawing the world of Becoming

out of the ebternal interaction or dialogus of opposing forces.

ZISuch ideas have gpparently influenced Muir's parable-
poem, "4 Trojan Slave' (CP., p. 72).
22

Cf. "The Horses," CP., p. 246.

2 . . s , .
5Ib1d,7 D. 45, quoted from Nietzsche, Philosopny during
the Tracic Age of the Greeks, 3.

24 M 1 o . .
Cf. Muir's frequent use of words like "play® and "toy"
in his poems, e.g., "toy treasury." "toy multitudes'.
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Holderlin, whose work deeply impressed Muir, developed a sym-—
bolism based on a dreamworld of the Homeric gods, and, more
recently, Rilke, following Nietzsche, tried vo re-create the

-whole outer world within his own imagination, saying:

Not +till the double-sphere will the voices 25
be eternal and mild. 7

The relation of this btradition to Muir's experience
of the fall from unity and spontaneity,as well as to his
vision of the eternal dialogue of the gods and of art as an
eipression of harmonious life,is clear enough. Iike the
Rbmantics, he longed to recoﬁer an organic world-view; butb,
where most of them, in their reaction against the moralistic
reformed Christianity of their day, failed to recognise tvhat
such a harmonious cosmos had beeh Ffamiliar to medieval
Catholic Europe as well as to the culture of the Renaissance,
Muir knew better. He was aware that, in losing the top half
of the Chain of Being, or, in other words, in becoming
inured to the separation of faith and reason introduced witﬁ
Baconian scientism in the seventeenth century, we have for-
feited a sense of oneness with the universe, that "our
fathers"26 took for granted and we are therefore unable to
recover the "over-arching sky" that completes the child's
original vision of the world. A considerable number of his
poens, some of them founded on a sense of paradox, focus upon
the idea that the reality of some lost dimension is atbttested

by an obscure sense of its absence, by symbolic dreams, or by

25From Sonette an Crvheus. This extract is translated and
quoted by J.li. Cohen in roetry of This Age, p. 54.

26

See "The Ring"(CP., p. 113).
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a sudden intuition of an ampler world of experience°27

The flaw in the Hellenic cdsmology, however, lies in
its c¢yclic view of time as the revolving image of eternity
and consequently in its inadequate philosophy of history.28
Chriétian tradition has always counterbalanced Greek influence
wibh the Hebraic conviction that the divine purpose is
revealed in human history, which had a beginning and will have
an end, and that man is called upon for a voluntary response

29

to this purpose. IMuir's poem, "Oedipus', reflects the
inportant transition-point at which the harmonious cosmos

of Hellenic philosophy begins to give way to the dynamic
creation of Hebrew prophecy, and the poet is turning from the
timeless contemplation of the divine order, which yilelds the
peace of gnosis, or total understanding, towards the impossible
acceptance of moral responsibility before a deity who offers
the peace that passes understanding. This poem is examined in

detail in ALppendix B, where it is shown that the underlying

poetic patbttern has changed from a successgsive alternation of

conflicting states to a simultaneous grasp of psychic contra~
diction, issuing in resolution and tramscendence. The
mythical figure of QOedipus, walking through darkness and light,

ig used to illustrate a movementao in which vision and spiritual
o

27”Yet from that missing heaven outspread, /heve all we read”
(CP. p. 84). See also: "The Human Fold" (CP., p. 99), "Scotland
1841 (CR. , P 97), "The Usurpers" (CP., p. 187), "The Covenant®
gg§., De %ég) 1500t1and!s Winter! (CE., p. 229), "The Road"

CP., Do

2Bumne Recurrence" (CP., p. 102) deals with the impossibility
of redemption in a cyclic movement of time.

2/CP,, p. 189, BSee Appendix B.
%0 X .
““The characters of myth "are like shapes moving in another
world. We feel indeed that the pattern of their movements has
a profound relevance to our own lives, but we do not imaginative=-
1ly transport oursclves into theirs" (C.S. Lewis, An Zxperiment in
Criticisn [Cembridge University Press, 1961 ], p. &#).
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blindness, innocence and guilt, have ceased to be the horns
of a hopeless dilemma and have become the twin poles of a
creative interchange or dialogue between the natural and
divine orders. From seeing the world with the eyes of the
gods, in "The Labyrinth'", the poet has reached the point

where he can now see himself through their eyes:

I have judged
Myself, obedient to the gods' high Jjudgment,
And seen nyself with their pureeyes, have learnt
That all must bear a portion of the wrong -

Wrath is no longer incomprehensible, and the static deadlock
has given way to the idea of a progress or Jjourney, which
readily combines with the scriptural image of the children

of Israel wandering in the wilderness.

THE COVENANT: Like the Christian Platonists of the‘sevenn

teenth century, Muir often seems to hold an uneasy balance
between the Hellenic and Hebraic world views, but it is the
latter doctrine of creation and covenant,31 exile and return,
that saves him from negation of the world of +time and mutabiiiﬁy
As with the religious writers of that period, such as Herbert,

Vaughan and Traherne, Hebraic images are made real for him by

_the imaginative contact with the English Bible that was part

of his childhood experience, and they therefore help to overcome

51"In essence, the Covenant-idea gives a meaning and value
to life in this world, quite different from that fostered by
Hellenic thought patterns.... It is the Hebraic alternative
to the logos. The logos offers illumination, the recognition
that the nature of things corresponds to the nature of the mind.
The excitement is that of seeing one's own reflection, so to
speak, in the mirror of nature. The Covenant leads us back to
a dramatic encounter, a confrontation of our-own individuality
with a transcendent otherness - an I/Thou confrontation®
(Harold Fisch, Jerusalem and Albion : The Hebraic Factor in

Seventeenth Century Literature [London: Routledge and Kegan
Paul, 1904 ], p. 1C3).
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ambivalent attitudes towards such doctrines induced by his
rejection of Calvinist interpret;tions. For instance, Muir
had been deeply disturbed by the dogmas of election and
reprobation (which represent a polarisation of the Covenant-
idea), as well as by predestination, and, perhaps for this
reason, never really saw "the promise" as the mighty act of
a transcendent God but rather as the intuitive promptings of
prophetic vision,32
It is not possible to point to any chronological
development of such insights in the poetry itself, because
Muir's general view of life was largely established when he
started to write it. Much of his verse is retrospective,
showing development in style and form rather than in content,
for he constantly meditabes upon the stages of his struggle
for self-realisation, looking back at the same experiences
for fuller or different meanings, and re-creating them in

52

various ways. Indeed, his work often reminds one of

Kierkegaard's dictun that, though life must be lived forwards,
it can only be understood backwards. In addition, one feels
that, in time of severe stress, Muir tended to fall back into
a neurotic state of anxiety and conflict, for which the poems

themselves cffered a resolution. Consequently, different

levels of insight appear at all stages of his poetry, and

525ee "Abraham" (CP., pe 221). Cf, Blake : "God only Acts
& Is in existing beings or men."

35”He wanted to experience again, like someone learning a
lesson, all that he had already experienced; for it seemed a
debt due by him to life from waich he had turned away" (IMuir,
Poor Tom, Chapter 27, p. 254). This quotation, which expresses
some kind of resolution in lMansie's experience, sums up the
intention of much of HMuir's work.
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poems based on the figural correspondence between the indi-
vidual spiritual life and the 014 Testament story are to be
found even in his earliest-collections?4 "Variations on a
Time Theme VI" was originally called "In the Wilderness" and
possesses a\lyrical quality Muir did not often display.
Beginning "Forty years this burning/ Circuitous path", the
movement of this poenm already hints at the development out-
lined above with reference to "The Labyrinth" and "Oedipus"
by making its way from a seemingly endless circuit, through

a moment of timeless contemplation which is followed by the
menory of shame and guilt, towards intuitions of fulfilment®
and faith in ultimate deliverance = all of which is seen in
terms of the stages of the journey through the wilderness.
The troubled story, based on scripbure yet reflecting man's
life in Time as well as lluir's personal experience, is linked
by the pattern of rhythm, rhyme and diction to an underlying
mood of dream-like serenity, so that doubt and certainty scen
somehow to coincide,55 In this sense, the poem serves as an
overture to a large part of Muir's canon, and is an indication

of the unity of his work.

5%E.g. "The Ballad of the Flood", in First Poems (1925),

where Nozah strongly resembles Joon Knox and expresses the
Calvinist attitudes Muir found so objectionable, and Variations
on a Time Theme (1934), "No. III" (CP., p. 42), which was
originally entitled "Autobiography".

55

"And we have loved these lonely shapes

At their disconsolate play,

Have looked up to the stony capes

Battered with scalding surf of sand

Like sailors watching after many a day

Their home hills rising from the spray.
. . LR

Where is our land? (CP., p. 47).

The sense of paradox is conveyed by combining the opposing
symbols of sea and desert.



117

With the idea of the Jjourney in the wildernessawurn63556 came
the associated ideas of the promise and'the millemnial Limpnial dresm
of Canaan., Like "The Labyrinth" and "Oedipus”, "Moseail "Moses">! is
a dramatic monologue; but this time the poet speaks intiasgks in the
first person plural as the representative of all the c¢idf the children
of Israel. Moses' vision is not their vision, thoughdinfshough they
know what he saw when he went up to view the promised Iniyised land.
This great dream shows a closer picture of man in tunesw) fune with
nature than that of the "toy multitudes" of the islandiuhiglands, per-—
haps because it is bound up with the hope of salvabtiomuiiyyation. Moses

saw "mild prophetic beasts", a "sacred lintel” and glilljjing glittering

vineyards.
And in the midst the shining vein of water, 1ier,
The river turning, turning towards its home. syome.

Promised to us.

The slow, tranquil, yet inevitable movement of the riwhygshe river
suggests an ultimate conclusion unerringly sought; tﬁignt; the words
"furning, turning' recall the circle, once closed, thell fed, that has

now become a winding, forward motion, and seem, ab thefis zt the sanme
time, to cancel the "burning, burning" memory of shameri¥ chame in
"Variations VI”;38 the sudden brevity of "Promised toligiigsed to us”
asserts complete trust in the compact. Moses smelt tHiilypmelt the "homely
smell of wine and corn and cattle", the peace, "sweab-imw "gyeat-sancti-

fied”,59 that is the reward of labour, and saw the Trinsi+the tribes

—~—m

56It is noteworthy that his next volume of poems, @ poems, published
in 1937, was entitled Journeys and Places, thus emphasiyy epphasizing the
alternation of progress and stasis. B

>7cp., p. 129. 80P, p. 46. 5.

39Such olfactory imagery is rare in Muir's verse, gaw verse, probably
being matched only by the "searching scent of roots” :'iypoots! in "Varia
tions VI," the "scent of the ancient leather" in "Variw'iip "Variations I.
the "comfortless smell of casual habitation" in "Vari.ni'gy, wyvariations V,
and the "smell of guilt" in "Qedipus.” The phrase "!'syprase "smell of

peace' carries an echo of lMilton. 3See Paradise Lost, e Lost, XL, 1, 5
Mw___“_____-__ >
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arrayed in white robes beside the river, their

¥dark heads whitened by the desert wave,
The Sabbath of Sabbaths come and Canaan their home™.

This is another kind of timeless contemplabion into which the
toil and striving of temporal life have been gathered up and
redeemed., But "we", who only have ordinary vision and only
dream "common dreams", saw nothing more than the wars, local
troubles, and petty Jjealousies involved in settling the land;
and neither we nor Moses himself could see the actual fubure
as it 1s recorded by the historian or experienced by posterity,
although its seeds were sown that day and the oubtcome was
already determined by the causal chain of historical process,
The "great disaster, exile, diaspora" was inevitable in ?he
nature of things; the "plot of ground pledged by the God of
Moses" was bound to be "trampled by sequent trites", and the
elements of lMoses' dream of peace and unibty scattered about
the world, Nevertheless, his vision, the "day" that only

he gaw, now stands "becalmed in time forever:/White robes

and sabbath peace, the snow-white emblem“o4o

Like Vaughan's "White Celestiall thought™, 't

this
great dream embodies some intimation of that pure eternal

Being of which life on earth reflects merely broken fragments.

4OThis is the second time in the Colleched Poems (1960)

that Muir uses the word "emblem® (the first Leing in "The Little
General") though he had besen using emblematic imagery, and, in
"Variations X," had suggested that the mythical beasts of
heraldry link past, present and fubture, inhabiting their owr
eternity in the midst of the temporal processe.

41”The Retreate," The lMetaphysical Poets (Penguin Books,
1957), p. 265, Cf. Shelley's "white radiance of Eternity" in
"Adonais."
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Part of our heritage from the past, it is present in meitt in moments

of revelation, and still haunts the imagination with hoiifith hope for
the future.42 Thus it creates a unity in time, and is ijnd is an
epitome of that new reality, central to Judeo-Christiasihiigtian
cosmology, that is both "now and not yet".45 The poem my poem suggests
that great prophetié images of this sort remain with uidiith us as
gymbolic rallying points amidst the din of human endeawsly endeavour,

reconciling time and eternity, and reminding us of an 64%f an ideal

reality.

. oo

42

Professor Norman Cohn, in his book The Pursult oiizuit of the
Millennium (TLoadon: Secker and Warburg, 1957), demnonstiSnonstrpates
that the popular crusades and chiliastic revolutlonaryyiuionary move-
ments of medilieval Eurove were firmly based on millenniiug)jennial
traditions, and considers that modern totalitarian movWmn movements
have much in common with them, although the "basic phairye phantasies"
are no longer expressed in terms of Judeo-Christian e=uu4sn eschatologye

AB“According to the Christian view, a right relabtililipelation to God
in this world does imply the present possession of a ®Wiyof a great deal
of ultimate good, but all present realisation of good i good is imper-
fect, and for the complete realisation, the Christian sigtian must look
to the future. 'Beloved, now are we the sons of God, &God, and it doth
not yet appear what we shall be'. It is the combinatiilstpination of the
‘now' and the 'not yet' which characterises the Christiiychpistian Welbtan-
schapung” (Edwyn Bevan,Symbolism and 3elief {Fontana Emitana Books,
1962j s Poe 104—)0
That Muir realised the danger of attempts to establisklli;zplish the FKew
Jerusalem in time is apparent in his parable-poen, “Thwmma "The City"
(CP., po 107), where the pilgrimage to Jerusalem ends in,; ends in
fanaticism, violence and ruin - a possible reference HYiwence to Scottish
theocratic novements.

See also "Abraham" (CF., pe 221), which,besides expreswy expressing the
power of faith and intuitive wisdom to collaborate widlugte with the
future, sums up the paradox of Ynow and not yet" in tHig» {n the final
phrase - "alien Canaan'.

"He died content and full of years, though still [lizt411

The Promise had not come, and left his bones, =8,

Far from his father's house, in alien Canaan.,” "lan , "
This is the more moving if we recall the mood of "ChiZily t¢hildhood":
"To his father's house below securely bound," and Mulxiiing Muir's
recollection of his father's prayers, with their refeziny reference to
"an house not made with hands, eternal in the heavens igeavens."
See also:

"There's no harvest,

Though all around the fields are white with harvemip hgrvest."
("The Journey Backifyey Back 7.")
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THE EMBLEMS: In the same collection44 as "Moses", a poen

entitled "The Covenant"45 presents another kind of compact, and
links the mythical creatures of heraldry with the archetypal
dreams of the collective unconscious46_as well as with the idea
of man as thexfocal point of the chain of beinge47 Thig idea
differs from the Hebraic notion that God created man out of

dust and "chose" him. At least, the emphasis is different.

The covenant of God and animal,
The frieze of fabulous creatures winged and crowned,
And in the midst the woman and the man -

Lost long ago in fields beyond the Fall -
Keep faith in sleep-walled night and there are found
On our long Jjourney back where we began.

This covenant is the neo~Platonic one; therefore, the "fields

beyond the Fall" is not a scriptural image so much as a

one Voyage (1946). 4¢P, p. 132,

46Such images actually appeared in Muir's own dreams and
visions, and had particular significance for him. John Press
comments:

"One of the marks by which we recognise a poet is his
ability to stemp the images he uses - no matter whaib
their source - with the indelible mark of his imagina-
tionsees Think... how Edwin Muir incorporates the
heraldic images, the labyrinths, and the symbols of
Incarnation which he finds everywhere in Rome into his
mythological universe" (The Fire and the Fountain
[Oxford Univ. Press, 1955], opp. 194, 195),

47The "fabulous creatures winged and crowned" are symbols
of the union of matter and spirit. Alchemy "asserts the union
of spirit, symbolised by the eagle, or by mercury, with the
serpent, or sulphur, matter. This union forms the dragon or
winged serpent out of a conflict between opposites. The 'morti-
fication' or death of the dragon was necessary before the
resurrection could take place which alone produces the
philosophers' stone" (Hirst, Hidden Riches : Traditional Symbol-
ism from the Renaissance to Blake, p. 124)., dJung identifies
the alchemical symbol of the philosopher's stone with his con-
cept of the totality of the self and with the "new man" of
Christian symbolism (Man and His Symbols, pp. 205, 210).
Nietzsche combined the images of eagle and serpent in Also
Sprach Zarathustra, Prologue, 10, as a symbol of pride of life
réconc%led with spiritual wisdom (Lea, The Tragic Philosopher,
Do 347).
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~ representation of a state of mind, a golden age before the
dawn of self-consciousness and inward division, which possibly
existed in the remobte past of mankind as well as in the child-
hood cf eéch individual. Thus it resembles Wagner's idea of
ancient Greece as enjoying an unconscious state of union with
natures The "fabulous creatures” are symbols of this original
wnity which appear in dreams: primordial images that corres-
pond to the innate ideas of neo-Platonist tradition948 Denial
of such images by the adherents of materialist ideoclogies ('"The
Cloud"y "The Usurpers") or by iconoclastic sects such as
Scottish Calvinism ("Scotland 1941", "The Incarnate One")

" filled Muir with despair.

What Jjealousy, what rage could overwhelm '
The golden lion and lamb and vault a grave
For innocence, innocence past defence or cost.

In the millennial prophecies of Isaizh, the wild beast and the
lamb lie down together, and the antitheses are reconciled in a
new synthesis of peace and innocence., This is another function
of the emblems (as one saw in "The Three Mirrors") namely, to
- reconcile conflict and ambivalence,mich as the horses of Muir's

childhood combined fear and attraction in a numinous feeling of

48As one has noted in Chapter II, Blake's creatures in

the "printing house in hell" have the same significance. The
image of the dragon appears several times in Muir's work., Ir
"The Journey Back 2", the death of the dragon suggests the end
of a mythical epoch, but in "Variations X" we are clearly deal-
ing with symbols of death and rebirth.

"Ignorant that the dragon died

Long since and that the mountain shook

- When the great iion was crucified.”
Perhaps the emblems themselves, through death in The ordinary
world, have achieved immortality in the dream world of the
wvisionary imagination.
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sacred aweo In other words, this kind of imaginsstion synthe-
sizes and unites experience according %o innate psgychic
patterns which overcome contradictory emobions andy ideas and
set them vibrating in harmony. Oﬁérof the deepe =gt sources

of conflict in Muir was the opposition 5etween thes desire to
return to lost innocence, "jnnocence past defence op cost",
and the need to accept responsibility for oneself gpnd ope'ls
world., For him, nature cannot be accepted as it appears on
the surface, but only when its "heraldic crest" Shines out
again, proclaiming its noble spiritual ancestry. VWhen that is
lost, as it is in a scientific materialist or exi gtentialist
world view, then the "weariless wave" of time Or +the flood of
everyday reality roofs everything with its "slidipg horror",
cutting off the over—arching sky of childhood and vaulting a
"grave for immocence"o The enimal forms are then no longer
winged and crowned, but merely "hoofed and horneéLn,49 (This
conflict was finally resolved in the very successfyi poem,

"The Animals",5o where they are seen as a stage of God's
creation, inhabiting their own kind of eternity.) Horsges
~ have a special role in this area of Muir's symbolism, since
even in early childhood they were clothed with an aura C O
pounded of ambivalent emotion : they sroused both fear and
attraction, the awe called forth by sacred things,”l 1, nh o

Horses",52 they return to a new, free fellowship in man's

“Jsee "The Shades” (CP., p. 112) and "The Ring" (CP, p., 113).
Bngao Po 207

51Muir, An Autobiography, p. 22.

920P,, po 246,
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world,'which has been scoured by an apocalyptic war, and they
bring a release of unmixed emotion. It is important to notice
that, in doing so, they lose their emblematic quality. Seen
at first as "fabulous steeds set on.éﬁ aﬁcient shield", they
wait,'"stubborn and shy", to be recegnizéd as '"creatures to be
owned and used", Though they had appﬁoached with a frightening
drumming of hooves and a.wave of charging heads, they offer a
"free servitude" that '"still can pierce our hearts". As with
all Muir's parables, both psychological and spiritual meanings
lieiclose beneath the literal surface of this poem.

The prevalence of animal forms amongst Muir's emblems
brings to mind the significance attributed by some anthropolo-
gists to the totems of primitive pepplesg J.B., Priestley, in

Man and Time, quotes A.P. BElkin on the beliefs of Australian

aborigines, He states that the aboriginal herc-myths all refer
to an "eternal dream time" which is "all-at-once instead of one
thing after another"s In this dream time, past,; present and ,
future co-exist as aspects of one reality, and each of the cult-
totems of these people is a "door into the eternal dream time",
which can be opened by the appropriate ritualp55 Muir's
unuéually sensitive awareness of man's remote past54 mnay well
have been stimulated by the particularly rich prehistoric
remains still existing in Orkney, and is referred to in his

autobiography,55 where he speaks of "an age when animal and

33,8, Priestley, Man and Time (London: Aldus Books, 1964),
pe 140, Cf., Blake: "If the doors of perception were cleansed

everything would appear to man as it is, inflnlte“ (The Marriage
of Heaven and Hell),

543ee the imagery in "The Journey Back" 2 and 3, etc.

> Muir, An Autobiography, pp. 46, 47.
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man and god lived densely togethgr in the same world - the
timeless crowded age of organic heraldry", a fabulous past of
"heraldic men and legendarﬁ Beasts"; he adds that "our
unconscious life goes back into it",56 His own emblems, like
the totems, often éerve either as links between time and
ebernity ("Variations Xf) or as a means of ordering images in

-
an hierarchic and ritualistic pattern. (See "The Emblem”o))7

INCARNATION:: Was this to be the whole of Muir's mytho-

logical universe : the emblems as reconciling signs of a trans-
cendent order, the moments of tineless contenplationy, the faith
in ultimate deliverance which had pcwér to exorcise "time and
time again and offer instead the paradoxical experience of
"now and not yet"? Where does one find a place in all this

for the love and forgiveness, the sense of the word made flesh
that appears in poems like "Orpheus' Dream" and "The Annuncia-—~
tion"? Ve know that some time in 19%9 Muir suddenly recognised
himself as a Christiany; though not an orthodox one, nor one who
could be affiliated to any churcho58 We knowy; also, that the
balance between Hellenic thought and Hebraic insights character-
" istic of Christian Platonism, and similar to Muir's own, was
firmly poised upon the central doctrine of Incarnation. It

seems that specifically Christian religious experience was, for

_ 56In taking notice of Muir's reaction against Nietzsche, one
should not overlook the attitudes held in common, e.g., "I have
discovered for myself that the old humanity and animality, yea,
the collective primeval age, and the past of all sentient being,
continues to meditate, love, hate and decide in me, - I have
suddenly awakened in the midst of this dream, but merely to the
consciousness that I just dream, and that I must dream on in
order not to perish" (F. Nietzsche, The Joyful Wisdom, 54,
quoted Lea, The Tragic Philoscpher, pp. 168 ~ 169).

57CP9, P 250.
58Muir, An Autobiography, pp. 246, 247.
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Mair, largely private and tentative, at least until life in
Rome in 1949 overwhelmed him with the sense of a society still
rooted in the past of Christendom and saturated at all levels
in Christian symbolismo59 By this time he was already sixty-
one years old, and, though his autobiography bears witness to
the profound effect this experience had upon him, it was not
easy to assimilabte new elements into his work, There is
evidence of ambivalence towards Christian doctrine at all
stages of his poetry, as will appear in the course of this
discussion, and this may well be due, not only to aversion %o
the arid literalism ("iron texts) of Scobbish Calvinism, but
also to an emotional difficulty in contemplating the Passion
and Crucifixiony, which may have been too closely associated
in his mind with the dying agony of his brother, Johnnies6o
It is of interest to note that the first reference to Christ
in the final collection of poems appears in "Variations IX",
where the "homespun fiend, Indifference", the false self who
represses the true one, is distinguished by his ability to

"stare at beauty's bosom coldly/ And at Christ's crucifixion

‘ bOldly P

2InI think of Giotto the Tuscan shepherd's dream,

Christ, man and creature in their inner day,.

How could our race bvetray :

The Image, and the Incarnate One unmake

Who chose this form and fashion for our sake?”

("The Incarnate One", CP,, D. 228),

60An Autobiography, pp. 102, 103. Evidence in support of
this supposition is %o be found in Poor Tom, Chapter 22, where
the approach of Tom's fatal disease is likened to a Bellini
painting of the Passion, in which the soldiers approach on a
winding road, so that they will disappear and then reappear
much closer, heralding the final hour of resignation "to his
agony, to the fabulous waterless regions." This last stage is
"so hateful to human eyes that even the involuntary object of
the metamorphosis can hardly be contemplated without a faint
but deep feeling of aversion” (p. 222),
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©1 . ritten and published after the

In "The Recurrence',
"conversion" experience of 1939, belief in the cyclic movement -
of time, which had become Nietzschefs_way of affirming life,
is :ecognised as a negation both of‘the need for redemption

and of the reality of Christ's sacrifice on the Cross.

Else the Actor on the Tree
Would loll at ease, miming pain,
And counterfeit mortality.

If we place these lines beside the final paragraph of "Oedipus”,
where the narrator identifies himself as a "walking riddle"
who has "acted out this fable", the ambiguity of the word
"Actor"” in "The Recurrence"” becomes all the more pointed, and
we cannct avoid the conclusion that Muir, at this stage, saw
the crucifixion as something perférmed once for all in time,
and therefore different, both in quality and function, from
the myths and symbols that illuminate the mystery of man's
life in all agess This insight was expanded in ;Bobert the
Bruce”,62 a poem in ballad measure, in which the king speaks
to Douglas from his death-bed. He acknowledges that the
imaginative ordering of images is not enough. Though the
actions of the past assume a living pattern in the popular
memdry, Just as his own life and death will do, it is not
enough that his murder of Comyn, or Wallace’s defeat, should
merely become the necessary elements in that pattern. With-
out redemption, personal guilt could only be extinguished by
the final passing away of time itself, which, though it brings

order out of chaos, cannot redeem what has been done ill,

®lgp,. p. 102.

%2¢p,, p. 115.
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'But that Christ hung upon the Cross,
Comyn would rot until time's end
And bury my sin in boundless dust,
For there is no amend

'In order; yet in order run

All things by unreturning wayse

If Christ live not, nothing is there
For sorrow or for praise.'’

Beyond the responsibility discovered in "bedipus"9 beyond
even the simultaneous grasp of contradictory forces, there
still lies the need for salvation. The coincidence of the
contradictories holds only in the moment of timeless contem=~
plation; real 1life is a matter "for sorrow or for praise’,
and is therefore subject to judgmento65 There is no return
to lost innocer:u:,e;61’L only love and forgiveness can redeem
the paste65
It ig fair to say, however, that Mulr never really
convinces us that he experienced Christ as his personal
saviour., He toyed with the idea in "Prometheus", seeing
it as some possibility in the future, Jjust as he did in "The

Journey Back 1",

I could break my Journey
Now, here, without a loss, but that some day
I know I shall find a man who has done good
Hig long lifelong and is 65
Image of man from whom all have diverged.

63”To Franz Kafka" (CP., p. 233%) shows how this insight

has overcome aversion to election and reprobation.
O%5ee "The Way" (CP., p. 166).

"T must retrace the tracke

It's lost and gone.

Back, I must travel back!

None goes there, rone.”
See)also "The Other Oedipus" and "The Other Story" (CP. pp. 217,
241), i

65See "Song : Love gathers all" (CP,, p. 201), "Prometheus®
(CP, p. 214), "The Difficult Land" (CP, p. 23%7), etco

%6co, . p. 170,
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It is noticeable that this image 1ls perilously close to one
of lost innocence, and finds its full expression in "The
Transfiguration”,67 where the description of a glimpse of the
redeemed creation, a "radiant kingdom", is really the "clear
unfallen wortd" that will return finally at the second coming
of Christ, Then the crucifixion will be undone and the cross
dismantled,

And Judas damned take his long journey backward

From darkness into light and be a child

Beside his mother's knee, and the betrayal
Be quite undone and never more be done,

This poem, like a number of Muir's other long poems, is too
loosely woven and could well be condensedy, but it has some
compelling passages and much of the serene radiance thatb
pervades all his reconciling visions. That it is only
partially successful may also be due to the fact that the
reconciliation is not a true synthesis, butbt a retreat to the
beginning again, without progression. Whatever may have

68

been the emotional basis for this position, it is apparent

that Muir's emphasis upon immortality instead of resurrection

weighed down the scales on the side of Platonism,69 and his

attempts to include Christ in his cosmology were seldom

successful: the first Adam never quite gave way to The second
Adam, Muir admitted as much in the long meditation, "Solilo-
11 970

quy another monologue, ostensibly by a first-cenbury Greek

57a¢p,, pe 198.

©8yi11a Muir speculates on this in Belonging, Chapter 18(i)s

69Willa Muir records an occasion in Rome when her husband
and W.H. Auden spent an evening in conversabtion. "Wystan Auden
s argued the case for the resurrection of the body while Edwin
argued for the immortality of the scul, in a happy anbtiphony
that went on for hours" (Belonging, pe. 255).

70cp, . p. 194,
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who admits that his thirty-year-o0ld memories of Jerusalem upon

Good Friday "Trouble me still". It is the poet's own testimony:

I have picked up wisdom lying
Disused about the world, available still,
Employable still, small odds and scraps of wisdom,
A miscellaneous lof that yet makes up
A something that is genuine, with a body,
A shape, a character, more than half Platonic
(Greek, should I say?) and yet of practical use.

He goes on to record his profound "dismay" at time and mortality.

his acquaintance with antique symbols,

And temples and curious caverns 1In the rocks
Scrawled thick with suns and birds and animalg,
Fruit, fire and feast, flower-garlanded underworld,
Past reading,

his search for identity and his glimpses of eternity; but, "All
this is insufficient". The vision of evil and of human suffer-

ing seems to demand something more, yet

My heart is steady,
Beats in my breast and cannot burn or break,
Systole and diastole for seventy years.

The poem ends with an invocation:

Light and praise,
Love and atonement, harmony and peace,
Touch mey assaill me; break and make my hearb.

This is as far as he can go -~ an acxnowledgment of the old
need to grieve, to accept the tragedy of life, to open the
floodgates of pent emotion.

A pumber of Christian poems appeared in the following

volume, Qune Foot in Eden (1956); those that were subsequently

withdrawn from the final collection were concerned with the
theme of the marriage of heaven and earth, with the excep%ion

of "The Lord", a sonnet which asserts personal allegiance in
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an ambiguous way, since the poet.dissociates himself from those

Who say that lord is dead, when I can hear7l
Daily his dying whisper in nmy ear.

The poems retained were, significantly enough, "The Incarnate
One", "The Killing”72 (a faintly repellent account of the
crucifixion, given by a "stranger'", in which the bturning heads
of the three victims recall Mansie's description of his
brother's suffering in Poor Tom, and where the ending of the
poem expresses sceptical curiosity concerning the alleged
divinity of the chief victim), and “Antichrist"o75 The last-
naned poem, which, like tThe others, is concerned with a false
understanding or a denial of the true nature of Christ, is of
particular interest because of the associations of its thene.
This eschatological symbol has aslways been comnected with the
second coming and the omset of the millennium. Traditionally,
the Antichrist precedes the "last days", appearing as a pseudo-
messiah, who seems to be full of virtue and benevolence, butb .
is, in reality, a cruel tyrant, an embodiment of anarchic and
destructive power, whose "signs and lying wonders' deceive the
whole ‘s»u:sr-:l_dewL One recalls, too, that Nietzsche, as his final
disintegration approached, referred to himself as the Anti-
christ, Dionysus, or the Crucified, and that Muir had once

dreamed of Nietzsche upon the ¢ross in a self-crucifixion of

pride, notv loveo75 Hence, we seem to be dealing with a

710f¢ Nietzsche : "God is dead.”

726p,, p. 224,

72¢p. p. 226.

Mohn, The Pursuit of the Millennium, p. 19.

75Muir, An Autobiography, p. 128.
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perverted image of the self as well as of the Saviour.

He walks, the enchanter, on his sea of glass,
Poring upon his blue inverted heaven

Where a false sun revolves from west to east.

If he could raise his eyes he would see his hello

It is like the deliberate, blasphemous reversals of black magic,

a false and sinister copy of goodness and truth.

He heals the sick to show his conjuring skill,
Vexed only by the cure; and turns his cheek

To goad the furious to more deadly fury,

And damn by a Jjuggling trick the ingenuous sinner.

In a sense, he is the opposite of the Christ of "The Trans-

figuration", and corresponds to the false self, the "bebrayer

in the maze",76 and also to the maze itself, since he, too, is

"the Lie; one true thought and he's gone". He personifies

the shadow of unresolved emotional conflict that sometimes

obscures Muir's image of Christ and forbids a real encounter.
But if Muir fails, in his poetry, to approach Christ

as the suffering redeemer upon whom all men may lay those bur-

dens they have taken up under the law, he is not denied the bright

image of the Logos, the God who became man in order that man may

become divine; and he is aware of the workings of some power

that he identifies as "grace"./’/  "Thought and Image"’C is

essentially a logos poem which combines the chief elements of

the Heracleitan doctrine79 with the central image of Christ in

7Oupsrigies 2, CP., Do 234
77An Autobiography, p. 281,

780p., p. 132,

79Heracleitus believed that by searching out his own nature
he could discover "the Logos, the divine truth by which all
things come to pass. His belief rested on the assumption that
man is, as it were, a small-gcale representation of the universe.
His Logos was the thought which is the divine 1life of the universe.
«so Change is perpetual, but the Logos, disclosed in wisdom and
order, remains”. It also containg within jtself the opposites of
good and evil, which are fundamentally united (E.W. Barnes, The
Rise of Christienity [London: Longmens Green end Co, 1947], Deb2)
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something like the medieval synthesis with its characteristic
use of figura. The ballad measure and the stark elemental
imagery reinforce the medie?al feeling while the meaning seems
to operate on at least three planes at once. The birth, life
and death of Christ seem to be seen as types of the experience
of the soul in its descent into the realms of matter and in
its subsequent regeneration, but also as types of three stages
in "the growth of & poet's mind". With remarkable economy and
compression, all these meanings are suggesbted by arranging and

80

re-agrranging a few basic images into three main patterns.

First of these is the primal state of unity with nature.

On bread and wine kis flesh grew tall,
The round sun helped him on his way,
Wood, iron, herb and animal

His friends were till the testing daye.

The "testing day" that follows is the state of alienation, the
cross of contradiction, corresponding to Wordsworth's period

of Y"change and subversion".

Then braced by iron and by wood,
Engrafted on a tree he died,

And little dogs lapped up the blood
That spurted from his broken side.

The great bull gored him with his horns,
And stinging flies were everywhere,

The sun beat on him, clinging thorns
Writhed in and out among his hair.

Finally, there is the loosening of the "great knot" and the
gathering of the images, both natural and divine, into the
storehouses of memory, the "invincible shade” of the anima

mundi.

BOEog., beast, insect, herb, stone, earth, wood, iron, sun,
etc.
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All that had waited for his birth

Were round him then in dusty night,
The creatures of the swarming earth,
The souls and angels in the height.

Here all things take their places again in the great chain of
Being, with Christ, as the divine man, at the centre of an
hierarchic macrocosms. This order is matched in the microcosm
of the individual mind when the true self assumes its rightful
position at the mid-point of the circle of experience and is no
longer swept helplessly around the circumference.

Looking back over this analysis, one finds that, in its
own way, Muir's spiritual odyssey seems to follow the same shape
as Dante's. The closed circles of Hell yield before the
combined influence of the poetic imagination and the image of
the beloved woman, giving way to the winding purgatorial ascent,
at the sumeit of which lies the earthly paradiseeSl Beyond this
again, appears the perfect circle of eternal unity and transcen-

dent being, a mystical vision that had once been described in

"~ Poor Tom:

Though he knew that he was standing here in the parlour
with his dead brother, something so strange had happened
that it would have rooted him to a place where he

desired far less to be: the walls had receded, and
soundlessly a vast and perfect circle - not the provision-
al circle of life than can never be fully described - had
closed and he stood within it. He did not know what it
was that he divined and bowed down before: everlasting
and perfect order, the eternal destiny of all men, the
immortality of his own soul; he could not have given
utterance to it, although it was so clear and certain;

but he had a longing to fall on his knees. 82

From such experiences come the hints of love and praise,

acceptance and gratitude, that are expressed in those poems where

allt is possible to make a schematic diagram of this pattern.
See figure on p. 134, which includes heraldic motifs borrowed and
adapted from the emblematic painting in the Appendix.

82Poor Tom, Chapter 27, pp. 251, 252.



A,
B,
C.

D.
E.

134

Labyrinth, Maze, Circles of Hell: Inward Division.

Time, Wildermess, Fallen World.

Emblems, stylised symbols expressing reconciliation of
contradiction.

Anima, Sophia, the lost Bride : Conjunction and Integrabion.

The Centre, Eden, Canaan, the Sufficient Place, Harvest or
Sabbaths {(Tree becomes a Cross when seen from the
circumference.)

Transcendence, Circle of Eternity (Circle of Hell seen
from the Centre).
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all conflict is transcended and'Muir celebrates an inward

state of spontaneous feeling and fullness of beinge.

I gather to my heart

Beast, insect, flower, earth, water, fire,

In absolute de51ve,
As £ifty years agoe.

Acceptance, gratitude:

The first look and the last,
When all between has passed
Restore ingenucus good

That seeks no personal end

Nor strives to mar or mend,

Now that I can discern

It whole c¢r almost whole,
Acceptance and gratitude

Like travellers return 8%
And stand where first they stood.

Some corroboration of the metaphysical abtitudes
traced in Muirfs poetry can be found in his critical essays,
where we find them conceptualised and elaborated in general

terms with characteristic simplicity and luciditye.

It is

au 3t

not possible to quote as fully as one might wish, but one may

draw attention to certain statements that bear oubt the themes

of moral conflict and spiritual progression, as well as thabt

of reconciliation by means of incarnated symbols, which have

been considered above.

In his essay, "The Natural Man and the Political Man

::84

Muir draws a distinction between the traditional "man of myth

and religion'" and the new '"natural man dovetailed into a

. » 3 l‘ e S
biological sequence and a social structure, The difference

is that the former was only human in the complete sense when

he had "put on" the spiritual man - a process conceived

- 8ny Birthday", CP., p. 157.

84Essays on Literature and Society, pp. 150 -~ 164,
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_symbolically as a rebirth ~ and had become "conscious of his
unique place in the world and in time". The existence of
the new man in the body of the old implies a moral struggle
which for centuries was accepted as the essential character
of man, This is "the man of Dante and Shakespeare, and of
Balzac and Tolstoy.... He occupies a country of his own with
unique rights and needs, quite apart from the biological
sequence'. If for the traditional man the individual's life
was a conflicty for the modern man it has become a development
entirely contained within the natural and social environment.
This new view, says Muir, results in a reduction of the image
of man, making it more realistic, but depriving it of "ulti-
mate significance to the imagination"”, and he goes on to show
how the history of the modern novel reflects this simplifica-
tion of the idea of man. He points out, however, that
"history and experience tell us that life is a development,
not merely a struggle poised on its own centre, changing
nothing, The struggle is an essential means for accomplishing
the developmento”85 The view of the nineteenth century
evolutionists, who misconceived the nature of the struggle by
regarding it merely as a function of development: the struggle
for existence or the adaptation to environment, eliminated the
"living mind", the "individual in whom alone the struggle
attains self-consciousness", and hence the moral significance
of life itself.

In another éssay, entitled "HBlderlin's Patmos“,86 one

notices that Muir's comments reveal an attention to those

85Ibid., Pe 161, This corresponds to the development
from cycle to progress, reflected in Muir's poetry.

871pid,, pp. 92 - 103.
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concerns in the poem which were nearest to his own preoccupa—
tions, Hé calls it "one of the first modern poems in that it
envisages human life in historical terms", and states bthat it
marks a turning point in H8lderlin's imaginative interpreta-~
ﬁion of histor& and time, which in his earlier poetry had
been symbolised by Greece and the Homeric gods, This
interpretation had pictured man's history as a c¢ycle of
alternating ages cfllight and darkness, his own period being
one of darkness in which man's task was patiently to preserve
the light that was no longer manifest. The three versions of
"Patmos" record HOlderlin's attempt to include Christ in his
personal hierarchy and the "intense vacillation of mind“87
that attended this endeavour. Towards the end of the third
version there appears an image "of God's quiet sign in the
thundering sky and Christ standing beneath it His'life long"
that "transforms from beginning to end the conception of
‘ hiétory as a c¢cycle of light and darkness”.88 Mair remarks
‘that Holderlin'®s belief in Christ was clearly different from
the orthodox, and it did not force him to deny the ancient
godsy, who return in the last verse of the poem. "Nevertheless,
Christ was the one symbol which united for him the two truths
which he perceived in existence: a truth transcending time,
and a truth immanent in time: permanence and alternation.”
A1l this is seen as being intimately connected with

HBlderlin's concepbion of poebtry as a redeeming sign; in

87§bid69 Po 95 One is reminded here of Muir's own
ambivalence tvowards Christ.

881bidg,p, 101, This recalls Yeats, who wrote in essential-
ly the same tradition, but whose gyres of interior coanflict and
historical cycle were never redeemed through being gathered into
a Christo=centric universe. Of his two great masbers, he
followed Nietzsche in this rather than Blake.
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_._his own words, "a staff of song shining downwards, for nothing

is common', Muir's comment is as follows:

By song here he obviously does not mean poetry in
general, but rather something resembling Blake's
Imagination, which he conceives as the instrument

of a process that in this world is histoxry and in
eternity is the Pather's will, It was the function
of poetry to seize that unity and make it known as
an imaginatively coherent whole. Such glorification
of poetry is sometimes regarded as a romantic
delusion, along with Wordsworth's and Coleridge's
conception of the imagination with which it has much
in commons But it has also much in common with
Dante®s and Milton's and, above ally; Plato's concep-
tion of poetry. g

Elsewhere in the same essay, Muir says of HSlderlin:

In the essence of his genius and in his attitude to
what he regarded as the chief problem of existence -
the ways by which God makes himself known to men =

he was nearer to Wordsworth than to any other writer.
Like Wordsworth he was concerned with Man, not with
the men of his own or any other divilizatlon or age.
But while Wordsworth found God in nature, HSlderlin
found him in history, in time. To divine the work-
ings of God in history is what we call prophecy.

The prophet in the narrower sense foresees these
workings in bthe future; HOlderlin saw them in the
past as well, in the universal story of mankind. It
is this perception that gives the prophetic part of
his poetry its unique intonation, as of a single
voice speaking to the gods in a solitude, His utter-
ance is like that of a man accounting to himself for
things which he cannot tell to others. The impression
of vastness produced by his poetry is due to the fact
that the past with all its powers - gods, heroes,
emznations = was as real to him as the present. The
past was not something that could be thrown into con-
trast, or paralleled, with the present, as in the
poetry of Mr, Eliot and Mr. Pound. It widened the
present in a striking and incalculable way, and this
expansion gives us a sense of a vast whole, a universal
dispensatbion which is the life of mankind from begin-
ning to end. As all prophecy looks to the fulfilment
of time, this vastness is a normal element in prophetic
writing, and is the source of 1ts vagueness and90
grandeur,

89Ibidg, p. 103, This account resembles the Logos idea
of poetry as a reflection of the Divine Word which, when spoken
in time and space, gives rise to the phenomenal world. In
Christian terms, this world is the poem made by the Son to the
glory of the Father. See Appendix F,

mid., pp. 93, 9.
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This description of HOlderlin's prophetic poetry
might very well serve for what in Jungian terms would be
called the archaic voice,of the collective unconscious: the
World Spirit, that was, is, and shall be. It is also a
significant, stabtement of a concept of the poetic imagination
(40 which Muir himself evidently subscribed) that is akin to
the "divine madness" Plato spoke ofogl

In yet another essay on Hﬁlderlih992 Muir refers to
the symbolism and language of his later poetry as being "like
fragments of a different kind of speech, simple, inexplicable,
- constant, incapable of being replaced by any rational explana-
tion of them", which gives the poetry nof only a baffling
depth bubt a "cerbtain radiant monotony"og3 He specifically
relates some of these characteristics to the poet's madness:
his "unique rearrangement of his shattered world", amd states
that y since H6lderlin's poetic imagination is related to
dreams, it resembles "a good deal of romantic poebtry and
almost all mystical poetry" in that it has little to do with
the contemporary world, or, abt most, regards the contemporary
world as the 01d Testament prophets regarded it: as falling
short of its visions "The real assumption of this kind of

poetry is that human existence can be changed, or rather will

be changed; Just as the assumption of dramatic poetry is that

91

"And now that time grows shorter, I perceive
That Plato's is the truest poetry,
And that these shadows
Are cast by the true.”
. (From Muir's last poem, "I Have Been Taught”,
.C_Eo 3 Do 502)0

92upriedrich Holderlin," Ibid., pp. 86 - 9l

95"Radiant monotony" is a phrase that applies to much of
Muir's own worke
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human existence is unchangeable., There seemns to be no com-
promise between these two views”.94
To put this into more familiar terms, one might say
that the poetry of apocalypse and the poetry of tragedy are
fundamentally dissimilar, as one may see exemplified in the
notorious failure of Romantic tragedy. Perhaps this is what
Coleridge meant when he said that everyone is born either a
Platonist or an Aristotleian: either the spiritual or the
bodily eye is dominant, so that poetry may spring either
from the prophetic dream or from a mimesis of life in all
its beauty and horror, its abiding imperi‘ectiono Christian
Platonism has attempted to strike a balance with its emphasis
upon the Incarnation, but, in keeping with its mystical-
charactery it has traditionally given preference to the
spiritual eyeo. Much the same might be said of Muir's poetic
vision, which, while attempting to bring the inner and outer
worlds into an equal focus, usually reveals the dominance of

the inward eye of dream and memory.

M 1pid., pe 91,
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CHAPTER V
MYTH AND ARCHETYPE -

The saner and greater mythologies are not fancies;
they are the utterance of the whole soul of man,
and as such inexhaustible to meditation.

I.A, Richards, Coleridge on Imaginabion.

In the previous chapter, some emphasis was laid on
Muir's concern with ritualistic action, with mythic forms
that make man's presence in the universe both comprehensible
and satisfying to the imagination,}and with certain hieratic
images or motifs (emblems) that reconcile ambivalent emotions
through their power of combining innabe psychic elements in
new and harmoniocus patterns, In addition, it was noted thatb
certain statements made in his critical essays suggest that
he was consciously writing in a non-mimetic mode related to
dream and prophecy. The guestion that now arises is how one
may place these observations in some critical perspective
which can relate Muir's intentions and poetic practice to
literature as a whole and to a particular tradition in poetry.
What is it in Muir's Symbolic patterns that recalls the
Cambridge Platonists and the German Romentics, and presents
him at times in the guise of a latter-day witnéss to the
cosmologies of Blake, Milton, Spenser or Dante?

Perhaps one may find a lead in contemporary interest

in archetypal criticism, a method which attempts to examine
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the relation of literature to myth. Graham Hough has
recently pointed out that the main traditions of literary
criticism, derived from Aristotle, have tended to neglect
this connection, though interest in it is as old as Plato's
Phaedrus, was continued by the neo-Platonists and the mytho-
grafhers of the Renaissance, and was later revived by Herder
and the German Romantics. Recent interest in myth derives
partly from the work of Frazer, Freud and Jung, and partly
from the philosophy of Ernst Cassirer, which has been made
available to the general reader through the writings of
Suzanne Langerol Cassirer does not accept mimetic or
expressive theories of art, but sees it as essentially
formative. He holds that there is no reality for man until
he has created it in symbolic formsg Such developments
have paved the way for a new approach to literature which

seesg it as

a symbolisation of ancient and deep-rooted tendencies
of the human mind- tendencies which have had their
primary expression in myth., On this view, the
literary mimesis of empirical experience is only a
screen for older and far more deeply rooted psychic5
material,

Northrop Frye, whom Hough regards as the main exponent of this
nethod of criticism,4 claims that literature springs originally

from the largely extra~literary world of "myth proper! (stories

lgrahan Hough, An Essay on Criticism (London: Gerald
Duckworth, 19663s pe 140,

2Tpid., p. 129.
5Ibid., p. 142,

4Although Hough's assessment of Frye's work is qualified
by a number of important reservalbions, he considers that the
broad outline of his system is "bound to become part of our
normal critical apparatus" (ibide., p. 150),
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of gods and divine beings), which is itself a verbalisation
of two more primitive ways of shaping experience : ritual
and dream.5 |
Indeed, the concept of riﬁﬁal seens to figure promi-
nently in +his kind of criticism, thoﬁgh it is variously
inbterpreted, perhaps nowhere as.ciearly as in the account of

its relation to myth outlined in a work of comparative reli-

gion: The Myth of the Eternal Return by Mircea Eliade. In

this book, the author sets out to describe the way in which
the "archaic mind" of all cultures conceives reality. Since
his thesis is particularly illuminating of Muir's central
dilemma - the accepbance of "time", it is proposed to give a
highly condensed summary of it before proceeding with the
rest of our enquiry into myth criticism. In briefy then, the

archaic mind is said to conceive reality in bterms of a Platon-

03

ic structure, of which the following are the main elements,

ls The visible world has a double, an extra~terrestrial
archetype existing on a higher cosmic planes

2. Natural objects and human actions only become "real'
Through participating in a reality that transcends 6
them, that is, by imitating a celestial archetype.

%o Every creative act repeats the original cosmogonic
act: the Creation of the World,

4, Every purposive action acquires meaning in so far as
it is a ritual imitating an action performed "in th
beginning" by gods, heroes or ancestors. '

5 Absolute7reality is represented by "symbols of the
centre', the sacred mountain at the navel of the
world where heaven, earth and hell meet. These

5Northrop Frye, Anatomy of Criticism (Princeton University
Press, 1957), p. 106,

6Mircea Eliade, The Mybth of the Eternal Return, transe

Willard Trask (New York: Pantheon Books, 1954), De 4.
’1pid., p. 12.
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symbols may be fountains, trees of life and immortality,
or any "consecrated places'" such as temples and holy
cities, or "sacred times" which represent a return %o
the mythicel time when the ritual was first performed.

6. Any ritual unfolds in "consecrated space" and "sacred
time", that is, in the world of myth.

7¢ By means of ritual, everything is given a form that
makes it "real'; everything is constantly being
transformed from chaos into cosmos.

8. The road to the centre is traditionally a "difficult
road": a pilgrimage, a perilous voyage, a wandering
in a labyrinth, a search for the centre of the self.
It is a passage from the profane to the sacred, from
the ephemeral to the eternal, the human to the divine.Z

9, "In so far as an act (or an object) acquires a certain
reality through the repetition of paradigmatic gestures,
and acquires it through that alone, there is an implicit
abolition of profane time, of duration, of 'history'; and
he who reproduces the exemplary gesture thus finds himself
transported into the mythical epoch in which its revela-
tion took place." 9

10, Primitive man tolerates history with great difficultye.
His conception of reality permits the constant regenera-
tion of time, the return to the beginaing, the casting
off of sin. This pattern of repetition is the "paradise
of the archetypes', In this tradition, man himself
becomes archetypal and paradigmatic, and is mos?® ”real"lo
when he ceases to be an individual in the modern sense.

Eliade concludes that for modern man, exposed to the irre-
versibility of historical time and to the burden of personal guilt,
the fall from the paradise of the archetypes is irretrievable. In

this situation, Christianity is the only possible religionoll

10

81bid., pe 18. 2Tbide, p. 35. Tbid., pe 34e

lllbidQQ Do 162, In Christian doctrine, redemption has taken
place once for all and embraces the whole of time; only the finmal
apocalypse or "Judgment! makes all things new again. It is sig-
nificant that in Christian symbolism the cycle of return has
become infinite in eternity where '"the beginning and the end are
one", so that the symbolic pattern remains the same, although it
now ne longer excludes but is able to contain within itself the
concepbs of time and history. Temporal events are made meaning-
ful by a system of figural interpretation which links people and
incidents in terms of a divine purpose existing in the mind of
God., ©See Erich Auerbach's account of figura in Mimesis, transs
Willard Trask {(Princeton University Press, 1953),, p. oh.
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This analysis of the "archaic m%nd", which is really another
name for the mind of what Muir has called the "man of myth and
religion", does help to clarify his painful confrontation with
time and the historical perspective by enabling us to see it in
terms of th@ struggle of the mythopoeic imagination to absorb
and transfigure empirical experience. The contemplation and
imitation of archetypal images and actions traansports the poset
into the timeless world of myth where the opposing elements of
subjective and objective reality co-exist in perfect harmony

12 g1iade’s

and the hopes and desires of mankind are consummabted.
account also illuminates Muir's comment that HSlderlin's image
of Christ transforms the cycles of history from end to ends,l5
and explains why Mulir himself turns from the Hellenic to the
Hebraic vision of timeo ‘

When Northrop Frye refers to "dream" as an aspect of
mybthy; he means the vision of recovered innocence and harmony
that, in Eliade's terms, is achieved by the return to the
paradise of the archetypess Combined with the imitation of
symbolic ritual and expressed in verbal form, it becomes the
myth from which literabture is said to be derived. Frye'ls
critical theory (which is not opposed to other forms of critic-
ism but attempts to provide a framework for all types of
literary scholarship) is based on the premise that the poet's
- medium is words and his shaping tool metaphor. By their means,
he conjures up shapes of formal beauty out of the welter of

experience and in so doing, bridges the ever-widening gulf

12This apparently bears out the observation made in the
previous chapber that Muir's emblems, like the totems of the
Australian gborigines, permit entry to the "eternal dream time."
On a more sophisticated plane, the Platonist, in acts of contenm~
plation, makes a movement of love (eros) toward what is good,
beautiful and eternal.

lBMuir, Essays on Literature and Society, p. 10l.
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between "dream” and empirical existence with its daily frustra-
tions and its subjection to the process of growth and d9053014
If he is a purely mythopoeic writer, like Blake, his mebtaphysi-
cal position is one of Idealism. The objects of the actual
world are assimilated into the world of the imaginati@n,l5 which
is infinite and eternal, since its only boundaries are the
limits of the conceivable, and memory, desire and hope, Which
are the subjective forms of past, present and future, co-exist
within it.s If he works in a represenbational mode, he is mebta-
physically a Realist, and sense impressions of natural objects
and actions are his primary concern. In mythic writing, images
and actions are stylised and conventional, yet full of numinous
power and significance, like the images in dreams. In natural-
istic writing, they are more numerous and varied, but are
limited by the "probabilities" of actual existence., These are
the two extremes of apocalyptic insight and direct mimesis:
mutually exclusive ways of seeing, between which Muir said
there "seems to be no compromise",

Literature as a whole, however, may be seen as cccupying
an uninterrupted scale bebtween the one pole and the other, with

the greatest poetry of all usually occupying the middle grouﬁﬁal6

8. . . s e s . .
This idea is explicit in Muir's sonnet, "The Transmutabion”

"And we be poised between the unmoving dreanm
And the sole moving moment.”
(CP., p. 154).

15Blake’s vision of Albion as "One Man' containing the
entire liberated universe is a symbol of the totality of
experience existing within the mind alone. Hence his objection
to Wordsworth's concept of mind and nature being "exquisitely
fitted" to each other,

16Mhir‘s own poetry, though springing from mybthic vision,
is, in fact, based on the painful struggle to accept the exbernal
world, which he usually calls "Time". He insists upon its
independent existence (e¢f. final paragraph of "The Solitary Place
CPs, Pe 81 ), but it is anarchic, "fallen", until shaped by
symbolic forms,
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The universe of poetry is built out of the various verbal

forms that the poets of any cult;re, or even of all cultures,
have crcated by combining, in various proportions, the elements
of the two opposing worlds of the actual and the ideal. Arche-
typal criticg see this universe as a coherent totality held
together by a structure of "linked analogies" ’ and identify-
ing symbols by which the "dark inscrutable power" of the
creative imaginatlion reconciles all discordant elements troubling
the interior harmony of the mind., What are these linked analo-
gies that are regarded as the source of the archetypal images
that literature shares with myth? Fundamentally, they are part
of an archaic structure of correspondences, familiar to all men
everywhere, between the movements of the heavenly bodies, the
seasonal cycles of the solar year, and the rhythms of humén,
animal and vegetable life. Winter and summer, night and day,
the waning and waxing of the moon, seed-time and harvest, birth
and death, the moral strife between the powers of light and
darkness, the quest for a "harmonious human form of things"

that will give meaning to life, order to the mind and peace

to the heart - these are the original images and movements

of the creative imagination, the primary metaphors of art and
religion alike, Frye claims that such images form a "grammar

of symbolism” which the critic can learn from an examination

of literature as a whole, It has existed immemorially in the
"correspondences" of sympathetic magic; it reappears in classi-
cal mythology, in the esoteric symbelism of Hebrew and Orphic

mysticism, and in the mundus symbolicus of the Renaissance., If

l7The present writer has borrowed this phrase from Herman
Melville: "O Nature and O Soul of Man! how far beyond all
~ubtterance are your linked analogies! not the smallest atom
stirs or lives on matter, but has its cunning duplicate in
mind" (Moby Dick [New York: Dent, 1907]', D. 271),
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it seems to lean heavily upon what C.S. Lewis has called the
"discarded image"” of the Pythagorean cosmos, the latter is
itself an imaginative rather than a scientific oonstrucﬁ, and
is surely not anterior but subsequent to the analogues of the
Chain of BeingelB Since the mythic process of shaping
experience is built upon the repetition of paradigmatic actions
that reflect the recurring cycles of the natural world, and
éince its goal is the reconciliation of éonflict between the
dreaming mind and the external forms of man's physical environ-
ment, Frye asserts that the archetypal criticism of poetrj
"rests on two organising rhythms or patterns - oné ecyclical,
the other dialectic’, 2

Recalling that one's exploration of Muir's poetic.cosmos
has revealed precisely these two patterns of cycle and dialectic,
usually in the form of the poet's struggle to 1lift the circles
of the temporal world into a spiral and enter the timeless world

£ 1

of "eternal dialogue", one is doubtless Jjustified in pursuing
Frye's analysis a little further; but, since it is idle to pre-
tend that one can survey a comprehensive critical system in
the space of a few pages, one is obliged, at the usual risk of
over-simplification, to content oneself with extracting certain
structural principles that seem to apply most sigpnificantly to
Muir's worke.

It has already been noted that the main body of litera-

ture lies between the two poles of myth and naturalism, repre-

senting both a displacement of myth in a human direction and a

18Frye says, "Not many people have clearly understood that
cosmology is a- literary form, not a religious or scientific one"
(Fables of Identity : Studies in Poetic ifythology [New York:
Harcourt, Brace and World, 1903] , p. 52)o

19Frye, Anatomy of Criticism, p. 106.



149

conventionalisation of naturalistic content in an ideal

direction.2o

The nearer any work is to myth, the closer it
is to the permanent conventions énd structures of poebtry;
the nearer it is to pure representation, the more the basic
structures are overlaid by historical influences and the pre-
occupations of contemporary literary fashion. Frye has dig-
tinguished various "modes" that represent typical positions
on the scale between myth and naturalism§ all of which may
take primitive and popular forms as well as sophisticated
literary forms. Nearest to myth proper is the "romantic
‘ﬁode", represented by the popular forms of ballad and folkbtale.
and by the romantic epic, where the action takes place in a
magical world in which the ordinary laws of nature are often
suspended., Next comes the "high mimetic mode" of national
epic, tragedy, or the conventions of courtly love, where the
hero has exceptional qualities but is subject to the social
order and the nabural law. The "low mimetic mode"” presents
ordinary people and common situations; while the "ironic mode',
though representing an extreme of frustration or even absurdity,
is considered to be returning toward myth since there is an
implied comparison with, or a direct parody of, an ideal
conditione

Frye applies the same categories to more thematic
literaburey, in which the writer communicates directly with
his audience. Closest to myth in this field is the oracular
poetry of the prophet or "mouthpiece of the gods", usually
found in sacred writings. Next comes the poet as wandering

ninstrel or "exile with the word—hoard,“exploring the boundary

207pid., p. 137,
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between two worlds, contrasting .memory and present reality.

The high mimetic mode is represented by the courtier-poet,

a master of decorum and lover of beauty; +the low mimebtic by
the poet as an individual of excepbtional imagination and sensi-
bility; while the ironic mode finds expression in the poet as
craftsman (symboliste, imagist, etc.).2l It will be observed
that these scales correspond in some respects to a chronologi-
cal development from ancient to modern; but if one measures
Muir®s work as a whole against this kind of scheme, one finds
that it occupies an area significantly close to mytho He is a
scarred wanderer (Odysseus), an exile, whose muse is memory
("My childhood all a myth'), exploring the border between dream
and reality. His tales and ballads take a legendary form, but
are, in fact, a projection and embodiment of subjective states
that probe this borderland. Approaching myth proper, one
finds the vision of "the gods" ("The Labyrinth"), the dream
poem ("The Combat"), and oracular poems like "The Journey Back”
II and VI and "The Poet". The world of romance 1s evoked by
a great deal of imagery characteristic of this mode = a
besieged castle, a secret postern, horses and hounds, archers,
heraldic banners, towers, forests, men in armour, Tristram and
Merlin. There is very little of the high mimetic style (one
has already noted Muir's difficulty with tragic vision), though
the dignity of his sonnets and love poems might belong hereg
and almost nothing of the everyday situations of the low
mimetic. His subjectivism is not individualistic but empha-
sizesg the universal condition of an Everyman. The ironic node

is represented in Muir's poetry by the reverse side of nyth, a

2li[‘he foregoing account has been condensed from Anatomy of
Criticism, ppPo 33 = 6Ol
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false world of perverted images and frustrated epiphanies,
which will be referred to again later. There is no real
concern with craftsmanship as such, but an implicit rejection
of the idea of poem as autonomous’creation or exquisite arte-
facto

Archetypal critics claim that if one stands far enough
back from the surface of any literary wqu9 the basic mytho=-
poeic design becomes discernible, and that this design is some
form or phase of the quest myth22: what Eliade calls the
"difficult road" toward the centre of "absolute reality",
where consciousness expands to embrace a total vision of
existence, Frye maintains that as the poetic universe extends
outwards from this centre, one can distinguish four main -
stages of the quest which are represented in literature by
four fundamental modes of narrative : the comic mode,
characterised by integration, recognition and consummationg
the romantic mode which concerns the adventures and battles
of the hero; the tragic mode, characterised by suffering and
death; and the ironic mode, which reflects the extreme of

23

isolation and frustration. By standing back and taking a
comprehensive view of Muir's poetry, one has already traced
a fragmented and episodic pattern corresponding in outline to
this archetypal design of the journey in search of identity
and integration. Setting out from the Eden of childhood, he

falls into a labyrinth of imaginative and emotional paralysis,

22See Fables of Tdentity., pp. 16 - 18, and Anatomy of
Criticism, ppe 157.

25Frye, Anagtony of Criticism, pp. 162. These are analysed
in detail in ppo. 163 = 239,
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passes swiftly through a death and rebirth phase (treating
it as a conventional ritual in "The Private Place"), then
struggles on through the wilderness with growing hope and
understanding until he finally glimpses the centre in the
vision from Pisgahy in the archetypal house of "The Sufficient
Place", or in the regenerated world of "The Transfiguration”.
The fictional world in which these actions take place
seems to contain four symbolic regions and is roughly analogous
to the fourfold mythical cosmologies of Dante, Milton and
Blakee24 In some respects, Blake's system, with its circle
of destiny and its.ordinary world split between the contraries,
is closest to Muir's subjective universe, since 1t represents

four states of consciousness or degrees of imaginative wvision,

which have been interpreted by Frye in Fearful Symmetry : A

Study of William Bleke.2”? Ulro stands for the condition of

the isolated individual immersed in the world of sense
impressions and brooding upon his own abstractions. Genera-
tion is the ordinary twofold world of subject and object,
organism and environment., It is a fallen world, bounded by
time and space, and subject to the moral struggle between
the "contraries", Beulah is an unfallen state of love and
wonder resulting from the conjunction of the male and female

principles and leading to imaginative awakening. It is a

24Jung has said that "the Self normally expresses itself

in some kind of fourfold structure" (Man and His Symbols,

Po 185). In Dante, the four regions are the upturned circles
of Hell, the spiral mountain of Purgatory, the Earthly Paradise
at the summit, and the heavenly spheres. In Milton, the
traditicnal metaphorical regilons - Hell, Fallen World, Paradise
and Heaven - are more widely separated in space and time, Blake
calls them Ulro, Generation, Beulah and Eden.

25Princeton University Press, 1947,
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lower paxradise, a threefold vis%on of lover, beloved and
creabion, sometimes seen as father, mother and child. Eden,
for Blake, is the fiery cibtby of The spiritual sun, a vision
of the "four living creatures” who represent the unified
imagination, the creative energy of pure poebic geniuso26'

In Muir's world,one can trace the outlines of a similar struc-
ture, consisting of a lowest stabe termed the labyrinth, maze,
or Hell ("The Strange Return"), an ordinary fallen state
called Time, the "grove", or the "difficult land", an unfallen
state called Eden, Canaan, or "the Promise", which is usually
represented either by "fabher, mobther and child" or by the
sacred.marriage ("Orpheus' Dream"), while the highest sphere,
often called Eternity, is either remotely discerned as tge
"over-arching sky", or referred to as the ineffable experience
of "Being" or 'Sabbath'.

Such stages of imaginative percepbion can in furn be
related to conventional clusters of archebypal imagery. Frye
states that undisplaced nmyth is concerned with gods or demons
and with two combtrasting worlds of "total mebaphorical identi-
fication”27 that in religious symbolism are called heaven and
hell. They are represented by archebypes of apocalyptic or
demonic imagery respectively, the latter often being a parody

. 28
or perversion of the former.

They can be schematized in
accordance with the categories of the chain of being, as

illustrated in the table on page 154,

261pid., pp. 48, 49. See also Frye, "The Keys to the
Gates", Some British Romantics : A Collection of Essays, ed.
James V. Logan (Chio State University Press, 1966).

27This refers to the tendency for such images to be symbols
of multiplicity in unity, and to approach the source and essence
of either all good or all evil (Anatomy of Criticism, p. 139).

>

LSA famous instance of such a perversion in literabure is
Dante's Satan, whose three cannibalistic faces are a parody
of the Trinity and of the Mass,
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Polarised Archetypal Imagery

Order of Reality

Divine and Human

Animal

Vegetable

Mineral

Unformed Matter

Apocalyptic Imagery

Archetypes of commun-
ity, symposium, order,
love., Victorious hero,
Bride.

Pastoral animals, flock
of sheep, lamb, dove,
etc,

Garden, grove, tree of
life, vine, rose,
lotus, etc.

City, temple,; house,
precious stone. Geo-
metrical images,; such
as "starlit dome',

River, traditionally
fourfold.,

Demonic Imagery

Tyranny or anarchy.
Hero isolated or
betrayed. Harlot,
witch, "terrible
mother",

Beasts and birds
of preye.

Sinister forest,
heath, wilderncss,
tree of death,.

Ruins, deserts,
rocks, sbtone,
Sinister geometri-
cal images, such
as maze, wheel,
CrossSe

Sea, flood; snocw.

29

29This table has been adapted from Frye's account in
Fables of Identity (pp. 19 - 20), where he refers to such
images as exemplifying comic and tragic vision. It corres-
ponds, however, to his discussion of apocalyptic and demonic
imagery in Anatomy of Criticism (ppe. 141 - 150),
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At the centre of apocalypbic vision, these images become
symbols of pure unified being, which in Christian tradition
identify Christ as One Gody One Man, One Lamb, One Tree of
Life (or Vine of which we are the branches), and One Corner-
stone, which the builders rejected, Here, He is united with
his Bride in the New Jerusalemgao Between the mythic poles of
Heaven and Hell lies the world of ordinary life, represented
in literature by greater or lesser degrees of mimetic realism,
which are embodied in what Frye calls the "analogical imagery"
of innocence (parental figures, children or chaste youth,
pastoral animals, horses and hounds of romance,.fountains,
castles, towers or cottages), nature and reason (city, king,
mistress, proud animals such as lion and eagle, disciplined
rivers, banners), and experience (metrcpolis, farms, workers,

51

fewer animals, sea, etCo)e Contemporary literature is
concerned mainly with analogies of experience or with the
ironic mode that tends towards demonic vision, where the
organising ideas are those of frustration and isolation.

As one would expect with a mybhic poet writing in the
contemporary world, Muir's demonic scenes are far more frequent
than his apocalyptic ones, though it is the latter that linger

%2

radiantly in the memorye. He Turns naturally to the conven=-
tional apocalyptic imagery : the community of "tribes", the
prophetic beasts and millennial herds, the over-arching tree,
the sacred lintel and the river in "Moses"; a symposium of gods,

"toy multitudes", shepherds, flocks and marriage feasts in

5oSee Frye, Anatomy of Criticism, p. 141,

5l1vid., pp. 151 - 155.

52Herein lies his similarity to and difference from Traherne.



156

"The Labyrinth"; or Man, Woman,, birds, tree, house in "The
Sufficient Place”. The image of the precious stone as a

symbol of total vision or tobtal dream appears in

0 Merlin in your crystal cave

Deep in the diamond of the day,55

while the tree and the river re-appear in various forms

throughout his worko54

Demonic images btake the form of an
anarchic landscape with roads running "wrong", towns like
"proken stones”?55 the ruins in "Variations V", desert, rock
and wilderness, the killing beast in "The Combat", the
"petrayer in the maze", the sinister forest and proud beasts
in "The Grove", the crosses in his distressing scenes of
crucifixion, and the wheel of destiny in "The Wheel"” and
"Variations VIII". The demonic form of the feminine image
is reflected obliquely as witch (La Belle Dame) in "The
Enchanted Knight" and as adulteress (Helen) in "The Charm",
Snow and ice are Muir's favourite symbols for the "cold
abstraction" that represents the opposite of the mythic

imagination056

All these images clearly show a close rela-
tion to Frye's lists of archetypal imagery of the apocalyptic,
demonic and "innocent" variety. Some poems combine both kinds
of imagery or embody a transition from one kind to the other,
as in "The Good Town", "The Narrow Place", "The Window" or

"The Desolations'.

55CPA, Po 75.
S%%.¢. tree in "The Mybhical Journey", "The Narrow Flace!,
"The Strange Return"; river in "Variations VI", "The River",
"The Days", "The Wayside Station", etc,

55"The Three Mirrors", CP., p. 140,
56E.go, "The One has far to go/ Past the mirages and the

murdering snow" ("The Incarnate One" CP., p. 228), See also
"Scotland's Winter".
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"The Mythioal'Journey“57'is a particularly interesting
example of this kind of admixture of imagery, since its theme
appears to be the making 6f Muir's own sort of poetry. It
begins with demonic imagery related to the basic conflict in
Norse mythology Dbetween the frost giants and the summer sun,
and also to Muir's symbolic equation of "north" with cold
abstraction and "south" with harmony and form (a favourite
symbolic polarity in German Romantic literature). The Gothic
images of the witch's house, the roofless chapel and wheel of
fire are abandoned for a vision of the sun and the '"free summer
isles"; ©but the ship cannot pause here, for its destination is
the world of reality: "the towering walls of life and the
great kingdom", where the poet seeks for a pattern and a
meaning in a landscape reminiscent of HOlderlin's journefe
The pattern exists already and seeks him at the same tine as
he searches for ite. When he at last finds ity it dis a
"yision/ Of the conclusion without fulfilment". Like
HB8lderlin's Diotiﬁa, it is already dead, glittering in a
"ecrystal grave'. Yet it is the tree of life, something like
Yggdrasil, the Norse tree of the world, but also "the moun-
tainous tree of Adam/ Planted far down in Eden", on which the
dead are like "fallen stars", leaves on the "sad boughs" of a
dying symbole But, to the poet, it is a true vision, for the
gods are exchanging their eternal dialogue. From this dying
vision springs the poet's own "living dream", beneath whose
branches

He builds in faith and doubt his shaking house.

57¢p., pe 624
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*

As previously indicated; the major part of Muir's
poetry is concerned with the attempt to reconcile the actusl
and the ideal, the story and the fable, in such a way that
anarchic vision is transfigured, either by symbolic forms or

58

by faith and love, and this world can be accepted as a

place where

Strange blessings never in Paradise
Fall from these beclouded skies,

Such an intention corresponds to the social and culbural ends

of archetypal poetry in that it employs traditional images
comuon to all men in the attempt to comminicate a "harmonious
human form of things". But this harmonious form cannot be
established without reference to an over-riding unifying B’_deal9
which shines eternally in the prophetic dreams of mankind, and
which Frye calls myth. The movement towards mybth in literabure
is a movenment towards "an area of converging significancecco

the still centre of the order of words"” which imitates an order
of nature as a Wh016959 This is the goal of the quest, where
literature "imitates the total dream of man" and "the archetypal
symbols of the city, the garden, the quest, the marriage are no
longer the desirable forms that man constructs inside nature,
but are themselves Tthe forms of nature". The poem becomes a

microcosn of the whole poetic universe and all symbols are

3SExamples of such poems are: "The Unattained Place',
"Telemachos Remembers", "Oubtside Eden", "The Journey Back 7",
"The Difficult Land", "In Love for Long", "The Great House',
"The Transmutation", "One Foot in Eden", and "The Annunciation”
(CPos Ps 223) where inner and outward eye come into perfect
focuse

39Frye comments that, without a centre, conventional agnalo-
gies would be merely an endless series of associations without
any real structure (Anatomy of Criticism, p. 118),
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"united in a single infinite and’ eternal verbal symbol' which
is the total creative act of the Logoso40 The point at
which the poet's imitation of the cyclic world of nature
comes into alignment with his apprehension of the undisplaced
apocslyptic world is what Frye calls the "point of epiphany”.
Its conventional setbings are the mountain tops, islands9
towers, lighthouses, stairways and ladders familiar to us in
scripture (Sinai, Pisgah, Jacob's ladder, the Mount of the
Transfiguration, the island of Patmos) and in poetry (Dente's
Earthly Paradise, St. George's vision from the mountain of

contemplation in Book I of The Faerie Queene, Yeats's and

Eliot's winding stairs)eql Thus Wordsworth on the Simplon
Pass saw the changing forms of nature as the "workings of:one

mind", the "Characters of the Great Apocalypse/ The types and

4Olbide, Ppe 119 ~ 121, This is the unifying idea of
Muir's poem, "The Days". (See Appendix E.,) A similar concept
is suggested by Rilke's description of the function of the
poelt as revealing a perspective of reality like that of "an
angel, containing all time and space, who is blind and looking
into himself! (Quoted Frye, ibid., p. 122.) Rilke is closer
to the subjective Idealism of Blake than to the more medleval
attitude of Muir, who sees poem as imitation of God's world,
This is why Rilke's Eurydice returns to the underworld, where-
as Muir's is recovered.
4l;gggeg Pe 205 Eliot's winding stair in "Ash Wednesday
ITI" appears to contain traces of the first three stages of
vision: 1) hell ="™toothed gullet"; 2) the struggle of the
contraries - hope and despair; 3) Beulah - conjunction of
contraries, feminine image, awakened imagination. The fourth
stage is merely invoked.
Vaughan's paint of epiphany is also a hill:s
"And yet, as Angels in some brighter dreams
Call to the Soul, when man doth sleep:
S0 some strange thoughts transcend our wonbed theams
And into glory peep.
BEither digperse these mists, which blot and fill
My perspective (still) as they pass,
Or else remove me hence unto that hill italics mine}
Where I shall need no glass,"
(From: "They are all gone into the world of light", The
Metaphysical Poets, pe. 275).
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symbols of Eternity". Because he wrote in a mimetic style,
we hear the thwarting winds and blasts of waterfalls and
endure the sick sight of the raving stream, all of which
tends to crowd out the apprehension of the "still centre",
though it confronts us with a terror and majesty appropriate
to the themeo Muir, closer to Spenser than to Wordsworth
at the point where mubtability touches permanence, calls it
"the seventh great day and the clear eternal weather"942
His apocalypses, as one has already noted, take the conven-

43

tional form of the mythic-romantic mode, employing a
pastoral imagery that is pictorially clear, yet stylised and
remote from the world of normal experience. Things are not
described so much as named, for the reader is expected to be
equipped to supply the matching images and significances
from the imaginative store of his cultural inheritance., This
is much like the landscape of the ballads, which is full of
conventional imagery immediately recognised and responded to
by The audienceo44 Similarly, in his use of scriptural
figure and classical myth, his own treatment is intended to
be supplemented by traditional meanings, either to lend greater

resonance, t0 emphasize his own points of departure, or even to

gserve as a basis for his own commentary. In addition to Muir's

*2nThe Days" CP., p. 208.  Cf. Spenser: "grant me thab
Sabaoth's sight',

43Pisgah, Transfiguration, "mountain-isles", Eden set upon
@ hill,

44Willa Muir refers to this kind of stereotyped imagery in
the early ballads as part of traditional "oral stylization".
Hair is always yellow; combs are golden, armour bright and
water wan. Epithets, phrases and whole stanzas may become
part of an expected formula (Living with Ballads London:
Hogarth Press, 1965] , pe 183),
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genuinely apocalyptic epiphanies, there are analogous climac=—

tic moments that occur within the natural order and celebrate

a consumnation of love or a conjunction of imaginative with

actual experience. One finds instances of these in "The

Horses", "The Annunciation" (CP., p. 22%), "A Birthday",

"In Love for Long" and "Why Should Your Face So Please Me?'",
But there are also false, frustrated or ironic

epiphanies45 which express, or comment upon, contemporary

resistance to self=transcendence and mystical insight. Two

traditional demonic parodies -~ Antichrist and the Tower of

Babel = are employed by Muir in "Antichrist" and "The Tower',

The first poem has already been considered in the previous
chapter, where one found that it suggested a false selfhood
and a perverted vision of reality. Seen in terms of myth
criticismy it can now be recognised as the reversed image of
the goal of the quest, "The Tower" takes the form of an
episode from a fable in which an anonymous speaker tries to
account for the loss of reality, identity, and poetry that
has come about with the building of the tower whose shadow
divides the land. One recalls that the scriptural account

of Babel states that prior to this act of hubris "the whole

earth was of one language and one speech", an idea that Blake

took to refer to a universal grammar of symbolism, "The

Conquerer" describes an abortive revelation suggestive of the

46

4BFrye mentions such ironic epiphanies as appearing ab
the centre of demonic vision (Anatomy of Criticism, pe 239).

46013., DPPe 226 and 278,
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apocalyptic image of the second coming. It 1s an apparently
simple little poem full of ambiguous and enigmatic statement,
one of a number of poéms, collected after Muir's death, that
betray a sense of threatening chaos in the world of the H-
Bomb047 The poem itself could almost be a cryptic comment
on an emblematic picture of the Apocalypse of St. John.

A similar device, with the comment made more explicit,
is employed in "The Rider Victory", where an equestrian statu648
is the central image or emblem. The rider reins in his horse
midway upon a bridge between two realms. The passage is free;
his "waiting kingdom" lies before him; yet the charger, checked
in his course, rears up as though confronted by a solid wall ox
barriers So poised, man and beast remain fixed, statuegs with
"stony eyes" that poet and reader may perhaps regard as monu~
ments to the arrest of the quest for poetic formy symbols that
have been deprived of their traditional functiom, The word
"Victory" in the title is, of course, ironic. This poem may
perhaps offer some insight into the basis of the peculiarly
static character of Muir's own world of myth and romance,
which, instead of being inhabited by symbolic forms in fluentb
interaction, is so often a flat scene filled with emblematic
forms in fixed attitudes. It suggests that his traditional sym-
bols may have been reduced to this condition by our self-
induced blindness ("stony eyes") to the other world of dream.
On the other hand, fixed figures in a flat scene are character-

istic of primitive (or naive) art, or may express the

*75.5, "Impersonal Calamity", "The Last War", "After 1984",
"The Day Before the Last Day", etco

*Brnis image is a variation upon the horge and rider mobif
in "Variations II" (CP., p. 40).
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immobility that attends visionary contemplation. Such poems
exhibit the kind of contemplation and interpretation of a
single metaphor that a Herbert or a Vaughan, transported into
the twentieth century and cut off from an audience that once
understood emblem poems, might attempt.49
If the emblematic method was natural to an age that
still retained a "sense of the dual meaning of things" and a

50

corresponding taste for allegory, it may be true to say

that the more coherent one's view of reality, the more extended
or continuous one's metaphors are likely to be. When the
continuous metaphor is developed into a full scale narrative,
we have true literary allegory. When it is simply a focus

for contemplation and reflection, we have an emblem poems,
Although Frye has little to say on the subject of allegory,
there are other critics of this school who see it as a mode

of symbolism closely related to myth. Edwin Honig considers
that allegory lies close to the border between myth, religion
and the more sophisticated assumptions of philosophy, since; |
like other symbolic fictions, it arises from the "need to

give transcendent expression to these problems we call

social and metaphysical".5l In his view, epic, allegory,
satire and pastoral all appear to incorporate a symbolic

shape that typically includes such elements as the quest for
selfhood and social integration, a renewal through love and
deathy or some form of initiation followed by acceptance of

responsibility, all of which culminate in a realisation of

%9¢f. Henry Vaughan, "The Waterfall! The Metaphysical
Poets, p. 282,

50Rosemary Freeman, English Emblem Books (London: Chatto
and Windams, 1948,) p. 2.

21Dark Conceit : The Making of Allegory (Northwestern
University Press, 1959), p. 175,
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identity and of integration with:the universeeBQ Honig

observes that in the territory of this myth there is

a common meebting ground for Plato's Ideas,
Aristotle’s Causes, Kant's Categories, Freud's
Id-Ego=-Superego, and Jung's Archetypes. [Symbol-~
ic fictions] accept the invitation of myths to
rediscover old ways of feeling and belief, tThe
ever-new sense of the body of the world discover-
able in a single individual body, in a single 5%
human experience,

This is very much what Muir means by the "fable" that illuminabes
the story of each individual human life and gives man his "place®
in the universe. In Honig's view, true literary allegory
reveals a fundamental way of thinking about man and the universe,
and "converts problematic issues into the metaphors of its own
design“ﬁ4 Narrative and meaning are not naive or artificial
equivalents, but figure each other as parts of the same trans-
cendent unifying ideal. The notorious "disjunction" bebtween
image and abstract idea that repels so many modern defractors
of allegory is frequently a projection of’our own loss of the
andlogical cosmos of myth and Christian typology rather than
an inherent defect in allegory itself. |

Wherein lies the distinctive quality of allegory in
relation to other forms of symbolic fiction? Honig finds it
in a "twice~told tale written in rhetorical, or figurative,
language and expressing a vital belief".55 The twice~told tale

recreates a "venerable or proverbial antecedent”56 as a basic

52This is the '"quest myth" again, that one has found to
correspond to the basic pattern of Mulir's poetry.

55Hcmig;tz 00, ¢it., p. 174,
HTpid., p. 182 52Ibid., pe 12

56One is reminded of Eliade's "repetition of an archetype®,
and of Muirfs poem : "Twice Done, Once Done',
"Even a story to be true
Must repeat itself." '
(CPs, P 134),
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pattern which can be given a ney emphasis or significance,
The figurative language makes possible the simultaneous
presentation of old and new meanings, and the belief is the
whole idea which supports the parabolic method and provides
the reason for the re-telling. Narrative, figurative method,
and belief all work together in what Honig calls a "metaphor
of purpose’, by which ‘he means some ideal, similar to the
medieval anagoge, which is the central concept and unifying
theme of the work.”’

Honig's definition is helpful when one comes to con-
sider the special quality of Muir's treatment of classical
myth (Oedipus, Orpheus, Odysseus, Prometheus) and scriptural
typology (Adam, Abraham, Moses, Israel in the wilderness?
Eden, Canaan, the Incarnation), Not merely projections of
subjective experience, all such poenms are repetitions of c¢ld
tales embodying metaphysical assumptions and a particular
imaginative vision of a world that is an image of an ideal

reality. Although Muir does not create a sustained work of

57Rosemond Tuve, whose field is medieval allegory, bears
out a number of Honig's opinions. ©She considers that alle-
gory strictly defined is concerned with "matters of ultimate
or metaphysical import" (p. 31), that it employs "the great
expected ancient images" (p. 493, is intended to strengthen
the reader in "right belief" (p. 41), and portrays 'men
faced with the death of the soul or learning what its free-
dom depends upon'" (p. 51). The "great public images (quest,
pilgrimage, marriage, death, purgation, for example)" which
allegory employs are not equivalents for abstract concepts
but are the closest we can come to a body of meaning
experienced by all, but too difficult to state in full (p.22).
Such figures cease to operate symbolically "if man's life
does not symbolically speak also of an order of reality not
seen" (p. 172). These pages all refer to Allegorical Imagery
(Princeton: Princeton University Press, 1956), Once again, we
notice the "ancient images", the concern with ultimate things,
the quest myth, and the Platonic structure of a world where
things seen reflect an order of things not seen, that distin-
guish Muir's poetic viewe.
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symbolic fiction, his fables and parables seem to constitute
the fragments of an allegory that corresponds in all essen-
tial respects to the traditional mythic pattern of the quest
for "salvation". This may be one reason why it is so diffi-
cult to select a single poem that is fully representative of
Muir's work. Though one feels his presence in all his poems,
one needs to be familiar with them all to enter his world com—
pletely. Honig maintains that, while Christian analogy gave
allegory its most eleaborate formulation, the allegories of all
periods dramatize similar problems concerning the nature of
man, and employ myths and archetﬁpes to portray universal

58

human strivings. Like Frye, he notes that archetypal
situatiors seem to involve "the dynamic interplay of twa

broad antagonistic principles... which engender the dicho-
tomies of art”.59 These may be interpreted as the patri-
archal principle, expressing such concepts as law, Justice,
reason and the conquest of nature, and the matriarchal
principle, expressing love, mercy, repentance, fecundity

and freedom. Such a dichotomy corresponds to the traditional
distinction between classical and romantic tendencies in
literature and probably to Muir's distinction between prophetic
and mimetic poetry as well. Light and darkness symbolisnm,
based on the most fundamental of all natural polarities, is
part of the same archetypal interplay of opposing forces

which Frye regards as a basic rhythm in mythic writing and
which is so prominent in Muir's work, both in the form of

polarised imagery and of antithetical ideational entities.

58Honig, op. ¢ib., p. 57
591vid., p. 35.
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Honig also suggests that the dream-~like quality
usually found in allegorical narrative, even when not intro-
duced by the dream convention, serves a deliberate intention,
since the freedom from pressures of strict chronology and
verisimilitude, typical of dreams, is a way of making a
fiction illustrate somethiﬁg of transcendent import "in an
irrational but self-contained manner that calls for interpre-

tation", Jjust as dreams do.GO

Further, the unfolding of
basic oppositions is much more distinct in dreams, which
arise directly from underlying conflict, than in rationalised
conscious experience (c¢cf. "The Combat”). The allegorical
hero, like a dreamer, enters the dream world with the whole
burden of his personal problems of conscience (c¢f. "QOedipus")
and staends on the threshold between two orders of existence,
sensing that some significant action impends. (Dante's dark
wood and Bunyan's dream are such threshold-symbols.) In
doing so, he becomes "an exponent of cultural experience”6l
who undergoes certain ordeals and comes to understand some
typical or universal problem. In modern allegory, bthere is

a more realistic portrayal of the hero's surroundings, and
the traditional patterns of imagery and action are correspond-
ingly more obscured., Honig regards the increasing ambiguity
of allegory as a consequence of "the destruction of the rigid

base of cultural authority upon which allegory traditionally

depended and... the relatively greater stress put upon the

©01p14., p. 62.

©l1pid., p. 85.
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autonomy of the artist since the Reformation'. 62

Muir,
unlike many of his contemporaries, was by teﬁperament gnd
experience deeply antipathetic to an ethos in which cultural
authority is deposed and the work of art is regarded as an
autonomous ‘artefacts He is his own allegorical protagonist
not only embarking upon the perennial quest for self-realisation
and a unified vision of the cosmos, but also contending with
a fractured culture that no longer subscribes to the traditional
doctrines underlying such symbolisations of experience.  Thus,
although his poems faithfully reflect the conventionallimage
and actions of the quest, they are merely fragments turned

over and over aand brooded upon with a painful awareness that
the pattern can no longer be completed and the symbolic actions
must be arrested in the empty air. It is the true mythical
moments of expanded consciousness, the epiphanies that all true
allegory tends towards, that transform his fragments into the
significant elements of an individual vision that is never

private but part of man's most ancient and potent imaginative
experience,

Honig's study includes much more of interest in rela-

tion to modern allegory that one could usefully apply to Muir,

but there is no time to consider it here if one is to include

~
°2Kalxa is cited as one of the noderﬁ allegorists in whose

work the gquest oevomes a series of "involuted responses" to
experience leading to "an unanswerable mystery, as thoucgh the
appronr'ate key nad been lost" (ivid., p. 87). Muir's sonnet
to Kafxa emp chasizes the paradox of the quest for meaning, or
for salvation, in a half-world that does not accept the great
polarities of "Judgment".

"But you, dear Franz, sad champion of the drab

And half, would watch the tell-tale shames drift in

(As if they were troves of treasure) not aloof,

But with a famishing passion quick to grab

Meaning, and read on all the leaves of sin

Eternity's secret script, the saving proof.”

(Q_ZE_‘_" P' 255)
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some account of the views on allegory of another American
' 5
critic, Angus Flebcher, He acknowledges a debt to Honig,>”

though his own study, Allegory : The Theory of a Symbolic Ioce,

is more concerned with the psychological functions of allegory
(which he relates to the psycho-analytic theory of obsessive -
compulsive rituals) than with its social and cultural purposes,
His interpretation need not detain one, though it may well have
some relevance to Muir's deeper motivations. One's interest in
Fletcher's analysis is primarily directed towards his accoun?d
of the rhetorical elements that characterise the allegorical
gquality in any symbolic fiction, since it provides one with a
useful instrument for isolating some of the most distinctive
aspects of Muir's poetic method. He distinguishes the chief
characteristics of the allegorical mode under five main cate-
gories: agency, imagery, action, causation and thematic
intention, though it 1s not necessary for any particular work
to satisfy all five criteria. It is proposed to give a
necessarily brief summary of each of these criteria in turn,
followed by a comment in which each is related to similar

features in Muir's poebry or prose.

I. AGENCY. The allegorical agent is typically a personiii-
cation of a concept or a real person treated as a walking idea
(pe 31)s While he may be more complex and plauéible than this,
he is not so much a naturalistic person as "a generator of
other secondary personalities" (p. 35). Such a character

"projects" a number of obther protagonists who react against

65Allegory : The Theory of a Symbolic Mode (Cornell
University Press, 1904), p. 12.
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or with him in such a way as to reveal the different facets of
his own natureo%‘Although his severely limited way of acting
is bound up with his iconographic meaning, Fletcher maintains
that this fated, obsessed behaviour is not merely the result
of rigid thematic control, as many critics suppose, but is

due to the presence of powerful underlying anxiety and ambiva-—
lence which can only be discharged by ritualised symbolic
action., He uses the term "daemonic" to describe the
protagonists of éllegory since this suggests the quality of
being divided as well as obsessed (p. 59). Naturally, this
is not the same as Frye's use of "demonic',

Whether these characteristics are due to the psychic
factors Fletcher suggests, or whether they are merely l%nked
with the dream-~like paradigmatic actions of Eliade's archaic
or mythic mind, there is no doubt that much of Muir's poetry
is marked by anxiety and ambivalence, and that a nuwber of
poems are bullt on the fixed, somnambulistic actions of
characters who are separate aspects of the divided self, One
has noticed this in the ritual fight of "The Private Place",
the seesaw interaction of Indifference and Pity in "Variations
IZ", and the tranced movement of "Tristram's Journey". Even
in the "Ballad of Hector in Hades", Hector and Achilles seenm
two aspects of one self taking part in a weighted dream-like
drama of flight, which is full of predestined cosmic signifi-
canceo,

I run, If I turned back again
The earth must turn with ne,

The mountains planted on the plain,
The sky clamped to the sea.

The menacing effect of "planted" and "clamped" is matched by
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the narrowing of the field of vision:

I only see that little space
To the left and to the right,

and the preternatural clarity of visual effects so often

found in allegorical paintings:

The little flowers, the tiny mounds i
The grasses frail and fine.

In "Oedipus", the action is similarly circumscribed, part of

it even taking place

. at that predestined point
‘Where three paths like three fates crossed one another,
Tracing the evil figure,

and the whole is explicitly acknowledged as the ritualistic
"acting out cof a fable”.65 "Effigies I" actually describes
the brittle but rigid control of thought and action, prompted
by anxiety and ambivalence, that gives rise to the peculiarly

inflexible agency Fletcher refers to.

His glances were directive, seemed t0 move

Pawns on a secret chess-board. You could fancy

You saw the pieces in their wooden dance

Leap in geometrical obedience

From square to square, or stop like broken clockwork
When silence spoke its checkmate, Past that arena
Stretched out a winding moonlight labyrinth,

A shining limbo filled with ¥anishing faces,
Propitious or dangerous, to be scanned 66

In a passion of repulsion or desire.

Here, Muir is sufficiently free from this state of mind %o

describe it objectively. It is also, of course, an account

©%1Ballad of Hector in Hades", CP., po 2he

©Sugedipus”, CP., p. 189.
S6uErrigies I, CP., p. 233.
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of what Frye calls "demonic" vision, the kind of perception
that belongs to Blake's Ulro, where imagery tends towards
sinister geometrical shapes. Fletcher considers that alle-
gorical action is typically "geometrical' or diagrammatic in

67

effect,

II. IMAGERY, The type of allegorical imagery is an
"isolated emblem" (p. 88) placed on the picture plane without
any clear location in depth. Perspective is often violabted
with regard to the relative size of images, producing a
”ﬁapestried effect”, Because the relations between the
images are not naturalistic, but belong to the logic of the
underlying theme, the imagery tends to become surrealistice
It does not create a mimetic world. Most impoxtant of éil,
images are microcosmic or "kosmoidal' because they signify
a universal order and are symbols that imply a rank in a
cosmic or social hierarchy, for example, in Menenius Agrippa's

fable of the body politic in Coriolanus (p. 108).

This idea of "kosmoidal" imagery is consistent with
Honig's view of allegory as revealing a fundamental way of
thinking about man and nature as parts of a transcendent
unifying ideal. It also agrees with Frye's view of the
cultural function of archetypal poetry in presenting a har-
monious human form of things that is able to xreconcile the
actual  and the ideal. One naturally recalls Muir's sonnet,
"The Emblem", which explicitly announces that his "scanb-

acre kingdom" of antique symbols gives onto "space and order

67Allegory, p. 179. In the previous chapter, it was
possible to make a diagram of Muir's poetic world. Again,
this may be due to the conventional patterns of archetypal
poetry.
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magistral™ where all things are.

In their due place and honour, row on TOW.gg
For this I read the emblem on the shield.

Perhaps the most extreme examples of Muir's use of
the isolatéd surrealistic imagery Fletcher describes are to
be found in "The Road" and "The Toy Horse”.69 In the former
poem, the imagery conéists of a circular road forming the
boundary of the "country of Again" (clearly a concretised idea)
together with a motley assortment of objects including archers
on every side, time's deer, a busy clock that never tells the
hour, hunter and quarry, a disproportionately enormous lion
who occupies the centre of the picture, bones, a runner, a
tree, a ship, and a man lying on his own tomb -~ all of ?hese
caught at different stages of action and representing a pro-
found disturbance of normal time relations. The whole
presents the cosmic idea of the eternal recurrence and
expresses the poet's final negation of it. It is not,
however, a coldly intellectual bodying forth of abstract
concepts, but an artistically successful symbolic projection
of a problem in which the poet's emotions are deeply and
ambiguously engaged. Diction and rhythm graduvally overcome
the distracting variety of the images and bring the poem to
a powerful and ironical climax,. In "The Toy Horse", the
"Bible beast" is a kind of icon, possibly a concrete symbol
of the idea of "figura'. He is described as a wooden idol

with hoofs soundlessly moving in a kind of clockwork action.

88¢p, . 1. 231,
©9¢p., pp. 61 and 202.
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He appears between rock and plain, moving from East to West,
with his "little Kingdom" at his feet, and Eden and Canaan
beside him. He steps over the pages of a great book, yet
his way is "stationary". There is something riddling and
enigmatic agout this poem, but it presents a picture in which
the beginning and the end of time somehow coincidee. Muir's
favourite symbol of the horse as representing a perennial
life force is here linked with the image of the world as
God's b00k070 The turning leaves of the book suggest the
passage of history, and the poem itself seems to make a
statement in which the Hebraic idea of time is reconciled
with the co-existence of past, present and future in etermitye.
Intended for contemplation as a poem of mystical meaning, its
connecting links ere highly concentrated conceptual ones for
which the dreaming mind finds no purely linguistic equivalents.
Nevertheless, the bizarre effect of the images remains dominant
It is noticeable that Muir is often tentative and
apologetic about his emblems, suggesting that they are part
of his collection of "toys" - small period pieces, at the
same time as insisting upon their enduring~validity.7l One
thinks of Vaughan's and Herbert's unselfconscious use of the

emblematic method in a time when the taste for allegory was -

70This symbol was originally a logos formula of the cosmcs
visualised as a rationally comprehensible document, In the
Seventeenth century 1t became involved with Hebraic motifs and
the Book of Nature was thought of as God's book and linked wit
the Bible (Fisch, Jerusalem and Albion, p. 217).

71The word "toy" may alsoc be associated with the mythopoei
play of childhood as an analogue of poetry and with the
Heracleitan idea of the primordial unity as a playful child
drawing the world of becoming out of the strife of the
opposites - a notion very close to Cassirer's conception that

there is no reality for man until he has created it in symbol:
forme
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still fashionable. ZRosemary Fréeman has pointed out that
Vaughan's emblematic technique is most apparent in the way
he handled abstract ideas as if they were tangible and
visible objects. For instance, "Fancy and Woe" hang round
his Worldliﬁgs in "The World" apparently as concretely as

72

the lute, as if they were pictorial signs of folly. Muir
achieves a gimilar effect in "An Island Tale",; where an

emotion becomes a visible object.

She had endured so long a grief

That from her breast we saw it grow,
Branch, leaf and flower with such a grace
We wondered at the summer place

Which set that harvest there. But oh 73
The softly, softly yellowing leaf.

In the mind's eye such an image assumes the form of a painting
by Max Ernst or Salvador Dall. In addition to such examples
of surrealistic éffects, there is a great deal of traditional
allegorical imagery in Muir's poetry, in the form of emblem-
atic motifs of castles, towers, animsls, wheat sheaves, the

wheel of fortune, armed men, and so on.

IIT. ACTION. Allegorical action is symbolic, bearing
some resemblance to religious ritual or to the compulsive
rituals of neufotic behaviour that permit formalised expressioc
to forbidden impulses which are rigidly inhibited at other
times. Allegories tend to resolve themselves into either of
two fundamental patterns, which may be called battle and
progress (p. 151):

72English Emblem Books, p. 151.

?2vpn Island Tale", CP., p. 266.
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a) Progress is to be understood.primarily in the sense of the
questing journey, but it may take the form of the introspective
Jjourney, a procession, a pageant of the Seven Deadly Sins, a
Dance of Death, a medieval "complaint" which lists the ways in
which the world is falling to pieces, or a cosmogony - a cabta-
logue of the stages of Creation (pp. 154, 155).

b) Battle is exemplified by the psychomachia or "fight for
mansoul"”., The effect is one of symmetry and balance, of a

tatic conflict caught at a given moment of time (p. 159)., It

n

may also appear in the subtler form of a debate or dialogue,
where the symmetrical effect is retained. This observation
is borne out by Rosemary Freeman's comment that battles in

The Faerie Queene are always heraldic and "curiously static

despite apparent fury'. A duel takes place in a series of
positions, not in consecutive action, and the imagery suggests
two supporters for a shield, such as the Lion and the Unicorn@7
It is noticeable that where Fletcher emphasizes these.
two patterns of battle and progress in allegorical action,
Frye sees a structure of cycle and dialogue in mythic organisz-
tion. It may be that the difference is mainly one of
emphasis and terminology, possibly arising out of Fletcher's
greater concern with the inward drama of conflict and resolu-
tion; Muir's patterns (which were traced in the previous
chapter) seem to combine the two, for they reveal a structure
of battle related to cyclic recurrence and of progress

related to dialogue. As this was examined in some detail, it%

74‘Freema.n5 English Emblem Books, p. 108. She also says:
"Heraldry is a characteristic expression of this emblematic
habit of thinking."
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must suffice here simply to list certain other examples of

the two forms that appear in his work. "Ballad of the Flood",
"The Mythical Journey", "Tristram’'s Journey", "H8lderlin's
Journey", "The Voyage", "The Journey Back" I and II are all
examples of the quest. "The River", "The Good Town" and even
"Scotland 1941" are based on the Journey in reverse and can
be seen as instances of the reduction from cosmos to chaos:
the falling to pieces of the world. ("Complaint of the Dying
Peasantry" laments the stripping away of the Scottish imagina-
tion that once produced the ballads.) "The Grove", for all
its individuval treatment, is based on an allegorical pageant
of exotic vice ("Sweet silletunicked eunuchs") uncharacteristic

of Muir, with a train of kosmoidal images:

Crowns, sceptres, spears and stars and moons of blood975
And sylvan wars in bronze within the shield.

"The Days" is pure cosmogony. (See Appendix E.) "The Combat™
is unmistakeably a battle with the symmetrical form Fletcher
indicates, although one of the contestants seems to have
undergone an ironic metamorphosis. While the killing beast,
though strangely composite, is crested and arrayed in royal
huesy, retaining much of the mythical splendour of heraldic
monsters, his enemy is a shabby creature, brown and battered,
helplessly displaying two small paws. It is a horrifying
vision of polarised motivation, a sado-masochistic struggle
that offers no resolution. The inequality of the conflict
seems modern, but the symbolism is none the less allegorical

for having lost its medieval confidence, and the balance of

75umhe Grove®, CP.,p. 108.
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power is as taut as ever, One has already examined the
ritual nature of the fight in "The Private Place, and the
painful sense of frustration in the endlessly repeated struggle
of "Then"; one can now see that poems which are written in the
form of a dialogue ("The Original Place", "The Way") or which
include passages of inward debate (as in "The Labyrinth" and
"Oedipus") reflect a similarly balanced strucbure of deadlocks
In "Oedipus", one finds a tense combination of battley in the
form of inward debate, and ritual progresse.

A further point of interest in this part of Fletcher's
discussion is his contention that these two forms of allegori-
cal action have syntactic parallels. Progress is frequently
expressed by parataxis, a series of predications with little
or no qualification by subordinate clauses, and the symmetry
of balanced elements in "battle" is often reflected by ana-
phora, the repetition of the same word or phrase in
successive clauses (pp. 162 - 168)s Whether or not one
accepts Fletcher's association of these syntactic forms

with allegory as such,76 the reader familiar with Mulr's

76There is a similar syntax in Blake's songs, €+8., "A
Poison Tree". Erich Auverbach, noting that Augustine intro-
duced an urgent tone and the use of parabtaxis into the
classical style, connects it with the drematisation of an
inner event., He says of Augustine that "no one ever more
passionately pursued and investigated tThe phenomenon of
conflicting and united inner forces, the alternation of
antithesis and synthesis in their relations and effects”
(Mimesis, pPe 62). Parataxis is characteristic of the
Biblical style and of much ancient poetry. Anaphora, as
a pabtern of repetition, may be part of the oral tradition
that gave rise to the iterabive technicue which Mrs. Muir
refers to in her account of the ballads, and which charac~
terised the style of epics, sagas and 0Old English poetrye.
Muir would certainly have been aware of it in this form,
and perhaps have been led to use it for his own reasonse
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verse will be able to multiply 'instances of both these
syntactical structures, often in the same poem. In "The
Town Betrayed", for instance, the first stanza combines

parataxis and anaphora:

Our homes are eaben out by time,

Our lawns strewn with our listless sons,

Our harlot daughters lean and watch

The ships crammed down with shells and guns.

The anaphora is more obvious in the fourth stanza, where it
is indeed employed to reflect a stylised batbtle action.

Far inland now the glittering swords

In order rise, in order falil,

In order on the dubious field
The dubious trumpets call,

Parataxis dominates the seventh, where it mabtches the retreszt
from cosmos to chaos.

Our cattle wander at their will,

Today a horse pranced proudly by.

The dogs run wild., Vulbtures and kites 7
Wait in the towers for us to die,

Paratactic order is noticeable in "Variabions IV" and anaphora
in the use of "if" in the second paragraph of "The Unattained
Place", and in many other examples too numerous to mention
here. One of the most noticeable things about Muir's use of
language is his predilection for repetition and for wverbal
antithesis. Many instances of the former spring to mind at
once, such as "till and ti11", "turn and turn", “sleeps and
sleeps”, "rejection bred by rejection breeding rejection",
"the dagger strike, strike and strike”, "falling, falling",

“furning, turning", "burning, burning”, all of which are taken

77”The Town Betrayed," CP., Ds 76,
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from different poems. Sometimed the repetitions are more
widely spaced, even appearing in separate poems, but readily
noted by the observant reé,dero The verbal antitheses seem

to be central to his poetic method, which in no way conforms
0 the modern taste for ambiguity and multiplicity of meaning
achieved through clusters of images. They may well be a reflec-
tion of the archetypal pattern of battle or dialogue arising
out of the mythic sense of polarities referred to by both Frye
and Honig, but one does feel with Muir that his inner division
is usually too extreme, too tense, to be collapsed ironically
into a single image. He swings from the apocalyptic to the
demonic image, or extends his polar opposites to their ubtmost
limit in the effort to create a mystic exchange out of a con-
dition of stasis.78 When he achieves the mystical union of
the Ycontradictories', his allegory emerges into vision and
myth, In more intellectual moods, he resorts to a verbal
balancing act which reveals the same sbtabic symmetry as the
forms of battle. Examples of this can be found almost anywhere

in the Collected Poems: "united and disunited”, "unfriendly

friendly universe", "fellow-foe", "where strength is weakness",
"safe and outcast", "content and discontent"”, "hate and love”,
"to do and undo”, "pursuer and pursued”, "systole and diastole",

"impabtient patience", etc., Sometimes the balancing act turns

78Perhaps this is part of the significance of the rather
cryptic lines: .
"And so I build me Heaven and Hell
To buy my bartered Paradise,”
("The Fall", CP., Des 70)e
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into a Juggling of words whose'dazzling pattern becomes a

79

song. In "The Law", the anbitheses perform a ceremonial
dance, gravely turning to show themselves as the two sides

of the same coin.

Where grace is beyond desert
Thanks must be thanklessness;
Where duty is past performance
Disservice is only services
Where truth is unsearchable
All seeking is strayinge.

The poem concludes with an accepbance of mystery and paradox.

If I could hold complete

The reverse side of the pattern,

The wrong side of Heaven,

Oh then I should know in not knowing 80
My truth in my error,

A}

But Muir's paradoxes are never merely displays of sophistica-
tion or virtuosity; they are in deadly earnest. By the same
token, his metaphors, like those in Plato's myths, are too

extended to be the kind of poetic mebaphor whose "liveliness"

Aristotle commended.

IV. CAUSATION. Since Fletcher does not regard allegory
as coldly conceptual, he sees it as "emotive utterance with an
internal structure of great force", the causal connections of
which are magical rather than logical (p. 180). Plots are

governed by "chance" and are ritualised or symmetrical.Bl

798,g. "Phis that I give and take" (CP,, p. 254) and "Sun-
set ends the day" (CP., p. 201), See also "The Heart Could
Never Speak". (Appendix F.)

80nppe Taw", CP., p. 106.

81Such characteristics can, of course, be seen merely as
the natural reflection of a stylised, non-mimetic mode of
symbolism., Fletcher's interpretation is governed through-
out by his theory of ritual.
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There are echoes of sympathetié magic in the exact parallels

of double plots, and of contagious magic in the power of names,
gbjécts, clothing, ornaments, etc., which serve as "talismans”,
The fear of contagion, or sin, is relieved by pilgrimage to
places freé of contagion, which Fletcher regards as correspond-
ing to Eliade's "symbols of the centre”. Their opposite is
Hell, or some demonic~place such as Spensger's Cave of Despair
or Prometheus' Rock, where the hero is reduced to acute

anxiety or alienation.

One is familiar with;this kind of organising structure
in Muir’s—journeys9 apocalypses and labyrinthine states of
'anxiety and ambivalence, but has not yet considered his
"magical" sense of the poetic power of spells, runes, and the

"nameg" that conjure up symbolic formsog2

The "ecrystal
spheres on Helen's brow" in "The Charm" have the sinister
power of imposing a kind of hypnotised vision upon the
beholder, while Odysseus' brooch in ®Penelope in Doubt" is =& -
talisman or identifying object that could very well be Muir's

own personal em’olemo85

Prometheus' Rock, which Fletcher
mentions as the opposite of a symbol of the centre (in Frye's
terms, an "ironic epiphany”) represents for Muir, as for

- Kafka in his Parables, a resolution of conflict through the
final death of the spirit and the exﬁinétion of creative fire.
His poem, "The Grave of Prometheus" (CP., p. 216); expresses

the strange, empty peace of ultimate defeat, a resolution not

7 82mye word "name" often suggests the essence of anything

in Muir's terminology, e.g. "things and their names" ("The
Days"). See also "simple spells” in "The Island”.

85mhis brooch consists of the hound and doe mobif (the
battling contraries) set in a golden circle. When the central
motif is "lost", only the circle remains as a symbol of ebernit]
and mystical vision ("Penelope in Doubt", CPe, Do 277)e
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by transcendence but by slipping down into deathe

The Marionette, which is a novel quite as allegorical as any

of Kafka's, since large-scale symbolic meanings can be read
into the narrative, is basically a version of the quest which
lays great stress upon imitation and ritual. The two pro-
tagonistsy father and son, can be seen as the gplit-—off
aspects of one selfhood which have to be re-~integrated, The
idiot-boy, Hans, develops towards adulthood and a more normal
sense of reality largely through his imitation of the Faust-
Gretchen relationship he sees performed at the puppet-theatre
in Salzburg. This performancé, and Hans'simitabion, in
which he wears a Faust costume and involuntarily repeats the
words of love and contrition he does not yet understand, are
described in great detail. TFletcher would regard this as a
kind of sympathetic magic; in Eliade's terminology, which is
probably much closer to Muir's intentions, it is the

"repetition of an archetype",

Ve THEMATIC INTENTION. Fletcher states that allegorical

themes are dualistic, reflecting the opposition of absolutes
such as Good and Evil, Faith and Doubt, and so on, and are
expressed by a dualistic ordering of agents and imagery (p. 222).
He concedes that this may be due to philosophic dualism, such.
as the light/darkness polarity of gnosticismj; +though he him-
self, in accordance with his psychological emphasisy considers
that allegorical literature always expresses an acute mental
conflict between "diametrically opposed feelings" (p. 224).

There is no doubt at all that Muir'!s work does reveal
underlying anxiety and emotional ambivalence and does reflect
a light/darkness duality refracted through seemingly endless

planes of thought a2nd sxperience; bub one may prefer to follow
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Frye and Honig in accepting the latter as typical of archetypal
structures, a characteristic of mythic writing that arises from
a. particular way of seeing the condition of man in relation to
his universe, rather than interpret it in terms of individual
psychic economye. This need not preclude one's being indebted
t0 Fletcher for an account of certain qualities, which might
be termed allegorical (or perhaps, more properly, mythic),
that particularly distinguish Muir's style, as well as for his
demonstration that the parabolic mode of symbolism is notb
simply a calculabed matching of images to conceptual thought,
but can be one in which the fixed relations between theme and
image are themselves thrown up to the surface from a hidden
vortex of powerful emotion. The literary qualities he des-
cribes are remarkably consistent with the tendencies of
Eliade's "archaic mind", which have already been related to
Muir's concept of the traditional "man of myth and religion',
so thaty looked at in this light, the limited, "obsessive"
actions of Fletcher's allegorical agents are the paradigmatic
gestures of the archetypal man who becomes more "real' in so
far as he repeats mythical actions (as Muir does those of
Oedipus, Odysseus or Orpheus) and ceases to be an individual
in the modern sense (hence Muir's Adam and Everyman). The
isolated kosmoidal images are objects which become more “"real"
through being seen as signs of a transcendent cosmic orders
The symbolic rituals bring about the return of the mythical
time of the "beginning", or the approach to the absolute
reality of the "centre'", in which both sin and temporal duration
are abolished, and all things are made new again.

Do our unconscious minds still repeat this infinitely

serious ritual play of the childhood of mankind, a mybthopoeic
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form of symbolisation that must never be outgrown since 1t
brings cosmos out of chaos, being out of becoming, and
eternity out of time? There is little doubt that Muir
thought so. He had heard the '"archaic dialogue" upon the

sixth or seventh\day984

and he believed that our unconscious
life goes back into the fabulous past of "organic heraldry"eg5
For him, the ancient tradition of oral poebtry, still discern-
ible in heroic epic, Norse saga and the Scottish ballad, was
especially significant, for it speaks directly out of what
Willa Muir calls the archaic "underworld of feeling" from

which fables and legends ariseeS6

Muir's own dreams and
visions tapped this underworld, communicabing an oracular
meaning or speaking with an intuitive "voice/ That calmly said,
'Rejoice'"o87 He had somehow to reconcile this calm voice
with all the clamour of waking life, grasp Eliobt's '"moment in
and out of time", before he could see "Time" as preserver as

well as destroyer, the mother of those traditional virtues -

love, forgiveness, fidelity, courage, patience and pity = that

84“Day and Night", CP., p. 23%9. 85An Autoviography, pPe 47,

861n Living with Ballads, Mrs. Muir finds similarities
between the Scottish ballads and ancient epics that she attri-
butes to the "archaic world of feeling" (p. 54). She lists
these elements as: the power and importance of mothers (p. 55),
echoes of an ancient world when men and animals lived in
communion (p. 57), the prevalence of journeying and fighting
themes (ppe 51, 62), and the iterative technique natural to an
oral tradition (p. 55). She also refers to "the ambivalence
of the imaginative world where the beggar is as the king"(p. 100).
One must assume that her husband shared her interest in and
knowledge of gsuch matters, particularly as in his first Cherles
Eliot Norton Lecture -~ "The Natural Estate” =~ he speaks of the
simplified "ancestral vision" of the peasantry who produced and
kegt alive ‘the treditional ballads (The Estabe of Poetry, Dppe. 17,
14),

87QE&5 Pe 279, There is an echo here of Yeats.
"Out of cavern comes a voice,
And all it knows is that one word fRejoiceli'™
("The Gyres").
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88

redeen man's life on earth. '‘When this happened, the tense

opposition between the idesl and the actual resolved itself

89

into a fruitful embrace; apocalypbic and demonic absolutes
receded and gave place to a new twofold reality that reflects
a truly human condition. In "One Foot in Eden", the poet
gt11l stands upon the threshold between dream and waking, bub
his gaze is turned outward upon the world of everday existence
where the antitheses of good and evil are no longer stretched
t0o their limits but are seen as the wheat and tares that must
grow together until harvest. The emblematic symbol - the
"armorial weed in stillness bound/ About the stalk"?0 -
éeccnciles the opposites; for now the weed winds around bthe
corn stem instead of standing upright as the negative pale
from which the spark of vision must leap across., The archaic
world of fear and desire, constantly purged by ritual action,
recedes into the background, where it lingers simply as a
sense of traditional values binding together the whole of
human life., "Outside Eden" expresses the same kind of
acceptance in the attitude of a small remnsnt who are still
faithful to ancient traditions though they know they are
forever fallen from the paradise of the archebtypes. Rooted
in this world, they gaze away from it, and, in doing so,
learn to love it more truly. Demonic vision is abolished;
that is, the croocked landscape can finally be accepted as our

home, and apocalyptic insight becomes a distant ideal.

SSSee "Pelemachos Remembers", CP.,, p. 219,

890f5 "the doe between the tiger's paws" ("In Love for
Long"? CP9§ po 159)6 ’ .

9%p.,, p. 227,
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Their knotted landscape, wrong and clear
As the crude drawings of a child,

Is to them become more dear

Than geometrical symmetry.

Their griefs are all in memory grown

As natural as a weathered stone.

Their troubles are a tribute given
Freely while gazing at the hill.

Sucnh is their simplicity, 1
Standing on earth, looking at heaven.

In a late poemy, written in America, Mulr is even able to
include the Church in his acceptance of this world, relating
it to the inborn images without the mixed emotions that

formerly attended his idea of established religion.

Someone inside me sketches a cross - askew,

A child's - on seeing that stick crossed with a stick,
Some simple ancestor, perhaps, that knew

Centuries ago when all were Catholic,

That this archaic trick

Brings to the heart and the fingers what was done

One spring day in Judaeato Three in One. 92

Feeling, action and abstract thought ("heart", "fingers",
"Three in One") are united in time and space ("One spring day
in Judaea") by an ancient symbol ("archaic trick") that still
works its spell, not only as a metaphor for poetry but also
as a sign to live bye. This is what Muir's traditional sym-

bols meant to him, as they did to the men of bygone ages.

CONCLUSION: In summing up the main ideas arising from this

final chapter, one finds that the following significant points

emerge.

ep., p. 213,
92uphe Church", CP., p. 263.
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i) Myth criticism presumes thgt there is a traditional

body of symbolism or basic metaphor which links the rhythms

of man’s mind and life with those of the visible worlda95

Such fundamental correspondences provide an elemental structure
of image and action upon which pre-sgcientific cosmologies and

the medieval model of the universe were once consbtructeds,

2) The world of literature is in turn  fleshed out upon
the bones of this mythic universe, reflecting the same symbolic

images and narratives.

3) The mythic mind believes this universal form to be
itself a refracted image of the one, true, eternal reality
made known to it in prophetic dreams. Bub, as man's expeq;ence
of life, with its hardships, failures, and the loss of what is
dear to him, progressively tarnishes the image of the everyday
world, he feels the need to heave it94 back into re-alignment
with his vision of ideal reality. Primitive men could do
this through periodic rituals of renewal which accomplished
the return to the "paradise of the archetypes's These rituals
were seen symbolically as death and rebirth, the difficult
Journey to the centre, or the marriage that refertilises the

waste land,

B¢f, Eliot in "East Coker”.
"Keeping time,
Keeping the rhythm in their dancing
As in btheir living in the living seasons
The time of the seasons and the constellations
The time of milking and the time of harvest
The time of the coupling of man and woman
And that of beasts."

A . . . . .
9'Th15 phrase is borrowed from Muir's lines:
"heave the groaning world/ Back in its place again',
("The Good Town", CP., D. 186),
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4) Modern men, committed to the methodologies of scilence

and logic and bound by their records of the unreturning passage
of history, find the actual and the ideal worlds too far apart
to be re-united in this way. They may even accept the

ordinary "fallen" world as the only one there is., If so, they
live in Blake's Ulro, a world of sgingle vision and the death

of the prophebic imagination. But if a man can glinmpse again
the ideal world of "the gods", he has both warp and woof upon
95

which to weave his vision of life or his world of poebrys,

5) If, for Western man, the ideal and the actual are so
much further apart than they have ever been, Christianity

still offers a resolution of his dilemma by showing him the
divine become human: the God-Man who brings redemption and
overcomes the world by submitting to all the suffering and
evil it can muster. This may appear to be a contradiction,
but the further the two worlds of "dream" and reality have
withdrawn from each other, the profounder the paradox that

must link them together.96

6) It is this universal situation, with all its shifting

permutations and combinatiocns of dream and reality, that Muir
explores in his poetry, sometimes by imitating old myths, or
by making his own fables and emblems link both worlds, some-

times attempting a conceptual pattern of abstract words, and

95Hence Yeats's gyres and Hermetic symbols, his ”értifices
of eternity", and Eliot's "point of intersection of the time-
less with time".

96On this view, it is not sufficient to repeat the cosmo-
gonic acts performed by the god ab origine (dividing of light
from darkness, etc); one must take up one's cross also,.
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gsometimes expressing the joyful experience of radiant insight
or the final acceptance of an imperfect world redeemed by love
and faith. 411 of it reflects a single underlying theme - how
to unite the inward world of dream and memory with the outward
world of daily existence and allow a man to recognise who he

97

is in what kind of reality. His personal experience of
inner division is the great mythic dichotémy written small and
clear; his "story" is the incomplete and often baffled imita-
tion of the "fable", only known in its enbirety to the divine
mind that creates all things. A1l of his poetry is cut from
the same homespun‘cloth: an archetypal fabric woven with
ancient motifs of the distance between Eden and the fallen
world, of exile and return, of Eve as mother and bride, apd

of the goal of the quest, which is the bringing into alignment
of subject and object, mind and nature, dream and thing.

Cne may well wonder to what extent Muir was aware of
the correspondence between his own symbols and the traditicnal
pattern outlined by myth critics. He does not tell us; but
it would seem that he was only intermittently aware of the
archetypal universe his poems createy, that he glimpsed it
fitfully in dreams or in moments of vision, but never laid
hold of it in the way that Yeats elaborated his phases of the
moon and cycles of history or Graves plotted the ramifications
of his "one story" of the White Goddess, Like Yeabts and Graves
(who also stood apart from the technical innovations introduced
by Eliot and Pound), he needed a time-honoured myth to universa-
lise and resolve the conflicts of his own experience. Unlike

them, who, despite an early acquaintance with folklore, had

97Regarded by Frye, Honig and Fletcher as the significance
of the quest myth which is the basic structure of myth and
allegory.
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been bred in an essentlally rationalist climate, he did not
feel called upon to c§dify and validate his myth inbtellectually.
One did not have to demonstrate one's equations in a home where
the father'®s prayers invoked "an house not made with hands,
eternal in bthe heavens", and where the bed%fime gtories of
mermgids and witches were drawn directly fr§m local and family
experience. One simply knew or believed, and that was enough.
The elemental simplicity of his early world and the mysterious-
ly significant images of his dreams had been given to him, ‘and
he accepted them as intimations of a pattern woven into the
life of things that needs no theoretical justifioation°98 His
own experiences of mythic vision had seemed to bim to carry a
transcendental meaning, and he had recognized in them certain
ancestral or racial motifs, such as death and rebirth,; the
Jjewelled hoard of the dragon, a king enthroned, and winged
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figurese What had come to him from the involunbtary sources
of dream seemed Lo echo the antique images and movements of
scriptural and classical myth, of saga and folktale, popular
legend and traditional ballad, and to lead into another
reality that is felt rather than seen or known,

He believed that this reality reflects a divine unity
of essential Being from which all things emanate and to which
all return; and this belief, as we have seen in Chapbter II,
involves some such hypothesisas the innate ideas of neo-

Platonism,. Where Jung's theory of archebtypes, though similar

in conception, simply assumes the existence of inherited

98”0ur first intuition of the world expands into vaster
and vaster images, creating a myth which we act almost withoub
knowing it" (An Autobiography, D. 48).

94n Autobiography, ppe 160, 162, 164,
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psychic structures from which significantly constant symbolic
forms arise, the innate ideas are part of a perennial meta-
physical belief in a true and divinely ordained correspondence
between "Reality" and the world of appearances. Once committed
t0 such a belief in the existence of two worlds - a true,
ebernal one and a temporal one which reflects it in muliiple
ephemeral forms = one has entered the analogical universe of
the traditional "man of myth and religion" that faded with the
passing of the high Renaissance, but which isstill the founda~
tion .of the poetic world of metaphor, So much Muir felt and
acknowledgedy as we know not only from his poems but also from
his autobilography and from certain of his critical essays, bubt
he resisted any temptation to analyse and codify the articles
of his faith, Nor should one lose sight of the fact thalt the
development of hig intellectual powers hed been partly fosterec
by modern ideologies and that he had once fallen into the "cols
abstraction” that denies the dreaming imagination of childhood.
Both elements contended in his own breast, and the bitter war
between them is recorded in his poetry. Hence, he knew better
than most the dangers of the rationalising intellect and
preferred tc obey the intuitive promptings that are supported
by old songs and sagas, by the epics and sacred writings of
past generations of men who lived closer to instinctive feelin

than we doeloo

lOOThis is the wisdom of the poet, The critic, however,
can hardly avoid some systematisation and theoretical analysic
if he is to demonstrate the significance and clarify the
method and message of the poet.
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Honestly reflecting his situation as one in whom the
ancient and the modern were uncomfortably Jjuxtaposed and as

an intuitive poet speaking to a sceﬁtical world of which he
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was himself an integral part, he declined to promulgate a

supposedly seamless system out of what he knew to be merely

surviving fragments. O0f his faith in the total reality =

n102

the "image whole - he was usually reticent, Just as he

was of his maturer insights into the truth of Christianity.

A1l he was prepared to say in his autobiography is character-

istically tentative.

I do not know the fable or anybody who knows ite

One or two stages in it I can recognize: the age

of innocence and the Fall and all the dramatic
consequences which issue from the Fall, Butbt these
lie behind experience, not on its surface; they *

are not historical events; bthey are stages in the 10%
fableo

Elsewhere, describing the view from the Monchsberg near
Salzburg, he spoke of the image of the quesb:
Why, seen from a distance, dc¢ the casual Jjourneys
of men and woman, perhaps going on some btrivial
errand, take on the appearance of a pilgrimage?
I can only explain it by some deep archetypal
image in our minds of which we become conscious

only at the rare moments when we realize that our§ oy
own life is a Jjourney.

If one has been able to bring evidence to show that
Muir®s intuitions of the "stages of the fable" bear striking
resemblances to an ancient symbolic tradition believed by The

myth critics to underlie the creative insights of all the

1OlHe frequently uses the phrase 'they say" or "it's said®

when stating a position in his poetry.

102"And gather an image whole" (CP., pe 149), "An image
of forever/ One and whole" (CP., Do 50230
103An Autobiography, p. 49,

10%pi4., p. 217.
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poets and prophets, he himself.was content to tell in his
own fashion of his partial Jjourneyings upon the difficult
road of salvation and of the half-obliterated signposts he

found and recognized upon the way.lo5

He was guided to such
a recognition by the images given to him in dream and reverie
rather than by any systematic enquiry into archetypal patterns,
except indirectly through his interest in ballad, saga and
epice In one of those paradoxes that seemed to him to

express the nature of things, he both knew and did not know.

Make me to see and hear that I may konow

This Jjourney and the place toward which I goj

For a beginning and an end are mine

Surely, and have their sign

Which I and &ll in the earth and the heavens show.106
Teach me to know, ' :

1057he sonnet, "Too Much" (CP., pe. 163), is a direct
statement of the recovery of the saga pattern in and through
the dazzled sight of his poetry.

106115 1 Could Know", CP., p. 252.




APPENDIX A

AUTUMN IN PRAGUE

The ripe fruit rests here,

On the chill ground,

In the sterile air,

All meanings have fallen into your lap,
Uncomprehending earth.

The stubble shines in the dry field,
Gilded by the pale sune

The trees, unburdened, with light limbs,
Shiver in the cold light.

In the meadow the goat-herd,

A young girl,

Sits with bent head,

Blind, covered head,

Bowed to the earth,

Like a tree

Dreaming a long-held dream.

The gossamers forge their cables
Between the grasses,

Secure,

So still the blue air hangs its sea,
The great sea, so still}

The earth like a god,

Far withdrawn,

Lies asleep.
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AUTUMN IN PRAGUE

This poem differs in certain respects from most of
Muir's other verse and seems to be an expression of a mood
to which he did not return. It belongs with two other poems :
"When the Trees grow bare on the High Hillsg"and "October at
Hellbrunn", which were written during the same period of
convalescence from his "long illness", and, like them, it
employs an elusive kind of symbolism that is much less
explicit than that of his later work, perhaps because it is
not consciously related to the fable,
It is an idyll, a little landscape filled with the

poet's mood. It commences with the evocation of a few
sharply defined images of autumn, each isolated from the other
in a separate short line.

The ripe fruit rests here

On the chill ground

In the sterile air,
The season has come to a sbtandy poised in a btranquil balance
between the rich growth of summer and the approaching dissolu-
tion of winter, Though the "ripe fruit" seems to be in tension
with the "sterile air", there is no sense of strain dbut rather
of the perfect completion of a process as it rests on the '"chill
ground”. The fruit is both a focus for the lmagination and a
link between the elements of earth and air. No longer purely a
self-contained image, it becomes a symbol of "all meanings"

that have fallen into the lap of the "uncomprehending earth",
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which the poet now addresses directly. Something has been
brought to fruition, nourished, perhaps, by a soil that can-
not encompass its ultimate significancey; but which now
receives it again as an involuntary gifte.

In the next paragraph, the focus alters to include
other images : the dry field, where, though the harvest has
been gathered in, the stubble still shinesy, "gilded by the
pale sun", and trees "unburdened" (of leaves or fruit), though
the word also suggests a liberation from guilt or some other
painful emotion. They shiver (from exposure, or in expecta-—
tion?) with light limbs in the 'cold light', Now the dry
field gives place to the meadow, an area of natural growth,
not of cultivation, where "the goatherd" sits. Suggestions
of animal and human life are added to the elemental and
vegetable imagery, and the use of the definite article seems
to make the girl an inevitable figure. ©OShe has become the
significant shape at the centre of the picture, seemingly
overlaid upon the image of the ripe fruit and assuming its
symbolic import. ©She sits with covered head bowed to the
earth. She is "like a tree" (a rooted organic life in which
the sap retreats in winter in order to renew itself?), dream-
ing a "long-held dream”. Is she part of the process that
creates the fruit and the meaning? As a goatherd, she is a
peasant, a figure from folklore, who tends and commands the
animals (the natural life of the impulses?); but here she
seems quiescent and her charges do not appear. They are
merely implied.

The final paragraph moves to a closer focus in the

grasses (an image that in "Childhood" and in "Tristram's




Journey" is linked with a woman's presence)s
]

The gossamers forge thelr cables

Between the grasses

Secure.
The frailty of gossamer contrasts with the strength suggested
 by "forge", '"cables", and "secure'., The threads span the
grass blades, seeming to hold evérything in balance and to
support the mood of tranquillitye. If one examines the word
"gossamer", one finds that it is a conbraction of goose-summer.,
the autumn season when this filmy substance most often appears,
and that the German version is either mZdchensommer or
altweibersommer, the summer of young girls or old wives. This
association would help to link gossamer with the central\image
of the young girl as well as with the pervading influence of
the season. |

"Secure" is the only word in the poem that has a line

- to itself, suggesting the importance not only of an emotiocnal
state but of the holding in balance, the holding still for an
endless moment of the ever-changing processes of nature.

So still the blue air hangs its sea,

That great sea, so still,
This perfect stillness is associated with a mysterious mingling
of the elements of air and water; +the blue air "hangs its sea®
as though "that great sea" (an all-encompassing, living sea of
myth?) had welled up and taken the place it once had in the
firmament before the "dividing of the waters" in the first
chapter of Genesis. The mythic feeling is confirmed by the
final statement that the earth "like a god/ Far withdrawn/

Lies asleep'. Ordinary reality has retreated into a kind of
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trance, perhaps a winter sleep of renewal, that makes it
"like a god", that is, translates it into the terms of mybthic
visione

The poem is essentially the projection of an inward

étate upon a landscape, and the localisation implied in the

title (unusual for Muir) suggests that it was an actual land-

scapes There 1s a progression from natural images and
proximity to the earth (with the poet even addressing it
directly) towards a purely mythic kind of apprehension, with
the figure of the goatherd at the centre. Natural desires
are quiescent,. The mood suggests the fragile peace of con-
valescence, when the battle for life has finally been won,
but the life process itself has not yet been resumed.
The initial images of "chill ground" and “sterilé

air"y in conjunction with "ripe fruit", do not suggest a
negative significance so much as a state of purification and
completion which echoes the final lines of "When the Trees
grow bare’:

Attainment breathes itself out 1

Perfect and cold.
The sense of withdrawal of the sap, combined with the feeling
that it is preparing for a renewal of life, is taken up in
"October at Hellbrumn'", which describes a scene in a park
where marble images link reality arnd reflection and a growing
sense of the weight of the earth issues in a releage of

tension.

1“When the Trees grow bare"; CP.y Do 22»
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And bresking through bthe silence of the park

Farther a hidden fountain flings its sound,
The three poenms clearly'go together, suggesting a release from
conflict followed by a peace thabt precedes a resumpbtion of
creative life, Yet the symbolism seems intuitive, somehow
"hblind", like the girl with her covered head. It has nothing
of the allegorical quality apparent in so much of Muir's other
work.

The focus upon the figure of the girl has a quality
reniniscent of symbolic painbings that Jungians have called
"soul landscapes”. In theiriterms, the girl would be the
anima, not yet fully awakened and united with the self (bub
a muse, nevertheless), agd her invisible charges would bg

3

the "animal soul" or instincte. If we regard the girl as
representative of the inbuitive and imaginabive powers of

the poet, then, in this pastoral sebting,she is a kind of
embryo of the apocalyptic or millennial vision that is still
to come, bringing images of a harvest of fruits and grain,
and of people and animals living in harmony. Perhaps this
is her "long-held dream". She is in complete contrast to

the miller's daughter in "Scotland's Winter" (CP. p. 229),
who is the same kind of image placed in the ironic or "demonic®
context of "poor, frozen life', She, too, was once a figure
in ballad and folklore, but she has lost the dream; the
waters of myth have congealed into ice and no longer well up
into the firmsment. With her "frozen fingers soldered to her

basket"”, she

b
“"October at Hellbrumn", CP., Do 23,

5See Jung, Man and His Symbols, p. 187,
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Seems to be knocking

Upon a hundred leagues of floor

With her light heels, and mocking

Percy and Douglas dead

And Bruce on his burial bedo
In both poems, a state of mind is symbolised by a season of
the year, and the central image is a young woman.

The "ripe fruit", seen as a symbol of poetry or
imaginative creation, recalls HOlderlin's association of his
poetry with harvest and the fruits of autumn. One thinks of
his poem, "To the Fabes".

Nur einen Sommer gonnt, ihr Gewaltigen!
Und einen Herbst, zu reifem Gesange mir.

(Grant me Jjust one summer, you mighty ones, and one autumn

to ripen my songe)4

Fipn die Parzen', The Penguin Book of German Verse, ed,
Leonard Forster (Penguln Books, Ltd., 1957), DPe 290.




APPENDIX B

OEDIPUS

I, Cedipus, the club-foot, made to stumble,

Who long in the light have walked the world in darkness,
And once in the darkness did that which the light

Found and disowned - too well I have loved the lightb,
Too dearly have rued the darkmness. I am one

Who as in innocent play sought out his guily,

And now through guilt seeks obther innocence,

Beset by evil thoughts, led by the gods.

There was a roomy; a bed of darkness, once

Known to mey, now to alle Yet in that darkness,
Before the light struck, she and I who lay

There without thought of sin and knew each other

Too well, yet were to each other quite unknown N
Though fagstened mouth to mouth and breast to breast -
Strangers laid on one bed, as children blind,
Clear-gyed and blind as children -~ did we sin

Then on that bed before the light came on us,
Desiring good to each other, bringing, we thought,
Great good to each other? But neither guilt nor death.

Yet if that darkness had been darker yet,

Buried in endless dark past reach of light

Or eye of the gods, a kingdom of solid darkness
Impregnable and immortal, would we have sinned,
Or lived like the gods in deathless innocence?
For sin is born in the light; therefore we cower
Before the face of the light that none can meet
And all nmust seek. And when in memory now,

Woven of light and darkness, a stifling web,

I call her back, dear; dreaded, who lay with me,
I see guilty, only guilt, my nostrils choke

With the smell of guilt, and I can scarcely breathe
Here in the guiltless guilt-evoking sun.

And when young Oedipus - for it was Oedipus

And not another = on that long vanished night
Far in my night, at that predestined point

Where three paths like thres fates crossed one another,
Tracing the evil figure - when I met

The stranger who menaced me, and flung the stone
That brought him death and me this that I carry,
It was not him but fear I sought to kill,

Fear that, the wise men say, is father of evil,
And was my father in flesh and blood, yet fear,
Fear only, father and fear in one dense body,

So that there was no division, no way past:

Did T sin then, by the gods admonished to sin,
By men enjoined to sin? For it is duty

Of god and maun to kill the shapes of fear.
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These thoughts recur, vain'thoughts. The gods see all,
And will what must be willed, which guards us here.
Their will in them was anger, in me was berror

Long since, but now is peace. For I am led

By them in darkness; light is all about me;

My way lies in the light, they know it; I

An theirs to guide and hold, And I have learned,
Though, blind; to see with something of their sight,
Can look inte that other world and watch

King Oedipus the Just, crowned and discrowned,

As one may see oneself rise in a dream,

Distant and strange. Even so I gee

The meeting at the place where three roads crossed,
And who was there and why, and what was done

That had to be done and paid for. Innocent

The deed that brought the guilt of father-murder. Pure
The embrace on the bed of darkness. Innocent

And guilty. I have wrought and thought in darkness,
And stand here now, an innocent mark of shame,

That so men's guilt might be made manifest

In such a walking riddle - their guilt and mine,

For I've but acted out this fable. I have Jjudged
Myself,; obedient teo the gods' high judgmentb,

And seen myself with their pure eyes, have learnt
That all must bear a portion of the wrong *
That is driven deep into our fathomless hearts

Past sight or thought; that bearing it we may ease
The immortal burden of the gods who keep

Our natural steps and the earth and skies from harm,
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OEDIPUS

This dramatic monologue in blank verse commences

like a legal testament or confession - "I, Oedipus", intro-
ducing the narrator not as the former King of Thebes bubt as
"the clubfoot", a man with a congenital defect whe is "made
to stumble”. The word "made" is ambiguous, since he may
either be created or forced to be one who stumbles, or perhaps
bothe The first paragraph defines a man who does not merely
stand before us, but seems, in the rhythms of the verse, to
be limping onward, each swinging stride followed by bthe drag-
ging motion of the lame foob., Stress, alliteration, and the
frequent repetitions and reversals of antithetical abstract
- words with related metaphorical meanings create the sense of
a tangled web of contradiction through which he fights his
Waye He presents himself as one

Who long in the light have walked the world in darkness,

And once in the darkness did that which the light

Found and disowned.
He is a man torn between extremes, confronted with the bewllder-
ing psychological truth that the urgent pursuit of any particu-
lar value exposes one the more helplessly to the power of its
opposite. Loving the light "too well', he has unwittingly |
committed a deed of darkness. Given this paradox, it follows
that innocence might be recovered through confronting guilb,

though it can never be the original innocence, bub another
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kind lying on the far side of sin.

I am one
Who as in innocent play sought out his guilt,
And now through guilt seeks other innocence,
Beset by evil thoughts, led by the gods.

The penduluﬁ motion that has been swinging from light to
ﬁdarkness and back again begins to modulate into a tension
between guilt and innocence,; evil thoughts and the wisdom
of the godss

The second paragraph plunges us into the narrator's
memory of the sinful act on the "bed of darkness'. But he
tries to avoid the acceptance of moral responsibility. Light
and darkness glide into the antitheses of knowledge and ignor—
ance, sight and blindness, and the verb "know" is repeatea in
different forms and balanced with its opposite. Before the
light struck, they "knew each other "too well" (extremes
again) on the bed in the room that is now "known" to all; yet
they were strangers "unknown" to each other, They were
"clear—eyed and blind as children", intending only good, yeb
bringing guilt to each other, and death to her. If one sins
without intention and without knowledge of one’s fault, can

one Jjustly be called to account?

This question is pursued in the third paragraph,

which opens with a repetition of the “yet" that introduced
the question in the previous paragraph. Perhaps there are
absolutes exempt from conbradiction. If darkness had been
darker "yet" (enother repetition of sound with a different
meaning), an "endless dark past reach of light", a tobtal
ignorance of moral value, would the original innocence have

lasted forever? But Oedipus is faced with the same paradox
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that ligh%, knowledge, and spir&tual insight create darkness,
blindness, and sin by making us conscious of thems We seek
the light though we must cower before its dazzling beam,
Memory is compounded of light and darkness; it isg filled
with a ”stifling web" of contradiction in which his once
blissful ignorance is horribly overlaid with subsequent
knowledge of guilt. In the light cast backward by such
knowledge, "she" is not only dear but "dreaded", too, and he
is overwhelmed by recurring obsessive thoughts, a choking
horror of "guilt, only guilt"”, the "smell of guilt", a terror
of suffocation in "the guiltless, guilt-evoking sun",.

But this is not all. He nmust also acknowledge the
youth he once was, who, "on that long vanished night/ Far\in
my night", killed a stranger who happened to be his fabher.
Thig paragraph, too, beginning with a feeling of the inevi-
tability of cabastrophe ("at the predestined point/ Where
three paths like three fates crossed" = which perhaps refers
to the predetermined pattern of father, mother and child),
builds up to a frantic crescendo of repeated sounds and
reversed pairs of words before resolving into a question
that again attempts to Justify sin. Was it wrong to attack
a menacing strangér who had aroused his fear? There is an
inbtricate play upon the words "father" and "fear" and upon
their literal and metaphorical meanings. Fear is the father
of evil; it is right to "kill the shapes of fear'" -

My father in flesh and blood, yet fear,

Fear only, father and fear in one dense body,
So that there was no division, no way past.

One observes that we have here in this embodied fear a
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projected menﬁal image which eélipses the objective reality
in a deceptive coalescence, presenting only one shape to be
destroyed. It is, in fact, a false coincidence of bodily
~and imaginative sight, not the true unified vision, born of
love, that Muir constantly strives to achieve.

The final parasgraph opens with the admission that
these thoughtsy which recur so obsessively, are '"vain',
(Perhaps they are part of the "evil thoughts" acknowledged in
the first paragraph.) Over against them is the vision of
the gods, who see all things in their true relation, "And will
what must be willed, which guards us here'. Their enger and
QOedipus' terror were simply two different sides of the sanme
pre~ordained pattern, "that now is peace”. The images df
light and darkness, which return here, are no longer the
alternating limits of a pendulum but have become mysberiously
simultaneous. "For I am led/ By them in darkness; light is
~all about me."

The movement of the verse slows and steadies; its
direction is more certain, and the uneven stress is replaced
by a more fluent rhythm. lindness and spiritual insight are
held in balance, allowing Oedipus to look into that "other
world" where his archetypal self, "King Oedipus the Justb,
crowned and discrowned", appears as though in a dream.
Contradiction is gathered up and reconciled. The opposites
co=-exist, andy; to achieve this effect, the lining creates a
kind of dialogue, a suggestion of antiphony.

Innocent
The deed that brougnt the guilt of father murder., Pure

The embrace on the bed of darkness. Innocent
And guilty.
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No longer "QOedipus, the’clubfoot", a defective
individual arraigned before the moral law, he sees the
crowned image of his ideal self which is bought and paid
for with the image of his own guilt, so that together they
form a paradoxical symbol of mankind, an "innocent mark of
shame", a "walking riddle", the acting out of "a fable" in
which a man Jjudges himself according to the divine standard,
and, by submitting to the conviction of sin, learns to share
the gods' "immortal burden" of guarding man's life on earth
.and preserving the two orders of reality to which he belongs.
The urgent, stumbliing movements of the first line of the
poem become the "natural steps” of the last when they are
guided by divine powers and the opposites are held in the\
simultaneous grasp of paradox.

Despite the form of the dramatic monologue, Muir is
not portraying an individual tragic hero, but a btype such as
Adam or Everyman, almost an emblem of original ein and its
coreollary of redempbion. His Oedipus, suffering Muir's own
claustrophic fear, guilt and confusion, emerges from conflict
with the absolube judgments bf the moral law into a state
¢losely resembling what Christians mean by graceol He is
man at the heart of Muir's universe, entangled in a web of

inner contradiction, understanding himself best in the symbolic

1The same transition is expressed in the final stanza of

the late poem, "The Brothers"” (CP., p. 272), and summed up in
the contrast between the ambiguous word "observed" and “vision",
with its echoes of Blake's image of innocence.

"T have observed in foolish awe

The dateless mid-days of the law

And seen indifferent Justice done

By everyone on everyone.

And in a vision I have seen

My brothers playing on the green."
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terms of dream and myth, and longing for the moment of vision
in which, when seen with the eyes of the "other world", the
tangled web becomes a complete and harmonious pattern of
significaent images., He knows that, before he can give his
affirmation to life, he must accept his fallen state, for

the vision of innocence springs up with the knowledge of
guilt, and from the tension between the two grows the full
humanity of indiwvidual responsibility.

The narration that carries these meanings is not only
based on the re-telling of a mythic tale, but it is mythic in
the sense that there is no naturalistic detail and no specific
location in time and space. Everything happens in a symbolic
world where the persons perform figurative actions in the®
guise of father, children, strangers or gods, either where
three paths cross, btracing an "evil figure'", or upon a "bed
of darkness', Sensuous imagery is reduced to a minimum;
emotion is the overwhelming primitive fear or horror of night-
mare; all is stark and dream-like, a paradigmabtic drama
mimed by faceless actors. The central image is that of a
crippled man, stumbling through an archetypal world of light
and darkness, gods and men, the two opposing dimensions of
which are finally reconciled in a vision of mutual responsi-
bility.

The poem is a striking example of Muir's use of a
classical myth to express what is both a personal and a
universal condition., The elements of his own preoccupation
with inner contradiction are given unity and focus through
being projected upon the essential features of a timeless

story that provides them with an impersconal framework, Within
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this framework, there is room for the varying interpretaticns
to which Muir's work so often lends itself, théugh it resists
$o0 dogmatié an assertion of any particular implication. The
poem may be\enriched for us by the reflection that early
intimacy with the mother is of wital gignificance for
emotional and imaginative life, and so is the ability to

come to terms with the role of the father, Muir, with a
proper sense of taboo, does not name the mother/bride as such,
but his treatment is full of the feeling that the image of
the m&ther lies behind that of the wife and thab both are
symbolic of a potent source of either creativity or
destructiveness in marn's nature, In additiong Oedipus’ lack
of recogrnition of his parents may have a particular signifim
cance in relation to Muir's own re-discovery of the importance
of the past and the parentel figures for the development of
full identity. Certainly we are made aware of the endless
potentiality of myth for yielding genuine insighbte into man's
nature, for this Greek legend can be used to probe far more
mysterious recesses of human action than those which any
rational discussion of, say, Greek notions of hamartia can
penebrates At the same time, it can accommodate concepts

as 0ld as the Christian doctrine of original sin and as new
as contemporary theories of depth psychology.

It is noticeable that Muir is more concerred with
meaning in this poem thalﬁith the creation of a literary
artefact, The statement: "I've but acted out this fable",
which may seem intrusive to some readers, implies the
importance of repeating an archetype, or, in Honig's terms,

re=telling an o0ld tale, for the sake of the metaphysical
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agsumptbtions and cultural values it embodies, In this connec-
tion, it is interesting to consider Kerényl's account of the

function of myth:

Mythology, like the severed head of Orpheus,
goes on singing even in death and from afar. 1In
its lifetime, among the peoples where it was
indigenous, 1t was not only sung like a kind of
music, it was also lived.... It was a form of
expression, thought and life.... Archaic manes.
stepped back a pace before doing anything, like
the toreador poising himself for the death stroke,
He sought an example in the past, and into this
he glipped as into a diving bell in order to
plunge, at once protected and distorted, into the
problems of the present. In this way his life o
achieved its own expression and meaning.,

Muir actually seems able to slip back into this kind
of archaic consciocusness and to synthesize 1t with the modern
minde As Kerényl adds, the true teller of myths or even the
re-creator of mythologems also "steps back into primordialitby”
in order to tell us "what originally was". In this way, he
\remexperieﬁces his own origins from which he continually

5

creabes himself,

20» Kerenyi and C.G. Jung, Essays on a Science of IMythology,
trans. R.F.C. Hull (New York: Pantheon Books, 1949), Des Do

5Tbid., pp. 10, 1l.



APPENDIX C

THE JOURNEY BACK 2

Through countless wanderings,
Hastenings, lingerings,

From far I come,

And pass from place to place
In a sleep-wandering pace

To seek my hone.

I wear the silver scars

Of blanched and dying stars
Forgotten long,

Whose consternations spread
Terror among the dead

And touched my songs.

The well-bred animal
With coat of seemly mail
Was then my guide.

I trembled in my den
With all my kindred when
The dragon died.

Through forests wide and deep
I passed and as a sleep

My wandering was.

Before the word was said
With animal bowed head

I kept the laws.

I thread the shining day;

The mountains as in play
Dizzily turn

My wild recad round and round.
No one has seen the ground
For which I burn.

Through countless wanderings,
Hastenings, lingerings,
Nearer I come,

In a sleep-wandering pace

To find the secret place
Where 1s my home.
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THE JOURNEY BACK 2

This poem seems to express another kind of "step
back into primordislity", for it is not the re-telling of a
traditional tale but an oracular kind of speech apparently
arising immediately from the archetypal depths. It is
difficult to give a prose paraphrase of it because it gains
its effects through rhythm and tone, a few primeval images
and a series of enigmatic utterances. By such means, one
is glven the impression of a flowing and winding movements
now swift, now slow, and a tranced voice speaking of a
Jjourney from a remote source towards an intuitively felt goal.
What is it that is moving blindly yet unerringly towards its
"home" - gome life force, the racial unconscious, or the
prophetic imagination that expresses itself in dreams and
visions?

Whatever it may be, it has been scarred by immensely
ancient cosmic convulsions ("blanched and dying stars") which
aroused "terror among the dead' (presumably past life exist-
ing in such far-off times) and left their mark upon ancient
song. But the scars are "gilver" and seem to link the stars
and the song, the constellations of the outer and inner
spaces.

In this primordial epoch, the dragon was a tubelary
figure or guide, a "well-bred animal" (possibly a reference
t0 the winged and crowned symbolic creatures who express a

union of mabter and spirit in "The Covenant") with "coalb of
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seemly mail”, Thig brings in associations of knightly and
heraldic values; of a courtly moral order that still lay in
the future bubt which was to express 1its own significance in

such emblemse

I trembled in nmy den.

With all my kindred when

The dragon died.
The image of a den suggests that this primitive psyche was
still close to the animal world, while "kindred" may refer
to its shared, collective nature. The death of the dragon
suggests not only tbe end of a mythical epoch but also the
symbolic death and re-birth of the dragon, which expresses
a transmutabion process in the psyche itself. \

The fourth stanza develops the sense of a pre-verbal

mind moving in a somnambulistic dream through dense forests

of preconsciousness,

Through forests wide and deep

I passed and as a sleep

My wandering was.

Before the word was said

With animal bowed head

I kept the laws,
This seems to represent a stage of the ordering of experience
by dream and ritual, before these have been verbalised into
mythﬁ

In interpreting his own visions, Muir had once

suggested the possibility of prophetic dreams exigting in the
"animal soul”, though he admitted the fancifulness of the
notion. What is not so fanciful is the possibility that the

dreams of the animal soul survive in the modern psyche.

Arthur Koestler has recently advocated a theory which abtempts
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to account for the age-old human experience of inner
division in terms of faulty co-ordination between ancient
brain structures, similar to those of reptiles and animals,
and the enormously developed recent structures, capable of
language ana concepbtual thought, that co~exist in the brain

of Homo SaDiensol

In the fifth stanza, the dark, subterranean movenment

seems to break out into the light of conscious experience.

I thread the shining day;

The mountains as in play

Dizzily turn

My wild road round and round.
This intuitive movement becomes a thread linking consciousness
together, like the "clear cord of water" in "The Days", but
its calm wanderings are drawn irresistibly into the cycles of
temporal life: the "wild" turning we recognize from so many
- other poems, This threatening chaos is anchored by a sudden
clear stabement like that of an exile in a strange land.

No one has seen the ground
For which I burn.

The final stanza is a partial repetition of the first
one, almost bringing the poem round to its beginning, but the
emphasis is now more strongly upon approach to the goal and
the quest seems to have reached a point closer to home,
Consequently, one recognizes the spiral pattern referred to
in Chapter IV.

There seems 0 be some progression in this poem from

past to future and from memory to prophecy, although the

L prtnur Koestler, The Ghost in the Machine (London:
Hutchinson and Co., Ltd.y 1967)s De 277




216

whole is held in the timeless'dimension of a dream world.
Iﬁ some ways, it appears like an evolutionary process felb
from the inside, a vitalist image reminiscent of Bergson's
concept of creative evolution. Hence it is a form of the
quest appfehended in terms of the intuitive wisdom of the
racial unconscious which passes blindly from generation to
generation in a paradoxical combination of spontaneous
movement and predetermined order. In this poem, underlying
order and serenity are strongly emphasized both by the
rhyming stanza pattern and the deliberate diction, Muir's
ancestral voices, unlike Coleridge's, do not ascend from
the midst of tumult and they do not prophesy war. They
are still and small, calling up from the primeval Wateré

the images of the traditional order into which he was bormn.
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THE JOURNEY BACK ©

They walk high in their mountainland in light
On winding roads by many a grassy mound
And paths that wander for their own delightbe.

There they like planets pace their tranquil round
That has no end, whose end is everywhere,
And tread as to a music underground,

An ever-winding and unwinding air
That moves their feet though they in silence go,
For music's self itself has buried there,

And all its tongues in silence overflow
That movement only should be melodys
This is the other road, not that we know.

This is the place of peace, content to be.
A1l we have seen it; while we look we are
There truly, and even now in memory,

Here on this road, following a falling stare.
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THE JOURNEY BACK ©

Ify in the previous poem, one is aware of an
intuitive movement towards a 'ground" thabt no one has seen,
in this‘one that ground has become perceptible in a moment
of higher consciousness. The two poems are complementary;
in each there is a winding movenrent, largely subterranean
in the first bubt in the second lifted up inbto the perfect

circle of Being. Terza rima, that Muir had used before in

"The Ring", is again employed to channel the circular f%ows
though this time the conventional final Jline complebes the
rhyme scheme and brings the poem back Lo earth.

The presences of this visionary world, simply referréd
to as "they", are reminiscent of the gods in "The Labyrinth"
and also of Holderlin's "Himmlichen" (heavenly ones). "They
walk high in their mountainland in light" recalls the opening
lines of "Hyperions Schicksallied", |

Ihr wandelt droben im Licht
Auf weichen Boden, selige Genien!

(You walk up there in the light on soft ground, blessed Genii!
Muir's heavenly ones also walk high in the light, but

in a "mountainland", a dream world raised gbove the level of

waking reality, where the "winding roads" are the serene

archetype of which the wild turnings of the world of time

l"Hyperion‘s Scng of Fate", The Penguin Book of German
Verse, p. 289,

%
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are a distorted reflection. They pass by grassy mounds, an
image that usually seems to suggest to Muir the imagination
of childhood linked with the buried secrets of the ancestorss
Such barrows are regaerded in Irish folklore as the homes of
the sidhe o£ fairy people. Amongst them are "paths that
wander for their own delight", an image of pristine freedom
and spontaneity thatb contrasts with the first line of the
second tercet: "There they like planets pace their tranquil
round", These words,; and their rhythm, imply measured
movement and a fixed orbit, bringing in associations of
cosmic order and possibly of Dante's vision of the Love that

moves the celestial bodies. (The terza rima also recalls

Dante.) The "tranquil round" they traverse has no end,.yet
its "end is everywhere; hence it is an infinite circle to
which all things are related.

The heavenly ones tread (there is an increase in
deliberation from "walk" to "pace" to "tread") as though to
"music underground', which moves their feet in an inbtricate
dance since it is an "ever-winding and unwinding air", though
it pours itsgelf out in silence. The essence of music hasg
"puried" itself there, perhaps immersed itself in some more
material substance through which it becomes the earthly
music that we know. Music is central to this poem, although
it is unheard., It is linked with the music of the spheres,
and with the idea that music is the purest art because it is
free of all dualism, either of inner and oubter experience or
of form and conbtent, and is therefore a direct expression of
the primordial unity. Music moves in time, but in eternity

it must be a simultaneous harmony perceived more directly
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than through the physical ear: "all its bongues 3 in silence
overflow/ That movement only should be melody". , The motion
of the heavenly o¢nes is known to us as melody, Bl bubt in the
vigionary world it is a silent chord, a perfect i unity. One
thinks of Eliot's lines in "The Dry Salvages V'
Music heard so ©p deeply

That it is not heard at all, but you are thehe music

While the music lasts.

And so the poem falls back to the plane we of ordinary
exigtence, to "this road". The heavenly cnes w walk on the
"other road"”, inhabiting the "place of peace, ccontent to be.
It is a world of reconciliation, harmony and fullulfilment,
which "all we™" have seen, although we walk on "t #this roadl,
end "while we look we are/ There bruly". In othhbher words,
we are transported to this realm in acts of contivnbemplation.

"We are', emphasized by its position at the end hd of the line
and taking up the suggestions of "content to be'pe", refers to
pure Being as well as serving as the verb complegplemented by
"there', Even when the moment of contemplationion has passed,
the powers of memory enable us to recapture the ne experience,
or, as the image fades, at least to keep faith wn with what it
signifies,

"Here on this road, following a falling mg star". Con-
sonance and dissonance in "following" and "fallilling" capture
the sense of faith balancing fading vision, and imd the Star,
vanishing into the dark void, is a small, brigh¥zht bub transient
image of the eternal iight of the mountainland 13 that illumines
the opening scene of the poem,

It is in the affirmation of inspiration jon and direction
upon "this road"” that Muir's poem differs most nit markedly from

%
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Holderlin's, which ends with a painful sense of man's head-
long Jjarring fall into time and uncertaintye.
Doch uns ist gegeben
Auf keiner Statte zu ruhn,
Es schwinden, es fallen
Die leidenden Menschen
Blindlings von einer
Stunde zur andern,
Wie wasser von Klippe

Zu Klippe geworfen,
Jahrlang ins Ungewisse hinab.

(But on us it has been laid never to rest in any place;
suffering human beings dwindle and fall headlong from one
hour to the next,; hurled like water from precipice to
precipice down through the years into unoertaintyc)g

How does the ancestral wisdom of the unconscilous,
speaking in "The Joﬁrney Back 2", become raised up into ghe
prophetic vision of‘mystical insight that is grasped for a
moment in poem 67 It is certainly something to do with the
"song" and "the blessing" that transfigure the fallen world
into the "kingdom" in poem 5, Yet, in some ways, "Varia-
tions on a Time Theme X", written more than a decade before,
forges a link between the two kinds of experience, It
presents a consclousness of the waking world in which we are
confronted with ancient signs and emblems, the traditional
symbols of art, that express transcendence of contradiction
in the eternity of the imagination. These hieratic emblems,
cast up from the fabled seas of dream, move calmly in proces-
sion up the "mountainside" towards the world of light. In
them, the great memory of myth and man's intimations of his

ultimate spiritual destiny are embodied and made one,

2“Hyperions Schicksallied", The Penguin Book of German
Verse, p. 290,

L



APPENDIX E

THE DAYS

Issuing from the Word

The seven days came,

Each in its own place,

Its own name. :

And the first long days

A hard and rocky spring,

Tnhuman burgeoning,

And nothing there for claw or hand,

Vast loneliness ere loneliness began,

Where the blank seasons in their journeying

Saw water abt play with water and sand with sand.

The waters stirred

And from the doors were cast .
Wild lights and shadows on the formless face

Of the flood of chaos, vast

Lengthening and dwindling image of earth and heaven.
The forest's green shadow

Softly over the water driven,

As if the earth's green wonder, endless meadow
Ploated and sank within its own green light.

In water and night

Sudden appeared the lion's violent head,

Raging and burning in its watery cave.

The stallion's tread

Soundlessly fell on the flood, and the animalsg poured
Onward, flowing across the flowing wave,

Then on the waters fell

The shadow of man, and earth and the heavens scrawled
With names, as if each pebble and leaf would tell
The tale untellable. And the Lord called

The seventh day forth and the glory of the Lord.

And now we see in the sun

The mountains standing clear in the third deay

(Where they shall always stay)

And thence a river run,

Threading, clear cord of water, all to all:

The wooded hill and the cattle in the meadow,

The tall wave breaking on the high sea-wall,

The people at evening walking,

The crescent shadow

Of the light-built bridge, the hunter stalking

The flying quarry, each in a different morning,

The fish in the billow's heart, the man with the net,
The hungry swords crossed in the cross of warning,
The lion set

High on the banner, leaping into the sky,
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The seasons playing

Their game of sun and moon and east and west,

The animal watching man and bird go by,

The women praying

For the passing of this fragmentary day

Into the day where all are gathered together,

Things and their names, in the storm's and the lightning's
: nest,

The seventh great day and the clear ebernal weather,
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THE DAYS

"The Days" is a logos poem about the symbolic shaping
of reality. This theme is expressed in terms of the coming
to consciousness of the natural world and suggests, by
implication, the process by which a poem comes into being.
One may see it as a repetition of the archetype of creation,
a cosnmogonic ritual which relates the imaginaiive conception
of images, or Platonic Ideas, to the sbtructural elements of
the myth of creation in Genesis,.

The verse is free, with lines of irregular 1engt£
and a flowing rhythm, but many lines are linked by a series
of end-rhymes which will be referred to laber. Bffects are
achieved mainly by the phrase or sentence and by the larger
movements of the verse; hence, the poem as a whole does not
respond well to the kind of close analysis that examines it
word by word.

The initial word, "issuing", suggests a continuous
procesgsg, a fluid outpouring, which is arrested almost at
once by the stressed monosyllable, "Word", and is transformed
into the idea of ordered progression evoked by the measured
tread of the three stresses in the "geven days came.” Rank
and identity within an hierarchic order asre established by
the third and fourth lines : "Each in its own place/ Its own
name", though this impression seems inbended merely to

provide a foundation and framework for what is to follow,
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since it is not sustained in the succeeding sentence,

Here the sense of order and progression is dissipated

by the "first long days", which seem to represent the indis-
tinct beginnings of a temporal world. They are ordinary days
in contradistinction to the traditional, symbolic days of
Creation which spring from the eternal shaping thought of the
divine Word, and they introduce a world develd of organic
life ("nothing there for claw or hand"). The spring is

"nard and rocky"; its "burgeoning', which normally implies
budding and shooting vegetation, is "inhuman", Something
must be growing and moving, yet there are no signs of life

as we know it. The seasons are "blank', perhaps because
the cycles of natural process reveal nothing of the growph
and decay of living forms which sheuld distinguish them one
from another., There is a "vast loneliness", though no one
is there to feel it. This suggestion of human personality

and experience, expressed chiefly in terms of its absence,

is supported by the "journeying" of the seasons and their
act of seeing. They "saw water at play with water and sand
with sand", that is, they witnessed ounly the separate play
of elements which had not yet mingled in a creative dialogue.

This image, despite its suggestions of freedom and spontaneltvy,

is strangely forlorn, matching the dominant impression of
emptiness and sterility.

The following sentence commences with the image of
wabters, which seems unrelated to the waber in the previous
liney while the statement: "The waters stirred", immediately
dispels all sense of sterility. One is in the mythic world,
associated with the first chapter of Genesis, where the earth

is without form, and void, and darkness is upon the face of
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the deep; Dbut it is not the Spiwit of God that moves upon
the face of the waters. They stir of their own accord in
response to the "wild lights and shadows" cast from "the
doors”. There is something incongruous in this civilised
hunan image 'of doors in such close proximity to primordial
chaos. Perhaps it refers to the '"doors of perception" of
the Platonic Ideas; but, in any case, it replaces the barren
evolutionist vision of primordialitbty with a mythic one,

- Shadows accompany the lights; lengbhening and dwindling upon
the heaving waters, they seem to reflect a complex image
¢oming into focus and revealing both a distinction and a
relation between earth and heavene. (In the scripbural
account, the establishing of day and night and of the firma-
ment called heaven corresponds to the first and second days
of creation.) In this part of the poemy the earth and the
seas (which are separated on the third day in Genesis) are
somehow intermingled so that the advent of plant life (which
also appears on the third day) is the "green shadow" of a
forest driven over the water, a meadow floabing and sinking
in "its own green light”. The fifth day of Creation, in
which fish, fowl and animal life are created, is represented
by the "lion's violent head/ Raging and burning in its watery
cave'" and by the tread of the stallion soundlessly falling on
the flood. These twé images, which, like the green plants,
are mybthic shapes, wavering and dream-like, rather than
ordinary concrete imeges, introduce a much more definite and
dynamic sense of progression, for now the animals pour
"onward, flowing across the flowing wave."  This free move-

ment gathers up the suggestions of "issuing" in the first
y
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line of the poem,; and recalls an intensely vital Tintoretto
painting of the Creation, in which the creatures of the air
fly wildly forth from God's hand across the surface of thé
waters.

Then man's shadow falls on the water, and, with it,
the reflection of all earth and heaven "scrawled with names",
The advent of self-consciousness (man's own reflection in the
mythic imagination) and the exclusively human power of naming
things gives meaning and significance to the images of the
natural world. The focus becomes clear and sharp ("pebble
and leaf"); each object seems to tell a tale, to form part

1 and then the “seventh

of a nec~Platonic cosmos of signatures,
day" is called forth as the crown and consummation of the
conception of meaningful images, which is expressed here in
the Hebraic concept of "the glory of the Lord", This symbol-
ises transcendence and is imaged in scripture as the "ghekinah"
or refulgent light of the divine presenceol Tn the mythic
world that Mulr creates in this part of the poem, progression
sweeps unhindered towards the contemplation of total reality
in a single, simultaneous act of the imagination, and,at bthis
point, the first phase of the poem comes Lo an end.
In the second phase, there is a change in tense from
R past to present and a different kind of progression of images
unfolds itself, Whereas the first kind are archetypes
mirrored in the waters of the mythic imagination, where they
| form an organic microcosm, "now we see in the sun" ( that is,
- all humanity perceives in the light of consciousness) a

differently ordered world disposed upon the dry land. Bubt we

o

1., . .
Sir Thomas Browne, in common with other sgseventeenth century

Platohists, saw Nature as a "universal and publick manuscript”
(Religio iiedici, Part I, Sect. XVI.)




228

are able to see it in this way precisely because the hier-

archic images have already been inwardly conceived. One

thinks of Cassirerts view that reality exists for man only
when he has created it in symbolic form. In this more sharply
defined but more eveéﬁay reality, the waters have withdrawn,
the mountains of the third day appear, and there is a river,

a "clear cord of water", threading "all to all"s, This image
recalls the function of the tranced movement that breaks oub
into consciousness in "The Journey Back 2" and the "shining
vein of water" in "Moses". The images thus threaded together
create an illusion of the natural world as opposed to the
mythic one, but they are primarily emblematic in effect and
represent some inbveraction of the separate "days" or .
cabtegories of creatbtion. Some, like the wooded hill and the
cattle in the meadow, are harmoniously combined; others,

such as the hunter stalking the flying guarry, express
conflict and contradiction. The sea is no longer a "flowing"
wave, but one that breasks against the "high sea-wall', The
image of people walking at evening stirs a faint recollection
of the scriptural image of the Lord God walking in the garden
in the cool of the day; the "crescent shadow/ Of the light-

built bridge" is the rainbow, a sign of the covenant and a

curved mulbi~-coloured reflection of the link between appearance
and reality that springs from the original white light of
eternity. The "fish in the billow's heart" is an emblem of
spontaneity and harmony, balanced, but not cancelled, by the
contrary image of the "man with the net". The "hungry swords
crossed in the cross of warning” is an heraldic image express—
ing a more sinister conflict: a state of opposition within

the sage rank and order of creation.
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The rhyme pattern in this part of the poem seems to
link ideas of unity and harmonious order with those of
division, for example, "all to all’ and “high sea-wall',
"walking" and "stalking", "different morning" and '"cross of
warning", tﬁe "man with the net" and the "lion set" on the
banner (sn emblem of transcendence), the "seasons playing"

a game of opposites and the "women praying'. The image of

the seasons "playing/ Their game of sun and moon and east and
west" suggests a creative tension which is clearly in contrast
to the slackness of the earlier image of the “blank seasons
in their Jjourneying". The animal watching man and bird go by
seems to express, in emblematic terms, a combined idea of
sﬁasis and progress which tazkes up the significance of thé
lion on the banner leaping into the sky. The "women praying®
are related to Muir's other images of women as agents of
unity. In this context, they are caught up in an act of
intercession for some revelation ox epiphany : "the day where
all are gathered together", a moment of total vision in which
. "things and their names" (natural objects and their ideal
counterparts, external and internal reality) are united in
"the storm's and the lightning's nest", a supernal realn
where the clashing elements of earthly experience are recon-
ciled and laid to rest. At this climactic momeﬁt, the poen
rebturns to the sacred time of myth in which the Lord first
called forth the "seventh great day". As it does =o, it
soars above the turbulent rack of the storm into the "clear
eternal weather".

The latter part of this poem in particular, with its

procession of emblems and its repetition of the definite
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article, reveals the paratactic order and the genersl loosen-
ing of texture which often characterize Muir's movements
toward total synthesiss The poem as a whole presents a
development from a chaotic and barren kind of perception to
mythic vision and, finally, to the symbolic ordering of &
‘World~which springs originally from "the Word" (the shaping
thought in the divine Mind) and ends in the '"single infinite
and eternal verbal symbol"2 of Sabbath, It is a more com-
pletely imagined and distanced treatment of the three phases
of vision represented earlier in "The Three Mirrors", and it
exemplifies the process of transformation of chaos into cosmos,
culminating in the abolition of historical duration. In this
area of Muir's poetic world, the sinister aspect of divided
experience disappears; its sting is drawn, and the need for
redemption from guilt is no longer relevant, In one sense,
the poem imitates the way in which poetry gives form to things
and names them in a timeless contemplation; in another sense,
it is curiously reminiscent of a seventeenth century model for
meditation in which the mind ascends to God "by the ladder of
created things".5 More significantly for the purposes of
this dissertation, it is a ritual imitation of the progress
towards a centre of absolute reality, a return to the sacred
time of the original creative act, and a Platonic ascent from

multiplicity to a single unified symbol.

eFryeg Anatomy of Criticism, p. 121,

5Fisch, Jerusalem and Albion, pe. %49,




APPENDIX F

"THE HEART COULD NEVER SPEAK"

The heart could never speak

But that the Word was spoken.

We hear the heart break

Here with hearts unbroken.

Time, teach us the art

That breaks and heals the hearb.

Heart, you would be dumb

But that your word was said
In time, and the echoes come
Thronging from the dead.
Time, teach us the art

That resurrects the heart.

Tongue, you can only say
Syllables, joy and pain,
Till time, having its way,
Makes the word live again.
Time, merciful lord,

Grant us to learn your word.
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"THE HEART COULD NEVER SPEAKY

This poemy which was probably written towards the end
of Muir's life and which remained unpublished till after his

death,’

is more concerned with the feeling and being that give
rise to poetry than with seeing. The emphasis is upon the
incarnation of verbal symbols in the human world of suffering
aﬁd regeneration, and the whole poem takes the form of a song,
a closely contained musical expression of emobional and
intellectual equilibrium. .
Each of the three short rhyming stanzas is composed of
six trimeters and each comprises some gnomic ubtterance
followed by an invocation to Time which serves as a refrain,
Imagery is limited; the words are few and mainly mono-
syllabic; 1in fact, only ten words in all contain more than
one syllsble. The key words are constantly repeated, while
the refrain varies in each stanza. Concrete terms like
"heart", "tongue" and "word" are employed in a universally
metaphorical sense and are combined with abstractions like
"time" and "art" to make a fundamental and readily translabg-
able statement about life, poetry, the incarnation of meaning,
and the education and renewal of the natural feelings, The
unbranslatgable part of the poem lies in the delicate balance

of sounds, which is achieved through rhythm and rhyme, and

lSee CPsy, De 8o
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in the calm musical tone, which %eflects an underlying unity
of thought and emotion.

In the first stanza, the separate lines interact in a
kind of anbtiphony, a compressed dialogue which creates a
tension of Olépositese These lines call for a fairly full
paraphrases The heart (the poet's emotion or the world of
human feeling) could never speak (express itself, ubter its
truths or be transmuted into poetry), but that the Word
(language, creative thought, poetry or the ebernal Logos) was
spoken (incarnated, uttered in space and time, made flesh),
"Word", with a capital letter, surely refers to the divine
Logos, which, when spoken in space and time, gives rise to
the phenomenal world. It recalls the silent chord which, éhen
heard in time, becomes a meledy in "The Journey Back 6", It
also suggests the Word "made flesh", the Christ who dwelt
SmMong Uss We hear the heart break (there is a world of human
pain and g poetry of human and divine sufféring ¢ bragic poetry,
words from the Cross) here with hearts unbroken (which speaks
to us while we ourselves are still unscathed or indifferent).
These two lines express a complex idea, more complex than the
above paraphrase can indicate, with great economy and effect
by repeating three key words: héar9 heart and break. "Heaxr"
and "here" are the same sound with different meanings, while
"preak" and "unbroken" are the same word used in positive and
negative senses. The invocation: "Time, teach us the art/
That breaks and heals the heart", suggests that there is a
skill in bransmuting grief and pain into maturity and wisdom

that only life in time can teach us., The bresking and the
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healing are complementary asgec%s of one profound experienceg
responded to in the same way as Wordsworth responded when he
said, "A deep distress hath humanized my soul',

In the first stanza, the equipoise bebtween positive
and negative meanings and feelings is emphasized by the
reciprocal pattern in the lining., In the second stanza,
enjambment creates a sense of conbinuity and flow which
matches the idea of movement backwards and forwards in timeo
Here the heart (the poet's own and that of humanity) is
apostrophized and reminded that it would be dumb if "the word"
(huvmen language) were not spoken in time (through the genera-
tions) so that "echoes come/ Thronging from the dead”.
Language moves through time; its sounds and meanings are\
enriched by the distilled experience of past lives and by
the imaginative shaping of the old poebts. Since The echoes
come "thronging" from the dead, they are nobt merely sound
waves reflected from the walls of a distant tomb, but words
and feelings approaching in crowds, gathering about us in
the present, escaping from their own death, and re-vitalizing
contemporary language and emotiocnal experience. Words can
create a unity of past and present, of life and death, The
refrain once again invokes Timey but now as the teacher of
an art that not only breaks and heals but resurrects the
heart,.

The third stanza apostrophizes the poet's tdngue
(the mother tongue, an inherited language of learnt words),

reminding it that it speaks only a set of syllables without

2A fulfilment of the frustralted experience expressed as
"the insulting weight that stays and breaks his heart" in
"The Enchanted Knight".




235

r

authentic personal content until the deeply felt experience
of each human l1life and each succeeding generation '"makes the
word live again'" and re-charges the tension between such
poles of emotion as "joy and pain'. The phrase, "time,
having its ﬁay”, suggests an intimate human action, an
expression of personal will or desire, perhaps a relationship
like that of a lover and his passive or reluctant mistress.
One is reminded momentarily of Muir's image of time (in the
sonnet "Love in Time's Despite'") as an unfeeling lover with
a subtle and keen embrace. In the invocation which follows,
Time ig addressed as much more than an artist and teacher;
it is now a "merciful lord"”, a noble master to whom one owes
fealty and who, in return, grants boons to his humble subjectss.
The boon the poet asks on our behalf is Time's "word", a
language of continuity, relationship and new life that
embodies the perennial wisdom of the heart. This wise,
magnanimous lord is a far cry from Muir's other, demonic
image of Time as the betrayer and destroyer who ceaselessly
bears away into the past all that one holds dear.

The disciplined form of the poen imposes a necessary
compression of thought and language, curbing any expansion

of theme and reguiring each word to carry maximum metaphorical

reference, It would seem that such a cleose-knit conjunction
of form and content occurs naturally when Muir needs to
express "acceptance and gratitude'": the rare moment of
equilibrium between the actual and the ideal, for it is then
that he breasks into his songs and incantations 5 with their
surface Texture of paradoxy Their slow, swinging rhythms, and

their underlying mood of joy 6r serenity.

5E,ga "The Poet", "In Love for Long", "Song : Sunset ends
the day".
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