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A method f o r  i n t e rp r e t i ng  what Robert Kroetsch c a l l s  t he  "dream of 

o r ig ins"  i s  evident i n  the  technique of "amplif icat ion" devised by K a r l  J'ung, 

and developed f u r t h e r  by James Hillman. This technique f o r  i n t e rp r e t i ng  t he  

content  of dreams involves t h e  a c t  of "seeking t h e  p a r a l l e l s "  and volving / 
around t he  matter  under surveil lance." I n  Seed Catalogue, Kroetsch uses - 
"ampljf icat ion" aq  a compositional method. The changes i n  perspective 

- 0  

generated by t h i s  method account f o i  the  binary s t r uc tu r e  of  :the poe-m. 

This  s t r uc tu r e  permits t he  poet of Seed Catalogue t o  maintain a double 
% ,  

Q 

sense of time. On t h e  one hand, t he r e  i s  l i n e a r  time, i n  which t h e  poet 

begins h i s  adventures as a callow youth and a t t a i n s  by experience a measure 
* 

of se l f - rea l i za t ion  o r  i n t eg r a t i on ,  though t h i s  wholeness i s  contingent and 

open t o  change. On t h e  o the r  hand, t he r e  i s  cyc l i c a l  o r  revolving time, i n  

which t h e  poet i n  h i s  local, . , temporal s e t t i n g  where o ther  persons, places', 

and even+% a r e  os tens ib ly  separa te ,  a c t s  out  those time e s s  archetypal  B - 
pa t te rns  connecting @m-Is k h  "dream of or ig ins .  " The saying, "One man i n  

, h i s  time plays many par ts ,"holds  t r u e  f o r  the8poe t  i n  Kroetsch's  poem. 

The cen t r a l  metaphor of  Seed Catalogue, the  seed-catalogue, implies t h a t  

t h e  poet funct ions  as both gardener and garden. It poses two al l- important  
d 

quest ions  f o r  him which guide t he  moyement of t he  poem: how can he become a 

p e t ?  How can he prepare t h e  so i l / sou l  t o  nourish t he  seed? Behind these  

questions i s  t h e  search f o r  an ,authent ic  voice agains t  inher i t ed  rhe to r i c ,  

and t h e  search f o r  s e l f - r e a l i z a t i on  agains t  outs ide  author i ty .  

Authentic voice and s e l f - r e a l i z a t i on  a r e  t he  two main elements of the  

p o e t ' s  v i s ion ,  the  former i n i t i a t i n g  t he  poet ic  quest ,  and t he  l a t t e r  leading 

t o  the  awareness t h  At b i r t h  and death,  though apparently separate  and oppo- 

s i t e ,  a r e  i n  r e a l i t y  two aspects  of t he  same process. L i fe  and death a r e  i n  



a symbiotic re la t ionsh ip .  The seed 

, . Catalogue the. poet ,  through the act 

self  must "die", t o  be reborn. 

must d i e  t o  germinate. T~LIS i n  Seed . 

of composing his pnem, discovers t h a t  h i s  - 



"The dream of o r ig in s  i s  what i n t e r e s t s  me. . . . On the; 

p r a i r i e s  t h e  small town and farm a re  no longer real places f o r g -  

most people, they a r e  dreamed places,  remembered*places. The 
- 

memory of small towns i s  going t o  account f o r  much of our a r t . " .  

,$-:: ' ~ o b e r t  Kroetsch. 
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In t roduct ion 

A t  t h e  Weekend ~ o n f e r e n c e / ~ e s t i v a l ,  "The Coast i s  Only a Line, " held  a t  
4 

Simon Frase r  Universi ty i n  1981,. Frank Davey, speaking on t he  cont.emporary. 

long poem i n  Canada, had t h i s  t o  say about Seed Catalogue: "The seed 

catalogue i s  i n  some way t he  key t o  t he  door of t h e  unconscious. 

assumption t h a t  the  seed catalogue i s  i n  some way t he  key t o  t h e  

proves t o  be useful  i n  approach$% t h e  poem. A s  f o r  a method, 

suppl ies  t h a t  key term .in t he  l i n e s  from Section 2 of Seed Catalogue: 

Love is an ampl i f ica t ion 

. A 

by doing/over and over.* 

The term "amplification" i s  indispensable t o  my i n t e rp r e t a t i on  of t he  s t ruc-  

t u r e ,  process, and imagery of Seed Catalogue. Although Kroetsch i s  not 

e x p l i c i t  about h i s  use of t h i s  t e h ,  I believe t h a t  he has  drawn substant i -  
t 

a l l y  from depth-psychologists Jung and Hillman, f o r  whom ampli f ica t ion i s  a 

key procedure i n  t h e i r  c l i n i c a l  pract ices .  H e r e  i s  $ow Jw def ines  

ampl i f ica t ion,  h i s  method of discovering' t he  symbolic content of dreams: 

I adopt t h e  method of t h e  ph i l o log i s t  and apply a pr inc ip le  
which i s  ca l l ed  "amplification". It i s  simply t h a t  of seeking t he  
p a r a l l e l s ,  For ins tance ,  i n  t h e  case of. a very r a r e  word which you 
have never come across  before, you t r y  t o  f i n d  p a r a l l e l s  i n  t e x t  
passages, p a r a l l e l  app l ica t ions  perhaps, where t h a t  word a l so  occurs, 
and then you t r y  t o  put t he  formulayou have es tab l i shed  from the  
knowledge of o the r  t e x t s  i n t o  t h e  new tex t .  If you make t he  new 
t e x t  a readable whole, you say, "Now, we can read it. " That i s  how 
we learned t o  read hieroglyphics and cuneiform in sc r i p t i ons  and 
t h a t  is how we can read dreams. Now, how do I f i n d  t he  context? 
I simply follow the  p r inc ip le  of t h e  assoc ia t ion  experiment. I n  
each case [3f d i f f e r e n t  responses t o  the  same word] I know what 
t i s s u e  t h a t  w o ~  o r  image is embedded in .  That is amplif icat ion.  2 

And t h a t  i s  e s s e n t i a l l y  the  procedure I followed i n  a r r iv ing  a t  my in t e rp r e t -  

a t i on  of Kroetsch's "dream of origins".  Hillman e laborates  on Jung ' s  

de f i n i t i on  of amplif icat ion by comparing it t o  "the method of t h e  arts and 



hUIIlitdies. By revolving around t he  matter  under su rve i l l ance  one ampl i f ies  

a problem exhadstive&y. [PSI l i k e  a prolonged meditat ion o r - v a r i a t i o n s  on 
'i . 

a theme of music, o r  the-patterns of dance o r  brush strokes."  Amp i f i c a t i o n  iL 
\ 

is  a more usefu than ana lys i s ,  Hillman has found, f o r  shaking up, o r  , 
j a r r ing  loose ,  mater ia l  embedded i n  the  &conscioue. 

Hillman's comparison of ampl i f ica t ion t o  meditation suggests  a p a r a l l e l  

i n  Seed Catalogue, s ince  meditation i s  an i n t e g r a l  p a r t  of t he  poe t ic  process 

+ 
f o r  Kroetsch, a s  the  l i n e s  from Seci;ion 6 show: 

no memory then 
no meditation L 

r 

no song ( s h i t  
we're up aga ins t  i t )  

Robert Lecker, i n  one of t he  most use fu l  s t ud i e s  of Kroetsch (along with 
- 

Pe t e r  Thomas& Robert ~ r o e t s c h ) ,  puts  it more po l i t e l y ,  though no t  more 

succinct ly ,  and e laborates  on the  process: 

Krdetsch ' s  be l i e f  is< t h a t  t r u e  'song must be a powerful combination 
of memory and meditation. Memory i s  seen a s  an a c t  of creation--a 
willful.  re-ordering of events i n  which pas t  moments become a beginning-- 
t he  focussed r e b i r t h  of a sense of place which time has made uncertain. 
Kroetsch c a l l s  t h i s  "a dream of o r ig ins"  and i n s i s t s  t h a t  "a l o c a l  pr ide  
is where you've go t  t o  begin, and we d i d n ' t  ex i s t .  Memory i s  iden t i ty .  
The search f o r  o r i g i n a l  place is  t he  search f o r  o r i g i n a l  voice. . . . I' . 
I n  Seed Catalogue t he  search i s  exis tent ia l - -an  involved recovery of 
authent ic  voice from smothering l aye r s  of f a l s e  myth and speech. Rind- 
ing a voice through memory c a l l s  f o r  complex movements of unfinding B 

(Kroetsch c a l l s  t h i s  "demythologizing, " "uninventing , " o r  "unnarrating " ) . . . . Only when t h i s  de-s t ructur ing a c t i v i t y  has begun can meditation 
come i n t o  play, f o r  t he  sub jec t  of meditation is the  mystery produced i n .  
the  a c t  of "unhiding the  hidden. " 4 

4 
- -- 

- 

C o r m b r a t i o n  of t h e  seeking of pa r a l l e l s . and  t he  word assoc ia t ion  technique, 
' 

t h a t  is., ampl i f ica t ion,  and Hillman's e laborat ions  of i.t, comes from Kroetsch 

himself,,-.although he t e l l s  it  d i f fe ren t ly :  
sl, 

P 

I wanted an endless s e r i e s  o f ' c r azy  moments so I could wri te  a continu- 



ing  poem. Worked on Seed Catalogue about a year, 'had a g r e a t  number of 
notes. m e n ,  . . . [separated from t h e  notes) ,  sa* d m  a&-mtef lKpi--- - -- 

e f f e c t  from memory, a whole new draft r i g h t  from Zero, A g r e a t  experi- 
ence i n  . . . memory and concentration. That vers ion of d i a l e c t i c  
( e l l ~ p s e s ,  hor izon ta l i ty ,  reverberat&bns) , it 's kind of Canadian. ' We 
a r e  almost i n  stasis so o f ten ,  between 6pposing forces .  5 

I 

I 

' s  "d ia lec t i c"~cor responds  t o  ampl i f ica t ion and t h e  word-associakion , 

The e n t r i e s  he s e l e c t s  from the  seed catalogue t h e  
0 

st imulus t o  the unconscious. For Kroetsch, i n t e n t  on h i s  quest  f o r  au then t ic  I 

voice and place,  f o r  i d e n t i t y ,  f o r  wholeness, t h i s  psychol&ical technicpe of 
- - -  ,, 

5 -- - * --, 
ampli f ica t ion i s  b o t k t h e  pa t t e rn  of h i s  q u e s t  a s  wandering h i g h t - e r r  nt-  B 

i 
poet ,  and t h e  pa t t e rn  of t he  poem's s t ruc tu re .  Voice and * in t eg ra t j oq / a r e  

I 
/ 

inex t r i cab ly  in ter twined,  "revolving aroun_d" each o ther  i n  t h i s  s p i y a l  

s t r uc tu r e  t h a t  i s  t h e  master plan of t he  universe,  from the  DNA double h e l i x  
a 

t o  the  s p i r a l  nebulae. A s  i n  these ,  t h e  progress of t h e  poem re$ches only a 

contingent conclusion. 

Seed Catalogue i s  poem as process. It i s  organic,  l i k e  l i f e ,  amplifying 
- 

i t s e l f ,  responding under control  t o - i t s  epigraphs, one t o  each sec t ion ,  

r e l a t i n g  i t s  sec t ion  t d  the  one preceding it, pointing , t o  t he  one ahead, 

unifying a s  well a s  guiding t h e  poem i n  i t s  development. For  t h e  reader ,  

, i n t e n t  t o  understand, ampl i f ica t ion i s  t he  way t o  f o l l ow- the  na r r a to r  through 

the  maze, t he  ' l a b y r i h h ,  the  in ter twining s t r uc tu r e  of h i s  search through t he  - 
abyss of h i s  mental depths f o r  origins., That i s  t h e  method t h i s  paper w i l l  

follow. Kroetsch a l m y s  suppliess c lues ,  t h e  key t o  t he  next mok. The 

t r i c k  ( f o r  Kroetsch i s  a t r i c k s t e r )  i s  t o  look f o r  vgrnaculA.r i n t e rp r e t a t i ons  
-- . 

of t h e  t r a a i t i o n a l  r h e t o r i c  t h a t  h e  uses i ron iqa l ly .  Amplification i s  a 

- .  'La t 

- -- - 

ique of depth psychology t h a t ,  no more than psychoanalysis, accepts  t . 
i nhe r i t ed  rhe to r ic .  It  i s  designed t o  revea l  t he  authent ic ,  de-construct the  . 

a r t i f i c i a l .  That i s  why it i s  usea ,here ,  f o r  t he  quest  i s  f o r  au then t ic  

voice and soul. That t h i s  modern quest  demands t he  age-old jpurnei  of t h e  
* 



4P 
.. 

4 
- . - , - --I- - 

wanderer i n t o  the  abyss of t he  mind i n  searcn of sa lva t ion  places Seed - 
- + I --- --- 

Catalogue i n  t h e  ep i c  t r ad i t i on .  The self-mockery is a cover-up of i t s  - 
. Y 

e s s e n t i a l  seriousne?. &e podm i s  - a  c o v e a  operation,  $ng undkrground i o  
4 , -  ' - - 2 

t h e  buried pa s t ,  t o  t h e  uqconscious, and t o  myth. - Echoing, 'be i ides ,  sometimes 
' I  

i r o n i c a l l y ,  a l l  t h e  g r ea t e s t  poets i n  t h e  seed-catalogue of 

mi&g of English,  it a l l  but buries-them, but r l y  l i k e  "the womail w b  
L 3 

buried h e r  husband with h i s  ass s t i ck ing_ou t  of t h e  gro-un$ so t h a t  every 

time she happehed t o  walk by she could give  it a swift kick" (Sec. 4). 

Generally, t h e  seed catalogue items protoke r i b a l d  o r  a t  l e a s t  i r o n i c  
- 

responses. That is amongethe de l i gh t s  i n  reaaing t h e  poem, though no t  f o r  me 
- 

t h e  greatest--which is  i n  "dis-covering" t he  hidden meanings t h a t  revedl  an 
. d  

amazing underworld t ex t .  Several  times, a s  unsuspected reve la t ions  came t o  

l i g h t ,  I echoed Kroetsch 's "I can ' t believe my' eyes"   he   edger) .. Thecomic -! 

vis ion  i s  usual ly  Kroetschl.s bes t  weapon agains t  framework and g r i d ,  

T 

i nhe r i t ed  rhe to r i c ,  and any o the r  obst ruct ions  t o  au then t ic  voice. H i s  - 
humour de-constructs these  absu rd i t i e s  and transforms them ktct  authent ic ,  

7 .  .- 
e ,  voice. Seed Catalogue i s  r i c h  i n  hwnour, usual ly  wry, 

rue fu l ,  sardonic,  self-mocking,- o f ten  hidden i n  a l lus ion; .  ~ u t r a g e 6 u s  puns, 

' t a l l  t a l e s ;  anecdotes, o f ten  l e f t  .unfinished f o r  t h e  reader  t o  complete, 
1 

involve t he  reader  i n  the  process; comic diminution of t h e  hero-narrator i n  

i 

h i s  various personae of cabbage, badger, magpie, vine and brome grass--to 
, , I 

.I 

name only some of t h e  guides t h a t  re ' f lec t  him on h i s  quest--can usual ly  be 
8 4 

expected. I n  t h i s  poem as process, t he  humour t ape r s  o f f  a s r t h e  r h e t o r i c  of ' 

, % - -- - - - - - 

t h e  seed-catalogue is  progressiv l y  de-constructed; t he  tone becomes qu ie te r ,  '? - 
- - - -- -- 

HE- se r ious  as t he  opposites become inter-related, reconciled,  in tegra ted.  . 
  eats 's "Ode t o  Psyche", the  first of h i s  g r e a t  Odes, may be *thought of 

/ 

as t h e  dawning of modern consciousness. While a p p a r e n m  choing t h e  
: 7 
d 

+ i y c h e / ~ r o s  s t o r y  and Keats 's discuss ion bf  it a i t h  t h e  Ode, h e t s c h  i n  



% *  

Seed cata logue 's  in t rospec t ive  ampl i f ica t ion technique seems t o  have drawn 

a l s o  from t h e  depth psychologist James Hillman, who bases h i s  eluc,idation of 

h i s '  soul-making theory on t he  s tory .  

How t o  place Seed Catalogue i n  t h e  continuing p o e m ,  F i e ld  Notes, 

involves iden t i fy ing  Kroetsch ' s concerns and  techniques. The gedger , f o r  

ins tance ,  introduces t h e  binary s t r uc tu r e  of t he  deb i t -c red i t  account t h a t  
/ 

has been ca r r i ed  forward i n  Seed Cata t h a t  placement on t he  page 

fu rn i shes  c lues  as t o  whether t he  exp s been worthwhile. Moreover, , 

t h a t  binary s t r uc tu r e  becomes an impo component of ampl i f ica t ion;  

"revolving'around t h e  matter  under su rve i l l ance , "  3s defined by H i l l m a n  
-,/ 

implies changing perspect ives  somewhat a s  a p r o f i t  and l o s s  account does. 

This uay,of looking i s  i t s e l f  a soul-making process, and examples w i l l  be 

pointed out  inUkthe t e x t  where ordinary  r a t i o n a l  judgement of an experience 

would seem t o  requ i re  a "debit" r a t i n g ,  ye t  t h a t  experience i s  placed on t he  

"credi t"  s ide .  The point  i s  t h a t  i n t eg r a t i on  of t he  personal i ty ,  t he  g r e a t  

quest  of t h e  poem, requ i res  t h i s  reconc i l i a t ion  of opposi tes ,  t h i s  balancing 
L 

of t h e  acdount. 

Another aspect  of The Ledger t o  be developed i n  Seed Catalogue der ives  

from the  imperative "You must marry t h e  Terror", the  r e a l  lesson i n  l i f e  
h 

contained i n  t he  humorous account of Kroetsch's  gqeat-grandmother's t h r ee  
,r 

marriages with men &o, though Struck with t e r r o r  of he r ,  never theless  
/ 

proposed t o  her. For Seed Catalogue's  na r ra to r ,  quai l ing before t he  imperious 

demands of h i s  "horse" of emt i c - c r ea t i ve  power and the re fore  managing t o  f a l l  
- - -  -- 

f r o m  - it ( a s  D i s ,  t h e  h i r ed  man of death,  d i sce rns ) ,  must somehow acquire t he  
a 

courage too t o  "marry t h e  t e r r o r " ,  t o  accept the  r e spons ib i l i t y  of t he  

challenges t h a t  confront h i s  ambition. - 

Typical of Seed Catalogue i s  t h i s  turning of "every&ing i n t o  metaphor" 

(iecker's phrase from t h e  source i n  Note 4). Related t o  t h e  "Marry t he  



t e r r ~ r " ~ e p i s o d e  a r e  t h e  r i c h e s  of t h e  a n c e s t r a l  p a s t  h e l d  i n  t h e  p rec ious  

\ 
a c c o u n t s  of t h e  p o e t ' s  f o r e b e a r s ,  no t  o n l y  i n  t h e  w r i t t e n  Ledger, and  the 

\ 

" l e t t e r  from Auvt D ~ r o t h y "  with its humorous j u x t a p o s i t i o n s ,  bu t  a l s o  i n  t h e  

o r a l  t r a d i t i o n s  sometimes f o r g o t t e n ,  with t r a g i c  r e s u l t s ,  and mourned f o r ,  as 

i n  S e c t i o n  9. Everything i s  g r i s t  t o  t h i s  p o e t ' s  m i l l ,  6 u t  no t  f o r  
' ,  

, \ C, rthing 
4 

v does  The Ledger end wi th  "You must marry t h e  Te r ro r " ,  c a p i t a l i z e  , cen t r ed  

on t h e  page, and c e n t r a l  i n  t h e  p o e t ' s  message t o  Seed Catalcgue.  
r\ .. 

Thi s  sense  o f  h i s t o r y  as a continuuin t h a t  +ny s h a r e  i n h e r e s  s t r o n g l y  

i n  "Stone Hammer Poem" (E ,  p. 13): 

I have to /1  want 
t o  know ( n o t  know) 
?WHAT HAPPENED 

The poem moves a long  i n  a  s e r i e s  of  images of  " the  t h i n g  i t s e l f "  t o  specula-  

t i o n  as t o  the  even t s  i n  h i c h  it f i g u r e d ,  bu t  always it i s  a t  t h e  c e n t r e  of  

t h e  pas s ing  scene. By t h e  t ime it reaches  #7, "The ~oern/ i s  t h e  s t o n e " ,  and 

, t h e  poe t  becomes as it, were t h e  unknown maker, moving i n t o  myth and metaphor: 

"Sometimes I write/my poems f o r  t h a t / s t o n e  hammer." The s t o n e  .has become a 
7s  

t a l i sman ,  provid ing  t h e  dynamic f o r  o t h e r  poem$. Fo r  Seed Catalogue? Yes, 

i n  t h e  sense  t h a t  as poem, as " h i s - s t o r y , "  Seed Catalogue has  been hammered 

* 
o u t  of a  l i f e  exper ienced  and shaped t o  t h a t  purpose. 

"How I Jo ined  t h e  S e a l  Herd" may be seen a s  a dream o r  f a n t a s y  07 t h e  

+(I t oo  happen t o  have a s t o n e  hammer, f l a t t e n e d  a t  each end 
and doub le -g r~oved  f o r  thonging t o  a handle.  I, plowed it up not, 
much ove r  a  yea r  ago. A s  wi th  t h e  numerous s t o n e  kn ives ,  p e s t l e s  
and n e t  weights  from t h e  same pi t -house s i t e  on " the  l and  I t h i n k  . 
i s  mine," I sometimes e n t e r t a i n  con jec tu re  of  a  time when o t h e r  
h a n d s - s e l e c t e d , ' s h a p e d ,  and used it, perhaps t o  d r i v e  down fTsh weir 
s t a k e s  i n t o  t h e  gumbo of t h e  bed of  t h e  F r a s e r  3 i v e r  l oop  t h a t  once 
passed through t h i s  land .  When Simon F r a s e r  came down t h e  r i v e r - i n  
1805, I wonder, d i d  t h e  people of  t h e  p l ace  paddle o u t  t o  t h e  main 
r i v e r  t o  watch, perhaps throwing "my" stone hammer a s i d e  i n  t h e i r  
exc i tement ,  f o r  me+to  plow up o u t  of t h e  foo t - th i ck  d e p o s i t  o f  s i l t  
t h a t  covered every th ing  s i n c e  t h e i r  t ime he re? )  



n a r r a t o r ' s ,  r e l a t e d  t o  Seed Cata logue ' s  n a r r a t o r ' s  name change t o  "Nature" 

v i a  ~ u d y  Wiebe. H i s  i n i t i a t i o n  i n t o  t h e  Sea l  t r i b e  of Nature gene ra te s  a  - 
'y 

good d e a l  of self-mockery, which i n v i t e s  t h e  rgader  t o  laugh h e a r t i l y  a t  t h e  

t e n t a t i v e  exp lo ra t ions  of  t h e  new body. The e a r s ,  h a t u r a l l y  enough ;or t h e  

poet who l i s t e n s  a  l o t ,  r e g i s t e r  h i s  first awareness of t h e  change. But,  a s  - 
i n  Seed Catalogue aga in ,  t h e  sexual  fumbling: "Where, exac t ly ,  is--" 

t i c k l e s  male r i s i b i l i t y  most, probably because it s t r i k e s  a t  m a s c ~ l ~ n e  

v u l n e r a b i l i t y  where it i s  most s e n s i t i v e ,  sexual  s e c u r i t y .  

- A s  i n  seed Catalogue, self-mocking covers s e r i o u s  concern: t o  g e t  away 
d + 

7 , . 
from t h e  human bondage of  h i s  self-consciousness,  of h i s  i n e l u c t a b l e  

?- 

r e l a t i o n s h i p s  with h i s  lovers .  To wash h i s  mind of i ts  landness 

t o  t h e  s e a ,  t o  t h a t  o l d  mother, e t e r n a l  symbol of  primal  l i f e  and 

t h e  unconscious mind. Where t h e  s e a l s  a r e  a t  home, t h e r e  he would be a l s o .  

I t  i s  t o  g a i n  new pe r spec t ives  on h i s  t roub led  sex  l i f e  t h a t  t h e  s e t t i n g  he 
L 

provides f o r  t h i s  dream ox f a n t a s y  inc ludes  a  s e a l  herd i n  breeding season, 

and t h a t  he demonstrates h i s  prowess as a success fu l  "bull" .  That h i s  

success immediately s h i f t s  t o  h i s  experi'ence i n  "America," which comes o f f  

second-best t o  t h e  consummation with t h e  young cow s e a l ,  confirms t h e  .- 

r i g h t n e s s  of h i s  o r i e n t a t i o n  t o  Nature t h a t  solved t h e  n a r r a t o r ' s  c r i s i s  i n  

Seed Catalogue. He "re turns"  t o  man-being w i l l i n g l y ,  re-assured o r  hopeful  

t h a t  "my ch i ld ren  (our s ,  I co r rec ted  mysel f ) , "  t h a t  i s ,  what "I" wr i t e  a s  a  

r e s u l t  of "our" j o i n t  e f f o r t s ,  w i l l  be ea r -pe r fec t ,  with an a u t h e n t i c  voice 

based on animql a s  we l l  as s p i r i t u a l  values.  We can s e e  i n  such imagery t h e  

i n e x t r i c a b l e  r e l a t i o n s h i p  'of t h e  e r o t i c / p o e t i c  t h a t  i s ' m a n i f e s t  i n  t h e  

hor ses  i n  Seed Catalogue. They, inc luding Cindy and t h e  seal con t r ibu te ,  o r  

p&aps underscore, t h e  pure ly  phys ica l  element i n  e ro t i c i sm,  t h r o w h  t h e i r  

an imal i ty .  But where Cindy is d i s t anced  somewhat by Amie, whom I have 

i n t e r p r e t e d  a s  t h e  n a r r a t o r ' s  anima i n  h i s  masturbation f a n t a s y ,  t h e  your& 



8 

cow s e a l ,  a f a n t a s y  sex  pa r tne r  too,  d i r e c t l y  p a r t i c i p a t e s  i n  t h e  sex  a c t  

fantasy .  From t h e  po in t s  o f  view of Jung 's  "ac t ive  imagination" therapy 

and Hil lman's  "fantasy-making" as a soul-making process,  t h i s  d i r e c t  pa r t i c8 -  

pa t ion  r e p r e s e n t s  an inc rease  of consciousness and of s o u l ,  respec$ively. 

While we s h a l l  perceive i n  Seed Catalogue t h e  ques t  f o r  i n t e g r a t i o n  and 

voice achieved,  a r e s idue  of pa in  from l o s t  innocence of love  w i l l  demand 

some f u r t h e r  e f f o r t  t o  balance accounts. The Sad Phoenician, where t h e  

n a r r a t o r  i s  a t r a d e r . i n  love and words, seems t o  be about  such an endeavor. 

Once aga in ,  a b inary  s t r u c t u r e  keeps t h e  balance, t h i s  time by conjunctive/ 

\ d i s j u n c t i v e  a l t e r n a t i o n  of "and . . . but". A d i a l e c t i c  r e s u l t s ,  with t h e  

balance contained i n  t h e  pa i r ings .  O f  some correspondence t o  t h e  sec t ions  

and epigraphs of Seed Catalogue a r e  t h e  26 l e t t e r s  of an a lphabet  t h a t  seem 

t o  be f o r  the  most p a r t  a r t i s t ' s  render ings  of t h e  Phoenician,  a n c e s t r a l  t o  

our  own. From them we perceive t h a t  t h e  ques t  runs  t h e  gamut of A t o  Z ,  o r ,  

a s  t h e  n a r r a t o r ' s  submarine lover  caut ions  h i s  manifes ta t ion ,  a Ulysses-like 

f i g u r e :  "but keep an e a r  cocked f o r  s i r e n s ,  you one eyed mariner/and the  
P 

pole s t a r  point ing you i n ,  f r e s h  from t h e  coast/of Ampersand, a cargo t o  

Upsilon bound . . ." This Odyssey is  punctuated with a s e r i e s  of encounters 

with lovers--women who have i n i t i a t e d  t h e  end of t h e  r e l a t i o n s h i p  with t h e  

"hero" and who appear t o  be metaphors f o r  t h e  n & r a t o r g s  passions f o r  words. 

For  ins tance ,  t h e  woman from Nanaimo " l e t  us  c a l l  herq" who l i v e s  i n  a 

submarine, probably is  a metaphor f o r  h i s  pass ionate  search f o r  t h e  submerged 

meanings of words. A s  language s tudy,  looking f o r  o r i g i n a l  meanings is  a 

good way t o  start. That  "she i s  hung up on clams" sugges t5 , the  f a s c i h a t i o n  

of words t h a t  resist opening up t o  meaning. "I a m  dwarf t o  h e r  needments" 

says  t h e  n a r r a t o r ,  echoing Spense r ' s  'Behind h e r  f a r  away a D w a r f  d i d  lagu6 

suggest ing t h a t  she ,  l i k e  Una (Truth) ,  searches f o r  t r u t h ,  no t  helped much by 

t h e  Dwarf (~ommonsense) . ."But I ' m  a f f l i c t e d  with common sense", he ad@ts. 



J 
The "Dwarf" metaphor shows him a divided and reduced man, whZch i s  t he  reason 

, f o r  h i s  quest  i n  Seed Catalogue, and here too ,  desp i te  t he  disclaimer:  "a 

quest f o r  a woman who/might be s a t i s f i e d ,  t he  holy g r a i l  ndthing, poor dld/  

Who?him g e t s  it i n t o b h i s  b r i e f  case ,  he puts  out t o  sea/so t o  speak, f o r  

himself" (F'N, p. 84.). This last phrase proves t he  point:  in tegra t ion  of t he  

s e l f  is t h e  quest ;  he speaks from a point  outs ide  himself. 

The Sad Phoenician ends with t he  na r r a to r  having experienced, psychologi- 

c a l l y ,  hierosgamos--marriage with t he  god. He haybecome in tegra ted  with h i s  

r e a l  love,  through a process of el imination of h i s  w i l l f u l ,  worldly loves. 

Through him the  godhead can now express i t s e l f ,  a n d - i t s  expression w i l l  be i n  

I 

t h e  vernacular. The s i m i l a r i t i e s  with Seed Catalogue a r e  numerous: the  quest  

f o r  in tegra t ion  and voice;  t h e  binary  s t r uc tu r e ,  though arranged d i f f e r en t l y ;  

t h e  self-mocking s t y l e  of t he  se l f - s ty led  l o s e r  a t  love;  t he  sardonic,  wry 

humor; the  outrageous puns; t he  'vernacular d ic t ion ;  t he  fragments of s t o r i e s ,  

unfinished proverbs; echoes from a r i c h  l i t e r a r y  background--these a r e  only 

/ 
t h e  more obvious. 

Seed Catalogue, of a l l  those i n  t he  long continuing poem t h a t  i s  F ie ld  

Notes, i s  the  t complex, ambiguous, puzzling, and demanding. But it i s  

a l s o  t he  most rewarding f o r  c lose  reading. Owing only i t s  binary s t r uc tu r e  7 
t o  i t s  main predecessor, The Ledger, i t ' i n co rpo ra t e s  an astounding va r i e t y  of 

devices f o r  co-opting what s k i l l s  ( ch i e f l y  l i s t en ing )  t he  reader  possesses. 

The reader  cannot s t a y  outs ide  t h i s  poem; i f  he does, he g e t s  very l i t t l e .  

He must c a s t  o f f  a l l  conventional r e s t r i c t i o n s  on h i s  imagination, and 

prepare t o  en t e r t a i n  and welcome, and l e t  h i s  mind play with, the  h i n t s  t h a t  

come h i s  way.' They w i l l ,  because Kroetsch always suppl ies  them. Seed 

Catalogue has  been ca l l ed  t h e  "discovery poem" of  the  s e r i e s ,  probably 
1 

because t he  p e t  dis-covers and re- t races  t he  rou te  of h i s  quest  f o r  , 

i n t eg r a t i on  and au then t ic  voice. I t ' s  a l so  because the  reader  must discover 



so much f o r  himself.  But  t h e  c lues  a r e  the re .  

The master c lue  i s  "amplif icat ion",  and Kroetsch d e f i n e s  love  i n  i t s  

terms, p a r t l y  perhaps f o r  t h e  r e a d e r ' s  benef i t .  For , -  t o  love tfiis poem, one 

must amplify: 2t."doing over  and over" as he  says ,  "seeking t h e  p a r a l l e l s " , ~  

Jung says ,  "revolving around t h e  matter under su rve i l l ance"  a s  Hillman says ,  

and t o  do' t h i s  i s  t o  a l t e r  perspect ive ,  change ore's way-of see ing,  build.sou1.  

Said Pythagoras: " A l l  t h i n g s  a r e  changing; nothing d i e s ;  t h e  s p i r i t  wanders, 

comes now here ,  now t h e r e  and occupies whatever frame it pleases.  "7 That i s  

one of t h e  reasons t h e  sad ~ h o e n i c i &  gave t h i s  name t o  h i s  own animating 

. - s p i r i t .  One can only t r y  t o  fo l low,  with a l l  ' "vibrissae" o u t ,  'as t h e  n a r r a t o r  

i n  "How 3 Joined t h e  S e a l  Herd", t r i e d .  One can r e a l l y  do l i t t l e  e l s e ,  i n  

Seed Catalogue. 

Sect ion  1 

The poem begins with t h e  n a r r a t o r  a s  c h i l d ,  with a cabbage-head layer ing  

of r h e t o r i c  enveloping h i s  soul .  I t ' s  t h e  end of winter  and time t o  begin 

l i f e  anew. O f f  with t h e  storm windows, l e t  t h e  s u n l i g h t  i n t o  t h e  house; g e t  

t h e  hotbed of l i f e  going with t h e  greenhouse e f f e c t  of t h e  storm windows on 

i t ,  not  f o r g e t t i n g  t h e  e f f i c a c y  of  t h e  storms of l i f e  t o  genera te  energy f o r  

change. Open t h e  seed-catalogue t o :  

-', 
This  

No. 176--copenhagen Market Cabbage: 'This  new in t roduc t ion ,  s t r i c t l y  
speaking, i s  i n  every r e s p e c t  a thoro hbred [only racehorses  
a s ,  s t r i c t l y  speaking], a cabb e of  h ighes t  pedigree,  * considerable f l u r r y  amor$; profes  i o n a l  gardeners a l l  

imposing dream-figurehead of e x o t i c  background, impeccable breeding and 

elegance--rather  l i k e  t h e  ad-man's peanut i n  evening d r e s s ,  s p a t s ,  top-hat ,  

and monocle--nevertheless, only a cabbage, s i g n a l s  a warning t o  t h e  

ambitious boy it guides and r e f l e c t s ;  t h e  i t a l i c i s e d  words d e l i n e a t e  an ' 



i r o n i c  d e s c r i p t i o n  o f  h i s  dream o f  o r i g i n s .  The glowing t e s t i m o n i a l  l e t t e r  
I 

. , 

which fo l lows ,  with i ts formal ,  s t i l t e d  beginning, "I wish t o  say ,  " ends i n  

t h e  o u t b u r s t  of vernacular :  "Cabbage were dandy." The s i g n a t u r e ,  "WW Lyon," 

- 8 
r e c a l l s  t h e  winged, l ion-headed god Aion, who holds  t h e  key t o  t h e  underworld, 

t hak  is ,  t o  t h e  unconscious, t h a t  i s ,  "south Junc t ion ,  Plan." The key f o r  t h e  

n a r r a t o r ,  t h e  message i s  c l e a r  from t h e  god h imse l f ,  i s  t h a t  t h i s  kind of 

\ -  
change, from r h e t o r i c  t o  ve rnacu la r ,  i s  t h e  way t o  fo l low,  by way of t h e  

underworld rou te .  The descent  involves  both t h e  sense  o f ' u s i n g  t h e  "low" 

ve rnacu la r  i n s t e a d  o f  t h e  "e leva ted"  r h e t o r i c ;  and t h e  sense  of plumbing t h e  

unconscious mind f o r  r ep res sed  o r  f o r g o t t e n  memories t h a t  r e l a t e  t o  t h e  ques t  

f o r  i n t e g r a t i o n .  The quest' is  two-fold ahd in t e r twined ,  t h e  g o a l s  a r e  i n t e r -  

r e l a t e d ,  and t h e  underworld ho lds  t h e  answer t o  both. The- body of t h e  l e t t e r  

i n v i t e s  a m p l i f i c a t i o n  a t  a deeper  l e v e l  too  :' "Seed .purchased/of you, " with 

i t s  "of" i n s t e a d  of "off ", and i t s  s l a s h  sepa ra t ion ,  g i v e s  t h e  formula ic  

"seed of you"; and "sweet corn" l ends  i t s e l f  t o  t h e  ve rnacu la r  "corny" f o r  

t r i t e  o r  hackneyed o r  otherwise outworn language. The i n h e r i t e d  r h e t o r i c  of 

t h e  l e t t e r  is undercut ,  de-constructed,  by t h e  vernacular  meanings under it 

which r e v e r s e  (he paean of  p r a i s e  intended.  This  i r o n i c  r e v e r s a l  of intended 

meaning i s  t y p i c a l  of  t h e  poem's s t y l e  of  n a r r a t i o n .  It impl ies  a s t a r t l i n g  

and extreme condemnation of i n h e r i t e d  r h e t o r i c :  t h a t  such r h e t o r i c  is  

r e a l l y  saying  j u s t  t h e  oppos i te  o f  what it in t ends  t o  say. Its u s e r s  a r e  

~ n c o n s c i o u s l y  speaking with forked tongues;] i ts h e a r e r s  a r e  unconsciously 

picking up t h e  vernacular  meanings, because t h e s e  a r e  u n i v e r s a l l y  understbod 

a t  a deeper  l e v e l  t han  those  acceptable  t o  p o l i t e  s o c i e t y .  The consequence 

becomes i n c r e a s i n g l y  ominous, a s  Seed Catalogue goes on t o  show. Th i s  is t h e  

impera t ive  and t h e  dynamic o f  t h e  r a d i c a l  change t o  a u t h e n t i c  language t h a t  

Kroetsch,  by impl i ca t ion ,  i s  proposing. 

The mother 's  vo ice  saying "Did you wash your ea r s?"  p i cks  up and 

@ 
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cont inues  the  movement t o  t h e  vernacular .  She i s  a  Demeter f i g u r e ,  middle- 

aged, loving  i n  a  non-sexual way, ca r ing  f o r  t h e  garden i n  a  way t h a t  

r e f l e c t s  h e r  guidance of t h e  son i n  preparing f o r  h i s  gre,at  ques t .  "You 

could g r o y  cabbages i n  those  e a r s "  i s  a  time-honoured sca th ing  of d i r ty -ea red  
3 

sons,  but  under t h e  sca th ing  is t h e  p lac ing  of r e s p o n s i b i l i t y  f o r  l i s t e n i n g  
, . 

t o  and d i s t i n g u i s h i n g ~ t h e  r e a l  from t h e  r h e t o r i c  square ly  on h e r  son. A s  a  
Ti 

3 metaphor f o r  i n t e n s i f ~ e d  l i s t e p i n g ,  t h e  cabbage i s  a  s o r t  of  a m p l i f i a  e a r ,  a  
' 

. -& Z i  

3%- . -0 

p r o l i f e r a t i o n  of ea&&olds  t o  enhance l i s t e n j n g  w'wes. Since percept ion  i s  .- 8 ; 

aimenta l  func t ion  as we l l ,  t h e  cabbage a s  'head, cabbage-head,' ,or 'head of 

cabbage ' ,  a l l  c a r r y  i n  varying degree a n  u n f l a t t e r i n g  mental a t t r ibu t ion . .  

The n a r r a t i v e  cont inues  with t h e  account of harrowing t h e  garden. 

Harrowing i n  t h e  context  of  t i l l a g e  i s  t h e  a c t  of breaking up, r e f i n i n g  t h e  
t i  

lumps of c l a y  i n  o rde r  t o  r e l e a s e  t h e i r  p o t e n t i a l  t o  p r o t e c t  t h e  seed and 

nour ish  t h e  growing p lant .  I n  t h e  context  of t h e  p repa ra t ion  of a  would-be 

poet ,  harrowing i s  a  metaphor of p a i n f u l  though necessary p repa ra t ion  f o r  

r e c e p t i v i t y  t o  inc reas ing ly  chal lenging ideas .  The echo of C h r i s t  Harrowing 

H e l l  ampl i f i e s  t h e  sense  of unconscious and s p i r i t u a l  processes.  A s i g n a l  of 

something c r u c i a l  i n  t h e  context  of  growth comes with "You've g o t  t o  under- 

s t and  t h i s . "  Then come t h e  s h o r t  simple sentences ,  a s  one would use t o  a  
. - 

c h i l d ,  o r  when it i s  impe&tive t o  be understood: "I was- s i t t i n g  on t h e  

, horse./  The horse  was s tanding sti l l . /  I f e l l  o f f . "  To a p p e c i a t e  t h e  l e v e l  

of a  farm boy 's  sea r ing  shame t o  f a l l  o f f  a ,harnessed  horse  '.'standing s t i l l " ,  

and then  look fo; a  deeper l e v e l  of metaphor and symbol, we can l i s t e n  t o  
w 

Kroetsch on horses:  "You could . . . spend t h e  r e s t  of your l i f e  s tudying 

t h e  s i g n i f i c a n c e  of t h e  horse i n  a r t  and l i t e r a t u r e .  I t ' s  g o t  power, i t ' s  

b e a u t i f s l ,  i t  's c r e a t i v e ,  it ' s dangerous. It rep resen t s  t h e  unconscious i n  

c e r t a i n  ways, because of i t s  r e l a t i o n s h i p  with freedom. Men and t h e  horse  

have a  long and p e c u l i a r  r e l a t i o n s h i p  of inter-dependence, a s  Don Quixote 



would remi';ld us. ' 1 9  A l l  t h i s  and more i s  re levan t  t o  t h e  n a r r a t o r ' s  horse ,  

t h e  l a s t  sentenc6 p a r t i c u l a r l y ,  s i n c e  t h e  horse appears throughout t h e  poem 

a t  what we must be l i eve  a r e  c r i t i c a l  po in t s  i n  t h e  narrato& progress ,  which 
i 

i s  a l s o  t h e  poem's process,  of a t t a i n i n g  poe t i c  voice. When t h e  horse i s  
- 

s t a n z a g  s t i l l ,  t h e  n a r r a t o r ' s  p o e t i c  power i y t a l l e d .  When t h e  r i d e r  is  I 

f a l l i d :  he i s  1 osing t h a t  power. Fa l l en ,  h i s  power i s  "dead". An e r q t i c  
B 

component r e s i d e s  i n  t h e  horse,  and " f i l l e n "  means sexual  :'deathn too: Very 

embarrassing, even t raumat ic ,  when it happens before  t h e  sexual  a c t ,  when 'pe  

horse* i s  s t a n d i n g s t i l l '  o r  s t i l l  standi", t h a t  i s ,  s e m y  y. ' T X s L  

what "you've go t  t o  understand." Impotence, both c r e a t i v  and ero ' t ic ,  

t h e  r o o t  of t h e  n a r r a t o r ' s  d i f f i c u l t y .  

D i s ,  o r  P lu to ,  r u l e r  of Hades, Death, whose rape of Persephone caused 

h e r  mother Demeter a l l  t h a t  pain,  i s  f i g u r e d - i n  t h e  mocking "ired man". 

Death,when personi f ied ,  i s  commonly perceived a s  mocking a t  human a t tempts  t o  

keep death a d b a y .  I n  B i b l i c a l  myth, death e n t e r s  t h e  world only when Adam 

and Eve, tempted by Satan i n  serpent  form, e a t  of t h e  f r u i t  of .the forbidden 

t r e e  of knowledge. Loss of innocence o r  na tura lness  is  t h e  co ro l l a ry ,  and 

with i t ,  self-consciousness and g u i l t ,  then  sexual  "death", a s i t u a t i o n  well  

represented  i n  psycho-therapy. Deathis  a "hired" k i l l e r  because i n  t h e  

o r i g i n a l  s t a t e  pf  na tu re ,  l i f  e/death were a s  one experience. Separat ing - 

nature  from s p i r i t  introduced death.  Now, 'here,  a f t e r  t h e  " f a l l " ,  Death 

t a u n t s  t h e  n a r r a t o r ,  laughing: - 

how .+ 
i n  h e l l  d i d  you manage t o  , Q 

, f a l l  o f f  a horse t h a t  was 1: . . '1 
standing s t i l l ?  4. ' B . , 

-a 

Beneath t h e  vernacular  "how/in h e l l "  i s  t h e  sense of t h e  n a r r a t o r ' s  having 
- - .  

t h u s  coqsigned himself t o  h e l l ,  which we may understand a s  a psychological  

torment a t  a deeper l e v e l  than t h a t  occasioned by merely f a l l i n g  o f f  a 



l i t e r a l  horse. "Manage" suggests  t h e  f a l l i n g  o f f  w a s  intended,  a s  if some 

deep trauma, such as sexualvgui l t  f o r  t r ansgress ion  of God's l a w ,  a s  was 
d 

su f fe reg  by t h e  archetypal  Adam, "k i l l ed"  h i s  e r o t i c / p e t i c  power. The 
, .. - 

i t a l i c i s e d  "standing still" h i n t s  a t  an even deeper l e v e l  of  .mean&g t h a t  
i 

ampl i f i ca t ion  of  imagery f u r t h e r  along i n  t h e  poem w i l l  reve$l. The "how/in - 4 

h e l l "  image, i n  terms of t h e  Psyche /~ros  myth t h a t  i s  archetypal  f o r  t h e  - - 

t 
s o u l ' s  i n t e g r a t i o n  with love ,  r ep resen t s  a necessary s o j o G  i n  h e l l  f o r  t h e  

- 
\ 

n a r r a t o r .  Psyche, t o  appease Aphrodite f o r  a t t r a c t i n g  Eros away f r o m  t h e d  

/' goddess of worldly love  and beauty t o  h e r  own g r e a t e r  beauty, must f e t c h  from 

t h e  Underworld t h e  box containing t h e  knowledge of t h e  beauty of death. 
h 

Psyche must he r se l f  "die" before she can be re-united with Eros. Kroetsch ' s  

n a r r a t o r  must d i e  t o  t h e  love  of  worldly beauty, before  he ,  an Eros f i g u r e  

h imsel f ,  can be re-uni ted  with t h e  g r e a t e r  beauty of Psyche, t h a t  is ,  be 

psychological ly in teg ra ted .  He must search f o r  h i s  sou l  i n  h e l l ,  even a s  
\ 

Eros i s  represented a s  seeking, with h i s  to rch  held  h igh,  i n  Hades f o r  Psyche. f l  

i 
What i s  t h e  n a r r a t o r ' s  ' torch" but  Persephone's c r e a t i v e  l i f e - f i r e ,  t h e  pure 

f f' ame of au then t i c  voice? This  i s  t h e  d u a l  g o a l  of h i s  ques t ,  and t h e  two 

a r e  i n e x t r i c a b l y  in ter twined,  l i k e  t h e  s p i r a l  to rch  of the-wandering lover ,  

' in  t h e  master p a t t e r n  of t h e  universe:  t h e  double h e l i x  of t h e  DNA, of t h e  

s p i r a l  nebulae, of t h e  s t r u c t u r e  of t h i s  poem, of ampl i f ica t ion  t h a t  

s t r u c t u r e d  it so,  " l i k e  meditat ion,  revolving under t h e  mat ter  under 
- 

survei l lance" .  Death, a s  "the h i r e d  man", i s  a wise guide,  i n  s p i t e  of h i s  
k 

unprepossessing e x t e r i o r .  
)7 

Torch-shaped too  i s  t h e  r a d i s h  (&om t h e  La t in  r a d i x ,  r o o t ) ,  and a 

spi ' ral  s t r u c t u r e ,  amplifying i n  concentr ic  c i r c l e s ,  and "bori i n t o  the  T 
ground. The Demeter-mother's whispered "Bring me t h e  r a d i s h  s e  ds", under /" 
h e r  l i te ra l  d ive r s ion  t o  a l l a y  h i s  embarrassment, under l ines ,  k s  f o r  Psyche, 

t h e  necess i ty  of bringing back from t h e  underworld t h e  knowledge of t h e  



beauty of death, of t h e  buried pa s t ,  where h i s  deep roo t s  a r e ,  and where he 

can f i n d  h i s  soul. The rad i sh ,  from whose Lat in  r oo t  comes our "radical" ,  

exemplifies the  radi%al nature of t h e  values t he  poem supports. The g r ea t  
22 

-% 
quest ,  in tegra t ion ,  wholeness, is i m p l i e d ' h  "a winter  proposit ion" t h a t  

follows "Into  t he  dark of ~ a n u a r ~ / t h e  seed catalogue bloomed . . . with 

i l l u s t r a t i o n s "  of its promise. January i s  t he  month of Janus, the  god t h a t  
1 

looks both_ ways: behind t o  daekness and death,  and ahead t o  beginnings, 

l i g h t ,  and r eb i r t h .  She l ley ' s  "Ode t o  t he  West Wind", parodied here  i n  " i f  

L. 
spring should,come, then . . ." c a l l s  f o r  storms t o  c l e a r  away the  exhausted, 

t h e  dead, ideas ,  t o  m.ke room f o r  t h e  r e b i r t h  of t h e  new. The parody, with 

i t s  implied completion "Can winter be f a r  behind?" places a g r e a t e r  importance 

on win%r, with i t s  " p r o p o s i ~ q ' '  ( a  sexual component i s  implied i n  i t s  
? A 

vernacular ) t h a t  death ho lds  thg'  promise of in tegra t ion  and voice. The 

r inging conclusion of She l ley ' s  g r e a t  ode i s  de-constructed i n  t h e  process. 

The theme of r eb i r t h  a f t e r  death i s  similar i n  both poets,  but where Shelley 

despa i r s  of h i s  own e f f o r t s ,  hoping only t h a t  someone s o m e w h e b l l  t ake  f i r e  

from them, Kroetsch's  na r r a to r  i s  posi t ing a psychological change i n  himself 
-. 

t h a t  w i l l ,  while it g ives  him a new i d e n t i t y ,  by t h e  same process g ive  him a 

new voice. The prospect of death i s  welcome t o  both poets ,  but f o r  d i f f e r en t  

reasons: 3omantic death - vs. post-modern surv iva l  through transformation. 

She l l ey ' s  "trump& of a prophecy" is rudely de-constructed, i n  a b ~ e n t i a ,  

a s  t he  prophecy i t s e l f  was i n  t h e  foregoing, by t he  rhyme t h a t  fol lows t he  

desc r ip t ion  of "No. 25--McKenzie's Improved Golden Wax Bean:' 'THE MOST 

PRIZED OF ALL BEANS. Virtue i s  i t s  own reward. We have had many expressions 
- \ 

from keen discriminating gardeners eXtolling our seed and tliis v a r i e t k  Herd 

i s  a moral Bean, almost a human Being, who asks  nothing more than t o  l i v e  a 

modest v i r tuous  l i f e ,  desp i te  t h e  paeans of gardeners of keen discriminating 
\ - 

judgement who i n s i s t  upon ex to l l i ng  i ts  v i r t ue s .  The rude rhyme t h a t  follows . 



odies  t h e  sounding ex to l i e r s ,  including t he  s ten to r ian  opening salvo i n  4 
c a p i t a l s ,  and rnakes of i t s  v i r t u e ,  not  a  trumpet f an f a r e  from above, but a 

bmbas t  from below. The anthropomorphic bean, an ordinary  guy, g e t s  i t s  

revenge, de f l a t i ng  t h e  i n f l a t e d  r h e t o r i c  of i ts  promoters. 
r 

I n  con t ras t  t o  t h e  r id icu lous  rhe to r i c  above t h a t  reaps  i t s  own reward 
d 

of comic diminution, but i n  keeping with the  rude Thyme t h a t  pr icks  t h e  

p u f f e r y , . i s  the  ordinary au then t ic  language t h a t  descr ibes  t h e  mother's 

ac t ions .  With he r  "binder W n e ,  stretched/between two pegs", she is a 

f i g u r e  of t he  love t h a t  s t r e t che s  between l i f e  and death,  binding t he  two , 

together  i n  an i nex t r i c ab l e  in ter twining s t r uc tu r e  t h a t  i s  t he  master plan of 

t he  universe. Her ~ e m e t e r / ~ a r ~  Mother image of love and h e r  r e a l  r e la t ion-  

sh ip  a s  mother t o  t h e  na r r a to r  mgke t he  garden i n  which she i s  "marking t6e 

f i r s t  row" a metaphor of t he  na r r a to r  a s  poet r e e y  for t h e  f i r s t  seeds of 

h i s  poet ic  growth. That t he  space f o r  those first seeds:is markid ou t  with 

homely indigenous mater ia ls  by loving hands means t h a t  a s  poet be should be 

grounded i n  h i s  p r a i r i e  space and use t h e  matef ia ls  indigenous t o  it. "Fair  

seed-time had my sou l ,  " sang Wordsworth, "and I grew up /~os t e r ed  a l i k e  by 

beauty and by f e a r .  "lo Kroet;chls na r r a to r  i s  a lsolearning,  from a lovi?g; 

~emeter/mother,  where beauty l i e s .  What of the  f e a r ?  Fear is  on t he  spot  

too ,  i n  t h e  f igure  of death t h e  h i r ed  man makes. What might he l e a rn  from 

h i s  laughing comment, " j u s t  about planted the  l i t t l e  bugger./cover him up and 

see  what grows"?~ Terror ,  ce r ta in ly .  Adults l i k e  t h e  h i r ed  man don ' t  r e a l i z e ,  

o r  if  they do, d o n ' t  ca re  o r  s a d i s t i c a l l y  exu l t ,  t h a t  chi ldren ass imi la te  
- 

such j e s t s  l i t e r a l l y .  3aised a Roman Catholic ( a s  Kroetsch was., t h e  o ldes t  of 

f i v e  chi ldren and t he  only boy), Kroetsch o r  h i s  na r r a to r  could expect ' to  be 

buried,  but  only a f t e r  he had died and h i s  sou l  had gone t o  heaven. The 
(-- 

grave a s  a r e tu rn  t o  t he  mother f o r  r e b i r t h  is an idea  of g r e a t  an t i qu i t y ,  

important i n  both t he  planting and t he  hurIting cu l tu res ,  which a r e  ecsoed i n  



Seed Catalogue by t h e  gardening mother and t he  shotgun-toting f a t h e r  respec- , 

I 

t i v e l y .  Salvation,  r esur rec t ion  and eternal life wee sst, from the-eviclqnee 

of t h i s  poem, solavivid a s  t h e  suf fe r ings  i n  Hell  resexTed' f o r  t he  s inner ,  - ., 
expecia l ly  t h e  sexual  t ransgressors .  The p r i e s t  saw t o  t ha t .  The Garden of 

Eden had i t s  p i t f a l l s  and so  had l i f e  on ea r th ,  t he  boy reali.zed. "My f a t h e r  

12 had in tense  ~ d e n ? c  recolLection of a l o s t  home ( ~ n t a r i o ) , "  KroetschVtold (see ) 

Peter.Thomas. And a correspondingly keen nose f o r -  sexual  g u i l t ,  we may 

specula te ,  was r e l a t e d  t o  t h a t  r eco l lec t ion .  

T h e . f a t h e r t s  name wasPaul ,  and*he may echo i n  some ways t h a t  Paul of 

t h e  Acts of t he  Apostles, who, a s  Saul t h e  tax-col lec tor ,  persecuted t he  

Chris t ians .  Then, a s  Saul journeyed t o  Damascus, "suddenly t he r e  shined 

round about him a l i g h t  from heaven: And he f e l l  t o  the  ea r t h ,  and heard a 

voice saying unto him, Saul ,  Saul ,  why persecutes t  thou me? And he Said, 

Who a r t  thou, Lord? And t h e  Lord sa id ,  I am Jesus  whom.thou - persecutes t :  

it i s  h&d f o r  thee t o  kick aga ins t  t h e  pricks."  The l a s t  i s  a f a i r l y  

l i t e r a l ,  vernacular desc r ip t ion  of what Paul Kroetsch may have d o n s  The * 

na r r a to r  fo l lows t h e  h i red  man ' s  j e s t  with "My f a t h e r  didn 't l augh . /~e  was 
J 

puzzled/by any garden t h a t  was smaller  than a quarter-section of wheat and 

summerfallow." A s  a f i g u r e  of t he  archetypal  hunter  used t o  wide-ranging 

hunting spaces, he would be puzzled by t he  notion of a garden being i n  any 

way meaningful t o  h i s  ~ o n ' s ~ g r o w t h ;  160 ac res  of  wheat o r  summerfallow was 

d i f f e r e n t :  his son could r e a l l y  grow a p ro f i t ab l e  crog t he r e ,  take  over t h e '  
-: -. f i %  

4 

farm some day a s  h i s  only son should. The gazden was too l i t t l e  f o r  "Saul"; 

h e  fe l t  more a t  home with h i s  tax-collector jargon: "the home place: 4 E  

17-42-16 ~4th-idian." The last word deserves our a t t e n t i o n  because it is 

t h e  only one cap i t a l i z ed  with a l a rge  l e t t e r ;  " ~ e ' i s  in. small caps. One of 

t h e  many meanings of "meridian" is "a place o r  s i t u a t i o n  with i ts  own 
0 > 

d i s t i c c t i v e  character ."  Another i s  "south." Another is the  apogee of 



matuhty :  time t o  break with 

home p h e e  as 

- 

t h e  pas t f  with t r a d i t i o n a l  author i ty .  Together 

* 
l i n e s  f u r t h e r ,  the  nar ra to r  wonders, '"Hok do you grow a gardener?" As a . + 

<. 

p a r a l l e l  f o r  t h e  home place,  t h e  Garden of Eden, from what t h e  p r i e s t , , t h e  
% 

voice of t r a d i t i o n a l  au thor i ty ,  hkb sa id  of its. ban on unres t r i c ted  sexual 
J- 

4 

L 

Preedom, suggests t h a t  t he  n a r r a t o r ' s  f a l l  from t h e  horse has t o  do with h i s  
- 

sexual " t r ansb~es s ionsn . .  w e l l  see t h i s  suggestion borne out  by a ~ p l i f i c a t i o n  * 

of fu r the r  mater ia l  i n  t h e  poem. 4 

- The second descr ipt ion of t h e  home-place i s  such as the  mother might 

g ive  t o  a prospective v i s i t o r  unfamiliar with t he  l o c d i t y .  But from her  
- 

~eme te r /Mar~  Mother perspective,  its "correction l i n e  road" and i t s  "west", * 
' then "south" from "Heisler",  it i s  r i c h  i n  f a v o z ~ b l e  pPognoses f o r  t he  

narra tor .  "West" i s  death, as i n  t h e  vernacular "going west", but death only 0 

I 

precedes re tu rn  t o  mother ea r th  fo r ' r eb i r t h  i n  t h e  pr imit ive  myth, in tegra-  

t i o n  and r e b i r t h  of love i n  t he  psyche/~ros  myth, and 3esurrect ion i n  the  

Christ ian.  Death i s  inex t r icab ly  in te r tx tned  with l i f e  i n  the  ~emeter / I@r~-  
- 

Mother's bindertwine, s t re tched by, love between t h e  opposite pegs of l i f e  and 

death i n  t he  t h a t  is the  narra tor .  But ~ e r s e ~ h o n e  is  bound -to the  

upper world two-thirds of t h e  year,  and l i f e  thustranscends death. Death 
3 

implies a "comection", both i n  t he  Catholic Purgatory and i n  t h e  psyche/~ros  

myth where it i s  necessary t o  "die" before in tegra t ion  of t h e  sou l  i s  

$6 ssi b l e  . '?!? "Heisler" has a p a r a l l e l  i n  des, s ince ,  while it names a r e a l  

&ace, i n  t yp i ca l  German fashion t h e  name may combine t h e  Germn heissen,  t o  

rtante, and heiz ,  heat;  thus, a ho t  place. A s  Ha&es,Tt  ~ T t h e  uiia.GEiorld - 
&ere Eros must go, torch i n  h a d ,  to Leek fer-Ms %We. k r t t n z  mcler- -- - -  

world of t he  unconscious, it is .where a l l  the  burrowing and digging i n  t he  

mental depths goes on, h e r e  t he  harrouing is done, t he  rows marked ou t ,  and 

t h e  seeds sown; where t h e  horse s tands  s t i l l ,  o r  still  s tands ,  and where it 
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is housed i n  Uncle Freddie ' s  pe r fec t ly  designed barns. It i s  f i n a l l y ,  the  

"hotbed" where new l i f e  quickens, and transformation of' what i s  dead o r  

deconstructed i n t o  ar t  t akes  place; where t he  g r ea t  quest  begins and ,ends with 

a poet "dyingv t o  h i s  worldly loves and being reborn t o  love of t h e  earthy,  

simple, and indigenous, h i s  sa lvat ion having been vouchsafed t o  him by t h e i r  
/ ' "natural  grace". ' 

One can see  l i n e s  of con f l i c t  forming between f a t h e r  as a Saul "breath- 

ing out threatenings  and s laughter  against  t he  disciples of the  Lord ( ~ c t s  . 

XI:l)  and put t ing t o  an  e r d t i ~ / ~ o e t i c  death h i s  son, and mother a s  ~ e m e t e r /  

g Mary Mother loving i n  a non-sexual way and somehow understanding h i s  needs 

and po t en t i a l  and guiding.him t o  f u I f i l l  them. l2 But t h e  f a t h 6 r  has a 

pos i t ive  pa r t  t o  play i n  h i s  son ' s  redemption: "For he i s  a chosen vesse l  

unto me," t he  Lord s a id ,  "for I w i l l  show him how g rea t  th ings  he must su f f e r  

f o r  my name ' s sake" ( ~ c t s  I X  : l.5,16). Who can doubt t h a t  Paul Kroetsch did  ," 
a l so  s u f f e r  f o r - h i s  son ' s  sake? mat Kroetsch 's r e l a t i onsh ip  with h i s  f a t h e r  < 
t roubled them both we can see  i n  t h i s  excerptfrom a poem e n t i t l e d  ''Projected 

Vis i t" :  
- 

But what if  my 
g r e a t  t a l l  

f a t h e r  . 
h i s  eyes 

forgiving 
an e r r an t  son 
does not stoop 
from t h e  grav 
love me home? AtO 

ID s p i t e  of the  anxious doubt expressed i n  t he  words and in t h e i r  placement, 

Kroetach has  none i n  a t t r i b u t i n g  his fondness f o r  the t a n  t a l e  €0 R e  

inf luence-of  h i s  f a t h e r  a s  a famous s t o ry - t e l l e r ,  and t o  h i s  growing up i n  a 

strong o r a l  t r ad i t i on .  I n  the  long run, even the  f a t h e r ' s  opposit ion may 

have given some impetus t o  t h e  s o n ' s  e f fo r t s .  The k i t e  needs t he  wind t o  



r i s e  aga ins t ;  t he  kn i fe  needs t h e  s tone t o  sharpen it. 

But a t  the  'time, t h e  f r u s t r a t e d  n a r r a t o r ' s  sense of t h e  home piace was 

bleak i n  t h e  extreme: 

No t r e e s  
around t h e  house.. 
Only t he  wind. 
Only the  January snow. 
Only t he  summer' sun. 
The home place: ' 

d 
A t e r r i b l e  symmetry. 

Each sho r t  bleak image i s  pounded down with a  period. The p a r a l l e l  "Only. . 
. ." phrases t o l ~ ~ l i 3 G a o u r n f u l  be l l s .  The echo of Blake's  v i s ion  of the  

A 
" f ea r fu l  symmetry:' i n  t h e  t i g e r  suggests  t he  dua l i t y  of hate/love which the  

.I 

place means f o r  t he  narrakor of Seed Catalogue, and which i s  focussed i n  t h e  

C b 

pa ren t s '  conf l i c t ing  a t t i t  des  towards him. Yet, "the January snow" and "the 

summer sun" which r e f l e c t  those a t t i t u d e s ,  a r e  metaphors of death _and l i f e ,  
'# J 

whose inex t r i cab le  in ter twining alone can bring about transformation of t he  

destroyed, the  de-constructed, i n t o  art. It i s  t he  process of t h e  poem; its 

dead r h e t o r i c  i s  progressively de-constructed by t he  l i v i n g  vernacular and 

t ransfornedinto  a r t *  A t  t he  same time it is the  process o r  progress of the  

t? 
poet toward in tegra t ion .  '?Dead," he moves toward being a l i v e  when he t rans-  

forms h i s  worldly loves i n t o  t he  love of t h a t  which is  more beau t i fu l ,  Psyche, 

t he  soul. By the  end of the  poem, he has come c lose  t o  t h a t  goal ;  t h e  image 

of t he  home place is repeated except f o r  t he  l a s t  two l i ne s .  By replacing 

t he  period a f t e r  "house" with a  comma a@ removing the  c a p i t a l  from the  f i r s t  

"Only", he conveys ense t h a t  t h e  remaining two emphasize t he  value of 

t h e  dea th / l i f e  sequence* It is a remarkable s h i f t  i n  tone frm despair to 

hope, but t he  poem has prepared us  f o r  it. 

progressive movement of de-construction and 

then l i f e ;  January snows i@y summer suns. 

The change i s  not sudden, only a 

re-creation throughout; death,  

The symmetry, t e r r i b l e  no more, 
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i s  then  no< merely acceptable ,  but  propi t ious .  
I 

"How do you grow a gardener?" fo l lows n a t u r a l l y  from t h e  hidden h i n t s  oT 

growth i n  the-home-place d e s c r i p t i o n s ,  and f r o m  t h e  h i r e d  man's "Cover him up 

and see  what grows." The language t h a t  p resen t s  t h e  "show" of vegetables  

(wi th  our  n a r r a t o r  a s  "Early Snowcap ~ a u l i f l o w e r " )  s e t s  up an  i n t e r p l a y  

between t h e  outward l i t e r a l  f a c t  of t h e i r  "vegetableness" and whatever i n n e r  

symbblic imagery of grandeur o r  g ro tesquer i e  each che r i sges  of i tself .  ' A 

p a r a l l e l  e x i s t s  i n  t h e  c a r n i v a l  "Witches' Sabbath" atmosphere of Walpurgis- 

nacht which supposedly honors S t .  Walpurga, a 7 th  missionary s e n t  t o  

h e l p  S t .  Boniface s e t  up his monastery t h a t  became t h e  l ead ing  c e n t r e  of 

c i v i l i z a t i o n  i n  Germany. P a r t i c i p a n t s  i n  t h e  annual  c a r n i v a l  c a s t  off t h e i r  
% 

o r d i n a r i n e s s ;  they  d r e s s  and behave i n  ways q u i t e  con t ra ry  t o  t h e i r  everyday 

s e l v e s ,  but  q u i t e  i n  keeping with t h e i r  i n n e r ,  unconscious se lves .  The 

experience i s  reve la to ry ;  t h e  e f f e c t  may be r egenera t ive  and l ead  t o  s e l f -  

r e a l i z a t i o n  and g r e a t  worth, o r  perhaps t o  des t ruc t ion .  O u r ' n a r r a t o r ,  moving 
, 

toward s e l f - r e a l i z a t i o n ,  i s  conscious of  t h e  p i t f a l l s .  H i s  dream o r  v i s i o n  of 

t h e s e  costumed vegetables ,  a puppet show of h i s  own making,> r e f l e c t s  h i s  f e a r s .  . 

The metaphor mocks t h e  human propens i ty  f o r  seeking only outward transforma- 
, . 

t i o n ;  t h e  vegetables  a r e  only  coated with p a r t i c u l a r i t y ,  not  changed wi th in ;  

D \  t h e r e ,  t h e y  a r e  s t i l l ,  by na tu re ,  vegetables.  So with man: even one of  

p o t e n t i a l  g r e a t h e s s m a y  f a r e  poorly..  For  t h a t ,  Macbeth i s  t h e  mo e l :  having 

f 
sinned a g a i n s t  na ture ,  i n  t h e  end "Now does he f e e l  h i s  t i t l e / ~ a n ~  l o o s e d  - 
about  him, l i k e  a g i a n t ' s  robe/LJpon a dwarfish. t h i e f .  

14 

xet t h e  mis t r e s s  of Macbeth's equivocating witches was Hecate, a . . 

psychop~mpic d e i t y ,  one of t h e  l e a d e r s  of t h e  i n i t i a t e s  i n t o  t h e  underworld 

mysteries .  H e  should have been i n  s,afe hands, then ,  and would have been, 

had n o t  t h e  witches a c t e d  on t h e i r  own (and drawn Hecate ' s  wrath f o r  therebf  
" 

. s p o i l i n g  h e r  plans:  f o r  h i s  t ransformat ion ,  perhaps?) The unce r t a in ty  of 



l i f e  is  t h e  po in t ,  one t h a t  concerns our  n a r r a t o r  and t h a t  he t a k e s  up again,  

i n  Sect ion  9. For  modern man must d iscr iminate  among t h e  myriad voices  t h a t  

a s s a i l  him from ou t s ide  and within.  'Macbeth's were within a t  first, arid when 

h i s  wife added h e r s ,  t h e  combination proved h i s  undoing. Seed Catalogue' 

p l a c e s l g r e a t  importance upon 1 i s t e n i n g ; ' t h e  mother's whisper i s  a recur r ing  

motif ,  which, a s  i n  music, c e n t e r s  t h e  composition. Amplif icat ion,  as H i l l -  

man defined it, i s  l i k e  v a r i a t i o n s  on a theme of music. It is t o  func t ion  i n  - 

t h a t  way now. 

The "mother's wake" n a t u r a l l y  fo l lows t h e  murder of t h e  mother-language 

( i n  naming t h e  vegetables  thus ) ,  t h e  ea r thy  vernacular  b a s i s  of t h e  King's  
P 

English. The unrea l  world of t h e  "World Series1'--the teams a r e  American-- 
., - .- 

impinges on t h e  r e a l .  But t h e  " ra in"  of tha$ ' r e a l  world suggests  r e b i r t h ,  
-4 

and t h e  l i n e ,  " the  road t o  t h e  graveyard was bare ly  passable",  h i n t s  t h a t  t h e  

mother-language i s  not  t o  be buried e a s i l y .  "The horse  was s tanding sti l l",  

but a t  l e a s t  it was s t i l l  s t a sd ing ,  waiting.' The mother 's  whispered 'Bring 

me t h e  r a d i s h  seeds," sugg.esti& a voice  i n  t h e  k n d ,  -, - s u p p l i e s  .+ j u s t  what t h e  
-5 

n a r r a t o r  needs t o  g e t  him back on t h e  r i g h t  road. "Wake" is ambiguous, 

although ampl i f ica t ion  of  t h e  image s t rong ly  suggests  t h a t  t h e  mother i s  

waking h e r  wandering son t o  h i s  r e a l  job, h i s  quest .  A p a r a l l e l  e x i s t s  i n  

James Joyce ' s ~ i n n & q n s  Wake ( 'Finn-again wake ' ) , a l s o  a dream book. 15 

Sect ion  2 

I n  Sect ion  2, t h e  ques t  f o r  t h e  " radish  seeds" renews. The badger and 
'k 

magpie r e f  lect'xhe n a r r a t o r  i n  h i s  r e l a t i o n s  @ t h  h i s  f a t h e r  "all  summer", an . 
image t h a t  suggests  a period of r a p i d  development of  e ro t i c -poe t i c  power. Not 

without burgeoning cpposi t ion ,  however: t h e  opening words, "My f a t h e r  was 

mad a t  t h e  badger", is understandable even when t h e  badger i s  seen as t h e  

badgering son "t iggingl '  f o r  a n c e s t r a l  r o o t s  i n  t h e  underworld of h i s  



l abyr in th  ne mental'depths, ins tead  of ,  say,  as t h e  only son, preparing t o  t 
take  over t he  farm. We wonder a t  t he  i n t e n s i t y  of the  f a t h e r ' s  anger because 

we suspect  t h a t  "mad" suggests  a depth of ariger g r ea t e r  than i t s  usual  

meaning. A shotgun is not  a metaphor f o r  ordinary anger. Its sha t t e r i ng  

des t ruct iveness  suggests  a high emotional charge of t he  l i t e r a l  meaning of 

"mad". It r e c a l l s  t h e  f a t h e r  as a Saul f i g u r e  "breathing out  threatenings  

and s laughters"  aga ins t  t h e  Chr i s t i ans ,  then  t h e  Lord's  voice ,  concluding 

"it i s  hard f o r  thee  t o  kick agains t  t h e  pricks."  S a u l h a d  been blinded by 

t he  g r ea t  l i g h t  a moment before t h a t  s igna l led  a reve la t ion ,  had heard the  

voice of t h e  Lord, and was i n s t a n t l y  converted, t o  become an . indefa t igab le  

preacher of the  Gospel t o  many lands. A s  Faul, he has come down t o  us a s  a 

s t e r n  f i gu re  of sexual morality: "If  any be blameless, t he  husband of one 

wife, having f a i t h f u l  chi ldren not  accused of r i o t  o r  unruly"  i it us I: 6 ) .  

He i s  perhaps the  more r igorous  i n  h i s  morality because, a s  he confesses: 

T o r  we ourselves a l s o  were sometime fool ish ,  disobedient ,  deceived, serving 

d ivers  l u s t s  and pleasures ,  l i v i n g  i n  malice and envy, ha t e fu l ,  and ha t ing ,  ' 
~e.- 

one another"  i it us 

h i red  man's mocking 

him up and see  what 

a t ,  a s  he reasons: 

11: ! 3). Nor would Paul be t he  s o r t  t o  laugh at  t h e  

laughter :  "just/about planted t h e  l i t t l e  bugger./cover 

grows." Death i s  too se r ious  and grand a matter  t o  laugh 

"But some man w i l l  say, How a r e  t he  dead r a i s ed  up? and 

with what body do they come? Thou f o o l ,  t h a t  which thou so&st i s  not 

quickened, except i t  d i e :  And t h a t  which thou sowest, thou sowest not  t h a t  
I 

body t h a t  s h a l l  be, but  God g ive th  . . . t o  every seed h i s  own body" (I Cor- 

in th ians  XV: 36-38). 

So now, Paul, t h e  na r za to r ' s  f a t h e r  (with the  o ther  ~a,ul/?aul s t rong 

within him), "took t he  double-barrelled shotgun out i n t o  the  potato patch and 

waited" f o r  the  badger, t ry ing  t o  puzzle it out.  "Why, my f a t h e r  asked 
m 

himself--Why would so f i n e  a fe l low l i v e  under t he  ground?" He spoke i n  terms 
Y 
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of t h e  badger &o "looked l i k e  a  l i t t l e  man" ( t h e  homunculus of t h e  medieval 

a l c h e m i s t s w a r t ,  brought i n t o  being from t h e  prima materia suppl ied  by na ture ,  

and, before  t h a t ,  t h e  p r i m i t i v e s '  i n i t i a t o r y  r i t e  of passage from t h e  chi ld-  

hood of t h e  mothers' world t o  t h e  man's e s t a t e  of t h e  f a t h e r s ' ;  i n  Seed 

Catalogue, transf o r m a t i o n - i ~ p r o c e s s  of th*e n a r r a t o r ' s  psyche) . He thought 
1 

of h i s  s o n ' s  p e r s i s t e n t  i n t e r e s t  i n  t h e  bur ied  p a s t ,  then  of h i s  poet ic /  

e r o t i c  " t ransgress ions" ,  and then  of t h e  "bur i a l "  t h e  h i r e d  man was laughing 

a t .  He hazarded answers, prompted by t h e  voices  within: " Jus t  f o r  t h e  cool  

of roots?" ,  th inking of cooling a burning c u r i o s i t y  about t h e  a n c e s t r a l  p a s t ,  

t hen  of t h e  cooling of  sexual  pass ion  fol lowing brgasm, and then  of t h e  

cooling of death. "The so lace  of dark tunnels?" he went on, th ink ing  of t h e  

consola t ion  of explor ing  subterranean passages of t h e  bur ied  p a s t  and of t h e  

psychic depths ,  then  of t h e  consola t ion  of  pene t ra t ing  t h e  hidden vagina, and 

then  of t h e  consola t ion  of t h e  darkness of t h e  tomb. "The-blood of gophers?" 

he concluded, th ink ing  of f i n d i n g  i n s i g n i f i c a n t  r e l a t i v e s ,  "go-fers",  i n  t h e  

fami ly  t r e e ,  then  of t h e  blood of t h e  p ierced  maidenhead, and then  of t h e  

- blood of Chr i s t  flowing from h i s  spear-pierced s i d e ,  which bought th$  

\ 4 Resurrec t ion .  Natura l ly ,  he could not  shoot t h e  "badger"; it was h i s  son. 

"He uncocked t h e  shotgun", which, f u r t h e r  ampl i f i ca t ion  w i l l  r e v e a l ,  means 

t h a t  he e f f e c t i v e l y  discouraged f u t u r e  "sexual t ransgress ions ."  

The counterpoin t ing  l y r i c  d e f i n i n g  love  i n  terms of  t h e  badger/son 

occupies t h e  " c r e d i t "  s i d e  of t h e  "account", i f  we t h i n k  of t h e  b inary  St ruc t -  

u r e  t h a t  a& c r i t i c a l  episodes i n d i c a t e s  t h e  "balance", with, a s  i n  - The 

Ledger, "debi t"  s i d e  on t h e  l e f t .  ( 1 t s  p w a l l e l  movement should remind us  of 

t h e  poem's in t e r twin ing  s t r u c t u r e ,  which we have a l l i e d  with ampl i f i ca t ion ,  

defined e a r l i e r  a s  "revolving around t h e  mat ter  under su rve i l l ance" ,  a mat ter  

of changing perspect ive .  Soul i s  a way of see ing ,  according t o    ill man.) I n  

s p i t e o f  what we have i n t e r p r e t e d  a s  angry opposi t ion ,  then ,  t h e  n a r r a t o r  



seems t o  see  from t h e  episode a net  gain  t o  

voice. A t  any r a t e ,  def ining love i n  terms 

t h e  ac t ions  of t he  nar ra to r  as poet, lover,  

h i s  quest f o r  in tegra t ion  and 

of t he  badger 's  ac t ions  re f lecks  

and C i s t  f igure:  "~oing/over  "t; 
- and over" r e f l e c t s  t h e  p o e t ' s  working rout ine  on a poem, t h e  l o v e r ' s  sexual 

- 
a c t  leading t o  orgasm, and t h e  Chris t  f i g u r e ' s  eternally-renewed promise of , 

t h e  ~ e s u r r e c t i o n .  "Standing up t o  t he  loaded gun'" r e f l e c t s  one 's  standing up 

f o r  one ' s  convictions under t he  gun of neglect o r  devastat ing c r i t i c i sm,  

descr ibes  an e r ec t  phal lus  responding to' "loaded" t e s t i c l e s  (the shotgun ig 

double-barrel led),  and, because of t h e  Resurrection, de f i e s  death,  t he  hired 

k i l l e r  who jn e f f e c t  holds a gun t o  our heads. "Burrowing" r e f l e c t s  t he  

poe t ' s  digging i n  t he  buried pas* and i n  h i s  own mental depths; i n  skxual 

terms, -penetration t o  t h e  point  o f  being buried; and i n  t he  Chris t ian  context ,  
. - - -~ . 

t he  humble and slow progress t o  triumph on t he  model of C h r i s t ' s  burro (donkey) 

r i d e  i n t o  t h e  c i t y .  

The poem i s  working toward a reconc i l i a t ion  of opposites,  which i s  how 

the  l e f t  and r i g h t  s i de  of t h e  binary s t ruc ture  probably should be regarded, 

r a the r  than a s  "debit" and "credi t"  s ides  respect ively ,  a s  they were i n  - h e '  

Ledger. There i s  a "left-hand way--an approach t o  s p i r i t  through Nature. 

Such an approach was t h e  cap i t a l  heresy of Giordano Bruno, burned a l i v e . a t  

t he  s take on February 1 6 ,  1600 A.D. He w a s  himself an incarnat ion of t h a t  

'coincidence of opposi tes '  of which he wrote: ' A l l  of God i s  i n  a l l  th ings  . 
. . because jus t  a s  Divini ty  descends . . . t o  t he  extent  t h a t  one communi- 

ca tes  with Nature, so one ascends t o  a Divinity through Nature, as by means 

of a l i f e  resplendent in na tura l  th ings  one r i s e s  t o  t h e  l i f e  t h a t  presides 

over them'. The left-hand path i s  . . . by way of t he  senses--the eyes, t he  

hear t  and spontaneity of t he  body--to a r e a l i z a t i o n  and manifestation 'at  t he  

s t i l l  point of t h e  turning world',  i n  a c t  and experience on ea r th ,  of t he  

radiance,  harmony, bounty, and joy of nature . . . " (g, pp.265-266, much 
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abr idged) ,  From t h i s ,  it becomes ev iden t  t h a t  Seed Ca ta logue ' s  n a r r a t o r  

i n c l i n e s  more t o  t h i s  " lef t -hand way" i n  which God is immanent i n  a l l  t h i n g s ,  

t h a n  t o  t h e  "r ight-hand way" (of t h e  Church a u t h o r i t i e s  t h a t  burned ~ r u n o )  i n  

which God, as' t r anscenden t ,  i s  sepa ra t e -  from h i s  Crea t ion ,  "out t h e r e "  
x. . . 

d 

somewhere, Yet,the poem's i n t e r t w i n i n g  b ina ry  s t r u c t u r e  seeks  a ba lance ,  a 
1: 

r e c o n c i l i a t i o n  of  t h e s e  oppos i t e s ,  a "middle way". There is  such a way, and 

Kroetsch,  d igging  i n  h i s  a n c e s t r a l  p a s t ,  d i s cove r s  it  i n  t h e  German biograph- 

i c a l  e p i c s  of Medieval Romance, of  which more l a t e r .  

The s t a r k  n a r r a t i v e  of t h e  f a t h e r  '.s a t t empt s  t o .  shoo t  thk  badger con- 

trasts s h a r p l y  t o  t h e  r ich 'complex of i n t e r - r e l a t e d  a l l u s i o n s  i n  t h e  l y r i c ' s  /- 

d e f i n i t i o n s  of love.  Perhaps t h e  f a t h e r ' s  unconscious sympathy with t h e  

badger prevented him from h i t t i n g  it. I n s t e a d ,  "he k i l l e d  t h e  magpie t h a t  
I 

was pecking away a t  a horse  t u r d  about  f i f t y  f e e t  beyond and t o  t h e  r i g h t  of 

t h e  s p o t  where t h e  badger  had been s tanding ."  It was not  l i k e l y  a n  acc iden t .  

A s  a b i r d  form o r  metamorphosis of t h e  shaman- t r icks te r  i n  Montana   lack foot 

legend,  with which K r o e ~ s c h  would almost  c e r t a i n l y  be familiar, t h e  magpie 

s e r v e s  as i n t e r p r e t e r  o r  i n t e rmed ia ry  between man and t h e  powers behind t h e  - . 

v e i l  o f  Nature; on behal f  of  a g-wife, .he i s  seqrching  among t h e  remains 

A 
of h e r  buffalo-husband, pu lver ized  by angry fe l low-buffa lo ,  f o r  t h e  fragment 

of bone t h a t  w i l l  r egene ra t e  him. The F p i e  "pecking away a t  a ho r se  t u r d "  

echoes t h e  legend,  a l though t h e  ho r se  of ;he n a r r a t o r ' s  e r o t i c / p o e t i c  power 

' h a s  diminished t o  a n  even l e s s  promising r e s i d u e  t h a n  t h e  b u f f a l o ' s .  The 

magpie 's  p o s i t i o n  i n  r e l a t i o n  t o  t h e  badger is  analogous t o  t h a t  of  C h r i s t ' s  

t o  G Q ~ ,  as desc r ibed  by Stephen: 

Behold, I s e e  t h e  heavens opened, and t h e  Son of man s t and ing  on t h e  
right hand of-God. Then t h e y  c r i e d  o u t  with a loud vo ice ,  and stopped 
t h e i r  e a r s ,  and r a n  upon him with one accord ,  And c a s t  him ou t  of  t h e  
c i t y ,  and s toned  him: and t h e  wi tnesses  l a i d  down t h e i r  c l o t h e s  a t  a 
young man's f e e t ,  whose name was Saul .  And t h e y  s toned  Stephen,  c a l l -  
i n g  upon God, and saying ,  Lord J e s u s ,  r e c e i v e  my s p i r i t  . . . And Sau l  
was consent ing t o  h i s  dea th  ( ~ c t s  V I I I :  1). 



Despite  i ts  apparent  damage t o  t h e  a l r eady  t a rn i shed  image of Sau l ,  t h i s  

passage l eaves  some hope f o r  t h e  n a r r a t o r ,  a Stephen f i g u r e  i n  t h i s  Chr i s t i an  

context ,  "a man f u l l  of f a i t h  and of t h e  Holy Ghost" ( ~ c t s  V I :  5). If t h e  

f a t h e r  could br ing  himself  r e l u c t a n t l y  t o  countenance t h e  a n c e s t r a l  searches 

of h i s  badgering son, he drew t h e  l i n e  a t  h i s  s o n ' s  i n t e r e s t  and perhaps 

p a r t i c i p a t i o n  i n  t h e  procedures by which supernatura l  powers became 

a c c e s s i b l e  t o  the  shaman-trickster.  "He k i l l e d  t h e  magpie. " 

However, t h e  magpie, "jumping around" preparing f o r  h i s  f l i g h t  t o  ca tch  

t h e  dead man's sou l ,  must i n  h i s  o m  r i g h t  and a s  a "heathen" counterpar t  

' t o  Ch-ris t  a l s o  "die" t o  do so ,  and t h e  shotgun t a k e s  ca re  of t h a t .  (Paul i s  

revealed a s  t h e  "Lord 's  vesse l "  by h i s  a c t ) .  Thus t h e  magpie, . to  t h e  r i g h t  

of t h e  badger /~od,  s t a n d s  ready t o  r ece ive  t h e  "dead" n a r r a t o r ' s  s o u l ,  a s  

Je sus  was t o  r ece ive  Stephen 's .  ( ~ l l  these  s h i f t i n g  i d e n t i t i e s ' a r e  poss ib le  

because of t h e  "lef'c-hand" way t h a t  perce ives  " a l l  of God i s  i n  a l l  t h ings" ,  

a way t h a t  d i d  not  d i e  with ~ r u n o ) ?  Resurrect ion i s  t h e  hope f o r  t h e  

n a r r a t o r  i n  t h i s  combinatisn of C h r i s t i a n  myth and .P la ins  Indian  legend, and 

even Paul  comes through as t h e  Lord ' s  vesse l .  "They're ha rde r  t o  k i l l  than 
9 

snakes" he brags,  a r e fe rence  t o  t h e  power of t h e  s p i r i t  over  sexua l t empta -  

t i o n  represented  by snakes,  and perhaps t o  some Gnost ic  s e c t s '  s e rpen t  

worship. It i s  a t y p i c a l  Paul ine  theme: savage your sexual  d e s i r e s .  "They 

e a t  r o b i n s '  eggs", he dec la red  v i r tuous ly ,  probably a denunciat ion of t h e  

heathen magpie/shamanls focus  on death  and t h e  s p i r i t s ,  i n s t e a d  of t h e  

C h r i s t i a n  promise of t h e  Besurrec t ion  suggested by t h e  r o b i n s '  eggs. H i s  

change of s t o r y  t h e  fol lowing week with t h e  p g p i e  as h i s  intended t a r g e t  a l l  

a long has  a b a s i s  i n  language: one d e f i n i t i o n  of "magpie" i n  t h e  fX3 is- t h a t  

it i s  t h e  next t o  t h e  outermost r i n g  round t h e  bul l seye .  Paul  d i d  n o t  miss 

t h e  t a r g e t  e n t i r e l y  then ,  when he h i t  t h e  magpie; he only manipulated t h e  

d e f i n i t i o n s ,  probably a g r e a t e r  s i n  i n  t h e  n a r r a t o r ' s  language-oriented view. 



A l l  h i s  r a t i o n a l i z a t i o n s  f o r  t h e  switch o a t a r g e t  must be seen a s  j u s t  t h a t ;  

t h e  t r u t h  i s  l i k e l y  t o  be t h a t  he perceived a g r e a t e r  s i n  i n  what t h e  magpie 

r e f l e c t e d  of h i s  s o n ' s  sexual  t r a n s g r e s s i o n s ,  a s  we s h a l l  see.. 

P a u l ' s  defence of " robins '  eggs" r e f l e c t s  an  a t t i t u d e  counter  t o  t h a t  of 

t h e  nar ra tor / son ,  who p u t s  dea th  first a s  a '  necess i ty  f o r  l i f e .  The reversaA 

suggests  an  important p a r a l l e l  i n  Chaucer: " ~ 6 e  Knight ' s  Tale" h a s  Duke 

Theseus s e t t l i n g  t h e  i r r e c o n c i l a b l e  r i v a l r y  between Arc i t e ,  a devotee of Mars, 

and Palamon, of Venus, f o r  t h e  f a i r  Emily, by having them meet i n  tournament; 

each a t t ended  by a hundred of t h e i r  f i n e s t .  Arc i t e ,  a f t e r  a long s t r u g g l e  

between t h e  opposing f a c t i o n s ,  i s  declared  t h e  victo;. But Saturn ,  having 

L 
promised h i s  daughter  Venus o therwise ,  sends a mini-cyclone t h a t  envelops 

only Arc i t e  and h i s  ho r se  i n  i t s  whir l ing  dus t .  H i s  home  panics ;  Arc i t e  

f a l l s  on t h e  saddle horn and d i e s .  Everyone is thrown i n t o  a n  uproar  of g r i e f  

( t h e  s t y l e  i s  mock epic) .  Theseus s i l e n c e s  t h e  crowd and emphasiies t h e  poin t  

t h a t  s i n c e  everything c rea ted  must d i e ,  it i s  wise t o  regard  death  a s  

des i r ab le .  " ~ h a n n e  i s  it -xysdom, a s  it th inke th  me/~o maken v e r t u  of 
=> 

necess i t ee .  "I7 H i s  speech is outsi.de t h e  gene ra l  mock e p i c  s t y l e ,  and i s  

unique a s  t h e  only p lace  i n  Chaucer where t h i s  "good pagan" view i s  expressed, 
\ 

I n  Seed Catalogue t h e  i d e a  i s  echoed i r o n i c a l l y  i n  Sect ion  1 ' s  rude  bean 

rhyme : " . . . t h e  more you ea t / the  more you v i r t u e .  l' Eaten,  beans c r e a t e  

t h e i r  own necess i ty .  The s t y l e  t h a t  desc r ibes  t h e  bean i s  a l s o  mock epic .  

The poin t  being made i s  t h a t  t h i s  s t y l e  backf i r e s  (ha! pun) on its sub jec t .  

For t h e  n a r r a t o r ,  t o  whom death - i s  a necess i ty  f o r  r e b i r t h ,  f o r  art, death is  

a v i r t u e , - a n d  t h e  po in t  t h a t  Theseus makes supports  h i s  own. The a l l u s i o n  

., has  t r i p l e  fo rce :  it  scores  a g a i n s t  t h e  mock-epic s t y l e  of t h e  seed- 

catalogue r h e t o r i c ,  f o r  which Arc i t e  's mourners supply a p a r a l l e l ,  and it 

scores  a po in t  f o r  dea th  a s  a v i r t u e .  The Chaucer model a l s o  has  Palamon, 

t h e  devotee of Love and Beauty .personi f ied  by Venus, triumphing i n  t h e  end 



ov$r t h e  aggress ive ,  war-like Arc i t e  (whose name echoes t h e  bean ' s "v i r tue" ) ,  

and winning t h e  f a i r  Emily, who, i r o n i c a l l y ,  does n o t  c a r e  much e i t h e r  way. 

On t h e  whole, a s  a worshipper of Diana, she would p r e f e r  t o  remain 5 virg in- -  

which sugges ts  t h a t  man ca_n choose: love  o r  war;-no i n n a t e  compulsion d r i v e s  

him t o  e i t h e r .  Hence t h e  importance of  love  i n  soul-building a s  a counter  

s t r a t e g y  t o  war. Love completes t h e  t r i n i t y .  (we s h a l l  encounter Diana again ,  

o r  r a t h e r ,  our  G r a i l  knight  w i l l  encounter  h e r  e a r t h l y  model. ) It i s  f i t t i n g  

t h a t  Chaucer, " the  f a t h e r  of t h e  English language1', should provide such a 

r i c h  source of i n s p i r a t i o n  f o r  Kroetsch ' s  song. Demeter and t h e  mother 

language have been we l l  served.  

Sect ion  3 

The angry oppos i t ion  of t h e  f a t h e r  t o  shamanist ic  f l i g h t s  of song echoes 

i n  "No. 1248--~ubbard Squash", with t h e  magpie l y r i c  i n s e r t e d  midway i n  t h e  

d e s c r i p t i o n  and caught,  as it were, i n  t h e  The doubling of d i g i t s  

i n  "No. 1248" warns u s  noT only  of but  a l so ,  of p r o l i f e r a t -  

--J i ng  opposition: from t h e  s i n g l e  case  of a well-meaning f a t h e r ' s  a t tempt  t o  

squash h i s  s o n ' s  p o e t i c  f l i g h t s  t o  t h e  wholesale d e s t r u c t i o n  and world 

\i conf l ag ra t ion  by superbombs. The notion of Nature a c t i n g  i n  accordance with 

mankind's f o i b l e s  by g iv ing  him a "matchless v a r i e t y "  of "squash" has  mul t ip le  

a s s o c i a t i o n s  of horror .  With t h e  n a r r a t d r l s  double meanings we Mow enough 

now t o  look f o r  vernacular  meanings under t h e  i n h e r i t e d  ones. The word 

"squash," f o r  in s t ance ,  with i t s  vernacular  meaning of "des t ruc t ion" ,  provides 

a c l u e  f o r  reading t h e  vernacular  meaning of t h e  e n t r y ,  e s p e c i a l l y  t h e  

i t a l i c i s e d  words. The deeper ,  hidden meaning of t h e  e n t r y  then  emerges: 

"mankind", i r o n i c a l l y ,  i s  no t  "kind" when i t s  fondness f o r  "squash!' h a s - h a d  

t h e  r e s u l t  t h a t  "Nature", t h a t  i s ,  human and n a t u r a l  resources ,  appears  t o  

have "espec ia l ly  provided" t h i s  "matchless" v a r i e t y  o f 1 S u p e r l a t i v e  f lavor" ;  

d 



We know only too  well  t h a t  a s p e c i d  theory of r e l a t i v i t y  made poss ible  t he  

hydrogen super bomb detonated by atomic f i s s i on .  "Matchless" indeed; it needs 

no match and has none. 

d 

Like t he  badger l y r i c  t h a t  fol lows t he  episode dominated by the  shotgun, 
' 4  _- 

t h e  magpie l y r i c  de f ines  love under the  t h r e a t  of death. Where t he  first i s  
P 

on t he  r i g h t  s i de  i n  t h e  binary s t r uc tu r e ,  the  -pie l y r i c  i s  i n  t h e  middle, 
c 

perhaps foreshadowing death. It ce lebra tes  l i f e /dea th  i n  a dance of e r o t i c  
. 7  

joy: 

Love is a leaping up 
and down. 

For behind it l i v e s  t h e  P l a in s  Indian myth of t he  magpie searching i n  t he  

remains of t he  buffalo-husband f o r  t h e  remnant of bone t h a t  w i l l  regenerate 

t h e  o r ig ina l .  For t h e  nar ra to r ,  it means t he  r e s to r a t i on  of h i s  e ro t i c /  

poet ic  power i f  the  horse can be regenerated from h i s  tu rd .  Not much hope, 

one might th ink,  even allowing f o r  Kroetsch ' s ever-presens s e l f  -mocking. Yet, 

i n  medieval alchemy, excrement was the  prima material f o r  t he  transformative 

. P  
process. And t he  magpie must d i e ,  as d h r i s t  had t o  d i e ,  i n  order  t o  receive. 

P t h e  sou l  of the  dead (who must of course a l s o  have "died'; i n  order  t o  be 

reborn) : 

Love - 
i s  a beak i n  t he  w a r m  f l e s h  

The hesi tancy i n  t h e  long space between "Love" and i t s  d e f i n i t i o n  suggests 

wonder, o r  re luctance t o  acknowledge, t h a t  love r e s ide s  s t i l l  i n  t h a t  image 

of death, whether i n  Chr i s t i an  resur rec t ion ,  o r  i n  shamanistic f l i g h t  t o  f ind  

t h e  dead man's sou l ,  o r  i n  a f a t h e r ' s  f e a r - f i l l e d  fu ry  t o  des t roy t h e  

shamanistic f l i g h t  of song t o  which the  son aspires,  Worse, t h e  de f i n i t i on  

of love i s  a general iza t ion,  and therefore  has universa l  appl ica t ion:  "Nature 

appears t o  have expecia l ly  provided" it, t h i s  squash, t h i s  rough love t h a t  



k i l l s .  It i s  an ine&apable pry-t of our nature  then,  and it behooves us t o  be 

cognizant of t h a t  P a c t  in,order t o  d e a l  with >t, both i n  ourselyes and i n  

others.  For it can be d e a l t  with: t h e  f a i r  Emily t h a t  dwells within us i s  a 

v i rg in  Diana and favours  ne i the r  Mars nor Venus, ne i t he r  h c i t e  nor Palamon; ' 

our sou l s  can go e i t h e r  way. Predest inat ion implants t h e  p o t e n t i a l  f o r  e i t he r ;  

f r e e  w i l l  g ives  u s  t he  choice. But, when those who sit i n  t h e  s ea t&of  t he  

mighty choose power, t h e  r e s t  of  us a r e  espec ia l ly  vulnerable. The "beak i n  

t he  w a r m  f l e sh"  i s  a repuls ive  image o f  predatory power wreaked upon a 

he lp less  warm-blooded c rea tu re  whose Only f a u l t  was t h a t  it had l i v e l y  love 

of l i f e ,  and, i n  t h i s  case, an i nc l i na t i on  t o  poe t ic  f l i g h t .  

The descr ip t ion of the  squash conceals, a s  always i n  Seed Catalogue, t he  

r e a l  beneath the  rhe to r ic .  The r e a l  person should come c lo se s t  t o  the  

desc r ip t ion  t h a t  completes t h e  squash entry:  " ' A s  a cooker, it heads t he  l i s t  

f o r  warted squash. . . . "' c he f t a l i c s ,  a s  always, s i gna l  t he  need f o r  

spec i a l  a t t en t i on ) .  The l i k e l i e s t  candidate f o r  t h i s  un f l a t t e r i ng  sketch,  we 

may specula te  (while aff irming t h a t  we a l l  have t h e  bas ic  qua l i f i c a t i on  and 

tend t o  fol low thewvoice" t h a t  c a t e r s  t o  our s ec r e t  s i n s )  would be ,  during t he  

ges ta t ion  of Seed ~ a t a l o ~ u e  while Kroetsch was employed i n  t h e  U.S.A., 

Pres ident  Nixon. Appalling reve la t ions  of h i s  misuse of power came t o  l i g h t .  

Watergate was indeed reveal ing h i s  "warts" - '  and they  were mqy. , I t  was then 

seen a s  as tonishingly  i r o n i c  t h a t  during h i s  campaign ad l e t  it be known 

t h a t  he wanted t o  be revealed "warts and all".  He had cooked evidence i n  
* 

plenty i n  preparation f o r  t h e  inves t iga t ion  and, both as pres ident  and as 

chief  conspira tor  of h i s  colleagues i n  crimes, k t h  t h e i r  s ec r e t  lists, he 

*+headed t he  l is t  f o r  warted squash". Is Spiro Agnew (whose first name 

suggests  t h e  s p i r a l l i n g  growth of the  squash "vines") h e h a d  a "sh-ong running" \ 

mate f o r  Vice-President. Among t he  " f ru i t s "  of v ic to ry  i n  t h e  e l e c t i on  was 

t he  occupation of t h e  Oval Office of t he  chief executive, and t h e  Green 3oom 



s t a t e  recept ions ,  "olive-shaped, of a deep r i c h  green color" respect-  
t 

ive ly .  Under h i s  hail-f  ellow-well-met ex t  e r i  b r  , the  inner  man, h i s  "rind'; we 

might say,  was "smooth" enough. What even an adnhrer, Theodore H. White, 

m o t e  about him makes Nixon a n t i t h e t i c a l  t o  Kroetsch: "There was no poetry 

i n  Richard Nixon. The l i b e r a l  t r a d i t i o n  had heroes running back through 
C 3 

Lincoln, t o  Jefferson.  The conse$ative t r a d i t i o n ,  of which Nixon came, had no 

ancestor  heroes;  h i s  mind had t o  pick i t s  way awkwardly through t h e  f a c t s ,  t he  

r e a l i t i e s ,  with no governing code, no inher i t ed  dreamui8 (emphasis added). 

Yet White's observations need qua l i f i ca t ion .  Nixon may never have had poetry 

i n  him i n  t h e  narrow senge, although even t h a t  is doubtful.  He was touched - 
with t h e  f i r e  e a r l y  i n  l i f e ;  he d id  have musical t a l e n t  and a t  one time 

considered a career  i n  music. But he was one of those ,  who, as Oscar Wilde 

wrote i n  The Ballad of Zeading Gaol, " k i l l s  t he  th ing he loves." For Nixon 

seems t o  have k i l l e d  t h a t  within himself which could have saved him and h i s  

country 

perhaps 

from the  f i e r c e  psychic trauma t h a t  convulsed the; both. Fis 
the  prime ewmpke i n  our time of t he  des t ruct ion inherent  i n  y ie lding 

t o  t h e  temptation of power t h a t  r e s i de s  i n  us a l l ,  implied i n  ?Nature seems t q  

have espec ia l ly  provided it. . . ." What concerns Seed Catalogue is t h e  

search f o r  i n t eg r a t i on  of t h e  o ther  hal f  of man, h i s  despised and deposed 

o ther  h a l f ,  f o r  then t h e  poet can discover i n  t he  whole man t h e  s o y c e  of 

authent ic  voice. 

Nor may Canada be exempted. A ca& could be made t h a t  t h e  descr, ipt ion 

of t he  squash f i t s  John Diefenbaker, sure ly  the  prime Canadian perpe t ra to r  of 

i nhe r i t ed  r h e t o r i c  during t h e  ges ta t ion  of Seed Catalogue and a notable 

inf luence of- h i s  wife Olive, a former Toronto schools supervisor  with a 

repu ta t ion  f o r  s t rong wi l l ,  and the re fore  no c l inging "vine", but  a "strong . 
w n i n g "  mate, could well  have r e su l t ed  i n  t he  " f ru i t s "  of t he  adminis t ra t ion 

L 



being "olive-@ed. " One of those "fmits", Lake Diefenbaker, a 100 mile 

lake created by a l a rge  dam on t h e  South Saskatchewan River during h i s  

padministration, can be "of a deep r i c h  green co lor , "  when viewed i n  a ce r ta in  

l i g h t .  Beneath the  b r i s t l i n g  c rus t iness  of the  p o l i t i c a l  man must have 
. . 

subsis ted a convivial  "rind", f o r  h i s  par t i c ipa t ion  i n  publ id i ty  h i - j inks  was 

u 
easy and "smooth", i n  con t ras t ,  say, t o  t he  embarrassed awkwardness of h i s  

chief r i v a l ,  Lester  Pearson. Yet h i s  i n a b i l i t y  t o  delegate power, and a - 
suspicion,  amounting a t  times t o  paranoia, even of h i s  underl ings,  a l i ena ted  

him i n  t h e  end from h i s  party. N.or, with h i s  emotional attachment t o  t he  

3 monarchy, was h i s  administrat ion a f r u i t f u l  time f o r  t h e  development of a 

nat ional  i den t i t y ,  o r  f o r  experiment i n  t he  a r t s ,  which might have fur thered 
c 

t h a t  development. A l l v t i o n a l  baggage with i t s  negative r e s u l t s ,  and 

perhaps pa r t i cu l a r l y  h i s  inher i t ed  p o l i t i c a l  demagoguery, could scarcely  f a i l  

t o  idpress  Kroetsch a s  evidence of another good man gone wrong i n  succumbing 

t o  t he  temptation of power, and s ac r i f i c ing  t o  it the  warm loving man known 

only t o  t h e  chosen few. Diefenbaker's B i l l  of Rights, h i s  defiance of U.S. 

pressure t o  arm the  Bomarc miss i le ,  and h i s  f l oa t i ng  o f  t he  notion of a peace- 
-#-- 

keeping force  abroad--all of which worthy e f f o r t s  he hoped would win him a 

Nobel peace p r ize ,  could do l i t t l e  t o  a l t e r  t h a t  impression. 

That t h e  nat ional  leaders  of t he  English-speaking majority on t he  
'i 

contL@?i% should be inimidal  t o  t h e i r  own f u l l  development, and, by extension, 

Y t o  t h a t  of t h e i r  countrymen, is an i n t e rp re t a t i on  a s  alarming a s  it is radical .  

It should be ,unbelievable. It would not be unbelievable t o  artists and t h e i r  

supporters i n  both countries,  who general ly  deplore the& governments' 

niggardly support of t he  a r t s .  The Nixons and t he  Diefenbakers a r e  t h e  norms, 

t he  Kennedys and t h e  Trudeaus t h e  exceptions, i n  English-speaking North 

@ h e r i c a .  A s  ye t ,  the  iransf ormation t h a t  w i l l  recogniee and welcome t h e  badger 

- and the  .nagpie h2s touched TOO few, both among the  r u l e r s  and t h e  ruled. 



, Mostly, these  f i gu re s  of love g e t  shor t  shrift, as here. The au then t ic  voice 

sought can only f i n d  i t s  a n t i t h e s i s  i n  the  s t range new language of t he  

Watergate- conspira tors ,  and i n  t he  exhausted inher i t ed  r h e t o r i c  of Diefenbaker. 

The men of power a r e  his f a t h e r ,  amplified. 

"But how do you grow a , l ove r? "  l i n k s  t he  tragedy of t h e  magpie/shaman 

capering i n  his dance of death between twin horrors  of our time t o  the  

n a r r a t o r ' s  f irst  sexual  experience. F rus t ra ted ,  and disappointed i n  h i s  . 

f a t h e r ' s  angry opposit ion t o  h i s  f i r s t  t e n t a t i v e  explora t ions  i n t o  the  buried 

pas t  of h i s t o r y  and legend, myth and r i t u a l ,  t h e  na r ra to r  encounters more of 

t h e  Fame i n  t h e  p r i e s t ' s  admonitions concerning s e d o v e :  "You'll  go t o  

hell/and burn forever  (with i l l u s t r a t i o n s ) "  f o r  "playing d i r ty . "  Fear and 

g u i l t  a r e  imprinted on t he  begineer i n  e r o t i c  love, on t h i s ,  t h e  second day 

of catechism. "Germaine" has ,  a s  a name, seeding and "growth" connotations: 

seeds germinate, grow i n t o  p lan t s .  But what germinates from t h e  seeds of t h i s  

experience? Poor s t u f f ,  and some wry humor, as nar ra t ions  of e a r l y  sexual  

experiences usually do, from this s o r t  of preparation of t h e  ground. The 

experience is  germane t o  t he  matter o f , e r o t i c  love, how one handles one ' s  . 

sexua l i ty  t he r ea f t e r ,  a f t e r  the  p r i e s t ' s  l u r i d  lessons. "Le t ' s  do it ju s t  one 

last time/and qui t"  suggests  postponement, i nde f in i t e l y ,  of the  qu i t t i ng .  

A 
But t h e  f e a r  and g u i l t  a r e  not  t o  be postponed so ea s i l y ,  nor i s  t h e  "quit t ing" 

always voluntary. 

"This is the  God's own t r u t h "  becomes t h e  p re lude  t o  t h e  whopper, t he  

big l i e ,  t h e  s to ry  of Adam and Eve. From the  p r i e s t ' s  choice of language i n  

X 

P L s  -xarning lessons  t h e  na r r a to r  perceives t he  s t o ry  as "Adam and Eve go t  

~ a u g h t / ~ l a ~ i n g  d i r t y .  " It i s  de-mythologizing with a vengeance, and t he  

r--Q 
. s e d  union of the  archetypal  p a i r  i s  reduced t o  something "di r ty ."  No 

wonder t h a t  the  au then t ic  essence of beauty is l o s t  i n  t h e  language, buried 

i n  t he  d i r t .  Before t h a t  happened, here is the  beauty, as t he  na r r a to r ,  a t h  



his simple "This is t h e  t r u th" ,  t e l l s  of t he  wonder and t h e  power and' t he  glory 

of h i s  first e r o t i c  e d i e n c e :  

We climbed up i n t o  a granary 
f u l l  of wheat t o  the  gunny sacks 
t h e  binder twine was shipped in-- 

we spread t he  paper from t h e  sacks 
smooth shee t s  on t he  s o f t  wheat 
Germaine and I we were like/one 

- The granary, t h e  wheat, the  gunny sacks, a r e  a l l  powerfully symbolic of the  

sexual seed so soon t o  be released.  The binder twine suggests t h e  intertwin- 

ing of ' t h e  human bodies soon t o  come, of t h e  twin sexual powers of male and 

female mingling, f e r t i l i z i n g ,  and binding together  i n  t h a t  double h e l i x  

' 

s t ruc tu r e  of t he  DNA molecule t h a t  i s  i t s e l f  t he  master pa t te rn  of our body 

s t ruc ture .  On t h a t  pa t te rn  too,  which is a l so  t h e  pa t t e rn  of amplif ication,  

"revolving around t h e  matter under survei l lance,"  Seed Catalogue takes  shape, 
I - 

wri t ten a s  it were on t h e  "sm&h sheets" on which t he  sexual a c t  i s  performed. 

Insofar  as i ts dynamic is. sexua l i ty ,  t h e  poem becomes a s e w 1  a c t ,  t h e  

binary s t ruc tu r e  of l i n e s  2, 5 and 6 ( t he  mid-space creat ing twin pa r t s  of 
1 

each l i n e )  corresponding t o  t h e  separate  human bodies, t h e  separate  s p i r a l l i n g  

c o i l s  of t he  DNA, before intertwining i n to  one s t ruc ture .  Thus t h e  nar ra to r  

and Germaine "were like/one, " t he  s l a sh  (/) suggesting two-as-one, although 

not ac tua l ly  one, no more than binder twine o r  the  DNA i s  one, but two 

inter twining in>o one. The p r i e s t  spoiled everything. Note how h i s  words i n  

t h e  l i n e s  below unravel t he  s t rands  as the  l i n e s  separate i n to  t h e  o r ig ina l  

binary s t ruc tu r e  again: + 

we had discovered, don 't ask me 
how, where--but when t he  p r i e s t  said 
 laying d i r t y  we knew--well-- 
he had named it he had named 
our world o u t - o f  existence 
( t h e  horse was standing s t i l l )  

7 



me two who had been innocent  fo l low t h e i r  g r e a t  a rchetypes  o u t  of t h e  

Garden. With %he l o s s  of innocence comes g u i l t  and with it t h e  l o s s  of 

e ~ o t i c / ~ o e t i c  power, s y m b l i z e d  by t h e  immobilized horse.  The sense of l o s s  

and pain of t h a t  l o s s  a r e  s t r o n g ,  and t h e  ques t ion ,  "But how--", ends only i n  

pa in  renewed by f r u s t r a t i o n .  "Pinch-Me," i n  t h e  nursery  rhyme, i s  t h e  only - 
one l e f t  when "Adam and Eve g o t  drownded." The'emphasis on t h e  l a s t  word, 

d e l i b e r a t e l y  mis-spelled, '  i s  on dea th ,  of innocence c e r t a i n l y ,  and of  sexual  

and p o e t i c  power probably. The ques t ion ,  "But how do you grow a lover?"  is  

still  unanswered . a t  t h e  end of t h e  sec t ion .  "We decided we could do i t / j u s t  

one l a s t  t ime" is ,  with i ts wry humor, loaded with g u i l t  and pain. The 

overburden of r h e t o r i c  on e r o t i c  love ,  l i k e  t h a t  on t h e  squash, d i s g u i s e s  

and d e f i l e s  i t s  t r u e  n a t u r e ,  "names it ou t  of ex is tence" ,  and para lyzes  t h e  

n a r r a t o r ' s  p o e t i c  power which depends on it. "NamingVhas numinous power f o r  

Kroetsch. Even t h e  s t r e s s  of sexual  trauma no t  n u l l i f y . h i s  keen sense 

of t h e  power of language. The s e c t i o n  prov 
m 

more evidence t h a t  s e x u a l i t y  . 
and language comprise ano the r  p a i r  of twin in t e r twin ing  s t r a n d s  i n  - Seed 

Cata logue ' s  s t r u c t u r e  and theme. 

Sect ion  4 

The misleading r h e t o r i c  of t h e  seed-catalogue and t h e  outmoded contents  

of Mary Hauck's hope ches t  maintain con t inu i ty  with t h e  previous sec t ion .  

Yef both,  by t h e i r  n a t u r e ,  conta in  t h e  seeds  of hope f o r  t h e  n a r r a t o r .  Both 

a r r i v e  i n  town ( ~ e i s l e r ,  t h e  "hot place")  i n  January, t h e  month of t h e  god 

Janus,  who looks both behind t o  t h e  dead pas t  and ahead t o  t h e  hopeful  

f u t u r e .  Days a r e  becoming longer  and warmer, n i g h t s  s h o r t e r .  On t h e  

( s h o r t e s t  n igh t  of a l l ,  June 21, 1919, ( t h e  f irst  s i n c e  WW I ended), Mary 

Hauck, cooking a t  t h e  H e i s l e r  Hote l ,  l o s e s  a l l  h e r  t r easu red  p o s s e s s h n s  

when t h e  h o t e l  burns down. What she l o s t  symbolizes t h e  t r a d i t i o n a l  p a s t  
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- t h a t  t h e  p r a i r i e  town never had. Her s a t i n  shee t s ,  t e a  towels ,  E,nglish bone 

china and s i l v e r  se rv ing  spoons a r e  p a r t  of a n  a l i en . exhaus ted  t r a d i t i o n ,  so 

f a r  a s  p r a i r i e  c u l t u r e  i s  concerned. And t h e  p roverb ia l  " the s h o r t e s t  n ight  1 

hera lds  t h e  longes t  day", a s  t h e  year  1919 reminds u s  ( t h e  long n igh t  of hW I 

echoing behind it) with t h e  s h o r t e s t  d i g i t ,  1, followed by t h e  longes t ,  9, i n  

s e r i e s ,  p ro jec tab le  t o  i n f i n i t y ,  which makes t h e  prover@a genera l  t r u t h .  We 

may i n t e r p r e t  t h e  longes t  day as t h e  l i g h t  of hope, then,  t h a t  i n e v i t a b l y  

fo l lows t h e  dark of d e s p a i r ,  o u t l a s t f n g  it always. Mary Hauck's b r i e f  n igh t  

of l o s s  impl ies  t h e  p r a i r i e  c u l t u r e ' s  long ga in .  ( WW I ' s  f o u r  yea r s  of dark 

despa i r  were fol lo-  by twenty of  peace and l i g h t ) .  When t h e  hawk t h a t  

d r i v e s  t h e  gopher t o  i t s  b r i e f  cover d e p a r t s ,  t h e  gopher reappears  i n s t a n t l y  

and remains u n t i l  t h e  next  alarm. Under "How do you grow a p r a i r i e  town?" 

t h e  n a r r a t o r  responds with "The gopher was t h e  model." The passage t h a t  t h i s  

s tatement  heads occupies t h e  " c r e d i t "  s i d e  of t h e  b inary  s t r u c t u r e ;  Mary 

Hauck's l o s t  t r e a s u r e s  i n  h e r  hope ches t  occupy t h e  "debi t"  s i d e ,  and t h e  two 

passages a r e  out  of phase, t h e  gopher appearing after t h e  hawk has  departed.  

Another way of saying t h e  same t h i n g  i s  t h a t  Mary Hauck's f a i l u r e ,  d e s p i t e  

h e r  "cooking", t o  hawk h e r  s e t t l e d  Eas tern  c u l t u r e  t o  t h e  p r a i r i e  town was 

followed by t h a t  town's  renewal of  i t s  indigenous h a b i t s .  

Under "How do you grow a past /" ,  t h e  long l is t  of absent  t r a d i t i o n a l  

symbols l i k e  "silkworms, Lord Nelson, pyramids, s a i l i n g  s h i p s ,  b a l l e t  and 

opera,  H e r a c l i t u s  [you can never s t e p  i n t o  t h e  same r i v e r  twice,  o r  even 

once] and t h e  Seine,  t h e  Rhine, t h e  Danube, the  Tiber  and t h e  Thames, " is  

de f l a t ed  by an occas iona l  appearance i n  t h e  ist of something indigenous. A 

bott le-opener,  a  condom, t h e  g i r l  with ava i  b l e  n ipp les  t o  k i s s  ( b u t  only i f  f 
t h e  Eskimos win t h e  Grey Cup, t h e  Holy G r a i l  of football-minded ~ a n a d i a n s ) ,  

and t h e  B a t t l e  3 i v e r  t h a t  ran dry one f a l l ,  so  t h a t  " the S t r a u s s  boy could 

p i s s  a c r o s s  i t " - - a l l  t h e s e  c o n t r a s t  i r o n i c a l l y  with t h e  hallowed and sacred  
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symbols of t r a d i t i o n a l  cu l tu res .  There i s  a good d e a l  of mockery,in t h i s  

l o c a l  p r i d e ,  but  t h a t  p r i d e  i s  f o r  Kroetsch a r i c h  source of a u t h e n t i c  poe t i c .  

ma te r i a l s ,  inc luding a "past ."  Local p r i d e  r ep laces  t h e  t r a d i t i o n a l  p a s t  with 

t h e  t a l l  t a l e s  t h a t  t h e  "A- small caps] Hard Northern B u l l s h i t  e r s "  t e l l  i n  

t h e  lobby and beer  p a r l o r  of t h e  H e i s l e r  Hotel. The s u b s t i t u t i o n  of "A-I" 

( s m a l l  caps) f o r  "No. 1" which proper ly  completes t h e  t o p  grade  of p r a i r i e  

wheak--"No. 1 Hard o r  NorthernH--is s i g n i f i c a n t :  t h e  vernacular  meaning of 

' "ampersand", t h e  symbol &, i s  "A-I"  i n  t h e  sense of  being " the  most e x c e l l e n t  

t h i n g  o r  person" (OED).. Although t h e  small caps he re  humorously undercut i t s  

importance, t h e  ampersand i s  an  important symbol f o r  Kroetsch of what i s  of 

t h e  g r e a t e s t  s i g n i f i c a n c e  in..language. We s h a l l  encounter it again  i n  Seed - 
.d . . 

> -:., 

Catalogue. The de -cons t ruc t ion ' tha t  i s  going on i n  t h i s  s e c t i o n  inc ludes  not  
>., 

only t h e  t r a d i t i o n a l  symbols of a r i c h  but a l i e n  p a s t ,  but  a l s o  one of a r i c h  

Canadian p r a i r i e  t r a d i t i o n  of  growing t o p  grades  of  wheat. Shades of Herman 

T r e l l e ,  who grew Marquis wheat t o  a series of world championships and made t h e  

p r a i r i e s  famous! But p r i d e  i n  t h e  o r a l  t r a d i t i o n  i s  genuine with Kroetsch, 

and t o  apply t h e  p r i d e f u l  t o p  grade  of  p r a i r i e  wheat t o  h o t e l  beer  p a r l o r  

b u l l s h i t t e r s  i s  only a measure of' h i s  regard  f o r  t h e  o r a l  t r a d i t i o n .  It i s  . 

self-mockery t h a t  t h e  indigenous r e s i d e n t  may indulge i n ,  but  not  t h e  ou t s ide r .  

It i s  t h e  inve r se  of p r i d e ,  but  n o t  t h e  converse. 

Under "How do you grow a p r a i r i e  town?" t h e  answer i s  simple: "Rebuild 

t e l  when it burns down. Bigger. F i l l  i t  f u l l  of a l o t  of A - I  Hard 
the 7 
~0rthkx-n B u l l s h i t t e r s . "  A bold,  confident  note  sounds i n  t h i s  succ inc t  

advice. Mary Hauck's "cooking" may have cont r ibuted  t o  t h e  d e s t r u c t i o n  of t h e  

h o t e l ,  a c e n t r a l  symbol of p r a i r i e  c u l t u r e  (with i t s  incomparable b u l l s h i t t e r s  

t h e  "most exce l l en t "  element i n  i t ) .  But He i s l e r ,  t h e  "hot p lace" ,  has  its 

onn way o f . e f f e c t i n g  t ransformat ions ,  of burning ou t  t h e  d ross  from t h e  r e a l ,  

and Mary Hauck's symbols of t h e  s e t t l e d ,  s t a t i c  c u l t u r e  of Bruce County, one 



of  t h e  first i n  Canada t o  be s e t t l e d ,  went up with t h e  h o t e l .  The gopher 

triumphed over t h e  hawk. The h o t e l  reappeared, b igger  t h a n  ever ,  with i ts 

b u l l s h i t t e r s  b e t t e r  than  eve r ,  i n  f a c t  t h e  b e s t  i n  t h e  world. 

Sect ion  5 

Mary Hauck's f a i l u r e  t o  t r a n s p l a n t  e a s t e r n  c u l t u r e  t o  h e r  p r a i r i e  

r e l a t i v e s  f i n d s  a n  echo i n  t h e  n a r r a t o r ' s  melon-planting experiment. "Gophers 

a t e  everything."  That i s ,  "foreign" wr i t ing ,  th,emes, s t y l e s ,  methods, 

ma te r i a l s ,  and products  f a i l e d  t o  meet t h e  competition of w r i t e r s  using 

indigenous ma te r i a l s .  When t h e  n a r r a t o r  veered i n  t h e  opposi te  d i r e c t i o n ,  

toward rea l i sm,  no one was r e c e p t i v e  t o  it.' The "Government" t o  whom he 

'kpplied . . . . t o  become a postman,/to d e l i v e r  r e a l  words/to r e a l  people" may 

be a  metaphor f o r  a  men<al s e t ,  a n  i n n e r  "Government" opposi t ion ,  an emotional 

def iance  i n  r eade r s  and pub l i she r s ,  a g a i n s t  h i s  r a d i c a l  a u t h e n t i c i t y .  H i s  

v 
appeal  t o  t h e i r  apprec ia t ion  of t h e  r e a l  a s  opposed t o  t h e  f a l s e  f e l l  on deaf 

ea r s .  "There was no one t o  r e c e i v e  my app l i ca t ion"  means j u s t  t h a t .  That 

t h e  passage i s  on t h e  "c red i t "  s i d e  of t h e  b inary  s t r u c t u r e  may mean t h a t  ' 

r e j e c t i o n  i s  necessary t o  dr'ive him eve r  deeper . i n t o  d e s p a i r ,  and eventual ly  

i n t o  a  re-evalua t ion  of himself .  If so ,  it succeeded. "I d o n ' t  g i v e  a  damn 

i f  I do d i e ,  do d i e  . . ." i s  a masturbat ion l y r i c ,  form fol lowing func t ion .  
# 

It may be a  metaphor f o r  masturbation i n  words, a  de l ibe ra te ly ,  s t imula ted  

f a n t a s y  of love.  Yet, s u b s t i t u t i o n  of t h e  unrea l  f o r  t h e  r e a l  t h i n g  o r  no t ,  

t h e  passage occupies most of  t h e  a v a i l a b l e  U n e  space, n e i t h e r  a s  d e b i l i t a t i n g  

a s  t h e  melons of h i s  experiments i n  exot ica , .  nor  as s a l u t a r y  a s  t h e  a t tempts  

a t  rea l i sm.  A t  any r a t e ,  t h e  next  s e c t i o n  begins i n  fantasy .  



Sect ion  6 

A s  an i r o n i c  epigraph o r  emblem of opposi t ion  t o  t h e ' k i n d  of poet t h e  

n a r r a t o r  is on t h e  way t o  becoming, t o  t h e  budding poet hoping t o  b u r s t  i n t o  
* 

bloom, t h e  caul i f lower  o f f e r s  i t s e l f  a s  an advance of a s o r t  over  t h e  cabbage, 

being indeed a f lower ing  cabbage, a s  i t s  o l d e r  name, "cole-flower" i n d i c a t e s .  

The cabbage, we need t o  r e c a l l ,  was s a i d  t o  be "crea t ing  cons iderable  f l u r r y  
A 

among p r o f e s s i o n a l  gardeners  a l l  over  t h e  world." Of ' the n a r r a t o r ,  it could 

be s a i d  t h a t  he tog  hoped t o  c r e a t e  j u s t  such a f l u r r y ,  n o t  n e c e s s a r i l y  a  

p l easu rab le  one, bu't perhaps even a panicky o r  indignant  one, o r  a t  l e a s t  one 

t h a t  would make o t h e r  p r o f e s s i o n a l  "gardenef?'/writers t a k e  not: of  h i s  

r a d i c a l  depa r tu re  from i n h e r i t e d  r h e t o r i c .  ". . . unquestionably one of t h e  

g r e a t e s t  i nhe r i t ances  of  t h e  Present  genera t ion ,  p a r t i c u l a r l y  Western Canadians" 

could be an  i r o n i c  d e s c r i h o n  of h imse l f .  I n  t h e  same i r o n i c  ve in ,  t h e  

caul i f lower ,  according t o  t h e  OED, was i n  Queen Anne's r e i g n  t h e  model o f ,  

and gave i t s  name t o ,  a  vig, e s p e c i a l l y  popular @h judges and clergymen f w  - 
i t s  snowy d ign i ty .  The statement ,  "Being a p r t i c u l a r l y  high a l t i t u d e  p l a n t ,  

* 

it t h r i v e s  t o  a  p i n t  of pe r feo t ion  he re ,  seldom seen i n  warmer climes!" 

belongs i n  t h e  same c l a s s  of i r o n i c  opposi t ion ,  e s p e c i a l l y  if t h e  r eade r  - 
cons iders  t h e  n a r r a t o r  

and t h e  H e i s l e r  hea t .  

' s emphatic preference  f o r  'h '  s r o o t s ,  t h e  vernacular ,  7 .  
The word "Pedigreed" i n  t h e  grandiloquent  name r e f l e c t s  

t h e  n a r r a t o r ' s  i r o n i c  concern f o r  h i s  own ances t ry ,  and perhaps h i s  f a t h e r ' s  

f e a r  of t h e  s o n ' s  r e sea rches~uncover ing  b l o t s  on t h e  'scutcheon. Most 

i n t e r e s t i n g  i s  t h e  "No. 339" t h a t  i d e n t i f i e s  t h i s  resounding success:  t h e  

f i r s t  two d i g i t s  a r e  square r o o t s  o r  f a c t o r s  of t h e  t h i r d ,  t h e  magic number 

9, t h e  numberfof t h e  Muses, who a r e  " in  t r i p l e  rhythm, 3 t imes 3 ,  hera lds  of 

t h e  p a r a d i s a l  dance of t h e   grace^".'^ It is prop i t ious  indeed. The success 

of t h e  cau l i f lower  i s  due t o  two prime f a c t o r s :  i nhe r i t ance  and t h e  e levated  
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p r a i r i e  h a b i t a t .  P o t e n t  f a c t o r s  i n  t h e  n a r r a t o r ' s  sou l?  The " s t r a i g h t "  

i n d i c a t i o n  i s  t h a t  t h e  n a r r a t o r  should concen t r a t e  on and use  t h e s e  f a c t o r s  

t o  ach ieve  a sucpess  as magical as h i s  vege tab le  r e f l e ~ t i o n / ~ u i d e .  But magic , 

is i l l u s i o n  and f an ta sy .  What happens when you r e l y  on such gu ides?  "The - 

f i n e s t  specimens we have eve r  seen ,  l a r g e r  and of b e t t e r  q u a l i t y ,  a r e  
% - 

annual ly  grown h e r e  on our  p r a i r i e s "  sounds l i k e  a n  i r o n i c  d e s c r i p t i o n  of 
3 

p r a i r i e  m i t e r s  appear ing  wi th  p e r e n n i a l  r e g u l a r i t y  on t h e  wr i t i ng  scene. 

The p r a i r i e s  a r e  made t o  sound l i k e  t h e  most f avo red  of  p l aces  f o r  t h e  would- 

be m i t e r  t o  bloom--if it weren ' t  f o r  t h a t  i ron& 

winter  somehow encourages t h a t  c r e a t i v e  growth, we 

be l i eve .  

But t h e  n a r r a t o r ' s  e a r l y  exper iences  a r e  more 

than  otherwise.  F i r s t ,  t h e r e  is  t h e  ma t t e r  of t h e  

Even t h e  r i g o r o u s  p r a i r i e  

might be persuaded t o  

l i k e l y  t o  be f r u s t r a t i n g  

muse, i f  t h e  way i n h e r i t e d  

from t h e  g r e a t  poe t s  of t h e  p a s t  i s  t o  be followed. T h a t ' s  on t h e  "debi t"  
@ 

s i d e  of t h e  page, t o  begin with: 
r- 

S t a r t :  wi th  an  invoca t ion  
invoke-- 

H i s  muse i s  
h i s  muse/if 
memory i s  

and you have 
no memory then 
no medi ta t ion  
no song ( s h i t  
we ' r e  up a g a i n s t  i t )  

The h a l t i n g  a t t e m p t s  wfiich end i n  d e f e a t  a s i d e ,  t h e  passage is  important  f o r  

Kroe t sch ' s  d e f i n i t i o n  of  t h e  p o e t i c  process  as a medi ta t ion  on memory. - 
Hillman 's d e f i n i t i o n  of amplif i s d i o n  as " l i k e  meditat ion" and "revolving 

around t h e  problem under s u r v e i l l a n c e "  should be r e c a l l e d  t o  remind u s  t h a t -  

Seed Cataloguehhas a n  o rgan ic  s t r u c t u r e ,  growing as it does by t h i s  s p i r a l l i n g  



method, eve r  r e t u r n i n g  

ahead) t o  i t s  matter .  

t o  invoke h i s  muse may 

42 
7 

(its epigraphs,  Janus- l ike ,  l ook ing  both back and 

Thus, t h e  n a r r a t o r ' s  sporadic  and vernacular  a t tempts  

l e a d  u s  back by way of 'the epigraph ' s i r o n i c  juxtapo- 

s i t i o n s  t o  t h e  g i e a t  e p i c s  and ~ a r a d i s e  Lost i n  ~ a r t i c u l a r ;  t o  Mi l ton ' s  

solemn and lengthy invocat ion  t o  t h e  Holy S p i r i t ,  t o  h i s  theme,: 

Of Man's F i r s t  Disobedience, and t h e  F r u i t  
O f  t h a t  Forbiddeii Tree, whose mortal  t a s t  

.Brought Death i n t o  t h e  World, and a l l  our  woe 
With l o s s  of - Eden, till one g r e a t e r  Man 4'- 

a e s t o r e  u s ,  and rega in  t h e  b l i s s f u l  Seat .  20 
Sing, Heav ' n ly  Muse, . . . 

And e s p e c i a l l y  t o  t h e  e l eva ted  d i c t i o n  he deemed appropr i a t e  t o  h i s  g r e a t  

endeavour we t u r n ,  with Kroetsch ' s  equal ly  determined vernacular  i n  mind f o r  
\ 

i r o n i c  con t ra s t :  

I thence 
Invoke t h y  a i d  t o  my advsntrous Song, 
That with no middle f l i g h t  in t ends  t o  s o a r  
Above t h  'Aonian Mount, while it pursues 
Things unattempted y e t  i n  Prose o r  Rhime. 

.. (I : 12-16) (emphasis added) 

We f i n d  t h a t  while t h e  n a r r a t o r ' s  muse of memory may appear  t o  be incapable , 

of dredging up anything except shamefaced sexual  f a i l u r e s  with adolescent  

g i r l s  i n  ska t ing  shacks, compared t o  Mi l ton ' s  ma jes t i c  and dazzl ing  concep- 

t i o n s  of an overwhelming Satan  and myriads of angels ,  and a cosmic range of 
I 

tremendous b a t t l e s ,  y e t  a t  bottom t h e  themes a r e  similar: sexual  t r ansgress -  

ion  and i t s  f r u i t s . o f  pain. Nor a r e  t h e  Holy S p i r i t  and t h e  n a r r a t o r ' s  

memory so d i f f e r e n t ,  when you inc lude  i n  ~embry,  as Kroetsch would, 

i ts  connection with t h e  unconscious o r  t h e  c o l l e c t i v e  unconscious. The 

n a r r a t o r 1 &  meditat ion on t h e  memory of h i s  d e s p a i r  i s  not  so  much a t  var iance  

with Milton, b l ind ,  address ing  h i s  muse now a s  "Holy ~ i ~ h t , ~ '  and a f t e r  
I 

recounting.  how he "Escap' t t h e  Stygian pond though long d e t a i n e d / ~ n  t h a t  
< 



. obscure so journ  . . . .  (111: 14-15), and thereby regain ing  i n s p i r a t i o n  and 

t h e  power of  p o e t i c  c rea t ion :  

Yet no t  t h e  more 
Cease I t o  wander where t h e  Muses haunt 

><\. 

Cleer  Spring,  o r  shadie  Grove, o r  Sunnie H i l l h  . 
V J  

but chief  . . . . . . . . . . . . . . . . . .  5 

The Sion and t h e  f l o w r i e  Brooks beneath . . . . . . . . . . . . . . . . . .  . .  . . . . . .  Nightly I v i s i t :  : 
Then f e e d  on thoughts ,  t h a t  vo lun ta r i e  move 
Harmonious numbers; 

(1113 26-37), p. 228. 

wi th in  him, i s  no l e s s  powerful and vengeful  than  Mil ton 's  Satan. H i s  

Kroetsch ' s  n a r r a t o r  emerges from h i s  own "Stygian Pool" o f ~ s e c t i o n  5 i n t o  t h e  

b igh t  of i n s p i r a t i o n  t o o ,  with "angel" Rudy Wiebe's v i s i t  l a t e r  i n  t h e  same 
i' 

sec t ion .  Like Milton t o o ,  he f i n d s  h i s  p o e t i c  ma te r i a l s  f i n a l l y  i n  f a m i l i a r  

s e t t i n g s .  H i s  search  f o r  a u t h e n t i c  voice f o r  h i s  shamanist ic  f l i g h t  of song - 
has  i t s  p a r a l l e l  i n  M i l t o n ' s  invocat ion  t o  h i s  muse t o  a i d  him i n  h i s  

. . . . .  "adventrous Song, /That with no middle f l i g h t  in t ends  t o  s o a r  And 

c e r t a i n l y ,  l i k e  Milton, he " p x s u e s / ~ h i n ~ s  unattempted y e t  i n  Prose o r  i3hime1', 

i n  h i s  r a d i c a l  a u t h e n t i c i t y .  The p a r a l l e l s  a r e  the re .  Although t h e  mocking 

tone  oT  Kroetsch ' s  n a r r a t o r  d i s g u i s e s ,  it cannot wholly r e f u t e  t h e  high 

purpose i n  Seed Catalogue, o r ,  h i s  range of humour notwithstanding,  h i s  high . 

ser iousness .  ' m e  Garden is  t h e  s e t t i n g  f o r  both poems, but  Kroetsch ' s  

n a r r a t o r  i s  n o t  only i n  t h e  garden, he is  a l s o  t h e  gardener ,  and t h e  garden 

too ,  with i t s  p l a n t s  and animals. To put  it another  way, he tends  t h e  

q u a l i t i e s  i n  himself t h a t  they  r e f l e c t .  I n  t h a t  sense too ,  l i k e  Adam, he 

t ends  t h e  Garden t h a t  r e f l e c t s  God i n  h imsel f ,  a s  we s h a l l  s e e  i n  h i s  concep- 

t i o n  of God a s  t h e  DNA, t h e  master p a t t e r n  of a l l  l i v i n g  th ings .  The 

n a r r a t o r ' s  preoccupation with sexual  s i n  and g u i l t  i n h e r i t e d  from t h e  p r i e s t ' s  

warnings, a f o r c e  e v i l  enough ' to  immobilize t h e  d iv ine  e r ~ t i c / ~ o e t i c  power' 

v i c t imiza t ion  by it a l l i e s  him with Adam and Eve and t h e  Fal l - -a  f a l l  t h a t  
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f o r  him i s  very r e a l ,  laadi'& as it does t o  sexual  detumescence, i ~ p t e n c e .  

For t h e  f a c t  i s  t h a t  t h e  n m t o r  and Germaine re-enacted i n  its essen- 

t i a l s  t h e  Adam and Eve s tory .  Before t h e  p r i e s t ' s  warnings, they  were a s  

innocent of  wrong-doing a s  t h e i r  archetypes,  f o r  t h e s e  too  enjoyed sexual  

congress before  t h e  f a t a l  knowledge came t o  them: 

. . . . . . . . . . i n t o  t h i r  inmost bower 
Handed they went; and e a s ' d  t h e  pu t t ing  o f f  
These troublesom d i s g u i s e s  which wee wear, 
S t r a i t  s i d e  by s i d q p e r e  l a i d ,  nor turned I weene 
Adam from h i s  f a i r  Spouse, nor t h e  R i t e s  -. 
Plyst6rious of  co u i a l  Love r e f u s ' d :  
Whatever H ypocr i? 'austerely tall( 
Of p u r i t i e  and p l a  k and innocence, 
Defaming as i m p b e  what God dec la res  
Pure, and commands t o  som, leaves  f r e e  t o  a l l .  
Our Maker b i d s  inc rease ,  who b i d s  a b s t a i n  
But our  Destroyer,  f o e  t o  God and Man? 

(IV : 738- 749), 'p. 264. 

What t h e  passage sugges ts  of Mil ton ' s  heal thy  a t t i t u d e - t o  sex  favours  a n -  

ambTguous i n t e r p r e t a t i o n  of t h e  "Death" e n t a i l e d  by t h e  F a l l , = a n  i n t e r p r e t a -  

- 
t i o n  which could inc lude  sexual  death  brought on by "Whatever Hypocrites . 
a u s t e r e l y  talk/0f  p u r i t e e .  . ." Kroetsch 's  p r i e s t  belongs i n  t h a t  c l a s s  of 

agents  of e v i l .  We may conclude t h a t  h i s  a a r r a t o r  s i d e s  with Milton on t h e  

i s s u e ,  and t h a t  t h e  g r e a t  ~ h r i s t i a n  myth a s  s e t  f o r t h  i n  

many echoes, not a l l  of them i r o n i c ,  i n  Seed Catalogue. . 

The inc reas ing ly  d e s p e r a t e - s e r i e s  "How do you grow a poet?" ends with a 

l a s t  gasp of  "How?" - j u s t  before t h e  climax of t h e  c r i s e s  i s  reached and 

begun t o  be resolved by Rudy Wiebe. Having es tab l i shed  memory a s  muse, t h e  

n a r r a t o r  t r i e s  some memories. Adolescent g i r l s  he fumblingly t r i e d t o  have 

sex  with? No, only more f r u s t r a t i o n ,  no t  t o  speak of humil ia t ing  fai lures, .  
b 

\ 
Home-t2ied rec ipes  f o r  physica l ,  mental, and moral ind i spos i t ions ,  i n c l u d i u  

self-abuse? No, they d o n ' t  work, e s p e c i a l l y  t h e  "ten O u r  Fa the r s  & t e n  Ha i l  

Marys", and t h e  masturbation corrtinues. Why t h e  ampersand? It appeared a s  
.. 

,-,!!-- ( 



"A-I" (smal l  caps), i ts vernacular meaning, t o  help  r a t e  t h e  Heis ler  Hotel 

* 
b u l l s h i t t e r s *  Here, it probably has a r e l a t ed  meaning, l i k e  "A-1 bu l l sh i t . "  

The' tes t imonial  from t h e  F i r s t  P r ize  winner a t  t he  Calgary Hor t icu l tu ra l  

Show, who used t h e  seed company's seeds, is no help;  i t ' s  a metaphor f o r  . 

magazine ads aimed a t  would-be wr i te r s ,  offer ing professional  he lp  and t e s t ed  

formulas, with g r a t e f u l  l e t t e r s  from successful  graduates. The n a r r a t o r ' s  

- 
f a the r  has h i s  formula f o r  ambitious farm boys who want t o  be poets: 

"fencing". Heavy with sarcasm, he i n s t r u c t s  h i s  son i n  t h e  t o o l s  .of t h e  

t rade ,  whic$for wri t ing a poem, t h e  son knows perfect ly  well  won't work: 
. 

( 

/ W e  give form t o  t h i s  land by runningla s e r i e s  of posts and th ree  s t rands  of 

barbed wire around a quarter-section:" (.bFerocious closure": anathema t o  

Kroetsch's notion of t h e  f ree-es t  of f r e e  verse) .  A l l  t h e  f a t h e r ' s  advice 
- < .  

i s  a parody of writ ing a poem; t h a t  is ,  how not t o  go about it. "Son, t h i s  

i s  a crowbar" h i n t s  a t  a s t i f l i n g  of voice; t he  crow, according t o  f o l k  

wisdom, i s  a wise old  b i rd  t h a t  talks things  over i n  t he  crow community. To 

'bar" t he  crow i s  t o  r u l e  him out of order ,  keep him out of t he  action.  

"Fencing" i n  the  sense of d i a l e c t i c a l  d isputa t ions  may be t h e  r e a l  action.  

The r e s t  of the  s e r i e s  of "This i s  . . ." sentences conveys i n  one way o r  

another t he  formula approach t o  writ ing:  t h e  willow, emblem of sorrow, h i n t s  
4 

"Make them weep"; t h e  ~ l e h g e ,  "Hammer down your meaning"; t h e  bag of s t ap l e s ,  

' F i x  everything i n  i t s  place"; t h e  claw hammer, "Blunt t h e  h u r t f u l  f a c t .  " 

The crowbar, the  s i lenced poet, i s  t o  be driven down in to  t h a t  gumbo, t h a t  

is ,  driv;n _underground. So far ,  so good; t h a t  is  where he needs t o  go, and 
u- 

gumbo f;S a f e r t i l e  medium t o  work i n ,  though it can cause a f a l l ,  when r a i n  
J 

makes it soupy. A s  soup, gumbo i s  r i c h  i n  assor ted vegetables, including 

. what other  soups do not ,  okra, an exot ic  from the  south, a d e t a i l  which 

* r e c a l l s  t h e  l i n e s  from Section 1: "storm windows o f f  t h e  south s i de  of t he  
2.y. 

house/and put them on t h e  hotbed" and "WW Lyon, af  South Junction,  Man." 



These suggest s t imulat ion of growth, a secrek source of de l i gh t  t o  t h e  
- - 

na r r a to r  a s  pock The number of ho l e s  t h e  f a t h e r  spec i f i e s ,  1,156, with t h e  

t h i r d  and four th  d i g i t s  adding up t o  t h e  11 of t h e  first two, h i n t  perhaps 

t h a t  t he  l a t t e r  ha l f  of t h e  experience adds nothing t o  t h e  first. Another 

way of saying t h e  same th ing  is  t h a t  t h e  first ha l f  has a l l  t h a t  is necessary 

t o  - reach t h e  goa l ;  He is le r  c o n t a i n s x a l l .  Father  concluded t h e  sess ion 

d t h  what sounds f i k e  f u r t h e r  th rea t s8  "A& t h e  next time you want to/write 

a poem,/we '11 start t h e  haying." But "haying", s t o r i ng  up a r i c h  supply of 

hay o r  exper ience , .  may be valuable,  judging from the  brome g r a s s  imagery - 

II 
cropping up a t  i n t e r v a l s  and espec ia l ly  a t . t h e  end of Seed Catalogue, &en it 

engulfs  Cindy. 

The f i v e  despair ing &-l ine  s tanzas  t h a t  fo l low t h e  sess ion a r e  unusual 

i n  t h e i r  r egu l a r i t y ;  they may parody t r a d i t i o n a l  form as a last gasp of near- 

surrender t o  it before giving up tne  s t ruggle .  They begin with an echo of 
- 

t h e  "Son, t h i s  is  a c rowbr"  s e r i e s ,  but now it i s  t he  son, speaking 

b i t t e r l y ,  summing up, under t h e  f i n a l  "How do you grow a poet?", h i s  f i r s t  

e f fo r t s .  The "crowbar" is l i f t e d  (Kroetsch's  What t he  Crow Said,  published 

t he  year a f t e r  Seed Catalogue, suggests  a f f i n i t y  between b i rd  and man). With 

the  n a r r a t o r ' s  "This i s  . . ." s e r i e s ,  t h e  heavy sarcasm p a r a l l e l  t o  the  

f a t h e r ' s  i s  se l f -di rected.  The road between "nowhere and nowhere" r e f l e c t s  

f r u s t r a t i o n ;  t h e  dead porcupine mirrors h i s  independent s tance  abandoned w i t h  

h i s  f u t i l e  attempt t o  needle h i s  readers ,  o r  ga in  respect  f o r  h i s  sharp 

ins igh t s .  " I t  was t r y ing  t o  cross  t he  road" (going a t  cross-purposes t o  t h e  

mainstfeam is r i sky ) .  Nor i s  t he  poet recorded as "having traversed/the land/ 

u 
i n  e i t h e r  d i rec t ion"  (No one seems t o  have takeh any no t ice  of him across  t he  

country). The nar ra t ion  here  and i n  t h e  next e i gh t  l i n e s  i s  i n  t he  t h i r d  

person, avoiding iden t iT ica t ion  a l s o  by going i n  and out  of animal i d e n t i t i e s ,  

leaving only what is associa ted Kith them--"a spoor", " rabbi t  turds"  and a 



"scarred page"--to be found with t he  w r i t e r ' s  work. I t ' s  a s  if  he must 
,- 

dis tance  himself from discovery by means of these  t r i c k s t e r  d i sgu i ses , . l eav ing  

only f a l s e  c lues  t o  h i s  i den t i t y .  I t ' s  a phase of t he  poe t ' s  apprenticeship,  

a s  " a l l  spring long" suggests ,  an  i d e n t i t y  c r i s i s ,  as "poet . . . say uncle" 

makes c lea r .  , Yet t h e  sparse  and f u g i t i v e  image'ry of t h e  divided poet and t he  

demand f o r  surrender t o  t he  vernacular  a r e  couched i n  au then t ic  'iroice, and 

point  t o  a pos i t ive  reso lu t ion  of . the c r i s i s .  It comes with 2udy Wiebe. 

The idiom. of t he  surrender demand r e c a l l s  schoolground wrest l ing matches. 

Amplified, "wrestling" suggests  a famous match, t h a t  of Jacob wrest l ing with 

t he  angel. The s t o ry  i n  Genesis (appropriate f o r  a r e a l  beginning of a 

poe t ic  ca ree r ) ,  Chapter XXXII, has  Jacob, a wily t r i c k s t e r ,  d iddl ing h i s  

brother  Esau out of h i s  b i r t h r i g h t  by donning a ha i ry  animal hide over h i s  

own smooth skin ,  and presenting himself t o  the,ir b l ind  f a t h e r  I saac  as h i s  
F 

ha i ry  brother.  1saac rece ives  and b lesses  him with Esau's  rightI"u1 share 'o f  

h i s  wealth, h i s  b i r t h r i g h t .  Jacob, fea r ing  r e p r i s a l s ,  prays t o  God, affirm- 

ing his unworthiness, and a l s o  h i s  d ivided s t a t e ,  " in to  t ~ o  bands." An 

apparent man, who is  i n  f a c t  an angel ,  wres t les  with Jacob a l l  n ight ,  but a t  

d z m  says: "Let me go, f o r  day breaketh." Jacob answers: "I w i l l  not  l e t  

A -., b.-ee go, except thou b l e s s  me."   he' angel  then asks ,  "What i s  thy  name?" and 

-&en Jacob t e l l s  him, says,  "Thy name s h a l l  be ca l l ed  no more Jacob, but  

I s r a e l ;  f a r  as a pr ince  ha s t  th'ou power with God and with man and ha s t  

prevailed" (26-28). 

3udy Wiebe r e f l e c t s  t h a t  kind of angel ,  first opposing t h e  n a r i t o r  with 

- h i s  notion t h a t  w e t r y  could never come t o  g r i p s  with p r a i r i e  vas tness ,  but 

later showing him the  spo'. h e r e  "The Bloods surpr ised t h e  ~ r e e s f t o  death." 

?hs da t e  i s  inpor tan t ,  as always with Kroetsch: February 14 i s  

S a i r ~ t ,  Valent ine ' s  Day. For t h e  narrator, Rudy's ackion is an a c t  of love 

t h z t  resolves the  c r i s i s .  Spec i f i ca l ly ,  it begins the  i n t eg ra t i on  of t h e  
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n a r r a t o r ' s  divided s e l f ;  it re-uni tes  him with love,  which he had ignored 
3 

when he succumbed t o  t h e  temptation of power, and l i k e  Jacob, concealed h i s  

i d e n t i t y  under animal d isguises .  The ! 'pile of rabbi t / turdsW is  a metaphor 

of t he  b i r t h r i g h t  g o t  by deception; t h e  r abb i t  is  a puny parody of t he  horse,  ) 

, t h a t  great exemplar of e r o t i ~ / ~ o e $ i c  power, and i t s  excret ions  a r e  i n  t i n y  . 
p e l l e t  form l i k e  a charge of small-shot, an image of s ca t t e r ed  and shor t -  

range power. The horse tu rd  i n  t h e  magpie image represen t s  a s i g n i f i c a n t  
P 

advance i n  the  genre,  and t h a t  i s  what makes the  magpie's search f o r  the  a l l -  

important remnant i n  it an au then t ic  attempt t o  re -cons t i tu te  poet ic  power, 

a s  the  Blackfoot legend of t h e  magpie t e l l s .  The s l a sh  i n  "rabbit / turdsl '  

C 

. ind ica tes  t h a t  kind of re la t ionsh ip ;  but re -cons t i tu te -a  r abb i t  from anything 
,- 

i n  h i s  t u rd s ,  and you don ' t  g e t  a horse,  only "a reduction t o  mere black. . . 
and white"; the  t im id i t y  of the  r a b b i t  does not  imply poe t ic  " f l igh t s" .  On 

t h e  o ther  hand, Rudy's language, "Nature thou a r t  ", i s  of a piece with t he  * 

a n g e l ' s  t h a t  wrestled with Jacob. It is t he  language use e i n  speaking o f . t h e  

divine ,  and i t s  content ranks with t+ a n g e l ' s  message of "Power Kith-God . 
and man." Its name-change does too;. henceforth the  na r r a to r  i s  "Nature", 

giving him something of t he  cachet of Jacob's  t o  " I s rae l . "  Even allowing f o r  

i r o n i c  self-mockery t yp i ca l  of Kroetsch, naming has numinous power f o r  him, 

and t h e  encounter with audy Wiebe must have had immense and pos i t ive  conse- 

quences f o r  him. 

"Nature thou a r t " ,  quoted from Rudy, s t a t e s  t h e  rudi-mentary f a c t  of t h e  

n a r r a t o r ' s  i den t i t y .  It has t h e  qua l i tySof  a benediction, concluding the  

, m r r a t o r l s  solemn acknowledgment of t h a t  encounter (and concluding Sec.6 as 

ssell). If we examine ca r e fu l l y  h i s  account immediately following the  c ruc ia l  
\ 

da t e ,  we g e t  an astonishing secu la r  vers ion of creat ion t h a t  nevertheless 

p a r a l l e l s  the  B ib l i c a l  version. The l i n e ,  "Fhdy, you took us there :  

O l d m a n  3 ive r"  (with t h e  echo of Paul  Robeson's r end i t ion  of "Old Man 

t o  the  

River I' 
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s t i l l  r ing ing  i n  our e a r s )  s i g n a l s  a pr iv i leged view about t o  be vouchsafed 

of t h e  nature  ~ L l i f e .  I n  "Lorna & Byrna, Ralph & Steve and me", if we break 

down t h e  names and supply d e f i n i t i o n s  of t h e  ampersand (&) from t h e  OED, we 

g e t :  "Lo-RNA, 'A per se; t h e  first, chief ,  most exce l l en t ,  most d is t inguished 

person o r  th ing ;  A 1, ' By-RNA, R-alph[a]-'A i n  Greek; as aleph,  A i n  Hebrew 

and Phoenician; t h e  b e g i n n i n g , - f i r s t  i n  numerical sequence; t h e  first sub- 

species  of a permanent v a r i e t y  of a species  i n  Natural His tory  [e .g . p dam?] , ' 

&-(as above), St-Eve and m e . "  The RNA i s  t h e  r e p l i c a t e  of t h e  DNA molecule, 

formed from it and l y i n g  alongslLde 3-b and forming t h e  o t h e r  h a l f  of t h e  

double he l ix .  It d i f f e r s  from t h e  DNA only i n  its bonding, having both'  a 

hydrogen and an oxygen atom ( i n  t h e  OH r a d i c a l ) ,  where t h e  DNA has  only a 

hydrogen atom. A l l  l i f e  develops from t h i s  master p a t t e r n  of t h e  double 
- 

h e l i x  i n  t h e  c e l l s ;  i n t e r e s t i n g l y ,  in  one complete t u r n  of t h e  s p i r a l  there '  

a r e  t e n  "bases" Fcorresponding t o  the  t e n  of Seed Catalogue'?). The ~ i b l e  

vers ion of Creation begins: "In t h e  'beginning was t h e  Word, and the  Word was 

with God, and t h e  Word ms God? (John I ,  1). I n  Seed Catalogue, God should 
fl, 

appear a s  t h e  DNA, t h e  parent  p a t t e r n ,  but  s ince  God is  i n e f f a b l e ,  it does 
- / 

not  appear d i r e e t l y  i n  t h e  l i n e .  It must be i n f e r r e d  from it.s r e p l i c a t e  t h e  
C 

MA, which, with t h e  DNA, is t h e  means, working with t h e  bas ic  bui ld ing 

elements such a s  a r e  i n  the  s t a r s ,  by which "The Word i s  made f l e s h "  (John I, c 
14). The oxygen atom i n  t h e  OH r a d i c a l  of t h e  RNA corresponds t o  the  breath 

of l i f e  t h a t  God breathed i n t o  it, t h a t  breath  y e t  containing o r  bonded t o  

t h e  ~ ( y d r o g e n )  of i t s  creator .  Thus l i f e ,  man, is p a r t  God; God is  i n  a l l  

l i f e  ( ~ r u n o  ' s heresy).  Alpha, bes ides  standing f o r  the  f i r S t  man o r  androgyne, 

Adam, (and a f t e r  t h e  s p l i t  i n  t h e  Garden, Eve), as Alpha c e n t a d ,  t s  a star 

("st" and "R" a r e  l e f t  over i n  t h e  l i n e )  of t h e  first magnitude i n  t h e  

c o n s t e l l a t i o n  of  t h e  Southern Cross, i n  this context a  arming sign,22 and 

redemptive a s  i n  t h e  Crucif ixion.  The "most d is t inguished person o r  th ing"  
6 
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( o r  centaur)  i n  t h i s  context  is  J e s u s  ( o r  ~ h i r o n ) ,  t h e  wise bearded t e a c h e r l s )  

o f  t h e  ch i ld ren  of gods, ( a  d e s c r i p t i o n  a l s o  app l i cab le  t o  Kroetsch, a  univer- 

s i t y  professor) .  P u t t i n g  a l l  t h i s  toge the r ,  we may hazard a paraphrase: "Lo, 

i n  t h e  beginning, by RNA a f t e r  RNA, a s t a r  was made f l e s h ,  of which t h e  first, 

most d i s t ingu i shed  a r e  Adam & Eve, Chiron & Jesus ;  and ( then  t h e ~ k  ) me." 

The d i f f e r e n c e  between "and" and t h e  ampersand makes t h e  q u a l i f i c a t i o n  

necessary. I n  s p i t e  of  t h e  self-mockery of inc luding himself  i n  t h i s  d i s t i n g -  

uished$mpany, t h e r e  can be l i t t l e  doubt t h a t  t h i s  epiphanic and c r i s i s -  

\ 
resolv ing  encounter with Rudy Wiebe m;st have been immensely hear tening  f o r  j 

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

By "Lebensgliedes", " t h a t  which makes l i f e  complete", Rudy i s  a l lud ing  

t o  t h e  i n t e g r a t i o n  n o t  only  of love  i n  t h e  psyche, but  a l s o  of death.  This  

i s  t h e  content  of what he ashowed t h e  n a r r a t o r :  The Bloods s u r p r i s e d  t h e  

Crees,  next  t o  t h e  Oldman River ,  " i n  t h e  next coulee/surprised them t o  death." 

That is ,  next t o  t h e  r i v e r  of  l i f e  is t h e  "coulee" of death.  Death is a 

cooling,  as l i f e  i s  a warming. Death i s  contiguous with l i f e ,  
iff hat Th 

makes l i f e  complete". s l a s h  a f t e r  "coulee" i n d i c a t e s  t h e i r  i n e x t r i c a b l e '  

r e l a t i o n s h i p .  This  Valent ine  message, echoing t h e  image of t h e  

n a r r a t o r  '  s ~emeter /mother  , a f i g u r e  of love  s t r e t c h i n g  between t h e  apparent  

oppos i tes  of l i f e  and death  a  p a t t e r n ,  i n  t h e  b inder  twine over  t h e  c l ay ,  of 

t h e  beauty and s t r e n g t h  of t h e i r  in ter twining .  It t a k e s  a journey t o  t h e  

underworld t o  d i scover  t h a t  beauty, fol lowing t h e  archetype of Psyche, who, 

t o  a'ppease ~ ~ h r c k i t e ' s  jealousy of Eros '  . a t t r a c t i o n  t o  t h e  g r e a t e r  beauty of 

Psyche,, had t o  f e t c h  from t h e r e  t h e  box containing t h e  knowledge of t h e  

beauty of death.  Only t h e n  could Psyche be re-uni ted  with Ems .  Only when 
\ 

Kroe t sch l s  n a r r a t o r ,  himself a f i g u r e  of Eros, has  himself "died" t o  h i s  

"world(ly) s e r i e s "  of loves  f o r  Aphrodite,  can he u n i t e  with Psyche, h i s  
n 

sou l .  Only then  can he  be whole. To be'whole i s  t h e  na tu re  of h i s  ques t ,  
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t h e  ques t  of Nature, f o r  he i s  Nature, as Rudy te l l s  him. It i s  t h e  Great  - 
Quest;  t h e  Holy Grail was t h e  ques t  f o r  wholeness, i n  Jungian th inking.  The 

o l d  legend t o l d  only a t r u t h  of Nature. It i s  p a r t  of t h e  s t r u c t u r e  of Seed - 
Catalogue t h a t  t h e  next  s e c t i o n  should begin wi th .an  e n t r y  t h a t  r i n g s  t r u e  

t o  na tu re ,  f o r  t h e  f irst  t ime wholly n a t u r a l ,  a s  b e f i t s  t h e  n a r r a t o r  moving 

d e c i s i v e l y  toward t h e  au then t i c .  

I s e c t i o n  7 

"Brome Grass" i s  hera lded by no extravagant c la ims,  no r h e t o r i c a l  f l i g h t s .  

The extreme hardiness  claimed f o r  it is no f i c t i o n .  That it "Flourishes 

under abso lu te  neglec t"  makes it a n  a p t  symbol of the  q u a l i t y  most needed i f  
--- 

t h e  poet  i s  t o  survive  as poet.  Its hardiness  makes it a l s o  an appropr i a t e  

epigraph f o r  t h e  "Piss-up" t h a t  fo l lows ,  which d e f i e s  t h e  so -ca l l ed  " r e a l i t y "  

of i ts s e t t i n g ,  and y e t  i t s  p e r p e t r a t o r s ,  t h e  two t i p s y  poe t s ,  surv ive  q u i t e  

handily.  I n  t h e  revolv ing  r e s t a u r a n t ,  i t s e l f  an image of  "ampl i f ica t ion ,  

revolv ing  8round t h e  o b j e c t  under su rve i l l ance"  ( t h e  master p lan  of Seed 

Cata logue ' s  s t r u c t u r e  and themel "We were t h e  turn ing  c e n t e r  i n  t h e  s t i l l  

world. " I t ' s  a parody of  E l i o t ' s  F i t  t h e  s t i l l  c e n t r e  of t h e  tu rn ing  

world", 23 where a moment of e c s t a t i c  union of s u f f e r i n g - a n d  joy was caught,  

he ld  i n  t i m e l e s s r i e s s .  For  Purdy and Kroetsch, it was t h e  world beyond t h e i r  

" turn ing  center"  t h a t  was caught,  he ld  i n  t imelessness ,  s tuck  i n  i ts o l d  ways, 
- A 

f rozen  i n  anc ien t  pos tu res ,  outmoded. I t ' s  they who have "outs ights"  i n s t e a d  

of i n s i g h t s  t h a t  t h e  " s t i l l  world" p r ides  i t s e l f  on. They have c r e a t e a  a 

topsy-turvy world, a " p i s s  'up" t h a t  d e f i e s  " r e a l i t y "  and "Twice, Purdy 

ga l loped a Cariboo horse [that horse a g ~ i n ,  i n  g lo r ious  motion t h i s  t i m e ]  

r i g h t  s t r a i g h t  through t h e  d in ing  area ."  A t a l l  t a z e ,  I should t h i n k ,  t h a t  

was shaped ou t  of a b H 1 1 i a n t  piece of poe t i c  improvisat ion by Wrdy ,  by t h e  

g e n i  of non-denatured a l coho l ,  and by t h e  memory of a Grey Cup o r  Calgary 



Stampede ce lebra t ion  where a horse i n  a h o t e l  has been known t o  occur. The 

d in ing  a r e a  s e t t i n g  f a v o r s  t h e  Grey Cup i n t e r p r e t a t i o n ,  p a r a l l e l l i n g  the- 

Last  Supper and t h e  Holy Grail, t h e  "paying customers" and the  wa i t r e s s  being 

understandably d i s t r a c t e d  by t h e  two poets  "shouting poems." The name,"Al 

PuTdy" ( "perdy" from p i n -  , ' for  God' ) , r e in fo rces  t h e  h i n t s  of 

s p i r i t u a l  experience from t h e  escapade. A s  a first response t o  "How do you 

grow a poet?" t h e  performance, with i t s  excesses,  j u s t i f i e s  a r u e f u l  "Now 

t h a t  's what I ca l l / a  piss-up. " But t h e  l i t t l e  epi logue echoing Sudy Wiebe ' s  

"No song can do t h a t "  i s  on t h e  "c red i t "  s i d e  and was followed o r i g i n a l l y  

by a very s i g n i f i c a n t  "blessing".  Even i f  it i s  a r e f u t a t i o n  of Rudy's 

warning, it is an i r o n i c  one, f o r  t h e  " r e a l i t y "  de f i ed  i s  a puny th ing  and 

s o  i s  t h e  defiance l i k e  p iss ing  over t h e  p r i n c i p a l ' s  car .   h he spouting 

f e a t  of " the  S t rauss  b o y U b h a s  a p a r a l l e l  i n  Richard S t r a u s s ,  d. 1 9 9 ,  first 

Bayreuth F e s t i v a l  conductor of Wagner's Tannhauser, 13th C. Minnesinger, who 

escaped f l e s h l y  temptat ion a t  'Venusberg bu t  was refused papal  absolut ion  u n t i l  

h i s  staff sprouted m i r a x l o u s l y .  I t ' s  an encouraging, though i r o n i c ,  

example f o r  our  na r ra to r . )  And, l i k e  t h e  brome g r a s s ,  the  poets  of t h e  

piss-up not  only su rv ive ,  bu t  f l o u r i s h  "under abso lu te  neglec t . "  Natural  

endowments s u f f i c e .  

The second epigraph,  7b, "No. 2362- -1~per ia l i s  Morning G1ory"copes 

d i f f e r e n t l y  with r e a l i t y ,  and has  "wondrous beauty" t o  show f o r  it. The C 

r e a l i t y  is  t h a t  its stems a r e  t o o  weak t o  support  themselves, y e t  it bends 

and c u r l s  and s p i r a l s  upward around a s t ronger  stem, t o  bloom i n  beauty. 

This  is  i ts  n a t u r a l  a c t i o n  (an a c t  o f  love ,  i n  Sep3 Catalogue terms) a s  a 
* 

convolvulus, t o  perform. There is a lesson he re  f o r  t h e  rarmter, i n  the 

in te r twin ing  s t r u c t u r e ,  i n  t h e  "coincidence of opposi tes" dear  t o  Giordano 

Bruno. F o r a e  n a r r a t o r ,  re-reading The Double Hook (through a i c h  t h e  

cha rac te r s  l i v e  out  t h e i r  archetypes i n  t h e  absences and emptiness of t h e i r  
li 



p r a i r i e - l i k e  s e t t i n g )  and looking a t  Hi rosh ige ' s  p r i n t  s e r i e s ,  F i f e  - three  ----5-- - 
S t a t i o n s  on t h e  Tokkaido , and one i n  p a r t i c u l a r ,  " '~hono-~aku/u . '  ", marks 

another  of those  "moments i n  time" c r u c i a l  t o  him. "The bare-assed t r a v e l l -  

ers, caught i n  a  sudden shower. Men and t r e e s ;  bending" no t  s o  much defy 

r e a l i t y  a s  bend t o  i t ,  a s  Nature d i r e c t s ,  t o  survive.  The i r  a c t i o n s  r e f l e c t  

a n c i e n t  b i t t e r - swee t  wisdom, and, a s  with t h e  Morning Glory,  beauty. The 

n a r r a t o r  medi ta tes  on t h e  p a r a l l e l s  with h i s  own s i t u a t i o n :  "The double 

hook" of "the home place" ,  t h a t  de - l imi t s  but r e v i t a l i z e s ;  t h e  " s t a t i o n s  

of t h e  way", unlocatable  i n  J a p a n ' s  h i s t o r y ,  which is  not  C h r i s t i a n  o r  

dominated by t h e  sense  of F a l l ,  t o  t h e . s t a t i o n s  o f  t h e  Cross and " the  o t h e r  

garden" t h a t  i s  himsel f ,  with t h e  C h r i s t i a n  archetypes  of the  Gardens of 

2 Eden and Gethsemane echoing through it. The medi ta t ion  concludes with h i s  

r e a l i z a t i o n  t h a t  if o u t  of t h e s e  p a r a l l e l s  come works of art, then ou t  of 

h i s  mi l ieu  could come another .  The p i n ~ p o i n t e d  date,"Sunday, January 12, 

1975," which i n  t h e  Ca tho l i c  ca lendar  i s  t h e  ce leb ra t ion  of t h e  circumcision 

of  Je sus ,  h i s  i n i t i a t i o n  i n t o  t h e  Tr ibe ,  suggests  t h a t  it is t h e  n a r r a t o r ' s  

i n i t i a t i o n  i n t o  t h e  Tr ibe  too , -but  of M u r e ,  n o t  I s r a e l .  3udy Wiebe's 

pronouncement, "Nature thou art" ,  is r a t i f i e d .  
- -- 

Afte r  t h e  supernal ly  b r i g h t  " m d n g  glory" of t h i s  i l l umina t ion ,  t h e  

t h i r d  episode,  7 ( c ) ,  seems a t  first an t i - c l imac t i c ,  though t h e  progression - 
from ( a )  t o  (b )  would suggest  otherwise. . The shadow of t h e  r i d e r  f a l l i n g  

from t h e  horse ,  r e c a l l i n g  t h e  n a r r a t o r ' s  impotent e f f o r t s  a s  a b6y t o  

c o n t r o l  h i s  c r e a t i v e  p o t e n t i a l ,  f a l l s  upon t h e  scene. Language f a i l s .  The 

n a r r a t o r ' s  fumbling e f f o r t s  t o  commkicate h i s  pa in  through t h e  medium of 

t h e  h i s t o r i c a l  f i g u r e  of P&te Knight, "Bronc-Busting Champion of t h e  World", 

b r ings ,  with i t s  seed-catalogue double-talk r h e t o r i c  again ,  only Neanderthal 

g r u n t s  from t h e  "lady" and suspic ion  of in san i ty .  But it i s  t h e  i n h e r i t e d  

language t h a t  f a i l s .  If t h e  "pain" is t o  be "del iver [edln  t o  some "woman, " 



it must be through ano the r  voice.  The voice  must be  sought by going. back 

( t h e  emblematic advice  cannot be a t t r i b u t e d  t o  " J i m  Bacque" f o r  noth ing)  t o  

a n c e s t r a l  roo t s .  The n a r r a t o r ' s  ques t  is a k i n  t o  t h e  k n i g h t ' s  ques t  f o r  t h e  

Grail, ergo "Pete Knight ,"  kho d i e d  a f t e r  a f a l l :  "~o t /k i l l ed - -by  a horse.  

He f e l l G o f f . "  I n  t h e  poem fragmept from Kroetsch ' s  "Projected V i s i t "  

quoted above, t h e  poet  r e f e r s  t o  himself as " e r r a n t  son", h i n t i n g  of  t h e  

kn igh t - e r r an t  wandering on h i s  ques t .  H i s  Grail is i n t e g r a t i o n ,  wholeness. 

For  him, it i s  t o - b e  achieved through e r o t i c  love ,  hence J i m  Bacque's 

re ference  t o  "woman." O u r  language b e t r a y s  ou r  s e c r e t  ques t :  we s t i l l  say  

" the  o t h e r  h a l f " ,  meaning wife o r  "lady"; t h e  n a r r a t o r ' s  "Hey, Lady" means 

she is  a p o t e n t i a l  "o the r  h a l f "  of him. He t e l l s  t h e  "Pete Knight . . . of 

C r o s s f i e l d ,  Alberta"  s t o r y  t o  impress h e r  with what he and t h e  cowboy hero 

have i n  common: they  a r e  both kn igh t s  ( b u t  P e t e  is a r e a l  one) ; t hey  both k 

"died" i n  a f a l l  from a horse  ( b h t  P e t e ' s  dea th  is r e a l ,  while  t h e  n a r r a t o r ' s  

"death" i s  of e r o t i ~ / ~ o e t i c  power, wfiich he hopes t o  r e s t o r e  by uhion with 

t h e  "ladyft) . 
- - A t  t h a t  po in t  t h e  flawed p a r a l l e l  breaks down. P e t e  has  "Crossfie3d"to 

h i s  c r e d i t  (but  f o r  t h e  n a r r a t o r ,  "we can f i n d  no reqord/of h i s  eve r  having 

t r ave r sed / the  land/ in e i t k d i r e c t i o n " ) .  The judgement of  t h e  "lady a t  t h e  

bar" is  unfavorable.  ' T e t e  Kn igh t "  o u t c l a s s e s  t h e  n a r r a t o r - k n i g w  i n  a l l  

ways, it seems, not  l e a s t  i n  "Bronc-Busting" (a d i s c i p l i n i n g  p rocess ) ,  
t 

whereas t h e  n a r r a t o r  .has been a conspicuous f a i l u r e *  "~ow/ in  h e l l  d i d  you Ii+ 
manage t o / f a l l  o f f  a horse  t h a t  was/standing s t i l l ? "  t h e  "hired man" had 

jeered.  But "manage" sugges t s  t h a t  t h e  f a l l i n g - o f f  was planned. I n  t h e  

eontexk of e ro t i c i sm,  "a horse  t h a t  #as s tanding  s k i l l " ,  t h a t  is, "still 

s tanding"  (, the i t a l i c s  demand s p e c i a l  reading) ,  sugges ts  ara e r e c t  phal lus .  

The would-be p o e t ' s  f a l l i n g - o f f  i s  then  a f a i l u r e  of  e ro t ic /gmet ic  nerve. 

' T e t e  Kn igh tW's  s u p e r i o r i t y  may r e s i d e  i n  t h i s .  "Pete" is a d iminut ive  of 
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"pe ter" ,  a l r e a d y  used by t h e  p r i e s t  i n  i t s  ve rnacu la s  meaning o f  "penis";  a s  

"King of  - A l l  Cowboys" he  is  an  androgynous C h r i s t  f i g u r e  whose "horse" was 
I 

t h e  c r e a t i v e  power of h i s  message of  hope f o r  t h e  " f a l l e n " ,  which l e d  t o  

h i s  b e t r a y a l  by Judas ,  and Calvary. " A l l  cowboys" demands t h e  i n c l u s i o n  of - 
a 

t 

t h e  androgyne i n  t h e  c l a s s  o f  "cowboy", whose ve rnacu la r  meaning it is.  h he . 

"lady at t h e  bar" f a i l e d  t o  judge p rope r ly  t h e  .relevance o f  t h e  n a r r a t o r ' s  

words t o  h e r s e l f ) .  C h r i s t ' s  " f a l l "  was not  from l a c k  of  nerve,  b u t  because 

he p e r s i s t e d  i n  h i s  r a d i c a l  preaching.  H i s  Resur rec t ion  j u s t i f i e d  h i s  a c t i o n ,  - 
being r a i s e d  aga in  a f t e r  h i s  f a l l .  This  i s  t h e  l e s s o n  f o r  t h e  n a r r a t o r :  

p e r s i s t  i n  t h e  s u e s t  f o r  r a d i c a l  vo ice ,  f o r  i f  you " f a l l " ,  you " r i s e "  again.  . 

But t h e  e r o t i c  component of  i n t e g r a t i o n  demands "some woman" a s  J i m  

Bacque s a i d d  The  line,:'(^ was wai t ing  f o r  a p lane ,  a f t e r  a reading;  

Terminal 2, Toronto) ,  " r e c a l l s  J e s u s ,  wai t ing  f o r  t hose  who would, through 

k i l l i n g  him, r a i s e  him aga in ;  "Terminal 2 ,  Toronto" sugges t s  a second'"death",  

t h a t  o f  t h e  n a r r a t o r  fo l lowing  h i s  Toronto reading ,  as C h r i s t ' s  dea th  

fol lowed h i s  message t o  h i s  d i s c i p l e s .  The l i n e ,  "You've g o t  t o  d e l i v e r  t h e  

pa in  t o  some woman, d o n ' t  you,"  r e c a l l s  C h r i s t ' s  reappearance on t h e  road  t o  

Emmaus and t h e  "sad" women's words t o  him, as he walked bes ide  them, unrecog- 

nized:  ". . . And how t h e  ch ie f  p r i e s t s  and ou r  r u l e r s  d e l i v e r e d  him t o  be , 

t 

condemned t o  dea th ,  and have c ruc i f ied-h im.  But we t r u s t e d  t h a t  it  had been 

he which should have redeemed I s r a e l :  . . . " ( ~ u k e  XXIV, 20-21). The Bacque 

echo of t h e s e  words imp l i e s  t h a t  t h e  n a r r a t o r  would redeem Nature,  if  he 

su rv ives  t h e  p r % s t s  and r u l e r s  of  t h e  country. We have a l r e a d y  noted  t h e i r  

capac i ty  f-or d e s t r u c t i o n ,  and t h e  "strong-running v ines"  of t h e i r  "squash" 

"., 
cont inue  t o  p r o l i f e r a t e .  Bruno's  "coincidence of oppos i t e s "  i s  n o t  f o r  them, 

and they  have no p l an  t o  i n t e r t w i n e  t h e i r  v ine  of squash with i t s  oppos i t e ,  

b e s t  desc r ibed  i n  t h e  way J e s u s  spoke of  h imsel f :  



I a m  the  t r u e  v ine ,  and my Father  is  t h e  husbandman. ~ v e G  branch 
i n  nie t h a t  beare th  not fruit  he t ake th  away: and every branch t h a t  
beareth f r u i t ,  he purgeth i t ,  t h a t  it may br ing  f o r t h  more f r u i t .  
Abide i n  me, and I -in you. A s  t he  branch cannot bear  f r u i t  of i t s e l f ,  
except it abide i n  %he vine;  no more can ye, except ye abide i n  me. 
I am t h e  vine,  ye a r e  t h e  branches: He t h a t  abideth  i n  me, and I i n  
him, t h e  same br ingeth  f o r t h  much f r u i t :  f o r  without me, ye can do 
nothing. If a man abide not  i n  me, he i s  c a s t  f o r t h  as a branch, 
and i s  withered; men g a t h e r  them, and c a s t  them i n t o  t h e  f i r e ,  and 
they a r e  burned ( ~ o h n  XV, 1-6). 

4 

The Hubbard Squash i s  t h e  only p l a n t  of which Kroetsch ' s  n a r r a t o r  descr ibes  

t h e . v i n e  and i t s  f r u i t s .  Its i r o n i c  p a r a l l e l  l i e s  i n  t h e  words of Jesus  

quoted above, and Bruno's heresy  t h a t  burned A i m  a l i v e  i n  1600 i s  s t i l l  a 

heresy i n  l98b i n  t h e  s e a t s  of power. And human pawns i n  t h e  power s t rugg le  

a r e  s t i l l  being burned alive! 

Sect ion 8 

The death of God inheres  i n  "TKE LAST WILL AND TESTAMENT OF ME HENRY L. 

KROETSCH", the  statement looking as i f  it should be boomed out  ( i t s  only 
4 

counterpar t  i n  l a r g e  caps i n  Seed Catalogue is "'THE MOST PRIZED OF ALL 

BEANS " ' ) ,  bu t ,  a s  noted,  

a 
We s i l e n c e  words 
by wri t ing  them down. 

Should we expect some s o r t  of p a r a l l e l  t o  t h a t  v i r tuous  anthropomorphic bean 

f o r  whose - '?rirtueU we found a p a r a l l e l  i n  Chaucer's "Knight 's Tale" where 

Duke Theseus counsel led t h e  excess ively  weeping crowd t o  make a v i r t u e  ofLthe 

necess i ty  of death ,  i n  t h a t  case,  A r c i t e ' s ?  Is God, l i k e  t h e  bean, r e a l l y  

an  almost human being? P a r t  of us ,  i n  f a c t ?  And we of him? Immanent, then,  
L 

i n s t e a d  of  "out the re"  somewhere. And i s  he blown up too  much, l i k e  t h e  bean, 

by extravagant  claims f o r  h i s  v i r t u e ?  Is he r e a l l y ,  a t  t imes,  w i l l f u l  l i k e  

us? And f i n a l l y ,  i f  s o ,  is  t h e  tieath of such a God t o  be excess ively  

mourned, l i k e  A r c i t e ' s ,  who had prayed f o r  v i c t o r y  a t  t h e  sh r ine  of M a r s ,  



v i c t ~ r y  over Palamon, who had prayed a t  t h e  s h r i n e  of Venus? For gods, l i k e  

men, die; and a r e  ever- resurrec ted  anew. And t h e  f a i r  Emily, t h e  image of ou r  

sou l ,  w i l l  u n i t e  w i l l i n g l y  enough with t h e  winner of t h e  i n d i v i d u a l ' s  i n t e r n a l '  

s t r u g g l e  between love  and aggression.  Kroetsch ' s  n a r r a t o r  worships a t  t h e  

s h r i n e  of love ,  and t a k e s  t h e  f i s l d ,  Seed CaJakgue, with words f o r  weapons, 

a g a i n s t  those  men t h a t  worship power, a s  we have seen,  men--and now,God? A t  
.9 

any r a t e ,  h i s  TESTAMENT provided seeds  ( " t e s t a" )  f o r  thought  ( "ment") . 
"Tes t i s"  o r i g i n a l l y  had t h e  double meaning of " t e s t i c l e "  and "testimony" a s  

from a wi tness ,  and so  an  e r o t i c  component e x i s t s  i n  c r e a t i o n ,  with a sense 

of  a d i s i n t e r e s t e d  wi tness  a f t e r  t h a t .    he one sub-heading "(a)Lyes, h i s  

first bequest]" g i v e s  t h e  sense  of an  open-ended world; begun, bu t  a f t e r  t h a t ,  

on i t s  own. U n t i l ,  however, t h i s  grandfather-God turned ove r  "To m Ai Freder ick  my ca rpen te r  too l s . "  Th i s ,  t h e  na.rrator 's t"Uncle F redd ie , "  a 

f i g u r e  of Sigmund Freud,  who is t o  g e t  t o  use t h e  same t o o l s  with h i c h  God 
Q 

c rea ted  t h e  world. What a r e  they ,  we a r e  e n t i t l e d  t o  wonder? Under t h e  

d e s c r i p t i o n  of " p e r f e c t l y  designed barns/with t h e  rounded r o o f s ,  " with which 

Uncle Freddie  "mapped t h e  parklands", we recognize Freud 's  mapping of  t h e  

mind, contained i n  t h e  s k u l l ,  with i t s  dynamics housed i n  t h e  s e c t i o n s  t h a t  

Freud pos tu la t ed  i n  h i s  model of t h e  conscious and unconscious minds. "I 

remember Uncle Freddie" i n d i c a t e s  t h e  n a r r a t o r ' s  f a m i l i a r i t y  with Freudian 

3 .  
theory '  of  s e x u a l i t y ,  now l a r g e l y  Eorgotten a s  noted i n  "(The farmers no 

longer/use horses.  ) " Presumably t h e  outstanding memory is  t h e  morning 

co f fee  r i t u a l ,  with everything--hot water, cream and sugar--everything 

except t h e  co f fee ,  t h e  most important  ing red ien t ,  which t h e  Depression of t h e  

'30's l eaves  no money t o  buy. Under t h a t  syndrome, we see  t h e  F a l l  from -.. 

grace ,  t h e  l o s s  op innocence  'which deprived t h e  n a r r a t o r  and Adam of t h e i r  
/ 

first e r o t i c  expfirience of i t s  poet ry ,  t h e  most important ing red ien t  of t h e  

experience.,  
i 



,'- When t h e  narrator-nephew, h i s  aside '  "I wasn.'t a l l  t h a t  old" now i d e n t i -  

fying him with C .G. JUG, innocent ly  asks  "Why do you do tha t?"  Uncle 

Freddie-Freud comes back with "Jesus C h r i s t , "  which does not  merely remind us  

t h a t  t h e  n a r r a t o r  embodies a C h r i s t  f i g u r e  alohg with o t h e r  i d e n t i t i e s ,  nor 

t h a t  h i s t o r i c a l l y  Freud was i n f u r i a t e d  with what he regarded a s  Jung ' s  

chal lenge t o  h i s  t h e o r i e s  of sexua l i ty .  I t s . m o r e  important func t ion  is t h a t  

it i s   because of Chr i s t  he does i t ;  it is what Chr i s t  used t o  f eed  t h e  5000 

with t h e  few loaves and f i s h e s ,  and t o  'change t h e  water i n t o  wine a t  t h e  

wedding f e a s t ,  and it is why he,  embodied i n  pet; Knight, "Got ki l led--by a 

h o r s e . / ~ e  f e l l  o f f . "  It is  t h e  " c a r b n t e r  t o o l s "  i n h e r i t e d  by "Uncle   red die/ 
Freud" when h i s  f a t h e r ,  God, died.  It is imagination, poe&c./creative power, 

t h a t  c rea ted  the  world, r e s t o r e d  t h e  content  t o  - the  coffee- leks  r i t u a l ,  and 

i s  now perceived by t h e  n a r r a t o r  a s  t h a t  which w i l l  r e s t o r e  h i s  l o s t  e r o t i c /  

poe t i c  power. 

The l i n e s ,  "He was/ a  g e n t l e  man, r e a l l y " ,  I t ake  as r e f e r r i n g  t o  Jesus  

Chr i s t  r a t h e r  than Freud; f i r s t ,  because Freud was not  p a r t i c u l a r l y  g e n t l e ,  

whereas Jesus  was. Secondly, the  r a t h e r  unusual sepa ra t ion  of "gentle" from 

"man" emphasizes t h e  f a c t  of Jesus  being a man, which impl ies  t h a t  what he 

could do was within t h e  range of human po ten t i a l .  "Really" emphasizes h i s  

r e a l i t y  and t h a t  of h i s  miracle-working, uhich supports  t h e  view of Jesus  a s  

a c red ib le  model.' The i t a l i c h d  "anything" i n  t h e  f i n a l  l i n e  emphasizes t h e  

l i m i t l e s s  range of ,  t o  use  a Hillman word, "imaginal" power. -Typical ly,  

Kroetsch d i sgu i ses  t h e  r e a l  import of t h e  th ree - l ine  passage. A t  first, it 

appears merely t o  emphasize Uncle F redd ie ' s  impatiende with h i s  obtuse 

nephew. But t h a t  i s  n o t  an important i d e a  a t  a l l ,  anCi so  w e  a r e  d i r e c t e d  a s  

usual  i n t o  t h e  ampl i f i ca t ion  process t h a t  Seed Catalogue's  s t r u c t u r e  follows. 

Only then can w e  g e t  a t  something approaching the  underlying ideas .  Seed 

Catalogue i s  an exerc i se  i n  a l e r t n e s s  f o r  t h e  reader.  



Imagination s u f f e r s  from t h e  l o s s  of t h e  o r a l  t r a d i t i o n ,  as e x p r e s s ~ d  _ 

3 

, . i n  "Don't you know anything?" The r z t u a l  t h a t  r e s t o r e s  t h e  l o s t  @offee/ ' 
> 

content is a cor rec t ive  t o  t h a t  l o s s ,  and Freud i s  r i g h t l y  given c r ed i t .  + ng corroborates t he  narratoy ' s view of Freud 's contribution:  "The impetus 

which he [ ~ r e u d ]  gave t o  our c i v i l i z a t i o n  sprang from h i s  discovery of an 

avenue t o  the  unconscious. By evaluating dreams a s  the  most important source 

of information concerning t h e  unconscious processes, he gave back t o  mankihd 
,' 

a t o o l  t h a t  had seemed i r r e t r i e v a b l y  lost"25. (emphasis added). If removing 

words fromhhe o r a l  t r a d i t i o n  impoverishes it, whence came those precious 

seeds a f t e r  t h a t ?  

Section 9 

This auest ion i s  t h e  lihk t o  Section,9, t rough i ts epigraph, "The d w e r  P 
of merely l iv ing . "  Merely l i v i n g ,  t h a t  is ,  l ~ w i t h o u t  imagination, witlr'. 

o u t  remembering o r i g in s ,  can v i o l a t e  them. k e  o o r l y d i t i o n  keeps t he  

memories a l i v e ,  the seeds viable .  W t i n g  the- s i l ence s  them, as they 

a r e  i r i 3 i s t o r y  t ex t s .  It is f o r  t h a t  reason t h a t  when a t hea t r e  company 

working by co l l e c t i ve  creat ion undertake t o  re-create  h i s t o ry ,  they dream it 

out of research i n  archives ,  family records,  anecdotes, and memories of old- 

t imers,  t o  bring it back t o  l i f e ,  as it was i n  t he  o r a l  t r ad i t i on .  Forget- - 
t i n g  e a c t s  revenge. The muse of "forgetfulness" i n  Section 9 i s  a "strange" 

and t e r r i b l e  f i gu re ;  h e r  gardener ' s  "green thumb" has ,  s ince  she p l an t s  a 

p r o l i f i c  hos t ,  b1ood on it. The "cousin" i s  t he  example: a  vict im of 

d .  
f o rge t t i ng  the  seeds of t he  pa s t ,  he becomes, i n  a t e r r i b l e  irony,  "a s t range 

- 

planting." No matter hoqr you account f o r  the  exploding s h e l l  t h a t  k i l l e d  

him, whether by an " in t rus ion on a design t h a t  was not  h i s " ,  o r  by uninten- 

t i o n a l  design on h i s  p&, ' they a r e  both accounted f o r  by "merely l iv ing" ,  

f o rge t t i ng  or ig ins .  He v io la ted  them by navigating a bombing plane ta 



~ o l o ~ n e ,  " forget t ing"  it w a s  the  b i r thp lace  of hFs great-grandmother, whom 

he had "forgotten" too. H i s  "strange ~ l a n t i n g  i n  t he  ea r t h  of h i s  maternal 
n 

- ance s to r ' s  b i r thp lace  makes a " t e r r i b l e  symmetry", echoing the  same bleak 

summEngSup of t h e  "hobme place" i n  Section I. "Strange" i s  a key word. Even 
I 

I 
t h e  "man f a l l i n g "  is "strange", an  Ica rus  f i g u r e  who fo rgo t  the  t e r r i b l e  

power of t he  sun, g i v e r  ,of l i f e ,  f lew too c l ~ s e  and melted h i s  wings. 

- "Planted," he i s - a n  Orphic f i gu re ,  destroyed by the  f renz ied  and vengeful 

Bacchae whom he had "forgotten." "Strange" does not  seem t o  mean fore ign 

t o  our .nature  o r  unnatural ,  s ince  it is our nature t o  f o r g e t ,  but  r a t h e r  a 

weakness i n  'us t o  overcome. We need t o  make t h e  conscious e f f o r t  not  t o  - 

f o rge t ,  s ince  t h e  punishment f o r  f o rge t t i ng  i s  t e r r i b l e ,  a s  here ,  where - 
warfare is  a condit ion of "merely l iv ing .  " 

The sec t ion  o f f e r s  a pos i t i ve  way of countering war: by cu l t i va t i ng  
, - 

--> 
our memories of the  pa s t ,  we become more aware of our a n c e s t r a l  connections - 

D 

and our inter-connectedness with t h e  r e s t  of t he  world. Although the  tone 
- 

of t h i s  meditation i s  sombre, even negative,  it implies a cohter-medi ta t ion 

on a design f o r  l i v ing  t h a t ,  by remembering our pa s t ,  removes warfake as a 
- I  

condit ion of l i f e .  I f  we th ink of t h e  cousin 's  death a s  a met&phor f o r  the  ' 

"death" of the  poet of outmoded poetry,  h e  " f a l l s  away" from h i s  high, 1 

c r ea t i ve  power because he fo rgo t  t h e  g ive r  of h i s  l i f e ,  t h e  pas t .  There is  - L 

i n  h i s  "strange planting" t h e  pos i t i ve  aspect  of remembering Orphic-regener- 
2 

a t i o n  when "winter i s  past",  and t he  transformation of s ca t t e r ed  b i t s  of the  - 

pas t  i n t o  new l i f e .  "Orpheus transformed may reverse  t h e  t r a f f i c  t o _ t h e  

26 ego 's c i t y ,  " says  Hillman. "Kroetsch always reminds us t h a t  a e s t ruc t i on  
. 

- 

i s  transformation,  and t h a t  transformation' is art, " ' comments Lecker, from 

t h e  source a t t r i b u t e d  t o  him above. 



Section 10 

- Section 10, i n  its epigraphic balancing of t h e  account, a binary  s t r uc tu r e  
* 

m l i c  of t he  in ter twining symmetry of t he  master pa t t e rn  of Seed Catalogue, 

fol lows t h e  i n t e rp r e t a t i on  of sec t ion  9 last given. The bomb t h a t  des t roys  

prepares f o r  new l i f e ;  t h e  "ego's c i t y "  (our mental s t r uc tu r e s )  o f  power-mad 

t r a d i t i o n s  " f a l l s "  i n t o  new nays of seeing,  new perspecti i ies;  t h e  r ider-poet  

<who " f a l l s "  ko  h i s  "death" r i s e s  t o  remount t he  horse of h i s  c r ea t i ve  power. 
4 

The work of the  poet must be t o  teach us "to love our dying", s ince  "death" 

l eads  t o  " reb i r thw,  transformation and a r t .  For t he  na r r a to r ,  whose "west 
i 

is a winter  placenof p r a i r i e  and death, &ere snow leaves it white and 

unscarred l i k e  a f r e s h  sheet  of paper, it i s  a landscape tha&vites h i s  
t 

pen. "Palimpsest", erasable  parchment, suggests  o ld  wounds gen t ly  healed. 

(a) "No. 3060 - Spencer Sweet Pea": S ign i f i can t  of t h e  poem as process 

moving towardauthent ic i tg .now near ly  completed, t h i s  en t ry  is bare of 

rh.etoric,  though not  of r i c h  meaning. The epigraph echoes Spenser--"Sweet 
Y 

Spenser, " Wordsworth ca l l ed  him; (FQ, l x v i i ) .  De Sel incour t  r e f e r s  t o  t h e  ' - 

"linked sweetness" of his s tanza  i n  TheiFaerie Queene (FQ - l x i i ) ,  and t he  
< $ 
\ 

"sweet undertone" of h i s  a l l i t e r a t i o n ,  and of h i s  manner as "the exuberance 

0 of a garden s e t  i n  r i c h  and f r u i t f u l  s o i l , "  and of t h e  "slow and c i r c l i ng  
P 

movement of h i s  verse  t h a t  cont inual ly  returned upon i t s e l f "  ( m i ) .  De 

Se l incour t ' s  desc r ip t ion  could a s  wel l  be applied t o  Seed Catalogue. 

I n  "No. 3060," t h e  doubling of t h e  first p a i r  of d i g i t s  by t he  second 

m y  be t he  m i t e r ' s  s i gna l ,  "301', t h a t  t h e  first pa r t  of t h e  k n i g h t ' s  quest 

is completed, as i n  The Paerte Queene, -M f , xi3J-r i2irsecuntFye.t; tc-come. - -  - 

I 223 wt *:Rg k€% &xct@% hl2€Q&s&'s-h tks v&&ues & H c l p s s c , '  -- - 

Tenperaunce, and Chas t i t i e ,  which Fart I has t h e  Red Cross Knight, S i r  ~ u ~ o n r  

@ t h e  Lady Knight Br i tomart is  s t rugg le ,  respect ively ,  t o  achieve. But 

Spenser, i n  a l e t t e r  t o  3 d e i g h ,  descr ibes  t he  first as "a t a l l  clounishe 
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younge man . . .. mounting on t h a t  s traunge courser" (whom we see  again i n  "A 

/'- 
e n t l e  b i g h t  was pr icking on t h e  playne") "and he went f o r t h  with he r ,  a 

f a y r e  ladye . . . ;iding*on a white Asse, on t h a t  adventure" (3, p. 408). 

"Straunge" meant "borrowed o r  "added; i f  Kroetsch had t h a t  meaning i n  mind 

f o r  t h e  "strange" phrases repeatedly  used ' in  Sec. 9,  "borrowed plant ing"  and 

"borrowed muse of fo rge t fu lness"  would s t rengthen t h e  argument f o r  indigenous 

language. Both poets  made a po in t  of going aga ins t  t h e  conventional  s t y l e  

f o r  se r ious  matter: Spenser a g a i n s t  t h e  notion t h a t  English was not f i t  f o r  
7 
it, and by using Chaucerian words, and Kroetsch aga ins t  i n h e r i t e d  rhetor ic- -  

3 
by i n s i s t i n g  on p l a i n  Ehglish words. F i n a l l y ,  De S e l i n c o u r t ' s  desc r ip t ions  

of Spenser ' s  manner and ve rse ,  with t h e  l a t t e r ' s  unmistakable i d e n t i t y  of 

movement with ampl i f ica t ion,  as defined by Hillman, and quoted e a r l i e r  i n  

reference  t o  Kroetsch's  use of it t o  de f ine  love--a l l  add up t o  a s t rong G \ 
presence of Spenser i n  Seed Catalogue, and i n  Kroetsch's  l i f e  a s  poet ,  i f  we 

a 
read "grace" a s  Amplification, Wen, as Kroetsch uses  it t o  

def ine  love ,  means t h a t  Seed Catalogue, l i k e  The Faer ie  Queene, i s  a labour 

o f ,  and about,  love. The sec t ion  i s  a g race fu l  and g r a t e f u l  t r i b u t e  t o  

Spenser, a s  well  a s  t o  t h e  n a r r a t o r ' s  Demeter-mother. 

3 Spenser ' s  Red Cross Knight undertook h i s  quest  f o r  ho l iness  by@ampion- 

ing  t h e  b e a u t i f u l  maid Una, i . e . ,  Truth. Their  union could not  be complete 

u n t i l  he had conquered, trith h e r  help ,  without which he would f a i l ,  t h e  

monster Error, t h e  magician Deception, t h e  g i a n t  Pr ide ,  and t h e  soph i s t  
'7 

Despair. That is, u n t i l  he had himself become t r u e ,  had won through t o  Truth. 

Then, t h e  union they both des i red  would be comglete; of them, it could be 

w 
Beauty I s ,  s t rong support ,  he r  champion ("this clownishe 

him she c l i n g s ,  and they a r e  i n e x t r i c a b l y  . intertwined,  

+Ee, 'Pmth, ts her ,  

younge man"), and t o  

as they are i n  Seed - 
Catalogue. 



For Kroetsch ' s  n a r r a t o r ,  t he  sweetness of Spenser is not  unalloyed i n  

t h e  l e s sons  taught  by "Your sweet peas/elimbing +he staked/chicken x k e  . . . + L  

e sweetness c e r t a i n l y  e x i s t s  i n  "the &of morning, t h e  grace/of your 

t i red/hands,  t h e  strength/of a noon sun, the/colour of p r a i r i e  grass" .  But 

t h e  sour  s m e l l  of  sweat t h a t  brought t h e  sweet peas t o  t h i s  point  of beauty 

is  i n e x t r i c a b l y  intermingled with it, a s  t h e  ma te r i a l s  t h a t  combine t o  

produce them a r e  in ter twined:  t h e  beauty of t h e  sweet peas with t h e  t r u t h  of 

s taked chicken wire and s t r e t ched  binder twine. Again, 'it is t h e  ~ e a u t ~ /  

Truth equation,  but  with t h e  emphasis t h a t  f o r  Kroetsch 's  na rka to r ,  Truth has 

a sour ,  unpleasing element i n  it. Spenser ' s  knight  has t o  conquer t h e  f laws 

i n  h i s  na tu re  before he can enjoy union with Beauty. It is an in5eres t ing ,  

but not a su rp r i s ing  d i f fe rence .  Modern heroes a r e  acceptable  with a few 

flaws,  f o r  t h e  sake of t h e  t r u t h .  Spenser ' s  i d e a l  has Kroetsch ' s  l o y a l  

support ,  conditioned by allowance f o r  human f r a i l t y .  

The staked chicken wire and t h e  s t r e t ched  binder twine r e c a l l  t h e  loving 

Derneter f i g u r e  of t h e  mother "marking t h e  f irst  row/with a p iece  of  binder 

twine, stretched/between two pegs" 6f Sect ion  1. But now t h e  seeds have 

grown t o  bloom i n  beauty, supported by t h e  homely mate r i a l s ,  themselves 

in ter twined f o r  s t r eng th .  The n a r r a t o r  a t t r i b u t e s  h i s  s a l v a t i o n  t o  "your 

t i r e d  hands" t h a t  s e t  t h e  p a t t e r n  f o r  him t o  grow i n  knowledge of  t h e  beauty 

of h i s  p r a i r i e  p lace ,  and t h e  t r u t h  (not  a l l  p leasant )  of  t h e  homely 

!! mate r i a l s  a t  support  it. Like t h e  twine, t r u t h  i s  o f t e n  "stretched";  l i k e  ' 

t h e  s taked k i c k e n  wire, it o f t e n  has  ho les  i n  i t ,  and i s  o f t e n  " a t  s take .  " 

But t r u t h  is s t i l l  t h e  s u p p r t  t o  b e a t y ,  from Spenser ko Kea-ts. t o  Kso&ch, 

The first two have been t h e  g r e a t  exponents in ~ r g l i s h  of beauty perce.iv& I 

through t h e  senses ,  and who would argue t h a t  Kroetsch is not  a sensua l  poet? 

F i n a l l y ,  t h e  phrase "By t h e  f r o n t  porch" has  what may be a r e l evan t  

Spenser p a r a l l e l  (FQ, - Bk. 11, IX):  



Of hewen s tone t he  porch was f a i r e l y  wrought, . . .%ve r  the  which was cas t  a wandring vine,  
Enchaced with a wanton-yvie twine. 

(p. 114, 24,11. 1 ,4 ,5 ) .  

The porch w a s  t h a t  of t h e  c a s t l e  o r  House, of Temperance, presided over by a 
r 

lovely lady 

A l m a  she ca l l ed  was, a v i rg in  b r igh t ;  - 
That had no t  ye t  f e l t  Cupides wanton rage,  
Yet w a s  she  woo'd of many a gen t le  knight ,  . . . For she was f a i r e ,  a s  f a i r e  mote ever bee, 
And i n  t he . f l owre  now of he r  f r e she s t  age; 
Yet f u l l  of grace and goodly modestee, 

That even Heaven rejoyced her  sweeted face  t o  see.  t 

(p.114, 18, II. 1-3, 6-9) .  

S i r  Guyon and par ty  'are i nv i t ed  t o  en t e r  and a r e  shown i n t o  a lovely  Parlour,  

where many f a i r  l a d i e s ,  some happy, shme sad, a r e  var iously  engaged. Guyon 

s e l e c t s  one 

That was r i g h t  f a i r e ,  and modest of demaine, 
But t h a t  toc  o f t  she  chaung'd he r  nat ive  hew: 
Straunge w a s  he r  t y r e ,  and a l l  he r  garment blew, 

. Close round about he r  tuck t  with many a p l i gh t :  
Upon he r  f is t  t h e  b i rd ,  which shonneth vew, 
And keepes i n  cover ts  c lose  from l i v ing  wight, 

Did s i t ,  a s  ye t  ashamd, how rude - Pan did he r  d ight .  
(p. 116, 40, 11. 3-9). 

_ S h e ~ e f u s e s  with downcast head t o  explain t o  Guyon what t roub les  he r  so ,  -, 

T i l l  Alma him bespake, Why wonder yee - 
Fa i r e  S i r  a t  t h a t ,  which ye so much embrace? 
She i s  t h e  fountaine of your modestee; 

You shamefast a r e ,  but Shamefastnesse it s e l f e  i s  shee. 
(p. 116, 43T I i .  6+). 

Thereat t h e  Elfe did blush i n  pr iv ikee ,  
And turned h i s  f a ce  away; but she t h e  same 
Dissembled f a i r e ,  and faynd t o  oversee. 

(p.116, 44, II. 1-3). 
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There can be not  much doubt what t h i s  i s  a l l  about, e spec ia l ly  a f t e r  t h e  

} 
masturbation l y r i c  i n  Sec. 5. "A wandring vine" entwined by p a r a s i t i c  "wanton 

yvie" is an image of a d e b i l i t a t i n g  l i f e  process f o r  t he  knight-errant .  Alma 

means "sou1"'or " s p i r i t "  i n  I t a l i a n ,  and represents  t he  v i r g i n  sou l  i n  t he  

context. "Shamefastnesse" is  "modesty" i n  t h e  Spenser Glossary, but "rnodesty- 

from-guilt" probably more accurate ly  descr ibes  i n  current  usage t h e  l ady ' s  

excessive self-consciousness a t  t h e  way "rude Pan" decked her.  "Dight" means 

" to  deck o r  adorn", but  t h e  rude vernacular  sense .o f  "deck" is an aggressive 

sexual a c t .  "Straunge (was he r  t y r e ) "  means "borrowed" o r  "added", suggesting 
t he  
aPt&fic ia l ,  "brrowed" na tu re  of masturbation, a s  opposed t o  the  authent ic  

sex ac t .  The lady i s  h i s  anima the  person i f i ca t ion  o r  r e f l e c t i o n  of t he  
-9 

sou l  of t he  khrgh t ' s  embarrassment. The b i rd  on t h e  l ady ' s  f is t  i s  probably 

t he  owl, f a v o r i t e  of Minerva, goddess of wisdom, and the re fore  "did s i t ,  a s  

yet  ashamd" a t  t h e  unwise ac t .  

The p a r a l l e l  of S i r  Guyon t o  our na r r a to r  allows us  i n s igh t  i n t o  the  dark 

face  of h i s  soul ,  a s  opposed t o  the  b r igh t  face  represented by t he  sweet peas. 

These opposites need t o  be reconciled before wholeness is possible.  The 

l ady ' s  excessive self-consciousness s i g n i f i e s  t h a t  moderation, "temperance", 

i s  ca l l ed  f o r :  our na r r a to r  would be wise t o  moderate, i f  not  both masturba- 

t i o n  and h i s  excessive g u i l t ,  a t  l e a s t  t h e  l a t t e r .  The na r r a to r  of The Sad 

Phoenician (1979), two years l a t e r ,  i s  still  "embarrassed though not  

exhausted by too-frequent masturbation" (FJ, p. 97). 

Sec. 10 b ' s  l e t t e r  'from t h e  gedst brings two c e n t r a l  motifs ,  bromegrass 

and horse,  together:  t h e  hardy bremegrass gmws i n  p ro l i fe ra t ing  abundance 

qround t h e  horse,  even "q t o  her hips," t h a t  f m s  ~f semakkky. Tke h o  

motifs  a r e  symbiotical ly r e l a t e d  i n  Nature: each su s t a in s  t he  o ther ,  ye t  

f eeds  upon it. But Cindy, t he  long-sought Cinderella of love ' s  f u l f i l lm en t ,  

is a mare, not  a s t a l l i o n  as we tend t o  think t he  horse of e r  t i c - c r ea t i ve  e 



power should be, with his awesome sexual  equipment. Yet she represents  a 
I 

t ransformation from the  scruffy  Shamefastnesse--to t h i s  shining Cdnderella 

sou l ,  while re ta in ing  ' the  e r ~ t i c / ~ o e t i c  po t en t i a l  of t h e  horse: an e r o t i c  

Cinderella t h a t  s a t i s f i e s  while she consumes. The mare/grass i&e t e s t i f i e s  

t o  the  vigorous growth of t h e  poet ,  when he i s  psycho-sexually in tegrated.  

It s i gn i f i c an t l y  develops an e a r l i e r  Kroetsch theme'of The Studhorse Man's 

search f o r  t he  pe r fec t  mare f o r  h i s  Poseidon s t a l l i o n .  C G O ~  of t h e  

c rea t ive  flow, Poseidon is god of t h e  horse and of t he  sea ,  two age-old 

symbols of the  unconscious 1. With - mare (L. ) "sea", a s  i n  t he  West "where t h e  

sun and t h e  maternal s ea  a r e  uni ted  i n  an e t e rna l l y  rejuvenating embrace", 29 

so here ,  t h e  des i red but devouring female consumes her  male bromegrass lover ;  

and he goes i n t o  her.  I n  i ts  vernacular  sense, t h i s  i s  t h e  c lue  t o  t h e  r e s t  

of t he  l e t t e r  'from t h e  gods ' t i . e .  from the  mental depths, .unconscious 

mind of t h e  narra tor)  which descr ibes  an analogous process. "Amie," French 

f o r  "love" o r  "loving f r i end"  (fem. ), and her  par tner  ( c a l l  him A m i  ), " la id  

down on some grass"  Amie "pulled by hand". The ungrammatical use of " la id"  

c a l l s  a t t e n t i o n  t o  it: i n  t h e  vernacular ,  " la id"  i s  t h e  sex a c t ,  and "pulled 

by hand" i s  masturbation of t he  male. Following t h e  cindY/grass lead,  A m i e  

devoured/masturbated A m i ,  " the longest  brome grass  I remember seeing,  " who 

went i n t o  her. But t h i s  may be t h e  masturbation fantasy of one male, with 

Amie h i s  anima as fan tasy  par tner .  (The anima i n  Jungian theory has t h e  

b r igh t  f a c e  of a seductive,  beau t i f u l  woman; she i s  a psychic const ruct  

"born" i n  t h e  r&le unconscious, h i s  s o u l ' s  image, personifying a l l  t h e  

al lurements of t h e  feminine nature  of h i s  unconscious; h e r  o ther ,  dark f ace  

i s  des t ruc t ive ,  leading t o  death. ) Born of fantasy,  then,  "Love" i s  " b i d "  

i n  t he  t ruck  box, "on some grass" she had "pulled by hand". The scene, read 

" s t r a i gh t " ,  p a r a l l e l s  t h e  b i r t h  of  Jesus  i n  t he  s t a b l e  and h i s  being l a i d  i n  

t he  manger. I n  t he  vernacular ,  it i s  a t r aves ty  of t h a t  B i r th ,  and t h e  



'Trench" l e t t e r  ( "condom" i n  t he  vernacular)  mocks - E l i o t ' s  "Journey of t he  

Magi",30 i t s e l f  a l e t t e r  of a s o r t  ( i ts  first f i v e  l i n e s  a r e  quoted, no source 

given) : 

Then a t  dawn we came t o  a temperate va l l ey ,  
Wet, below t h e  snow l i n e ,  smelling of vegetat ion;  
With a running stream and a water-mill bea t i ng  t he  darkness, 
And th ree  t r e e s  on t he  low sky, 
And an o ld  white horse galloped away i n  t h e  meadow. 

Amie's l i t t l e  pa r ty  a r r i v e s  i n  Brooks--the water imagery i n  both l e t t e r s  
8 

suggests  baptism, r e b i r t h ,  s p i r i t u a l  regeneration--in t h e  course of t h e i r  

journey t o  a "great  event ,  " t h e  Calgary Stampede ("a sexual  meking a t t aches  

t o  stampingu--'the Stempe, acc. t o  G r i m m ,  was -an indeterminate n i g h t m e  

f i g u r e  '--Ed. [~ung ,  Symbols of   ran sf or mat ion] , p. 250). It i s  heralded by a 

g l i t t e r i n g  l i g h t  i n  t h e  sky, t he  drive-in movie screen,  i t s e l f  a fan tasy  

device. The magi a r e  l e d  by the  morning/evening star Venus, goddess of love - . . 

(she has a dark, des t ruc t ive  s i de  too,  which r e l a t e s  - t o  ~ m i e )  . I n  both 

accounts, Love i s  born i n  humble s e t t i n g s ,  and l a i d  i n  a hay ( m  grass )  

manger, before t h e  des t ina t ion ,  t h e  metropolis,  is reached'. I n  Brooks, the  

"b i r th"  occurred "about eleven o 'clockv--the hour of C ist 's death. The F 
implication i s  t h a t  t h i s  b i r t h  i s  r e a l l y  a death (which has a p a r a l l e l  i n  t he  

i s t o r y ) ,  not  merely a sexual  death,  but t he  death of Chr i s t  i n  A m i .  

The cautious,  wrld-weary conclusion of t h e  magus f o r e s t a l l s  premature 

re jo ic ing  f o r  any new B i r t h  which means t h e  death of t he  o ld  re l ig ion :  

, J  - 

It  was (you may say), s a t i s f ac to ry  . . . And I would-do it again,  but s e t  down- 
This s e t  dom t h i s ,  were we l ed  a l l  t h a t  way f o r  
Bi&h or Death? 

,Tfie prospect of being one voice among many may exc i t e  f o r  a time, 

But no longer a t  ease here,  i n  t h e  o ld  dispensation,  
With an a l i e n  people clutching t h e i r  gods. 



I should be glad of another death. 

The old  white horse had galloped away f o r  E l i o t ' s  magus. I n  t he  phrase 

"s lept  f o r  about t h r ee  hsurs" which echoes P e t e r ' s  d e n i a l  of Ch r iq t Jkme  

times before the  cock crew, Amie 's ca lga ry /~a lva ry  rendezvous foreshadows 

bet rayal ,  suffer ing,  and death. The vernacular meanings of "peter" and "cock" 

reinforce t h e  notion of a be t raya l  of Chr is t  i n  t he  masturbation/birth-of-love 

r i t u a l  i n  t h e  Brooks contes t .  Amie's "Sir" of "Dear S i r "  echoes a hand le r ' s  

term f o r  h i s  s t a l l i o n .  

Fantasy, not  imagination--so important i n  Sections 8 and 9, had with 

Amie's l e t t e r  replaced r e a l i t y .  The Coleridgean d i s t i n c t i o n  r u l e s  here ,  

between "Fancy, a mere mode of memory emancipated from time and space, the  

Drapery [only] of poe t ic  genius,"  ,and "Imagination, which d i s so lves ,  d i f fuses ,  

d i s s i pa t e s  i n  order t o  re-create ;  which reveals  i t s e l f  i n  t he  balance o r  

reconc i l i a t ion  of opposites;  t h e  squ l  of poet ic  genius t h a t  . . . forms a l l  

i n  one g racefu l  and 

The l e t t e r ' s  . i r on i c  

n a r r a t o r ' s  feminine 

i n t e l l i g e n t  whole" (Ehg. ,;Romantic Writers ,  pp. 452, 455). 

p a r a l l e l  with t h e  B i r t h  points  t o  a dark s i d e  of t h e  

na tu re  t h a t  Spenser 's  Shamefastnesse has prepared us fo r .  

Yet with t h i s  l e t t e r  from the  gods, "the influence of i t s  messenger Hermes 
4 

+no, it i s  s a id ,  embodies the  longingn\in us t o  move beyond fantasy and beyond 

7- 

experience i n t o  our ever-expanding r e a l i t y ,  i s  t h a t  what appear a s  opposites 

a r e  r e a l l y  one; they a r e  expressions of t he  same r e a l i t y .  Hermes, t h e  god of 

the  solemn descent t o  t h e  depths of s p i r i t ,  is a l s o  the  gqd of sexual i ty .  He 

f an t a s i ze s  f r e e l y ,  but is never trapped. A t r i c k s t e r ,  he is not t o  be caught.'' 
- 

With j u s t i f i c a t i o n ,  he may remind us of KroetTch's na r ra to r ,  pa r t i cu l a r l y  a t  

t h i s  po in t .  i n  Seed Catalogue. 31 The purpase of t he  Great  Quest i s  t o  

i n t eg ra t e  t h e  opposi tes ,  t he  work of Imagination, as defined above. 

Amie's l e t t e r  l eads  t o  amplif icat ion of Section 2. A s  t h e  female 

fantasy f i gu re  of love i n  the  androgynous male masturbation fantasy,  she is 
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t h e  Love i n  "Love is an amplif icat ion bySdoing/over and over" i n  t h e  very 

r e a l  ,sense of bringing t h e  male ,to orgasm, with t h e  male organ "leamng up/ 

and down" as Semen e jacu la tes .  That is why the badger " l o d e d  l i k e  a li+Ale 

man." He was one, t h e  na r ra to r .  So with the  "dead" magpie; being "shot", a 

limp phal lus  a f t e r  orgasm is "a beak i n  t he  warm f l e sh . "  The ;badger's 

pers is tence  i n  "standing up/to t he  loaded gun" becomes t h e  repeated erect ion 

of the  phal lus  i n  response t o  t he  loaded, double-barrel led shotgun of t he  

t e s t i c l e s .  "Love is  a burrowing" becomes a necessary p a r t  of g e t t i n g  out  of 

s igh t .  That the  f a t h e r  has played a des t ruc t ive  r o l e  i n  h i s  son ' s  sexual  

development seems l i k e l y ,  from t h e  shotgun metaphor of h i s  fury .  He couldn' t  

shoot t h e  "badger", s ince  it w a s  h i s  son, but  he could f r i g h t e n  him with 

predic t ions  of d i r e  consequences (."he uncocked t he  shotgun"), so t h a t  t he  
- - 

son ' s  sexual  capacity became impaired t o  the  point  of v i r t u a l  impotence, a s  

t he  magpie's p i t i f u l  image i n  death may remind us. 

The l e t t e r ' s  i r o n i c  p a r a l l e l  t o  "Journey of t h e  Magi" i s  bes t  seen a s  t he  

de-construction of t he  myth of t he  Bi r th ,  and t he  re -c rea t ion  of a new myth 

of love a s  fan tasy ,  but "longing t o  move beyond fan tasy  i n t o  ever-expanding 

r ea l i t y " .  But Kroetsch i s  notorious f o r  h i s  self-mockery, and h i s  o ther  

t a r g e t  may be h i s  n a r r a t o r ' s  "dark" s i d e  i n  con t ras t  t o  the  " l igh t"  s i de  of 

Jesus.  The pain of psychic maiming may have receded, not  departed: Amie's 

"I remember ty ing h e r  up t o  the  t ruck  box" echoes E l i o t ' s  magus, " A l l  t h i s  

was a long time ago, I remember," which may put t h e  Brooks episode a long 

time ago too ,  perhaps i n t o  a "t imeless" frame. But t he r e  is the  magus' f i n a l  

word: "I, should be glad of another death,  " and t h e  n a x a t o r  's .la& '%Adam 

and Eve g o t  dromded--/&o w a s  Left 3" and they a r e  on the d e b i t  s i d e  of t h e  

M e  9 The account i s  no t  ye t  balanced. 

With t he  de-mythologizing of the  supernatura l  by Amie's l e t t e r  ( t he  re-  

nouncing of the  transcendent God "out the re" ) ,  Seed Catalogue ends ~ ? ~ t h  t he  
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having a t t a i ned  secular  s p i r i t u a l i t y  thr6ugh na tu r a l  grace. The 

rocess  began ea r l y  with the  big l i e  of t h e  p r i e s t ' s  r4errible warnings, 

achieved i t s  f i r s t  pos i t ive  r e s u l t  with Rudy Wiebe's "Nature thou a r t , "  then 

with Sec. 10 ' s  Spenser and t h e  ~emeter/mother 's  "grace of your t i r e d  hands", 

both of which replaced supernatura l  grace with na tu r a l  grace ,  ends with t h e  

coup de gr&& del ivered by t he  l e t t e r .  Amie, the na r r a to r  's f anima tu rns  out  

t o  be, through he r  ~ a l ~ a r ~ / ~ a l v a r ~  rendezvous, the  "woman" foreshadowed by J i m  

Bacque. A shadow-woman, t imeless ,  harboring a shadow-pin, Shamefastnesse 

Agonistes. "'Yet shame brings honor; shame is the  crown of the  sou l  and a 

sense of shame t h e  highest  v i r t u e  ' " (CM; - p. 4-51) : Thus Wolfram von Eschenbach 

(1170-1230), "the most s i g n i f i c a n t  poet of t h e  German Middle Ages, and on t he  

European s ca l e  . . . . second not  even t o  Dante (CM, - p. 430), i n  Campbell's 

redact ion of h i s  Middle High German Parzival ,  c. 1215; Parz iva l  i s  t h e  G r a i l  

knight discovered by Seed Catalogue's n a r r a t o r ' s  pe r s i s t en t  digging i n  h i s  

ance s t r a l  "potato patch1', and f o r  us a use fu l  p a r a l l e l  t o  him. Shame had come 

t o  P a m i v a l  a t  t h e  G r a i l  Cast le  because, ins tead  of l i s t e n i n g  t o  h i s  inner  

voice,  he had followed i n s t ruc t i ons  not  t o  speak t he r e  t o  the  F i sher  King 

Anfortas, Guardian of t h e  Grail t h o x h  wounded by a heathen spear  through 

the  t e s t i c l e s .  Both f i gu re s  p a r a l l e l  Seed Catalogue's na r ra to r .  

Like Anfortas ( ~ n f o r t e z  [o.F. 1, ' In f i rmi ty  ') , he began with a bu i l t - i n  - prophecy, as h i s  c r e a t o r ' s  name, Kroetsch ( 'crutch' , ' crotch '), suggests ,  of 

e r o t i c  impairment, s ince  t h e i r  f a t h e r s  had given them t h e i r  names and places. 

Like Anfortas, h i s  ( f i gu ra t i ve )  "batt le-cry " had been PI Amor "inappropriate,  

lacking i n  gent leness  and humility." And he  had been maimed: mature had 

avenged h i s  ae&s&aaee ef +he pi& ' s s ~ i e b w e s  wikh a metaphor5cal spear 

through h i s  t e s t i c l e s ,  c r ipp l ing  h i s  ero t ic /poet ic  power. Like P a m i v a l ,  t he  

"gu i le less  foo l"  (CM, - p. 504) a t  t h e  start of h i s  adventures, he had l i s t ened  

t o  p r i e s t l y ,  and l a t e r ,  l i t e r a r y  au thor i ty ,  ins tead  of t o  h i s  own inner  



voice, and, a s - a  r e s u l t ,  had suffered t he  shame of f a i l u r e .  But he too  had 

fought back: he had renounced t h e  p r i e s t ' s  God "out the re"  t h a t  transcended, 

i .e , ,  "was no p a r t  of" ,  h i s  own creat ion.  Near t h e  end of h i s  own years  

"wandering i n  t h e  wasteland" t h a t  followed t h i s  r e k c i a t i o n ,  h i s  na tu r a l  

component was r e s to r ed ,  a f t e r  t h e  magpie's preliminary search i n  t he  horse 
c 

t u rd ,  by 3udy Wiebe's i n s t ruc t i on ,  and r a t i f i c a t i o n  o f h i s  new sitatus a s  
, . 

Nature. The process was analogous t o  Pa r z iva l ' s  re-union with h i s  '7 pie " 
heathen brother ,  by which, a s  t h e  heroic  sense of h i s  name 'Pierce-through- 

the-middle'  indicated,  he had chosen t he  "middle way", of both nature  and 

s p i y i t .  Then, vouchsafed a second v i s ion  of t he  Gra i l ,  t h e  philosophers" 

s tone with i t s  25 Grail maidens-attendant ( t he  wondrous p a r a l l e l  t o  "No. 25-- 

THE MOST PRIZED OF ALL BEANS"), Parz iva l  asked of Anfortas t h e  al l- important  

question,  healed him and succeeded him a s  King, but without t he  wound. 

F ina l ly ,  o u r . n a r r a t o r ' s  "Amie" may >e thought of as an up-to-date, i r o n i c  

version of Pa r z iva l ' s  v i rg ipqueen ,  Condwirafiurs, Conduire amours, ' t o  summon, 

guide, t o  love ' ,  &om he married, who, i n  her  oun'time and i n  he r  own r i g h t ,  

"stood f o r  a new ideal--of love,  amor, a s  t he  so le  motive f o r  marriage, and an 

indissoluble  marriage a s  t he  sacrament of love--contrary t o  the  worldly notion 
# 

of love, governed only by s e c u r i t i e s  of power, while love,  e m s ,  w a s  t o  be 

sublimated a s  agape . . . . "(CM p. 456). Her i d e a l  remains va l i d ,  but a 

hard a c t  t o  follow. 

But t h e  i d e a l  of Parz iva l  i s  beyond t h e  powers of most modern men too,  

and so,  we t u rn  t o  h i s  f r i e n d  and fellow-questor of t h e  Gra i l ,  Gawaine, o lder  
h - 

by s ix teen  years and l o y a l  supporter  of his idea l s ,  but "moving i n  a c a s u a l  

m m e  from one a ~ ~ e  t o  t he  next, m e w  H t h  lases on his n i i n r  fClT, - 

p. 460), f o r  a more r e a l i s t i c  p a r a l l e l  t o  our narra tor .  It was Gamine ' s  f a t e ,  

h i s  wyrd, i . e .  "the sense of an inward p o t e n t i a l  i n  t he  process of becoming1' 

(CM, - p. 140), t o  a r r i v e  eventually a t  t h e  whirling Cast le  of Harvels whose 
' 



enchanted inhabitant 's he was t o  f r e e  ( a  p a r a l l e l  t o  the  revolving res tauran t  

of t he  Chateau Lacombe, named f o r  t h e  missio&.ry, with our  na r r a to r  and A 1  

M y ,  ' a l l  f o r  God ', t h e  l a t t e r  r i d ing  h i s  'bariboo horse [ 'untamed", collo-  
* 

q u i a l  poetry ] twice , ,&ht s t ra igh t ,  through t he  dining area" ,  a Parz iva l  + 

' pierce  -through - t h e  -middle1' f i g u r e  ,, t o  ' w a r n  t h e  cringing "Peters" they had 

only one more chance). 

Gawaine, a f t e r  f a l l i n g  immediately and irrevocably i n  love $th t h e  

Cas t l e ' s  tart- tongued Lady orgeluse,  32 p r i e s t e s s  of t he  Sacred Wood, from 
q 

which he plucked. f o r  he r  the  Golden Bough of immortality (he r  " t e s t "  f o r  him), 

and, with Pa r z iva l ' s  help ,  paci f ied  i t s  unjus t ,  angry guardian, King Gramo- 

f l anz ,  married hisUworld-scarred1' Orgeluse amid general  r e j o i c ing ,  reconci l ia-  

t i o n s  and m e i a g e s  of t h e  f r e ed  inhab i tan t s  with t h e i r  c o n t r i t e  ers twhi le  

captors.33 We "paying customers" of "the revolving res tauran t"  of t h e  world 

w i l l  i n  time experience many changes, it i s  ce r t a i n ,  among t h e  most des i rab le  

of which would su r e ly  be along t he  l i n e s  of t h i s  happy t imeless  p a r a l l e l .  

B u t  with t h e  "piss-up" a t  t h e  Lacombe on t h e  deb i t  s i de  "up", and Rudy's "'No 

song can do that" '  on t h e  c r e d i t  s i d e  "down", t he  balance, so far, favors  
i 

Rudy's pessimism. 

The conclusion t o  Seed Catalogue's  g r e a t  concerns may be i n  t h e  stars, 
# 

/ 

where bhe beginning was. "According t o  Wolf ram ' s perhaps invented reference , 

t h e  Provenqal author '  Kyot [cf .  - t h e  P la ins  Indians ' chief t r i c k s t e r  f i gu re ,  

coyote, w d  a Kroetsch f avo r i t e ]  discovered t he  legend of t he  G r a i l  i n  Toledo, 

i n  t h e  fo rgo t ten  work of a heathen Astrologer, Flegetanis  by name, 'who with 

h i s  own eves.had seen wonders i n  t h e  stars. He t e l l s  of a th ing ca l l ed  t he  

G r a i l ,  whose name he had read i n  t h e  cons te l l a t ions  . . .'"('CM, p. 4-29). 
11 

Flegetanis  may be confused with Phlegethon, the  f i e r y  stream of P l u t o ' s  

Hades' (g, p. 403). If so,  it is a happy eonfusion, f o r  i b a s  given us a 

'S "Heisler" a s  Hades, and our n a r r a t o r ' s  s e l f -  
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references t he r e  and i n  the  stars. 

I 
' From i t s  first word, Seed Catalogue challenges: "No. 176, " as Acts 17: 

6,  "These t h a t  have turned t h e  world upside down &re come h i t h e r  a l so"  is 

an opening ma~lifesto of high seriousness.  Sec. 7 ' s  "No. 2362" expresses 

Kroetsch's  i r r e p r e s s i b l e  humor i n  "23 skidoo," a b i t  of '20 's  s lang,  meaqing 

"Have t o  g e t  going now," and t h i s  vernacular ,  f i t t i n g l y  enough, s i gna l s  t he  

voice which is  t o  be t h e  outcome of t he  supernal  epiphany of t he  Morning 

Glory. The long despair ing w a i l  of "I don ' t  care if I do d i e "  ad inf in i tum 

i s  not  merely t h a t ,  o r  even a masturbation l y r i c  t h a t  I heard f i f t y  years  ago 

i n  a hayf ie ld  on t he  farm from a smirki'ng o lder  boy, bu t . a  l i t e r a l  statement 

based on t he  be l i e f  t ha t ' d ea th  is a p re requ is i t e  f o r  a transformation i n t o  a 
- 

new l i f e .  I n  Amie's l e t t e r  a paradoxical r e a l i t y  emerges out  of what seems 

a wa$on fantasy:  "We unloaded Cindy and I remember ty ing  h e r  up t o  the 

t ruck 6ox" i s  not  j u s t  unloading even a Cinderel la  mare from a t ruck  box i n  

which, i r on i ca l l y ,  an auto-erot ic  a c t  would replace  her;  but of unloading he r  

i n  t he  sense of disburdenirlg'oneself of supe r s t i t i ous  be l i e f  i n  magical solu- 

t i o n s  i n  which -one need i n i t i a t e  no action.  O f  which magic t h e  t ruck  box i s  

its qu in tessen t ia l  symbblic opposite,  and "tying he r  t o  it" exemplif ies 

t h a t  "coincidence of opposites" t h a t  is c e n t r a l  t o  the  quest .  Imagination 

t i e d  t o  t h e  hard s e rv i ce  of love i s  t he  key. A s  i n  t h e  beginning, so  i n  t he  

end : 

Love is an ampl i f ica t ion 
by doing/over and over. 



List of References 

- 

Frank Davey's p r in ted  version appears as 'The sub-text here is a 
provocation, a st imulus,  a key t h a t  may *b lock  unanticipated mater ia l  within 
t h e  wri ter"  i n  h i s  "The Contemporary Canadian Long Poemi' ( ~ a n i z v i l l q  B.C.: 
Is land Writing Ser ies  : l983), p. 16. SFU Weekend ~ o n f e r e n c e / ~ e s t i v a l ,  
The Coast is Only a h e ,  Ju ly  25, 1981. 

*3ober t  Kroetsch, "Seed Catalogue," i n  h i s  F i e ld  Notes, The Collected 
Poetry of Robert Kroetsch  o on Mills, Ontario : General h b l i s h i n g  Co. , 1981), 
pp. 47-67. Because t h i s  study focusses on Seed Catalogue, which i s  f a i r l y  
shor t ,  f u r t h e r  references  t o  it w i l l  not  be given. For o ther  poems i n  ' 
Fie ld  Notes, references  &ll be given i n  t he  t e x t  under FN. See Note 4 f o r  
t he  Kroetsch quotation used as an epigraph t o  t h i s  study.- 

' C .G . Jung , Analyt ical  Psychology , The Tavistock Lectures (New York: 
Pantheon, 1968), pp. 92-93. Fur ther  references given i n  t ex t .  

7 
I James Hillman, Suicide and t h e  Soul ( ~ u r i c h :  Spring Publications, 

1976), PP. 148-149, 

4 
Robert Lecker, "Robert Kroetsch's Poetry," i n  Open Le t t e r ,  se r .  3, 

no. 8 (spring 1978), pp. 72-78. 

Robert Enright and Dennis Cooley, "Uncovering our dreamworld: an 
interview with Robert Kroetsch," i n  Essays on ~ a n a d i a n -  Writing, nos. 18, I9 
(summer- all 1980), p p  21-32. ' 

6 ''The Faer ie  Queene," i n  The Poe t ica l  Works of Edmmd Spenser, ed. 
J . C .  Smith and E. De Sel incour t ,  with Introduction by E. De Sel-incourt 
(hndon:  Oxford University Press ,  1912; r p t .  1952), p. 4, I, 1. - 6. 
Further references given i n  t e x t  iinder 6QI - 

Joseph Campbell, The Flasks of God: Pr imit ive  Mythology ( ~ e w  York: 
Penguin, 1977), pp. 29372%. Fur ther  references given i n  t e x t  under - PM. 

' 

"Aion, the  key god, with t h e  winged body of a man and head of a l i on ,  
and encoiled by a snake r i s i n g  over h i s  head, i s  supreme i n  t h e  Mithraid 

c rea tes  and dest roys  a l l  things.  He i s  a sun god. Leo i s  the  
e r e  t h e  sun dwells in summer, while t he  snake symbolized t he  

S 
winter o r  wet time. So Aion represents  t h e  union of opposites,  l i g h t  and 

. darkness, male and female, creat ion and destruction.  He i s  represented a s  
having h i s  arms crossed and holding a key i n  each hand. H e  is a s p i r i t u a l  
f a t h e r  of St.. Pe te r ,  who a l s o  holds keys. The keys which-Aionpholds- 
a r e  t h e  keys t o  t h e  pas t  and future .  . . . The ancient  mystery c u l t s  a r e  - - 1  

always conne'cted wi.th psychopompic de i t i es . .  Some of these  d e i t i e s  a r e  
equipped with t h e  k e ~  t o  the  mdemr3&, because a s  th -ee-gu imEmsOf7he  

pp 

door they watch over t h e  descent of t h e  i t i t i a t e s  i n t o  t h e  darkness and &re 
the leaders inks ,the rnyste- BecaAe i-s ax? df -" @u,, , h a l y t i e  - - - - p - 

Psychology, pp. 135- 136). 

Donald Cameron, 'TZober-t Kroets*: The Americah Experience and &e ? 

Canadian Voice," J o d  of Canadian BicI5on. 1: 3, Summer 1972: 50. 



75 
W i l l i a m  Wordsworth, "The &eluden' (Bk. I ,  11. 301-302), English 

3omantic Writers, ed. David Perkins (New York: Barcourt Brace Jovanovich 
~ n c . ,  1967), p. 216. 

- - - 

Acts I X ,  3-5, The Bible ,  Standard ( ~ i n g  ~ a m e s )  Version. Fur ther  . 
references  given i n  t e x t .  1 

L 
. A  a o n f l i c t  t h a t  Pe te r  Thomas s t resses :  "This opposition is  cen t r a l  

t o  any c r i t i c a l  discussion of Kroetsch's work." He quotes Kroetsch: " 'My 
mother grew up near where I was born, learned names of f lowers,  b i rds ,  loved 
these  things.  My f a t h e r  had an in tense  Edenic reco l lec t ion  o f e a  l o s t  home 
( ~ n t a r i o ) .  The two gave me a s t range sense of belonging and not  belonging. "' 
Thomas cbmments: "The seed-catalogue s e t s  t he  metaphoric f i e l d  from which 

, Kroetsch's writ ings a r e  drawn: t he  broad anthropological d i s t i n c t i o n  
def ining the  p r a i r i e s  as the  meeting place of a p lant ing cu l t u r e ,  with i ts 
cyc l ic ,  female-dominated myths of seeding, decay, and r i t u a l ,  and t h e  
hunting cu l tu re  of t h e  P la ins  peoples, f o r  whom t h e  shaman i s  t h e  mediator 
with death. I n  t he  Dis-Demeter-Persephone archetype, the  nar ra t ive  i s  
r i t u a l i z e d ,  recurrent  and d u a l i s t i c  with a celebratory spring song and a 
winter elegy. . . . S u t  f o r  t he  shaman, the  journey t o  the  Land of t h e  Dead 

, is associated with wx l i t i o r r s  of f l i g h t  and dance, and t h e  story he r e tu rns  
i s  h i s  own. He prepares by f a s t  and iko la t ion  t o  go 'out of h imself '  i n to  
dream, learning t he  powers of ingenuity,  innovation, e laborat ion,  boundless- 

? ness. . . . Seed Catalogue chronicles t he  contention of these  two claims-- 
t h e  closed s t ruc tu r e s  of t he  agrar ian mythos and f l i g h t  of shamanistic song 

7 i n  personal, autobiographical terms, Kroetsch using d i f f e r en t  r o l e s  of h i s  
mother and f a t h e r  to-exemplify t h i s  l a rge r  conflict."--3obert Kroetsch, 
Studies i n  Canadian L3teratm-e (~ancouver :  Douglas & ~ c ~ n t y r e ,  1980). 

l3 "Projected V i s i t , '  The Stonehammer Poems ( ~ a n t s v i l l e ,  B .C . : Oolichan 
~o*\? 19?5), P* 39- .,-, 

W i l l i a m  Shakespeare, Macbeth, V ,  ii, 20-23 i n  3ivers ide  Shake- 
speare ( B o s t p :  The Houghton Mifflin, Company, 1976), p. 1336. 

LI Joseph Campbell, The Masks of God: _ Zreative Plythology (New York: 
Viking, 1968) pp. 257-259. "James Joyce develops t h e  T r i s t an  theme anew, 
Kith a11 i t s  'equals of opposi tes ' ,  throughout t he  ever-revolving labyr inth  

he dream-book Finnegans Wake. . . . The moral of it a l l  is s igna l led  by 3$e i n  a t an t a l i z ing  n e r  clue (11: 32) t h a t  keeps turning up. . . . 
&Dee ded . . ., the  n 2 e r  implies a mythic theme of t h e  conjoined Tree of 
Zden- and Tree of Calvary, Fall-3edemption, ~eath-3esurrec$ion,  Wake of the  
D@ and Vake of Awakening, which i s  the  leading theme of the- nightmare 
Finnegans Wake." (c rea t ive  Mythology i s  fu r the r  re fe r red  to' i n  t e x t  under - CM).  

l6 PA, pp. 290-291. Pythagoraj ' theory of ' the  transmigra&ion of sou ls  i l  
also echoed i n  ?he Sad Phoenician 's "Fythagoras - is the  - name" --  - -- (FN, p. 101). 

-- - 

i 

I ' Seoffrey ~ h a u c e r  , "The Knight ' s Tale, " Cha 
- - -- A.Z. Ban@ f ~ e w  Jersey:  ' TTmTlce-TEafT EE., 1963) 
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Theodore, 2. i r m t e ,  m e  1kki&f t he  President 1972 ( ~ e v - ~ o r k :  - 

~ thene&,  1973), p. 351. 
* 

> 

.I9 Campbell,' CE, p. 102. continues: "And they a r e  nine,  because 
+'- . t h e i r  r oo t  ( g e  s w u e  roo t  of nine being th ree)  i s  i n  t h e  Trir&ty- 

* 
* A- * - 

. - # 
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above. '. . . The ar ts- - the  Muses-- i n i t i a t e  us t o  the  enduring harmony of t h e  
universe. . . . They a r e  t h e  daughters of Mnemosyne (memory). . . . They 
cause t h e  soul  t o  remember i t s  forgot ten higher e s t a t e ,  where . . . t he r e  i s  
discovered t h e  very god of l i g h t .  . . . The t r i a d  of Euphrosyne ( ~ i r t h ) ,  
Aglaia (splendor),  and Thal ia  in bun dance and t h e  Muse of t h e  I d y l l  of l i f e ' s  
garden) a r e  unfoldments of t h e  s p i r i t  of t h e  goddess Venus" (pp. 100-I&). 
I n  f i g .  13, p. 100, t h e  loop of t h e  s e rpen t ' s  t a i l ,  on which Apollo's f e e t  
r e s t  a s  he f ace s  t h e  t r i a d  of Graces with t h e  Muses below f lanking t he  
serpent,  forms t h e  symbol (&) of t h e  ampersand, so frequently used i n  Seed - 
Catalogue t o  ind ica te  matter of t h e  first importance. To Campbell (P. 103) 
t h a t  loop "suggests t h e  sun door . . . t o  t h e  very f e e t  of t h e  highest  
transformation of tkie Father,  sheer  l i gh t . "  The relevance of a l l  t h i s  t o  t h e  
n a r r a t o r ' s  quest i s  unmistakable, the  prognosis good, desp i te  t h e  irony,  
s ince  t o  claim Memory a s  h i s  muse i s  t o  include &&he nine daughterpuses ,  
with t h e i r  re la t ionsh ip  t o  t h e  Graces and t h e  Music of t he  Spheres, as 
out l ined above. 

20 John Milton, ~ & a d i s e  Lost, The Poe t i ca l  Works of John Milton 
   on don: Oxford University Press ,  1950) p. 181. Fur ther  references  i n  t ex t .  

"Thq genet ic  information of a l l  c e l l s  i s  s to red  i n  t h e  sequence of 
bases of DNA and expressed with t h e  a i d  of RNA" (p. 124). "The bases a r e  
stacked i n  p a i r s  a t  t h e  center  of t h e  he l i x ,  with t he  plane of t h e  bases 
perpendicular t o  the  h e l i x  . . . f o r  s t a b i l i t y .  The DNA h e l i x  . . . makes 
one t u rn  f o r  each t e n  base pa i r s .  However, because t h e  s t ruc tu r e  of DNA 
depends on weak bonds, it i s  subject  t o  dena r a t i on ,  defined as a destruc- 
t i o n  of i t s  nat ive  configuration (p. 117). . 5 e a t  w i l l  denature t h e  
molecule. The base sequence of DNA provides a ou r - l e t t e r  alphabet (AEC) 
with which t o  record t h e  genet ic  information of t h e  c e l l  (p. 119). The main 
funct ion of RNA . . . i s  t o  i n t e r p r e t  t h e  inform&tion s to red  i n  DNA and t o  
t r a n s l a t e  t h a t  information i n t o  prote in .  The name pro te in  i s  derived from 
a Sreek word meaning ' F i r s t  "'. --3obert D. Dyson, Ce l l  Biology, A Molecular 
Approach ( ~ o s t o n  : Allyn and Bacon, Inc. , 1975), pp. 114- 119. 

22 An understatement. S t a r s  are fus ion  furnaces of atomic nucle i  ( a  
l i fe-giving process as our Sun demonstrates); t he  hydrogen bomb dupl icates  
t h e  process i n  miniature. Thus, stars exemplify twin processes of l i f e  and 
death,  t h e  cen t r a l  skein of Seed Catalogue. My one question t o  Kroetsch, a t  

% t h e  1981 Poetry Conference, SFU, as t o  t h e  source of t h e  poem, brought t h i s  
'Tt'6 a l l  up there  [looking up] l i k e  t h e  Milky Way." It has taken me u n t i l  
now (1984) t o  understand h i s  answer. 

C 

23 T.S. E l i o t ,  "3urnt Norton,. Pour ~ u a r t e t ;  (London: Faber & Faber, 
15iS9; rpf; 1963), p. 15; 1. 62. _, . 
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24 W i l l ,  i n  t h e  Schopenhauerian sense, i s  concern& d y  xi-th s&- 
~ r e s e r v a t i o n ,  It i s  a method of perception--that sees  i n  t e ~ m s  of d u a l i t i e s  
s u c h a s  L'Lfeagd&'sk, ~ & i s n e d e d , k ' ~ ' & s a ~ ~ ~ 4  
s e e i x :  t h a t  all appa ren t -va r i e t i e s  of forms a r e  r e a l l y  a l l  aspects  6f one - 
3eing. And, " i t  i s  possible ,  i n  ce r t a in  circumstances, t o  l i v e  . . . so t o  
view an object  not  i n  t e r n  of i ts  r e l a t i onsh ip  $0 t he  well-being of t h e  
Viewer, t h e  subject ,  but  i n  i t s  o m  being, i n  and f o r  i t s e l f  . . . with t h e  
-mrld eye, as Schogenhauer c a l l s  it, kithout des i re ,  without f e a r ,  absolute- . ' 
l y  d i s k c i a t e d  from t h e  7zicissitudes of m r t a l i t y l '  (C~I, p. 81). rsplificatian 
givn* ~;ersflective.  is  -hat allows us- "to love our dying'' as o u r  .- 

.* 



na r r a to r  pu t s  it ( ~ e c .  10). 

25 C.G. Jung, Memories, Dreams & Seflect ions  ( ~ e w  York: vintage; 1965), 
p. 169. 

26 James Hillman, The Dream and t h e  Underworld (New York: Harper & aow, 
1979)~ p. 1: "Freud ca l led  t he  dream a roya l  road, t h e  ' v i a  r eg i a  ' t o  t h e  
unconscious. But because t h i s  ' v ia  r e g i a ' ,  i n  most psycho-therapy s ince  
h i s  time, has become a s t r a i g h t  one-way s t r e e t  of a l l  morning t r a f f i c ,  moving 
out  of t h e  unconscious toward t h e  ego 's  c i t y ,  I have chosen t o  f ace  t h e  
o ther  way." Kroetsch seems t o  have something of t h i s  i n  mind i n  t h e  
destruction/transfonation images of the  "c i ty . "  

27 I, . . . t h e  s o u l ' s  r e l ea se  from the  matrix of inher i t ed  s o c i ~ l  > bondage 

can be . . . and has o f ten  been a t t a ined  . . . by those g i an t s  of cyeative 
thought . . . from whose grace  t he  r e s t  of men derive whatever s p i r i t u a l '  
s t rength  o r  v i r t ue  we may claim" (campbell, CM, p. 4.1, emphasis added). 

I Grace may thus be "natural  grace ,"  not supe=tural. I n  t he  context of - Seed 
Catdogue , we m y  include,  besides Spenser and t h e  ~emeter/mother, a l l  those 
other  "giants of c rea t ive  thought" t h a t  echo through it and cons t i t u t e  mugh 

, of t he  seed-catalogue. Moreover, apropos of our n a r r a t o r ' s  transformation 
by Xudy Wiebe's "Nature7thou art": according t o  Jung, "Rebirth may be a .  
renewal without any change of being, inasmuch as t h e  personal i ty  . . . is 
not changed i n  i ts  e s s e n t i a l  nature,  but only i ts  functions,  o r  p a r t s  of t he  
personal i ty ,  a r e  subjected t o  healing,  strengthening, o r  improvement. 
I nd i r ec t  r e b i r t h  [ requires]  one only t o  pa r t i c ipa t e  i n  some r i t e  of t rans-  
formation. [ ~ v e n ]  t h e  i n i t i a t e  . . . i n  the  Eleusinian mysteries is  vouch- 
safed t h e  g i f t  of grace . . . and pra i ses  t he  grace conferred through t he  
ce r t a in ty  of immortality" ('The Archetypes and the  Col lect ive  Unconscious 
h i n c e t o n ,  N. J .  : Bolli  ngan/Princeton Univ. Pcesg, pp. 114,' 11-5)- . 

28 John Keats, "Ode on a Grecian Urn", English Romantic Writers, 
p. 1186, 1. 49. 
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29 C .G. Jung, Symbols of Transformation (h-inceton, N .  J .  : Bollingen/ 
Princeton Univ. Press ,  1976; r p t .  1967),p. 244. Our na r r a to r  has a p a r a l l e l  
i n  the' G r a i l  knight Gamine (see below), who 6egan as a s o l a r  god. Jung 
continues with h i s  "conjecture t h a t  t h e  h i e m s  gamos i s  connected Kith a 
r e b i r t h  myth''  bid.). It i s  s w n n e c t e d  here,  i ron ica l ly .  - 

30 T.S. E l i o t ,  Selected Poems (~ondon:  Faber & Faber, 19%; r p t .  19&), 
P. 97. 

Arianna Stassinopoulos and Rzloff Beny, The Gods of Greece  oron onto: 
McClelland and Stewart,  1983), pp. 190-197, much abridged. S t a s s inopu los  
comments t h a t  H e m s  "was a l s o  known a s  t h e  ps i thyr i s t - i s ,  wh ich - s t i l l  i n  
modern Greek meahs t h e  xh ispere r  ; and he taught me750 lTsten X ~ t l h e  inner  

'I -&isperings t h a t  tend t o  g e t  drowned in t h e  mind's cacophony . . . .- 
( p. 193). G a k a  ' s  ~ t e + % f  ef ''By &k's 3lkk3p+' stgge* d 
learning t o  l i s t e n  %o dine-'s ~ e r  whisperings was of t h e  g r ea t e s t  importance - 
a s  a guide ho self-realizaTion,  ., - 

32 Campbell says of he r  t h a t  she i s  "Gawaine1kLady of Destiny . . 
and an i nv i t a t i on ,  l i t e r a l l y ,  t o  death; i n  ~ u n g ' s  te$minology, 'such women, 
shinjng with t h e  l i g h t  of t h e  sun, axe anha figures : . .. t h e  archetype of 

-c  

- . - 
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l i f e  i t s e l f ,  l i f e ' s  promise and a l l u r e .  This image, '  says  Jung, 'is my 
Lady Soul "' (s, p. 488). Orgeluse, as Diana ' s p r i e s t e s s  of t h e  -bee 
bearing t h e  Golden Bough of immortality, would appear t o  be exact ly  t he  
appropr ia te  anima o r  - amie t o  personify our  n a r r a t o r ' s  hopes fo r .dea th .  The 
~ a l g a r y / ~ a l v a r y  A des t ina t ion  of h i s  Amie confirms Orgeluse as h e r  model. 
'The Sad Phoenician's  wise-cracking "guardian of t h e  t r e e "  and nourisher of 

t h e  sou l  has  some a f f i n i t i e s  with Orgeluse a s  p r i e s t e s s  of t h e  Goddess Mother 
of L i fe  and guardian of t he  Bealm of Nature. "The old  ga l "  is perhaps, 
progressively pla iner-  and rougher-tongued than ~rgeluse/Amie ( as t h e  l a t t e r  
is t o  ~ondkpamurs )  i n  proport ion t o  Kroetsch's  increas ingly  bolder command 
of the  vernacular ,  but  h e r  breezy informal i ty  i s  akin t o  Orgeluse 's  o f f -  
handedness, 

d 

j3 P a r z i v a l ' s  r o l e  i n  helping t o  paci fy  Gawaine 's  s w r n  enemy Gramoflanz 
,and thus  b&ng about this happy conclusion, along with h i s  healing words t o  

Anfortas, shows t h e  indib;pensability of t h e  absolute  i d e a l  wedded t o  ac t ion  
i n  the  solving of world1 problems (such as beset  ~ a w a i n e )  by an individual  
responsible only t o  himse % . Condwiramurs shares  such ind i spensab i l i ty :  

, Campbell r epo r t s  only that? it is she who c a l l s  he r  young defender who has 
, j u s t  routed her  bes iegers  "her - ami, h e r  lord."  Orgeluse not  being so 

repor ted,  though both a r e  anima f i gu re s ,  m y  be due t o  he r  " w o r l d - s c m d "  
( a s  Campbell descr ibes  h e r z u g h  undeniably r e a l  a t t r a c t i o n  t o  t h e  exper- 
ienced Gawaine. But t h a t  Kmetsch s igns  t he  l e t t e r  "Amie" l eads  back t o  t h a t  
ind i spensab i l i ty  of i d e a l  (already quoted) t h a t  Condwiramurs represen t s  f o r  

' 
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