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“ -ABSTRACT
A method for interpréting what Robert Kroéfsch calls the "dream of
origins"” is evident in the technique of "amplificétion" devised by Kari Jung,
and developed further by James Hillman. This technique for interpreting the

content of dreams'iﬁvolves the-act of '"seeking the parallels” ﬁii/;pééolving

around the matter under surveillance.” In Seed Catalogue, Kroetsch uses
"amplification” as a compositional method.  The changes in perspective
.generated by this method account for the binary structure ofithe poem,

This structure permits the poet of Seed Catéiogue to maintain a double

sense of tiﬁe. On the éne hand, there is linear time,. in which the poet
begins his adventures as a cailow youth and attaiﬁs by éxperience a -measure
of self—realizatiél or integration, though this'wholgness i; contihgent and
open to chanée. On the other hand, there is cyclicai or revolving time, in
which the poet in his local, .temporal setting where other persons, pléces;
and events are osténsibly separate, acts out those tim%;ess archetypal

"

patterns connecting}bim—té~his”“dream of origins. Tﬁé saying, "One man in
his time plays many parts,"holds true for the poet in Kroetsch's poem.

The central metaphor of Seed Catalogue, the seed-catalogue, implies that

the poet functiens as both gardener and garden. It poses two all-important
questions for him which guide ﬁhe mpwémenf of the poem: how can he become a
poet? How can he_prepare’the soil/gggl to nou:isﬁ(the seed? Behind these
questions is the search for an,authentic voice. against inherited rhetoric,

and the éearch,for self-realization against outside authority.

Authentic voice and self-realization are the two main elements of the
poet s vision, the former initiating the poetic quest, and the latter leading
to the awareness thét blrth and death, though apparently separate and oppo-

site, are in reality two aspects of the same process. Life and death are in

?



s | o iv
a'symbiotic relationship. The seed must die to germinate. Thus in Séed—‘r—

Catalogue the poet, through the act of composing his poem, discgmersAthét,hisﬁ,,:I

self must "die”™ to be reborn.
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"The dream of origins is what interests me. + « +» On the -

prairies the small town and farm are no longer real places for .

most pedplg, théy are dreémed_places, remembered - places. Thev"'

E memory of small towns is going to account for much of our art."
A : - - o o
T ' ‘ /= Robert Kroetsch.
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Introduction
At the Weekend Conferénce/Festival,—"The Coast is Only a Line," held'gt

Simon Fraser Uni?ersity in %981, Frank Davey, speaking on the contemporary.

‘long poem in Canada, had this to say about Seed Catalogue: "The seed

catalogue is in some way the key to the door of the unconscious, The

assumption that the seed catalogue is in some way the key to the

proves to be uséful in approaching the poem. As for a method, Kroetsch

supplies that key.term in the lines from Section 2 of Seed Catalogue:

‘Love is an amplification
by doing/over and-over.*

“

The term "amplification” is indispens%bie,to my interpretation of the struc-

ture, propess, and imagery of Seed Catalogue.‘ Although Kroetsch is not

" explicit about his use of this ter, I believe that he has drawn substanti—

ally from depth-psychologists Jung and Hillman, for whom amplification is a

key procedure in their cliniecal praétices; Hereis .how Jung defines

,

amplification, his method of discovering‘the_symbdlic content of dreams:

I adopt the method of the philologist and apply a principle
which is called "amplification". It is simply that of seeking the
Parallels. For instance, in the case of a very rare word which you
have never come across before, you try to find parallels in text
passages, parallel applications perhaps, where that word also occurs,
and then you try to put the formula you have established from the
knowledge of other texts into the new text. If you make the new
text a readable whole, you say, "Now, we can read it." That is how
we learned to read hieroglyphics and cuneiform inscriptions and
that is how we can read dreams. Now, how do I find the context?

I simply follow the principle of the association experiment. In
each case [of different responses to the same word] I know what
tissue that word or image is embedded in. That is amplification.

And that is essentially the procedure I followed in arriving at my interpret-
ation of Kroetsch's "dream of origins". Hillman elaborates on Jung's

definition of amplification by comparing it to "the method of the arts and

conscious

.
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huméﬁf%des. By revolving around the matter under survelllance one ampllfles

a’ problem exhaustlvely. E}t\}s] like a prolonged medltatlon or.variations on

-

a theme of music, or the patterns of dance or brush strokes.“ Amadlflcatlon

is a more usefu ool than analysis, Hillman has found, for shaking up, or ;

Jarring loose, forgotten material embedded in the unconsciouﬁ.

Hillman's comparison of amplification to meditation suggests a parallel

in Seed Catalogue, since meditation is an integral part of the poetic process

.

for Kroetsch,‘as the lines from Sec@ion 6 show:

no memory then , : .

no meditation :
no song (shit

we're up against it)

Robert Lecker, in one of the most useful studies of Kroetsch (along with

Peter Thomasé Robert Kroetsch), puts it more politely, though not more

succinctly, and elaborates on the process:

Kroetsch's belief is, that true song must be a powerful combination
of memory and meditation. Memory is seen as an act of creation--a
willful re-ordering of events in which past moments become a beginning--
the focussed rebirth of a sense of place which time has made uncertain.
Kroetsch calls this "a dream of origins" and insists that "a local pride
is where you've got to begin, and we didn't exist. Memory is identity.
The search for original place is the search for original voice. . « ." -
In Seed Catalogue the search is existential--an involved recovery of
authentic voice from smothering layers of false myth and speech. Rind-
ing a voice through memory calls for complex movements of unfinding
(Kroetsch calls this "demythologizing," "uninventing," or "unnarrating") -
« « « « Only when this de-structuring activity has begun can meditation
come into play, for the subject of, meditation is the mystery produced in.
the act of "unhiding the hidden."” o

& .

Corroboration of the seeking of parallels-and the word association technigue,

that isj amplification, and Hillman's elaborations of it, comes from Kroetsch

himself,- although he tells it differently:
=
¥
I wanted an endless series of crazy moments so I could write a continu-
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-ing poem. Worked on Seed Catalugue about a year, “had a great number of .
notes, Then, . . . [separated from the notes], sat down and’wrote, B R
effect from memory, a whole new draft right from Zero. A great experi-
ence in . . . memory and concentration. That version of dialectic
(ellipses, -horizontality, reverberatibns), it's kind of Canadian. ° We
are almost in stasis so often, between opposing forces.5

1

Kroet%§h's<”dialectic"‘corresponds to amplification and the word-association

‘technique. The entries he selects from the seed catalogue prouide the
® ' .
stimulus to tHe unconscious. For Kroetsch, intent on his quest for authentic

voice and place, for identity, for wholeness th1s psychologlcal technlque of

kS - »A.w

ampllflcatlon is both,the pattern of hls-quest as. wandering knight- errant—

poet, and the pattern of the poem's structure. V01ce and . 1ntegrat10n/are

/

inextricably intertwined, "revolving around"” each other in this spiral

structure that is theé master plan of the universe, from the DNA double helix

-

to the spiral nebulae. As in these, the progress of the poem reaches only‘a'v

contingent conclusion. ]
I3

Seed Catalogue is poem as process. It is organic, like life, amplifying

itself, responding under control to-its epigraphs, one'tO'each”section;
relating its section to the one preceding it, pointing,to the one ahead,
unifying as well as guiding the poem in its development, For the rea@er,pA
intent to understand, amplification is the~way;to follow-the narrator through
the maze,-the'labyrinth, the intertwining structure of his search through the
abyssvof his mental depths for‘origins., That is the method this paper will
follow. Kroetsch always supplies” clues, the key to the next move.  The

trick (for Kroetsch is a trickster) 1s to look for vernacular 1nterpretat10ns

~of the tradltlonal rhetoric that he ‘uses 1ron1cally. Amplification is a
te 1que of depth psychology that no more than psychoanaly81s, accepts : 4
'inherited rhetorlc. It is des1gned t0 reveal the authentlc, de-construct the .

artificial. That is why it 1s used ‘here, for the quest is for authentic

voice and soul. That this modern quest demands the age-old Journey of the



wanderer 1nto the abyss of the mind in search of salvatlon places Seed

Catalogue in the epic tradltlon. The self-mockery is a cover-up of 1ts’;¥‘E'

-

essential serlousnesF The poem is-a covert operatlon, gging underground to. - ,*%

the buried past, to the unpons01ous, and to myth.— Ech01ng,‘bes1des, sometlmes'i.

»°

1ronlcally, all the trad1t§mvally greatest poets in the seed—catalogue of
wrdtersvof Engllsh, it allabut buries” them, but\:z;ply llke>"the uoman whp
buried her husband with his ass strckingfout of,the grougdrso that every;
time she happened to walk byvshe COuld give it'a suift kick™" (éec.~4) -
Generally, the seed catalogue 1tems provoke rlbald or at least ironic
responses. That is among the dellghts in reading the poem,rthough not for me
the greatest—-whlchrls in "dis—coverlng the hrdden meanings that‘reveal an t
amaziné underworld text, . Several'times; as unsuspected revelations came to
light, I echoed Kroetsch's "I Can't believe my eyes” (The Ledgefj_,.The comic
vision is usually Kroetsch's best weapon against»framework and grid,
inherited rhetoric, and any other obstructions togauthentic voice, His

humour de-constructs these absurdities and transforms them- into authentic, - - ~jrw7~'

though?égg;%ue, voice. VSeed'Catalogue is rich inAhumour, usually wry,

+ t

rueful, sardonic, self-mocking,- often hidden rn'allusion;poutrageous puns,

'tall.tales,ianecdotes, often~left.unfinished for the reader to complete,
-‘ . : s . ’ . L
involve the reader in the process; comic diminution of the hero-narrator in

his various personae of cabbage, badger, magpie, vine and brome~grass——to
name only some of the guides that reflect him on his quest--can usually be
, . :

~expected. In this poem as process,‘the humoﬁr tapers offvas.the rhetoric of B

the seed—catalogue is progre581vzly de~- constructed the tone becomes quleter,

more serious as the opposites become 1nter-related recon01led, 1ntegrated
Keats's "Ode to Psyche"”, the first of his great Odes, may be “thotight of

as the dawning of modern consciousness. While apparent?i;echoing'the ' .

%?syche/Eros story and Keatsfs discussion of it with the Ode,akroetsch in



Seed Catalogué's introspective amplification techniqﬁe seems to have drawn

also from the depth psychologist.James Hillman, who baées his eludiaatibﬁibf

his soul-making theory on the story.

How to place.Seed Catalogue in the contipqing poem, Field NofesL
involves identifying Kroetsch's concerns and. techniques., The Eééger, for

instance, introduces the binary structure of the debit-credit account that

-has been carried forwérd in Seed Catalogue, sof that placement on the page

. fugnishes clues as to whether the experiencg’has been worthwhile. Moreover,

. that binary structure becomes an import component of amplification;

frevolving‘around the matter under‘surveillanCe," as defined by Hillman

-
impliesxzhanging‘perspeétives somewhat as a profit and loss account does.
: This way of looking is itself a soul-making process, and examples'will be
pointed out inithe text where ordinary rational judgement of an experience
would seem to require a "debit” rating, yet that experience is placed on the
"credit" side. The point is that integration of the personality, the gteat
quest of the poem,rrequires this reconciliétion;oﬁropposites,~this'balancingf
of the accpunt. | |

Another aspect of The Ledger to be developed in Seed Catalogue derives

from the imperative "You must marry the Terror”, the real lesson in life
contained in the humorous account .of Kroetsch's great-grandmother's three

y

marriages with men ﬁho, though struck with terror of her, nevertheless

proposed to her. For Seed Catalogue's mnarrator, quailing before the imperious

demands of his “horse" of erotic-creative powér and therefore managing to f%ll
from it (as Dis, the hired man of death, discerns), must somehow acquire the
courage too tg'"marry the terror”, to accept the responsibility of the
challenges that confront his ambition.

Typical of Seed Catalogue is this turning of "everyfhing into metaphor”

{Lecker's phrase from the source in Note 4). Related to the "Marry the
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terror"” episode are the riches of the ancestral past held'in fhe précious
accoun;;\of the poet's forebears, not only in the written Ledger;.énd the
"letter from Aunt Ddrothj" with its humorous juxtapositions, but also in the
oral traditions sometimes forgotten, with tragic results, and mourned for, as

- in Section 9f Everything is grist to this poet's mill, Lut not for oﬁhing

L

does The Ledger end with "You must marry tﬁe Terror", capitalized, centred

on the page, and central in the poet's message to Seed Catalague.
This -sense of'h;story as a continuum that n& shafe inheres strongly

in "Stone Hammer Poem" (FN, p. lj): |

I have to/I want

to know (not know)

TWHAT HAPPENED o
The poem moves along in a series of images ot "the tqing itsélf” to specula-
tion as to the events in which it figured, but always it is at the>cen£re of
the passing scene. By the time it reaches #7, "The poem/is the sfone”, and
the poet Ttecomes as it were the unknqwn maker, moving into myth and metaphor:

Sometimes I write/my poems for that/stone hammer.”" The stone -has become a

talisman, providing the dynamic for other poems. For Seed Catalogue? Yes,

v

in the sense that as poem, as ”his—étory,” Seed Catalogue has been hammered

. . *
out of a life experienced and shaped to that purpose.

"Yow I Joined the Seal Herd” may be seen as a dream or fantasy of the

*(I too happen to have a stone hammer, flattened at each end
and double-grooved for thonging to a handle. _I plowed it up not
much over a year ago. As with the numerous stone knives, pestles
and net weights from the same pit-house site on "the land I think .
is mine,® I sometimes entertain conjecture of a time when other
hands” selected, shaped, and used it, perhaps to drive down fish weir
stakes into the gumbo of the bed of the Fraser liver loop that cnce
passed through this land. When Simon Fraser came down the river’'in
1805, I wonder, did the people of the place paddle out to the main
river to watch, perhaps throwing "my" stone hammer aside in thelr
excitement, for me to plow up out of the foot-thick deposit of silt
that covered everything since their time here?)
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narrator’'s, related to Seed Catalogue's narrator's name‘chahge to "Nature”

via Rudy Wiebe. His initiation into the Seal tribe of Nature generateéva
good deal of self-mockery, which invites thg rééder to laugh heartily at the
tentative explorations of the new body. The ears, haturally ehough‘for the

poet who listens a lot, register his first awareness of the change. But, as

in Seéd Catalogue again, the sexual fumbling: "Where, exactly, is--"

kY

tickles male risibility most, probably because it strikes at masculine

vilnerability where it ié most sensitive, sexual security,v

As in Seed Catalogge, self-mocking covers serious concern: to get away

" from the hHuman bondage of his self-consciousness, of his ineluctable..

\ ' .

disasfkii; relationships with his lovers. To wash his mind of its léhdness
drives him to the sea, to that old mother, eternal symbol of primal life and
the unconscious mind. Where the seals are at home, there he would be also.

It is to gain new perspectives on his troubled sex life that the setting he
- Ja

provides for this dream ox fantasy includes a seal herd in breeding season,
and that he demonstrates his prowess as a successful "bull". That his

success immediately shifts to his experience in "America," which comes off
second-best to the consummation with the young cow seal, cénfirms the
rightness of his orientation to Nature that solved the ﬁarrator's crisis in

Seed Catalogue. He "returns" to man-being willingly, re-assured or hopeful

that "my children (ours, I corrected myself),” that%zg, what "I" write gs'a
result of "our" Jjoint efforts, will be ear-perfect; with an authentic voice
based on aniﬁal as well aé spiritual values. We can see in such imagery the
inextricable relationship of the erotic/poétic that is' manifest in the

horses in Seed Catalogue. They, including Cindy and the seal contribute, or

ﬁéfhaps underscore, the purely physical element in eroticism, through their
animality. But where Cindy is distanced somewhat by Amie, whom I have

interpreted as the narrator's anima in his masturbation fantasy, the young
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cow seal, avfantésyfsex partner too, directly participates in‘the sex act
fantasy. From the points of view of Jung's "active imagination" therapy

: gnd Hillman's ”fanﬁasy-making” as a soul—makiﬁg process, this direct partici-
pation represenfs an incfease of consciousness and of soul, respeq?ively.l

Whilé we shall perceive in Seed datalogue the quest fof integration and

~voice achieved, a residue of pain from lost innocence of love will demand

some further effort to balance accounts. The Sad Phoenician, where the

narrator is a trader in love and words, seems to be about such an endeavor.
Once again, a binary structure keeps the balance, this time by conjunctive/
disjﬁnctive glternation of "and . . . but". A dialectic results, with the

balance contained in the pairings. Of some correspondence to the sections

and epigraphs of Seed Catalogue are the 26 letters of an alphabet that seem

to be for the most part artist's renderings of the Phoenician, ancestral to
our own, From them we perceive that the quest runs the gamut of A to Z, or,
as the narrator's submarine lover cgutions his manifestation, a Ulysses-like
figure: "but keep an ear cocked for sirens, you one eyed mariner/énd the
pole star pointing you in, fresh from the coast/of Ampérsand, a cargo to
Upsilonrbound « « «" This Odyssey is punctuated with a series of encounters
with lovérs——women who have initiated the end of the relationship with the
"hero" and who appear to bé metaphors for the narrator's passions for words.
For instance, tﬁe woman from Nanaimo ﬁlet us cail heérA" who lives in a
submarine, probably is a metaphor for his passionate search for the submerged
meanings of words. As language study, looking for original meanings is a
good way to start. That "she is hung up on clams"” suggestg.the fascihation
of words that resist opening up to meaning. "I am dwarf télher needments"”
says the narrator, echoing Spenser's "Behind her far awayra Dwarf did lag"6

suggesting that she, like Una (Truth), searches for truth, not helped much by

the Dwarf ( Commonsense). "But I'm afflicted with common sense”, he admits.

\
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. for his quest in Seed Catalogue, and here too, despite the disclaimer: a

1 ’ 9
’ ' @
The "Dwarf" metaphor shows him a divided and reduced man, which is the reason

quest for a woman who/might be satisfied, the holy grail nothing, poor dld/
Who?him gets it into*his brief case, he puts out to sea/so;to speak, forr »
himself" (FN, p. 84). This last phrase proves the point: integration of the
self is the quest; he speaks from a po&nf outside himself;

The Sad Phbenician ends with the narrator having‘experienced; psychologi-

cally, hierosgamos--marriage with the god. He has-become integrated with his
real love, through a process of elimination of his willful, worldly loves.

Through him the godhead can now express itself, and its expression will be in

the vernacular. The similarifies with Seed Catalogue are numerous: the quest
for integfation and voice; the binary structure, fhough arranged‘différently;
the self-mocking style of the self-styled loser at love; the sardonic, wry
humor; the outrageous puns; the vernacular dictioﬁ; the fragments of stories,
unfinished proverbs; echoes from a rich literéry background--these are dhly
the more obvious.

Seed Catalogue, of all those in the long continuing poem that is Field

Notes, is the t complex, ambiguous, puzzling, and demanding. But it is
also thé most rewarding| for close reading. Owing only its binaiy structure
to its main prédecessor, The Ledger, itiincorporates an astounding variety of
devices for co-opting what sﬁills (chiefly listening) the reader possesses.
The reader cannot stay outside this poem; if he does, he gets very little.

He must cast off all conyentional restrictions on %is'imagination, and
prepare to entertain and welcome, and let his mind play with, the hints that
come his way. They will, because Kroetsch always supplies them. Seed
Catalogue has been called the "discovery poem” of the series, probably

because the poet dis-covers and re-traces the route of his quest for

integration and authentic voice. It's also because the reader must discover
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so much for himself: But the clues are there.

The master clue is "amplification", and Kroetschrdefines love in iis :

terms, partly perhabs for the reader's benefit. For, to love this poem, one

sl

must amplify: "doing over and over”-as he says, "seeking the parallels"

Jung says, "revolving around the matter under surveillance" as Hillman says, -
and to do this is to alter perspective, change ore's wayﬁpf seeing, build"souli
Said Pythagoras: "All things are changing; nothing dies; the spirit wanders,
comes nowvhere,‘hdw there and occupies whatever frame it pleases.“7 That is
one of the reasons the sad Phoenician gave this name to his own animating
spirit. One can only try to follow, with all "vibrissae" out, 'as the narrator

in "How 1 Joined the’Seal Herd", tried. One can really do little else, in

Seed Catalogue.

- Section 1

- The poem begins with the narrator as child, with a cabbage-head layering
of rhetoric énﬁeloping his soul., 1It's thé end of winter and time to begin
life anew, Off with the storm windows, let the sunlight into the‘house; get
the hotbed of life going with the greenhouse effect of the ;torm windows on
it, not forgetting the efficacy of the storms of life to generate energy for
change. Open the seed-catalogue to:

No. 176--Copenhagen Market Cabbage: 'This new introduction, strictly
speaking, is in every respect a thoroughbred Lonly racehorses gualify

as, strictly speaking], a cabbage of highest pedigree, d &< creating
considerable flurry among profesgional gardeners all over the world.'

This imposing dream-figurehead of exotic background, impeccable breeding and
elegance~-rather like the ad-man's peanut in evening dress, spats, top-hat,
and monocle~-nevertheless, only a cabbage, signals a warning to the

ambitious boy it guides and reflects;'the italicised words delineate an
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ironic descriptioﬁ'of‘his dreém of origins. The glowing testimonial letter
which follows, wifh its formal,vséiited beginning, "I wish to say,"” GHAS in
‘the outburst of vernécular: ”Cgbbage were danay." The signature, "WW Lyon,"
recalls the winged,: lion-headed god Aior;,8 w@o holds the key to theé underworld,
that is, to the unconscious, that ié, "South Junction; Man." 'The key;for the
narrator, the message is clear from the god himself, is that this kind of
change, from rhetoric to vernacular, is the way to f;iiaw,-byAwa&rof the |

underworld route. The descent involves both the“seﬁse of using the "low"

vernacular instead of the "elevated" rhetoric, and the sense of plumbing the

¢ y

unconscious mind for~repré§sed or forgotten'memories that relate to the quest
fbr‘integration. The quest is tﬁo-fold and intertw%ned, the goals are inter-
related, and the underworld hSIQS the answer to both. The body of the letter
invites amplification at a deeper level too: "Seed.purchased/of you,"” with
its "ofh instead of "off", and its slash separation, gives the formulaic
"seed of you"; and "sweet corn" lends'itself to the vernacular "corny" for
trite or h;ckneyed or otherwise.outworn language. The inherited rhetoric of
£he letter is undercut, de-constructed, byAthe‘vernacular meanings under it
which reverse the paean of praise intended. This ironic reversal of inténded
meaning is typical éf the poem's style of narration. It impliés a startlingr
and extreme condemnation of inherited rhetoric: that such'rhetoric is

really saying just the opposite of what it intends to say. Its users are
unconsciously speaking with forked tongues;)its he;rers are unconsciously
picking up the vernacular meanings, because these are universally understood
ét a deeper level than those acceptable to polite socilety. The consequénce

becomes increasingly ominous, as Seed Catalogue goes on to show. This is the

imperative and the dynamic of the radical change to authentlc language that
Kroetsch, by implication, is proposing.

The mother's voicé saying "Did you wash your ears?” picks up and

%
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continues the movement to the vernacular., She is a Demeter figure,‘ﬁiddle—
aged, lbvipg in a non-sexual way, caring for the garden in a way that
reflects héf\ guidancevof the son in preparing for his great-quest. “YouA

coﬁld grog;cabbages in those ears" is a ‘time-honoured scafhing of dirty-eared

= A -

sons,:but under the scathing is the placing of responsibiliﬁy for listening

tofénd'distinguishingﬁthe real from the rhetoric squarely qn»her'son. As a

metaphor for iniensiffed liSteqing, the cabbage is a sort of amplifidd ear, a
A ; : = I : S
-, - , S
proliferation of eaﬁ#?olds to enhance listenling power. Since. perception is
. . - - Lo A S

a«mental function as well, the qabbgge as 'head, cabbage-~head,’' .or 'heéd'éf

cabbage', all carry iﬁ'varying degree an un%iattering mental attributioﬂef
The narrative continues wi%h the éccount of harrowing the garden.

l1age is the act of breaking up, refining the

Harrowing in the context of ti
: &

lumps of clay in order to release their potential to protect the seed and
_nourish the growing plant. In the context of thé preparation of a would-be
pbet, harrowing is a metaphof of painful though necessary preparation for
receptivity to increasingly challenging ideas. The echo of Christ Harrowing
Héll amplifies the sense of unconscious and spiritual processes. A signal of
' something,crucial in the context of growth cbmes with "You've gpt to under-

stand this."” Then come thefshort simple sentences, as one would use to a

child, or when it is impefative'to be understood: "Iﬁwas'sitting on the

horse./ The horse was standing still./ I fell off." To appreciaté the level

ofra farm boy's searing shame.to fall offra,harneésed horse ?étanding:still",
and then look for a deeper level of metaphor and symbol, we cah listen to
Kroetsch on horses; "You could . . . spend the rest of your life studying
the significance of the horse in art and literature. It's got power, it's
beautiful, it's creative, it's dangerous. It febresents the unconscious in

certain ways, because of its relationship with freedom. Men and the horse

have a long and peculiar relationship of inter-dependence, as Don Quixote

£

Py
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All this and more is relevant to the narrator's horse,

wouid remind us.:;9
the las£ sentence particularly, since the horse éppears throughodt the poem
at what we mugt believe are critical points in the narrator's progress,. which
‘is glso{fhe poem's process, of attainin% poetic voice., When the horse is
stéﬁéi;éésfill, the narrator's péetic power;is,§talled. When’the'?ider is
falliqg%éhe isJ1 osing that power. Fallen, his power‘is "dead"”. = An eratic
.component resides in the horse; and "fallen" means ééxual 'death™ foo.” Very

émbarrassihg,reven traumatic, when it happens before the sexual act, whenthe
horsé is standing still" or still sténding, tha£‘is, sexually r dy.'VThis is
what "you've got to understand.” Impotence, both creatitg/égg/ji;tic, is
the root vathe narrator's difficuity. 7
Dis, or‘Pluto,bruler of Hades, Death, whoée rape of Persephone caused
her mother Demeter'all that pain, is figured-in the mocking rhired man".‘
Deaﬂl,when pe;sonified; is commonly perceived as mocking at human attempts to
. ,
keep death at)bay. In Biblical myth, death enters the world only when Adam .
and Eve, tempted by Satan in serpent form, eat of the fruit of the forbidden
» treerof knowledge, Loss of innécence or naturainess is the corollary, and
with it, self—consciousnegé and guilt, then sexual "death", a'sitgation well
represented in psycho-therapy. Deathis a "hired" killer because in the
original state of nature, life/death Wwere as one exéerience. Separatingr
natﬁre from spirit introduced death. Now, here, after the "fall", Death
taunts the narfator, laughing? |
how f*'
in hell did you manage to Y

. fall off a horse that was 3
standing still?

8
%

Beneath the vernacular "how/in hell" is the sense of the narrator's having
thus consigned himself to hell, which we may understand as a psychological

torment at a deeper level than that occasioned by merely falling off a
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literal horse. '"Manage" suggests the falling off was intended, as if some
deep trauma, such as sexual~guilt for transgre551on of God s law, as was

suffered by the archetypal Adam, "killed" his erotlc/poetlc power. Theu:

italicised "standlng still” hints at an even deeper level ofumegnihg'that

amplification of imagery further along in the poem will revqé;. The "how/in
- 4

hell” image, in terms of the Psyche/Eros myth that is arcﬁe¢ypal for the

_ : o
soul's integration with loﬁe, représents a necessary sojourgiin hell for the
narrator. DPsyche, to appease Aphrodite for éttrééting Eros away from fheﬂ
goddess of worldly love_and beauty to her own greater beaﬁty; must‘feich from
the Underworld the‘box containing ﬁhe knowlé@gg of the beauty of death.
Psyphe must.herself "die" before she can be're—unitéd with Eroé. Kroetsch's
narrator must die to the love of ﬁorldly beauty,<bef§re he, an Eros'figﬁre

himself, can be re-united with the greater beauty of Psyche, that 1is, be

psychologically integrated. He must search for his soul in hell, even as

AN

Eros is represented as seeking, with his torch held high, in Hades for Psyche.-

What is the narrator's “torch" but Persephone's creative life-fire, the pure
flame of authentic voice? This is the dual goal of his quest, and the two

are inextricably intertwined, like the spiral torch of the wandering lover,

in the master pattern of the universe: the double helix of the DNA, of the

spiral nebulae, of the structure of this poem, of amplification that

structured it so, "like meditation, revblving under the matter under
surveillance". Death, as #the hired maﬂiLqis a wise guide; iﬁ spite of his
unprepossessing exterior.

Torch-shaped too is the radigg\?}hom the Latinlzggig, root), and a
spiral structure, amplifying in concentric circles, and "boriné: into the
ground. The Demeter-mother's whispered "Bring me the radish s?éds", under

her literal diversion to allay his embarrassment, underlines, as for Psyche,

the necessity of bringing back from the underworld the knowledge of the

) :

/ Noere !
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beauty of death, ofthe‘buried past, whefe his Qeep'roots are, and where he
can. find his soul, The radish, from whoég Latin root comes our "radical",
exemplifies the radi¥al nature of the valﬁeé’ the poém supports. .The great
qﬁest, integration, wholeness, is implied’iﬁ "a winter proposition” that
follows "Into the dark of Jaﬁuary/the seed cafalogue bloomed . . . with

illustrations” of its promise. January is the month of Janus; the god that

looks both ways: behind to dafkness and death, and ahead to beginnings,

-light, and rebirth. Shelley's "0de to the West Wind", parodied here in "if

\‘ .
spring should, come, then . . ."” calls for storms to clear away the exhausted,.
the dead, ideas, to m&ke room for the rebirth of the new. The parody, with
its implied completion "Can winter be far behind?"” places a greater importance

on wintgr, with 1its "propositiqgf‘(a sexual cbmponent is implied in its

S
vernacular) that death boldszﬁﬁé‘promise of integration and voice. The .

ringing conclusion.of Shelley's.great ode 1is defcqnstructed in the process.
The tbeme of rebirth after'deafh is similar in both poets, but wherefShelley
despairs of his own efforts, hopihg only that semeone somewhe 'll>take fire.
from thenmn, Kréetsch's ﬁarrator is positing a psychological change in himself

that will, while it gives him a new identity, by the same process give him a

" new voice. The prospect of death is welcome to both poets, but for different

reasons: Romantic death vs. post-modern survival through transformation.
Shelley's "trumpét of a prophecy" is rudely de-constructed, in abgentia,
as the prophecy'itéelf was in therforegoing, by the rhyme that follows the

description of "No. 25--McKenzie's Improved Golden Wax Bean: 'THE MOST

PRIZED OF ALL BEANS. Virtue is its own reward. We have had many expressions

. ~
from keen discriminating gardeners extolling our seed and this varieggif Here
is a moral Bean, almost a human Being, who asks noething more than to live a
modest virtuous life, despite the paeans of gardeners of keen discrimiﬁating

\ -

judgement who insist upon extolling its virtues. The rude rhyme that follows |
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ﬁ§§odies the-souhding extollers, including thé sténtorian openingbsalvo in
capiials, and makes of its viftue, not a trumpet fanfare from above, but a
bombast from below. The anthropomorphic bean, an ordinary‘guy, gets its
revenge, deflatigg the inflated rhetoric of its promoters.

in contras£ to the ridipulous rhetoric above that reaps ité own reward
of comic diminutﬁon, but ;n Eéeping'with the rude rhyme that priéks the
rpuffery,,is tge qrdinary authentic languaée that describes the mother's
actions. With her "binder tuine, strefched/ﬁetween two.pegs", she is a
figure of the love that stretches between life and death, binding the two
tdgefhe: in an inext;icable intertwining structure that is the master plan df
the universe, Her,Demeter/Mary Mother image,éf love and her real relation-
ship as mother to the narrator make the garden in which'shé.is "marking tﬁé
first row" a metaphor of the narrator as poet ready for £he first seeds of
his poetic growth. That the space for those first seedsfis markéd out with
homelylindigenous materials by loving hands means that as poet he should be-
grounded in his prairie space and use the materials indigenous to it. ‘Fair
seed-time had my soul,” sang Wordsworth, "and I grew'up/Fostered alike by .
beauty and by fear."io Kroeiéch's narrator is alsolearning, from a loving
Demeter/mother, where beauty lies. What ofvthe fear? Fear is on the spot
too, in the figurelof death the hired man makes. What might he learn from
his laughing. comment, "jus; about planted the little bugger}/Cover him up and
see what grows"?r Terror, certainly. Adults like the hired man don't realize;
or if they do, don't care or sadistically exult, that children gssimi}ate
such Jests literally., Raised a Roman Catholic (aévKroetsch was, the oldest of
five'children and the only Boy), Kroetsch or his narrator could expectﬂto be
buried, but only after he ha%ﬂdied‘anddhis soul had gone to heaven. The
grave as a return to the motﬁer for rebirth is an idea of great antiquity,

important in both the planting and the hurting cultures, which are echoed in
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Seed Catalogue by the gardening mother and the shotgun-toting father respec-

tively. Salvation, resurrection and eﬁernal life were net, fromlthé-evidenegj
of this poem, soyvivid as the sufférings in Hell,reser?éd‘for the sinher,
expecially the sexual transgressqrs. The priest saw to thét.' The Géfé;n of
Eden had its pitfalls and so had 1ife on earth,Lthe boy realized. "My father
had intense Edenic recollection of a lost home (Ontario),” Kroétsch“toldﬁseeiz)
Peter. Thomas. And a correspondingly keen noseufor*sexual guilt, we may
speculate, was related to th;t recollection. o

_The.fathgr's name was Papl, and he may echo in some ways that Paul of
the Acts of the Apostles, who, aé Saﬁl the tax-collector, éersecuted the
Christians. Then,»as Saul journeyed to Damascus, "suddenly there shined -
round about him a light from hgaveﬁ; And he fell to the éarth, and heard a
voicé saying unto him, Saul, Saul, why persecutest\thou me? And hé Said,
Who a%t tﬂou, Lord? And the Lord said, I am Jesus w@ém thou persecuté;t:
it is hard for thee to kick against the pricks."” fhe last is a fairly
literal, vernacular description of what Paul Kroetsch may have dongg' The
narrator follows the hired man's Jjest with "yy fa£;er didn'£ iéugh./Herwés
puzzled/by any garden that was smaller than a quarter-section of wheét and
summerfallow.” As a figure of the archetypal hunter used to wide-ranging
Hunting spaces, he would be puzzled by the notién_of a garden being 1in any
way meaningful to his son'sﬂgrowth; 160 acres of wheat or summerfallow was
. different: his sqﬁ could really grow a profitableJqup there, take over the”ﬁﬁ%
farm some day as his oﬁay son should. The garden w;; too little for "Saul";
he felt more at home with'his tax—colleétor jargon: '"the home place: = NE
17-42-16 W@fhyﬂe&idian." The last word deserves our attention because it is
the only one capital;zed with a large letter; "nNe'is in sméil caps. 'One ;f
the many meénings of "meridian" is "a place or éituatidn with its own

A -

distinctive character." Another is "south," Another is the apogee of
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matui'ity:' time to break with the past, with traditional aﬁthorit"y'_”*’Togf—é—tﬁé,r,,,

theydeﬁ?ﬁgrthehomefﬁlaee as one,of'cénsideraﬁie‘promiSQ’fér”gf6ﬁfﬁi”’A’Téﬁ'"”fng

lines further, the ﬁgrpator wonders, "How do _you grow a gardgher?" As a
parallel for the hoéé pléce, the Garden of Eden, from what the priest,.the T
voice of traditional authority, h@i §aid of its ban on uﬁrestric?ed séxual . -
gfreédom, suggests thatithé narraior's fall from the horéevhas to do with his
sexual‘"ﬁransgressioné".. Well see this;suggeétion borne bﬁt by amplification

of further material in the poem. =

" The secénd description of the home-piacé is such as the mother might'
give to é prospective ;isifor unfamiliar_wﬁth the ioéaliiy. But froﬁ her
ngeter;ﬁary Mother perspectivé, its ”correcfion line road” énd its "west”,.
then "south” from "Heisler”, 4t is rich injfa&oﬁ?ible Ptrognoses for the
narratof. "West"” is death, as in the vernacular "going ﬁest",'but death 6nly ’ @
_precedes return to mother earth for‘rebirth in‘the primitive myth, integra-
tion and rebirth of love in the Psyche/Eros myth, and Resurrection in the
Christian. Death is inextricéblyi;gtg;ty@ng@ﬁwithrlife7inﬂtb§7Demé§gr/Mary7,W,,,,, ;,
Mother's bindertwine, stretched By‘love betweén thé oPposite pegs of life and
death in the gardéh that is the narrator."But Per;ephone is,bouﬁd-ﬁo.the |
uﬁfer world two-thipds of the year, and life thus transcends death. Death
implies a "correction", both in the Catholic PUIgat;ry and in'fhe Psyche/Eros
myth wﬁere‘it is necessary to "die" befofe integratioﬁ of the soul.is

géssible. "Heisler" has a parallel ;;tﬁgdes, since, while it names a real

ﬁlace, in typical German fashion the name may combine the German heissen, to

name, and heiz, heat; thus;'§>hot place. As Hades, it is the underworld
Qhere Eros must go, torch in hand, to look fer-nhis lost Psyche. AS‘thé'ﬁﬁdéf:””");;’”’
world of the unconscious, it is.where-éll the burrowing and digging in the

mental depths'goes on, 'vwhere the harrowing is ddge, the rows marked out, and

the seeds sown; where the horse stands still, or still stands, and where it



is housed in Uncle Freddie's perfectly desigﬁed barns. It is finaiiy, ;He
"Hotbed” where new life quickens, and transformation of what is dead or
deconstructed into ar£ takes place; where the great quest Begins andrpnds with
a poet "dying" té his worldly loves and being reborn to love of the earthy,
simplé, and indigenous, his salvation having been vouchsafed to him by their
"natural grace”. ' |

One éan see lines of conflict forﬁing between father as a Saul "breath-
ing out_threatenings and.slaughter against the disciples 6f the Lofd (Acts
XI:1) and putting té an erotic/poetic death his son, and mother as Deméter/r
Mary Mother loving in a non—sexéal way and somehow understanding his needs

12

and potential and guiding him to fulfill them. But the fathér has a

positive part to Play in his son's redemption: "For he is a chosen vessel
unto me," the Lord said, "for T will show him how great things he must suffer
for my name'svsake" (Acts IX: 15,16). Who can doubt that Paul Kroetsch did
also suffer for-his son's sake? *That Kroetscﬁ's,relationship with his father
troub;ed'them both wé can see in this excerptfrom‘a poem entitled "Perecied

Visit":

But what if my
great tall
father
his eyes
forgiving
an errant son £
does not stoop
from the gravijto
love me home?

In spite of the anxious doubt expressed in the words and in their placement,
Kroet#ch has none in attributing his fondness for the tall tale to the
influence- of his father as a famous story-teller, and to his growing up in a

strong oral tradition. 1In the long run, even the father's 6pposition may

have given some impetus to the son's efforts. The kite needs the wind to

" A\
A
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rise against; the knife needs the stone to sharpen it.
But at the time, the frustrated narrator's sense of the home place was

bleak in the extreme:

No trees

around the house..
Only the wind.

Only the January snow.
Only the summer sun.
The home place:

A terrible symmetry.

~r

Each short bleak image is pounded down with a period. The pérallél ”Only. .
L phrases toli;ifEé:MOurnful bells. The echo of Blake's vision of the
"fearful symmetryy in the tiger suggesté the duality of haté/love which theéo
place means fof the narrator of Seed Gataiogue, and which is focussed in the

) > -
parents' conflicting attitides towards him. Yet, "the January snow” and “the

summer sun"lrwhich reflect/those attitudes, are metaphoré of death gnd'life,
whose inextricable intertwining alone can bringvaboﬁt transformation of the
destroyéd, the'de—constructed,rinto’art. It is the process of the poem; its
dead rhetoric is progressively de-constructed by the living vernacular and
transformed into art; At the same time it is the‘process or progresé of the
poet toward integration. 'Dead,” he moves toward being alive when he trans;
forms his worldly loves into the Iove of that which is more beautiful, Psyche,
the soul. By the end of the poem, he haé come close to that goal; the image
of the home place is repeated except for the last two lines. By replacing
the period after "house" with a comma apd ‘removing the capital from therfirst
"Only", he cohveys %;Zfzense that the remaining two emphasize the value of
the death/life sequence, It is a remarkable shift in tone frem despair te
hope, but the poem has prepared us for it. The change is not sudden, only a

progressive movement of de-construction and re-creation throughout; death,

then life; January snows imply summer suns. The symmetry, terrible no more,

\



is then not merely acceptéble, but propitious.

"How do you grow a gardener?” follows naturally from the hidden hints of

g?owth in the-home-place descriptions, and from the hired maﬁ's "Cover him up
aﬁd see ﬁhat grows.,"” The language that presehts the "show” of vegetables
(with our nafrator as "Early Snoweap Cauliflower") sets up an interplay
between the outward literal fact of their "vegetableness” and whatever inner

- symbolic imégery of grandeur or grotesquerie eacb cherisBes of itself.’ A
parallel exists in the carnival "Witches' Sabbath" atmosphere of Walpurgis-
‘géggi which supposedly honors St. Walpurga, a 7th Centu}y missiénary sent to
help St. Boniface set up his monastery that became the leading centre of
civilization in Germany. Participants in E?e ahnual carnival cast off their
ordinariness; they dress and behave in ways quite contrary to their,everyday
selves, but quite in keeping withltheir inner, unconscious selves. The
experience is revélatory; the effect may be regenerative and lead to self—“
realization and great worth, or pgrhaps tq destructién. Our narrator, moving
toward self—realization, is cdﬁséipus of the pitfalls. His dream or vision of
these costumed v?getables, a puppet show of his own making% reflects his fears.
The metaphor mocké the human propensity for seeking only outward transforma-
tion; £hé vegetables are only coafed with particularity, not changed within;
there, théy are still, by nature, vegetables. So with maﬁ: even one of
potential greatness may fare poorly.. For that, Macbeth is the mo@el: having
sinned against nature, in the end "Now does he feel his title/Hané loose_s

0
about him, like a giant's robe/Upon a dwarfish_thief.‘1L‘L

A Yet the mistress of Macbeth's equivocating witches was Hecate, a
psychopompic deity, one of the leaders of the ihitiates into the underworld
mysteries. He should have been in safe hands, fhén, and would have been,

had not the witches acted on their own (and drawn Hecate's wrath for thereby °

spoiling her plans: for his transformation, perhaps?) The uncertainty of

p
N



life is the point, one that concerns our narrator and that he takes up again,
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in Section 9. For modern man must discriminate among the myriad voices that
assail him from outside and within. *Macbeth's were withiﬂ at first, and when

his wife added hers, the combination proved his undoing. Seed Catalogue

places’ great importance upon listéning;'the mother's whisper is a recurring
motif, which, as in music, centers the composition, AmplifiCation, as Hill—
man defined it, is like variations on a theme‘of mﬁsic. It is to function in
that way now.
The "mother's wake” naturally follows the ﬁurder of the mother—lagguage

(in naming the vegetables thus), the earthy vernacular basis of the King's
English. Th;lunreal world of the "World Series”--the teams are American--
impinges on the real. But the "rain" of thi?;;ééilwdrld suggests rebirth,
and the line, "the road to the graveyard wa;'barely passable”, hints that the
mother-language is not to be Buried easily. "The horse was standing still”,
but at least it was still standing, waiting.” The mother's whispered "Bring:
me the radish seeds," suggestihg a voice in the %indkzgupplies juét what . the
narrator needs to get him back on the right road. "W;ke" is ambiguous,
although amplification of the image strongly suggests that the mother is
waking her wandering son to his real job, his quest. A parallel exists in

James Joyce's Finnegans Wake ('Finn-again Wake'), also a dream book.15

Section 2

>

In Section 2, the quest for the "radish seeds'" renews. The Badger and
magpie reflect the narrator in his relations with his father "all summer”, an .
image that suggests a period of rapid development of ero£ic—poetic power. - Not
without‘burgeoning ¢pposition, however: the opening words, "My father was

mad at the badger", is understandable even when the badger is seen as the

badgering son "aigging" for ancestral roots in the underworld of his
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labyrinthine mental depths, instead of, say, as the only son, preparing to
take over the farm. We wonder at the intensity of the father'’s angér because '
we suspect tﬁat "mad" suggests a depth of anger greater than its usual
meaning. A shotgun is not a metaphor for Qrdinary_angér. Its shattering
destructiveness suggests a high emotional charge of the literal meaning of
"mad". It recalls the father as‘a Saul figure "breéthiﬁg out threatenings
and slaughters"” against the Christians, then the Lord's voice, concluding
"it is hard for tﬁee~to kick against the pricks.” Saulad been blinded by
the grea% ligﬂt a moment before that signalled a févelation, had heard the
voice of the Lord, and was instantly converted, to become an indefatigable
preacher of the Gospel to many lands. As Paul, he has come down to us as a
stern figure of sexual morality: ;If any be blémeless, the husband of one:
wife, having faithful children not accused of riot or unruly” (Titus I: 6).
He is pefhaps the more rigorous in his moraliti because, as he confesses:
"For we ourselves also were sometime foolish, disobedient, deceived, serving
d%vers Iusts and pleasures, living in malice and envy,vhatéful, and hating -

o~

one another" (Titus II: ‘3). Nor would Paul be the sort fo laugh at the
hired man's mdéking laughter: "just/ébout planted the little bugger./Cover
him up and see what grows."” Deéth is tob serioué and grand a matter to iéugh
at, as he reasons: "Eut some man will say, How are the dead raised up? and
with what body do they come? Thou fool, that which thou sowest is not
quickened,.exigpt it die: And that which thou sowest, thou sowest not that
body that shall be, But God giveth . . . to every seed his own body" (I Cor-
inthians XV: 36-38).

S0 now, Paul, the harzator's father (with the other Saul/?aul strong
within him}, "took the double-barrelled shotgun out into the potato patch and
waited" for the badger, trying to puzzle it out. '"Why, my father asked

T

himself--Why would so fine a fellow live under the ground?” He spoke in terms

*
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of the badger who "looked like a little man” (the homunculus of the medieval

alchemists'“art, brought into being from the prima materia supplied by nature,

ahd, before that, the primitives' initiatory rite of'passage from the qhild—
hood of the mothers' worid to the man's estate of the fathers'; in Seed
Catalogue, transformation-in=process of fhé narrator's Psyche). He thought
of his son's persistent interest in the buried past, then of his poetic/
erotic "transgressions', anddthén of the "burial"” the hired man was laughing
at. He hazarded answers, prompted by the voices within: "Just for the cool
of roots?”, thinking of cooling a burning curiosity about the ancestral past,
then of the cooling of sexual passion following 6rgasm, and then of the
cooling of death.  "The solace of dark tunnels?" he went on, thinking of the
consolafidn of exploring subterranean passages of the buried past and of the
psychic depths, then of the consolation of penetrating the hidden vagina, and
then of the consolation of the darkness of the tomb. "The-blood of gophers?”
he concluded, thinking of finding'insignificant relatives, "go-fers", in the
family tree, then of the tlood of the pierced maidenhead, and then gf the
blood of Christ flowing from his spear—pigrced side, which bought th§ '
Rggurrection.’ Naturally, he could not shoot the "badger"; it was higébon.
"He uncocked the shotgun", which, further amplification will reveal, means
tﬁat he effectijely discouraged future "sexual transgressioné."

The counterpointing.lyric defining love in terms of the badger/son
occupies the "credit" side of the "accoupt”, if we think of the binary struct-
ure that a4 critical episodes indicates fhe "balance"”, with, as in The
Ledger, "debit” side on the left. (Its paxallel movement should remind us of
the poem's intertwining structure, which we have allied with amplification,
defined earlier as '"revolving around the matter under surveillance'", a matter
of changing perspective. Soul is a way of seeing, according to Hiliman.) In

spite -of what we have interpreted as angry opposition, then, the narrator
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seems to see from the epiﬁodera net gain to his quest for integration and
voice., At any rate, defining love in terms of the badge?'s actions reflects
the actions of the narrator as poet, iover, and CQ{ist figure: "Doing/bver
and over" reflects the poet's working routine on a poem, the lover's sexual
act leading to orgasm, an& the Christ figﬁre'g eternally-renewed pfomise of
the Resurrection. "Standing up to the loaded gun" reflects one's standing up
for one's convictions under the gun of neglect or devastating criticism, .
describes an erect phallus responding to "loaded” testicles (the shotgun i&
double-barrelled), and, because of the Resurrection, defies death, the hired
killer who jn effect holds a gun to our heads. - "Burrowing" reflects the
poet's digging in the buried past and in his own mentéi depths; in séxual

terms, penetration to the point of being buried; and in the Christian context,

the humble and slow progress to triumph on the model of Christ's burro (donkey)
ride into the city. | |

The poem is working toward a réconciliation of opposites, which is how
the left and right side of the binary structure probably should be regarded,
rather than as "debit” aﬁd "credit"” sides respectively, as they were in‘Igg
Ledger. There is a "left-hand way--an approacﬁ to spirit through Nature.
Such an approach was the capital heresy of Giordano Bruno, burggg alive at
the stake on Fébruary 46, 1600 A.D. He was himself an incarnation of that
'coincidence of opposites' of which he wrotes ‘'All oquod is in all things .
. « because just as Divinity descends . . . to the extent that one communi-
cates with Nature, soc one ascends to a Divinity through Nature, as by means
of a life resplendent in natural thiﬁgs one rises to the life that presides
over them'. The left-hand path is . . . by way of the senses——the/eyeé, fhe
heart and spontaneity of the body--to a realization and manifestation 'at the

still point of the turning world', in act and experience on earth, of the

radiance, harmony, bounty, and joy of nature . . ." (gﬂ, PP.265-266, much
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abridged). From this, it becomes evident that Seed Catalogue's narrator

inclines more to this "left-hand way" in which God is immanent in all things,
than to the "right-hand way" (of the Church authorities that burned Bruno) in
which God, as® transcendent, 1s separate from his Creation, "out there"

*

somewherey fetxthe poem's intertwining binary structure seeks a balance, a-
reconciliatiog‘qf—these opposites, a ”middle waygf There is such a ﬁay, and
Kroetsch, digéing in his ancestral past, discovers it in the Gefman biograph-
ical epics of Medieval Romapce, of which more later.

The stark narrative of the fatherﬂé attempts tovshoot‘thé badger cbn—
trasts sharply to the rich’complex of inter-related allusions in the lyric's
definitions of love. Perhaps the father's unconscious sympathy with the
badger preventeéghim from hitting it. 1Instead, "he killed the magpie that
was peckipg away at a horse turd about fift& feet beyond and'%b the right of
the spot wbere the badger had been standing.” It was nét likely an accident.
As a bird form or metamorphosis of the shaman—trickster in Montana Blackfoot
legend, with which Kroevsch would almost Qertaihly be familiar, thevmagpie—
Serves as interpreter of intermediafy between man and the powers behind the
veil of Nature; on Behalf of a gixliwife, he is;se rching among the remains
of her buffalo-husband, pulverized by angry feliow—buffalo, for the fragmentb
-0of bone that will regenerate him.16 The gpie "pecking away at a horse turd”
echoes the legend, although the horse of the narrator's erot;c/poetic power
"has diminished to an even less promising residue than the buffalo's. The

magpie's position in relation to the badger is analogous to that of Christ's

to God, as described by Stephen:

Behold, I see the heavens opened, and the Son of man standing on the
right hand of God. Then they cried out with a loud voice, and stopped
their ears, and ran upon him with one accord, And cast him out of the
city, and stoned him: and the witnesses laid down their clothes at a
young man's feet, whose name was Saul. And they stoned Stephen, call-
ing upon God, and saying, Lord Jesus, receive my spirit . . . And Saul
was consenting to his death (Acts VIII: 1).



27

Despite its apparent damage to the already tarnished image of Saul, this
passage leaves some hoﬁe for the narrator, aAStephen figure in this Christian
context, "a man full of faith and of the Holy Ghost™ (Acts VI: 5).A If the
father could bring himself reluctantly to countenanée the ancestral searches
of his badgering son, he dréw the line at his soh;s'inferest and perhabs'
participation in the procedures by which supefnatural‘powers became |
accessib}e to the shaman-trickster. "He killed the magpie."

However,' fhe magpie, "jumping around;' preparing for his flight to cé.tch
the dead man's soul, must in his own right and»és a "heathen" counterpart
‘to Christ also "die" to do so, and the shotgun takes care‘of that. (Paul is
revealed as the "Lord's vessel” by his act). Thus the magpie, to the right |
of the badger)bod, stands ready to receive the "dead" narrator's soul, as
Jesus was to receive Stephen's. (All these shifting identities‘are possible
bécause of the "lefé—hand" way that perceives "all of God is in all thingsﬂ,
a way that did not die with Bruno)ﬁ Resurrection is the hope for the
- nafrator in this combinatien of Christian/myth and Plains Indian legénd, and
even Paul comes through as the Lord's vessel. "They're harder to kill than
snakes"” he brags, a refere;ée to the éower of the spirit over sexual tempta-
tion represented by snakes, and perhaps to some Gnostic sects' serpent
worship. It is a typiéal Pauline theme: savage4your ;exual desires. "They
eat robins' eggs”, he declared virtuously, probably a denunciation_of the
heathen magpié/shaman's focus on death and the spirits, instead of the
Christian promise of the Resurrection sugéestéd By the robins' eggs. His
change of story the following week with the magpie as his intended target all
along has a basis in language: one definition of "magpie"” iﬁ the OED is that
it is the next to the outermost ring round the bullseye. ?aul aid_not miss
the target entirely then, when he hit the magpie; he only manipulated the

definitions, probably a greater sin in the narrator's language-oriented view.

b
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A1l his rationalizations for the switch ofatarget mustvbe seen as Jjust that;
the trufh is likely to be that he perceived-a greater sin in what the magpie
reflected of his'son’s sexual transgressions,‘as we shall see..

rPaul's defence of "robins' eggs” reflects an aftitude eounter teuthat of
pbe narrator/son, who puts death first as a necessity for life. The’reversel
suggests an important parallel in Chaucer: "The Knight's Tale" has Duke B
Theseus settling the‘irreconcilable rivalry befween Arcite, a devotee of Mars,
and Palamon, of Venus, for the fair Emily, by Having then meet in toﬁrnament;
each attended by a hﬁndred of their finest. Arcite, after a long s£ruggle
between the opposing factions, is declared the victor. But Saturn, having
promised his dagghter Venus otherwise, sends a mini-cyclone that enveiops
only Arcite and his‘horse in its whirling dust. His horse panics, Arcite
falls on the saddle hern and dies. Everyone is thrown into an uproar of grie%
(the style is mock epic). Theseus silerices the crowd and emphasizes the point
that since everything created must die, it ie wise to regard death as

desirable. "Thanne is it wysdom, as it thinketh me/To maken vertu of
17 '

necessitee." His speech is outside the general mock ebic style, and is

unique as the only place in Chaucer where this "good pagan” view is expressed.

In Seed Catalogue the idea is echoed ironically in Section. 1's rude bean
rhyme:r ", . . the more you eat/tﬁe more you virtue,"” ‘Eaten, beans create
their own necessity. The style fhat describes the bean is also mock epic.
The point being made is that this style backfires (ha! pun) on its subject.
For the narrator, to whom death is a necessity for rebirth, for art, death is
a virtue,-and the point that Theseus makes supports his owWn. The allusion

. has triple force: it scores against the mock-epic style of‘the seed—r
catalogue rhetoric; for which Arcite's mourners supply a;parallel, and.it ’
scores a point for death as a virtue. The Chaucer model also has Palamon,

the devotee of Love and Beauty. personified by Venus, triumphing in the end

.
.
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ovdr the aggressive, war-like Arcite (whose name echoes the bean's "virtue”),
and winning the fair Emily, who, ironically, does not care much either WaYy .

On the whole, as a worshippér of Diana, she would prefer to remain & virgin--

which suggests that man can choose: love or war; no innate compulsion drives

him to either. Hence the importance of love in soul-building as a counter
strategy to war. Love completes the trinity. - (We shall encounter Diana again,

or rather, our Grail knight will encounter her earthly model.) It is fitting

" that Chaucer, "the father of the English language”, should provide such a

rich source of inspiration for Kroetsch's song. Demeter and the mother

language have been well served.

Section 3

The angry opposition of the father to shamanistic flights of song echoes
in "No. 1248-—Hubbafd Squash”, with the magpie lyric inserted midway in fhe
description and caught, as it were, in the ossfire. The doubling of digits
in ”No.>1248” warns us nov only of ambiguou:xigening, but also, of proliferat-
ing opposiffgn: from the single case of a ﬁéll-meahing father's atfempt to‘
squash his son's poetic flights to the wholesale destructioh and world
confiagration by superbombé. The notion of Nature acting in accordance ﬁith

mankind's foibles by giving him a "matchless variety” of "squash” - has multiple

associations of horror. With the narrator's double meanings we &how enough
now to look for vernacular meanings under the inherited ones. The word
"squash,” for instance, with its vernacular meaning of "destruction"”, provides
a clue for reading the vernacular meaning of the entry, especiaily the
italicised words. The_deeper, hidden meaning of the entry then emerges:
"mankind"”, ironically, is not "kind" when its fondness for "squash” has. had
the result that '"Nature"”, that is, human and natural resources, appears to

have "especially provided" this "matchless" variety of 'superlative flavor".
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We know only too well that a special thébry of relativity made possible the

hydrogen super bomb detonated by atomic fission. "Matchless” indeed; it needs =

no match and has none.
Like the badger lyric that.fbllows the episode dominated gy the shétgﬁn,.

the magpie lyric defines lqve under the threat of death. Where thé flrst is -

on the right side in the biﬁary structure, the magpie lyric is in the‘ﬁiddfé,

I'e .

Perhaps foreshadowing death. It celebrates life/death\inia dance of erotic
joy: _ . v ,
Love is a leéping up
and down.,
For behind it lives thé Plains Indian myth of the magpie searching in the
remains of the buffalo-husband for the remnant of bone that will regenerate
the original, For the narrator, it means the restoration of his efotic/
poetic power if the hofse can be regeneratea from his turd. Not much hopeh.

one might think, even allowing for Kroetsch's ever-present self-mocking. Yet,

in medieval alchemy, excrement was the 'prima materia’' for the transformative
process., And the magpie must die, as Christ hadAto die, in order to recéive!
tﬁé soul of the dead (whb must of course also have "diedarin order to be
reborn):

Love 7 A -

is a beak 1in the warm flesh
The hesitancy in the long space between "Love" and its definition suggests
wonder, or reluctance to acknowledge, that love resides still in that image
of death, whether in Chriétian resurrectiQn, or in shamanistic flight to find
the dead man's soul, or in a father's fear-filled fury to destroy the
shamanistic flight of song to which the son aspires-v Worse, the definitionA
of love is a generalization, and therefore has universal applicafion: "Nature

appears to have expecially provided” it,. this squash, this rough love that
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kills. It is an ineééapable part of our nature then, aﬁd'it behooves us to be
cognizant of that fact in,order to deal withﬁit, ﬁoth in ourselves and in
others. For it can be dealt with: £he faif Emily that dweils within us is av
virgin Diana and favours neither Mars nor Venus, neiﬁher'Arcitéknor.Paiamon;'
our souls can go either way. Prédégtination implaﬁts the poten£ial for either;
free will gives us the choice. But, when those who sit in the seats,of'the
mighty choose poﬁer, therrest of us are especiélly vulnerable. The '"beak in
the warm fleshd is a repuisive image‘of'predatory power wréaked upon a
helpless warm-blooded creaturé whose Only‘fault was thaf it had a lively love

of life, and, in this case, an inclination to poetic flight.-

The description of the squash conceals, as always in Seed Catalogue, the

-real beneath the rhetoric. The Teal person should come closest to.the

description that completes the squash entry: "'As a cooker, it heads the list

for warted squash. . . .'" (The italics, as always, signal the need for

special attention). The likeliest candidate for this unflattering sketch, we
may speculate (ﬁhile affirming that we all have the basic qualification and
tend to follow the'"voice" that caters to our secretAsins) would be, during the

gestation of Seed Catalogﬁe while Kroetsch was employed in the U.S.A.,

‘President'Nixon. 'Appalling revelatioﬁs of his misuse of:power came to light.'
Watergate was indeed revealing his "warts™, and they were many. .It was thénli
seen as astonishingly i‘ronic thatf during his campailgn }@aﬁd leTt it be knowh
that he wanted to be revealed "warts and all". He had ;;Bkéd‘evidence\in

plenty in preparation for the investigation and, both as president and as

chief conspirator of his colleagues in crimes, with their secret lists, he

“headed the list for warted squash”. In Spiro Agnew (whose first name

1

suggests the spiralling growth of the squash "vines") he had a "strong running'

mate for Vice-President. Among the "fruits" of victory in the election was

the occupation of the Oval Office of the chief executive, and the Green Room
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use ér,state receptioné} folive—shapea, of a deep rich green colof” fespect-
ively. Under his hail-fellow-well-met extefiér, the inne; man, hisrmrind"; we
might say, gas "smooth” enough. What even an admirer, Theodore H. White,
" wrote about him makes Nixon antithetical to Kroetsch: "There was no poetry
in Richarq Nixon. The liberal tradition héd heroes runﬁing back through

. % S
Lincoln,;to Jefferson. The conservative tradition, of which Nixon came, had no

{ ancestor heroes; his mind had to pick its way awkwardly through the facts, the-

realities, with no governing code, no inherited dream"ia‘(emphasis added).

" Yet White's observations need qualification. Nixon may never have had poetry
in him in the narrow sense, although even that is doubtful. He was touched
with the fire early in life; he did have musical talent and at one timé
considered a career in music. But he was one of th5§e, whb, as Oscar Wilde

wrote in The Ballad of Reading Gaol, "kills the £hing he loves." For Nixon

seems to have kilTed that within himself which could have saved him and his
country from the fierce psychic trauma that convulsed them both. }y@'is

Perhaps the prime example in our time of the destruction inherent in yielding

" to the temptation of power that resides in us all, implied in "Nature seems tq

have especially provided it. + . " What concerns Seed Catalogue is thé
search for integration of the other half of man, his despised and deposed
other half, for then the poet can discover in fhe whole man the source of
authéntic voice.,

Nor may Canada be exempted. A caée could be made‘that the‘description
qf the squash fits John Diefenbaker, sprely the prime Canadian perpetrator of

inherited rhetoric during the gestation of Seed Catalogue and a notable

"cooker” of a lukewarm issue to the boiling point of outrage. -The strong
influence of. his wife Olive, a former Toronto schools supervisor with a
reputation for strong will, and therefore no clinging "vine", but a “strong

running"” mate, could well have resulted in the "fruits" of the administration

1
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being ”olive—£E;§ed." One of those "fruits", Lake Diefenbaker, a 100 miie
lake created by a.large dam 6n'the South Saskatchewan River during his

/f\administration, ¢éan be "of a deeﬁ rich green color,” when viewed in a certaih
light. Beneath the bristling crustiness of the ﬁolitical man must have
subsisted a convivial "rin ", for his participation in~publiéity hi-jinks was
easy and "smooth", in contrast, ;ayjdgorthe embarrassed awkwardness of hié
chief rival, Lester Pearson. Yet his inability to delégate power,‘and a
Suépicion, amounting at timés to paranoia, even of his underlings, alienated
him in the end from his party. Nor, with his emotional attachment to the
monarchy, ﬁas hié administration a fruitful time for the development of a
national identity,Aor for experiment in the arts, which might have furthered
that development. Ail is emotional baggage.with its negative results, and
perhaps particularly Eis inherited political demagoguery, could scarcely fail
to iﬁpress Kroetsch as evidence of anotherngOd-man gone wWrong in succumbing
to the temptation of power, and sacrificing tovit the warm loving man known
only to the chosen few. Diefenbaker's Bill Of Righfs, his defiance of U.S.

pressure to arm the Bomarc missile, and his floating of the notion of a peace-

keeping force abroad--all of which worthy efforts he hoped would win hinm a
Nobel peace prize, could do little to alter that impression.

That the nafional leaders of the English-speaking majority on the

X
contiq@ms. should be inimical to their own full development, and, by extension,
to that of their countrymen, is an interpretation as alarﬁghg as it is radical.
t should be unbelievable, It would not be umbelievable to artists and their
supﬁorters in 5o£h coﬁntries; who generally deplore thetr governments'
niggardly support of the arts. The Nixons>and the Diefenbakers are the nofms,
the Kennedys and the Trudeaus the exceptions, in English-speaking North

g’America. As yet, the transformation that will recognize and welcome the badger

and the magpie has touched toc few, both among the rulers and the ruled.
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. Mostly, these figures of love get short shrift, as here. The authentic voice
Sought can only find its antithesis in the strange ﬁew language of.the
Watergate conspirators, and in the exhausted inherited rhetoric of Diefenbaker.
The men of power are hié father, amplified.

"But how do you grow a lover?"” links the tragedy of the magpie/shaman

capering in his dance of deathrbetween twin horrors of ourrtime to the
narrator's first sexual experience. Frustrated, and disappointed in his
father's angry opposition to his first tentative explorations into the buried
past of history and legend, myth and ritual, the narrator encounters more of
the same in the priest's admonitions concerning seiﬁ&iﬁiove: "You'll go to
hell/and burﬁ foréver (wifh illustrations)" for "playing dirty." Fear ana
guilt are imprinted on the begineer in erotic love, on this, the second day
of catechism,""Germainef has, as a name, seeding and "growth" connotations:
seeds germinate, gfow into plants. But what ge;minates from the seeds of this
experience? Poor stuff, and some wr& humor, as narrations of early sexual
experiences usually do, froh this sort of preparation of the ground. The
experience is germane to the matter of erotic love, how one handles one's .
sexuality thereafter, after'the priest’'s lurid lessons. "Let's do it Jjust one
last Fime/and guit” suggegﬁs postponement, indefinitely, of the quitting.
But the fear and guilfzére not to be postponed so easily, nor is the "guitting”
always voluntary.

"This is the God's own truth" becomes the -prelude to the whopper, the
big lie, the story of Adam and Eve. From the priest's choice of language in
his warning lessons the narrator perceives the story as "Adaﬂ and Eve got
caught/playing dirty.” It is dg-mythologizing with a véngeance, and the
séxual union of the archetypal ﬁair is reduced to something "dirty.” No
wonder that the authentic essence of beauty is lost in the language, buried

in the dirt. Before that happened, here is the beauty, as the narrator, with
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his simple "This is the truth", tells of the wonder and the power and the glofy

of his first erotic expgfgence:

We climbed up into a granary

full of wheat to the gunny sacks

the binder twine was shipped in-- . J

we spread the paper from the sacks

smooth sheets on the soft wheat

Germaine and I we were like/one
The granary, the wheat, the gunny sacks, are all powerfully symbolic of the
sexual seed so soon to be released. The binder twine éuggests the intertwin-
ing of ‘the human bodies soon to come, of the twin sexual powers of male and
female mingling, fertilizing, and binding together in that double helix
structure of the DNA molecule that is itself the master pattern of our body

structure. On that pattern too, which is also the pattern of amplification,

"revolving around the matter under surveillansg," Seed'Catalogue takes shape,
written as it wére on the "smocth sheets" on which the sexual act 1is perfofmed.
Insofar as its dynaﬁic is‘séxuality, the poem becomes a sexl act, the
binary structure of lines 2, 5 and 6 (the mid—spacelcreating twin parts of
each line) corresponding to the separate hﬁman bodies, the separate spiralling
coils of ﬁhe DNA, before intertwining into one structuré; Thus the narrator
and Germaine ”werelike/bne," the slash (/) sgggesting two-as-one, although
not actually one, no more than binder twine or the DNA is one, but two
intertwining inﬁo one. -The briest spoiled everything. Note how his words in
the lines below unravel the strands as the lines separate into the original
binary étructure again: .

we had discovered, aon't ask me

how, where--but when the priest said

playing dirty we knew--well--

he had named it he had named

our world out-of existence
(the horse was standing still)
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The two who had been innocent follow their great archetypesrout of the
Garden. With the loss of innocence comes guilt and with it the loss of

erotic/poetic power, symbolized by the immobilized horse. The sense of loss

and pain of that loss are strong, and the question, '"But how--", ends only in
pain renewed by frustration., "Pinch-Me," in the nursery rhyme, is the only -

one left when "Adam and Eve got drownded.” The®emphasis on the last word,

deliberately mis-spelled, is on death, of innocence certainly, and of sexual

and poetic power probably. The question, "But how do you grow a lover?" is

still unanswered at the end of the section. "We decided we could do if/just
one last time"” is, with itsfwry humor, loaded with guilt and pain. The
overburdsn of rhetoric on erotic love, like that on the squash, disguises

and defiles its true nature, "names it out of existence"”, and paralyzes the
narrator's poetic power which depends on it. "Naming"has numinous power for
Kroetsch. Even the stress of sexual trauma not nullify. his keen sense
of the power Qf language. The sectign providss more evidence that sexualityJ?
and 1anguage comprise another pair of twin intertwininé strands in Seed

Catalogue's structure and theme. .
- Section 4

The misleading rhetdfic of the seed-catalogue and the outmoded contents
of Mary Hauck's hope chest maintain continuity with the previous section.
Yet both, by their nature, contain the seeds of hope for the narrator. Both
arrive in town (Heisler, the "hot place") in January, the month of the god
Janus, who looks both behind to the dead past and ahead to the hopeful
future. Days are becoming longer and warmer, nights shorter. On the
shortest night of all, June 21, 1919, (the first since WW I ended), Mary
Hauck, cooking at the Heisler Hotel, loses all her treasured possessions

when the hotel burns down. What she lost symbolizes the traditional past
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;that the prairie town never had. Her satin sheets, tea towels, English bone
china and silver serving spoons are part of an alien exhausted tradition, so
far as prairie culture is concerned. And the proverbial "the shortest night
heralds the longest day"”, as the year 1919 reminds us (the long night of Wﬁ I
echoiqg behind it) with the shortest- digit, 1, féllowed by the longest, 9, in
series, projéctable to infinity, which makes the proverb’é general truth. We:
may interpret the longest day as the light of hope, then, that inevitably
follows the dark of despair, outlasting it always. Mary Hauck's brief night '
of loss implies the prairie-cul£ure's long gain. (WW I's four years of dark
desp;ir were follougg by twenty of peace.and.light). When the hawk that
drives the gopher to its brief cover departs, the gopher -reappears instaﬁtly

and remains until the next alarm, Under "How do you grow a prairie town?”

the narrator responds with "The gopher was the model.” The passage that this
statement heads occupies the "credit” side of the binary structure; Mary
Hauck's lost tréasures in her hope chest occupy the’;debit" side, and the two
passages’are out of phase, the gopher appearing after the hawk has departed.
Another way of saying the same thing is that’Mary Hauck's failure; despite
her "cooking", to hawk her settled EaStern‘culture to the prairie town was

followed by that town's renewal of its indigenous habits.

Under "How do you gTrowW a past/;, the long list of absent traditional
symbols iike "silkWorms; Lord Nelson, pyramids, sailing ships, ballet and
opera, Heraclitus [you can never step into the same river twice, or even
once] and the Seine, the Rhine, the Danube, the Tiber and the Thames," is
defléted by an occasional appearance in the 3ist of something indigenous. A
bottle-opener, a condom, the girl with availhAble nipples to kiss (but only if
the Eskimos win the Grey Cup, the Holy Grail of football-minded Canadians),
and the Battle River that ran dry one fall, so that "the Strauss boy could

piss across it"--all these contrast ironically with the hallowed and sacred
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symbols of traditional cultures. Therevis a good deal of mockerysin this'
local pride, but that pride is for Kroetsch a rich source of authentic'Poetic_
materials, including a "past.” Local prlde replaces the tradltlonal past with
the tall tales that the "A-1"[small caps] Hard Northern Bullsh1E>ers" tell in
the lobby and beer parlor of the Helsler Hotel. The substitution of ”A—1"
(small caps) for "No. 1" which properly completes the top grade of prairie
wheai--"No. 1 Hard or Northern"--is significant: the vernacular meaning of
"ampersand", the symbol &, is "A-1" in the sense of being "the most exceilent
thing or person” (OED). Although the small caps here humorously undercut its
- importance, the ampersand is an important symbol for Kroetsch of what is of
the greatest 81gn1flcance in.language. We shall encounter it again in Seed
éatalogue. The de-construction*that is going on in this section_rncludes not
only the traditional symbols of a rich but alien past, butlalso one of a rich
Canadian prairie tradition‘of growing top grades of wheat. ©Shades of Herman
Trelle, who grew Marquis wneat to a series of world championships and made the
prairies famous! But pride in the oral tradition is genuine with Kroetsch, *
and to apply the prideful top grade of prairie wheat to hotel beer parlor
bullehitters.is only a measure of his regard for the oral tradition. vit is
self-mockery that the indigenous resident may indulge in, but not the outsider.

It is the inverse of pride, but not the converse.

Under "How do you grow a prairie town?” the answer is simple: "Rebuild

the ?ﬁtel when it burns down. Bigger. Fill it full of a lot of A-1 Hard
Northern Bullshitters." A bold, confident note sounds in this succinct -
advice. Mary Hauck's "cooking” may have contributed to the destruction of the
hotel, a centrai symbol of prairie culture (with its incomparable bullshittere
the "most excellent" element in it). But Heisler, the "hot place”, has its

own way of .effecting transformations, of burning out the dross from the real,

and Mary Hauck's symbols of the settled, static culture of Bruce County, one
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of the first in Canada to be settied, went up with the hotel., The gopher
triumphed over the hawk. The hotel reaﬁpeared, bigger than eVer, with its

"bullshitters better than ever, in fact the best in the world.

- Mary Hauck's failure to transpiant eastern culture to her prairie
felatives finds,én echo in the narrator's melon-planting experiment. "Gophers
ate everything."” That is, "foreign" writing, tmeés, styles, methods,
materials, and products failed to meet the competition of writers using
indigenous materials. When the narrator veered in the opposite direction,
toward realism, no one was receptive to it. Tke "Govérnment" to whom he
'bpplied . . ..to become a postman,/to deliver real words/to real people” may
be a metaphor for a mental set, an inner "Government” opposition, an emotional
defiance in rea@ers and publishers, against his radical authenticity. His
appeal to tg%ir abpréciation of the real as opposed to the false fell og deaf
ears. "There was no one to receive my application" means just that. .That
the passage is on the "credit” side of the binary structure may mean that
rejection is necessary to drive him ever deeper into despair, and eventually
into a re-evaluation of himself. If so, it succeeded. "I don't give a damn
if T do die, do die . . ." i? a masturbation lyric, form following function.
It may be a metaphor for masturbation in words, a deliberately stimulated
fantasy of love. Yet, substitution of the unreal for the real thing or not,
the passage occuples most of the available line space} neither as debilitating

as the melons of his experiments in exotica, nor as salutary as the attempts

at realism. At any rate, the next section begins in fantasy.
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Section 6

As an ironic epigraph‘of emblem of opposition to the kind of poet the
narra£or is on the way to becoming, to the budding poet hoping to burst into
bloom, the cauliflower offers itself as an advance of a sort over the cabbage,
being indeed é flowering cabbage, as its plder name, "cole~-flower" indicates.
The cabbage, we need to recall, was said tb be "creating considerable flurry

4
among professional gardeners all over the world." Of‘the narrator, it could

be said that he too hoped to create just such a flurry, not necéssarily a
pleasurable‘one, but perhaps even a panicky or indignant one, or at least one

that would make other professional "gardenef”/ﬁriters take noté of his

"

. .« « unquestionably one of the

radical departuré from inherited rhetoric.

greatest inheritances of the Present generation, particularly Western Canadians”

could be an ironic descriftion of himself. In the same ironic vein, the
cauliflower, according to the OED, was in Queen Anne's reign the model of,

and gave its name to, a wig especially populér gyth‘judges and clergymen fg;

its snowy dignity. The statement, "Being a particularly high altitude plant,

it thrives to a point of perfeotion here, seldom seen in'warmer climes!"”
belongs in the same class»of ironic opposition, especially if the readér —
cohsiders the narrator's emphatic preference for'é}s roo?s, the vernacular,

and the Heislef heat. The word "Pedigreed” in the grandiloquent name reflects
the narrator's ironic Eoncerﬁ'for his own ancestry, and perhaps his father's
fear of the son's researches uncovering blots on the 'scutcheon. Most
interesting is the "No. 339" th?i identifies this resounding success: the
first two digits are square roots or factors of the third, the magic number

9, the number ‘of the Muses, who are "in triple rhythm, 3 times 3, heralds of

19

the paradisal dance of the Graces". It is propitious indeed. The success

of the cauliflower is due to two prime factor§: inheritance and the elevated
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prairie habitat. DPotent factors in the narrator's soul? The "straight""
indication is that the narrator should concentraté on and use these factors

to achieve a sucgcess as magical as his vegetable reflectidn/guide. But magic

is illusion and fantasy. What happens when you rely on such guides? "The

-

finest specimens we have ever seen, %ﬁrger and of better gquality, ére

annually grown here on our prairies” sounds like an ironic description of

i .
prairie writers appearing with perennial regularity on the writing scene.

The prairies are made to sound like the most favored of places for the would-
be writer to bloom--if it weren't for that irony. Even the rigorous prairie
winter somehow encourages that creative growth, we might be pérsuaded to
believe.

But the narra?or's early experiences are more likely to be frustrating
than otherwise. First, there is the matter of the muse, if the way inherited
from thé’great poets of the past is to be followed. Thgt‘s on the "debit"” //-- ‘

& ,
side of the page, to begin with:

Start: with an invocation
invoke-~-

His muse is
his muse/if
memory is

and you have .
no memory then :

no meditation

no song (shit

we're up against it)

The halting attempts which end in defeat aside, the passage is important for

Kroetsch's definition of the poetic process as a meditation on memory.

Hillman's definition of amplifiég%ion as "like meditation” and "revolving

around the problem under surveillance” should be recalled to remiﬁd us fhat»

.

Seed Catalogue’has an organic structure, growing as it does By this spiralling
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method, ever returning (its epigraphs, Janus—like,.looking‘both back and R
ahead) to its matter. Thus, the narrator's sporadic and vernacular attempts
to invoke his muse may lead us ba?k by way of the epigraph's ironic juxtapo-

sitions to the great epics and Paradise Lost in particuiar; to Milton's

éolemn and lengthy invocation to the Holy Spirit, to his theme:

0f Man's First Disobedience, and the Fruit
0f that Forbidderi Tree, whose mortal tast
‘Brought Death into the World, and all our woe
With loss of Eden, till one greater Man
Restore us, and regain the blissful Seat.

. 1 : 20
Sing, Heav'nly Muse, . . .

And espeéially to the elevated diction he deemed appropriate to his great

endeavour we turn, with Kroetsch's equally determined vernacular in mind for
~~ :
ironic contrast:
T thence
Invoke thy aid to my adventrous Song,
That with no middle flight intends to soar
Above th'Aonian Meount, while it pursues }
Things unattempted yet in Prose or Rhime.
B (I: 12-16) (emphasis added)

We fina that while the narfator's muse of memory may dppear to be incapable
of dredgingAup anything except shamefaced sexﬁal failures with adolescent
girlé in skating shacks, compared to Milton's majestic and dazzling concep-
tions of an overwhelming Satan and myriads of angels, and a cosmic range of
tremendous battles, yet at bottom the themes are similar: sexual transgrgss-
ion and its fruits of pain. Nor are the Holy Spirit and the narrator{s
memory so different, when you include in ﬁembry, as Kroetsch would,

its connection with the unconscious or the collective unconscious, The

narrator's meditation on the memory of his despair is not so much at variance

with Milton, blind, addressing his muse now as "Holy Light,Y and after

recounting how he "Escap't the Stygian pond though long detained/In that
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obscure sojourn . . . (III: 14-15), and thereby regaining inspiration and

the power of poetic creation:

1

Yet not the more . ;/’?\
Cease I to wander where the Muses haunt \J ¢ ’
Cleer Spring, or shadie Grove, or Sunnie Hillpy :
* s 4 s s s e & s & s s e « « s » « but chief ¥ i
The Sion and the flowrie Brooks beneath
Nightly I visit: « ¢« ¢ ¢ ¢ o & & & :
‘Then feed on thoughts, that voluntarie move

Harmonious numbers;
(IIE: 26-37), p.228.

Kroetsch's narrator emerges from his own "Stygian Pool" of - Section 5 into the

light of inspiration too, with "angel™ Rudy Wiebe's visit later in the same

section., Like Milton too, he fih&s his poetic materials finally in familiar
settings. His search for authentic voice for hisAshamanistic flight of song
has its parallel in Milton's invocation to his muse to aid him in his
"adventrous Song,/That with no middle flight intends to socar . . . ." And
certainly, like Milton, he "pursues/Things unattempﬁed yet in-Prose or Rhime",
in his radical authenticity. The parallels are the;e. Although the mocking

tone of Kroetsch's narrator disguises, it cannot wholly refute the high

purpose in Seed Catalogue, or, Bis range of humour notwithstanding, his high

seriousness. “The Garden is- the setting for botb poems, but Kroetsch's
narrator is not only in thelgarden, he is also the‘gardener, and the garden
too, with its plants and animals. To put it anqther way, he tends the
qualities in himself that they reflect. In that sense too, like Adam, he
tends the Garden that reflects God in himself, és we shall see in his concep--
tion of God as the DNA, the master pattern of all living things. The

narrator's preoccupation with sexual sin and guilt inherited from the priest's
warninés, a force evil enough'to immobilize the divine erotic/poetic power‘

within him, is no less powerful and vengeful than Milton's Satan. His
victimization by it allies him with Adam and Eve and the Fall--a fall that
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for him is very real,‘leadihg as it does to sexual detumescence, impotence..
For the fact 1s that the narrator and Germaine re—enacted in.iﬁs essen-

tials the Adam and Eve story. Before the priest's warnings, they were as

innocent of wrong-doing as their archetypés, for these too énjoyed‘sexual

congress before the fatal knowledge came to them:

s o i o« s 2 s =« o « into thir inmost bower
Handed they went; and eas'd the putting off
These troublesom disguises which wee wear,
Strait side by sideywere laid, nor turned I weene
Adam from his fair Spouse, nor Eve the Rites
‘Mysteérious of coﬁhu'ial Love refus'd:
Whatever Hypocriteg'austerely talk
Of puritie and pla and innocence,
Defaming as impure what God declares
Pure, and commands to som, leaves free to all.
- Our Maker bids increase, who bids abstain
But our Destroyer, foe to God and Man? -

(Iv: 738-749), p. 264,
What the passage suggests bf Milton's healthy attitude-to sex favours an -
ambiguous interpretation of the '"Death" entailed by the Fall,-an interpreta-

“tion which could include sexual death brought on by "Whatever Hypocrites

austerely talk/Of puritee. . ." Kroetsch's priest belongs in that class of

agents of evil. We may conclude that his marrator sides with Milton on the

issue, and that the great Christian myth és set forth in Paradiﬁe,zésf finds

many echoes, not all of them ironic, in Seed Catalogue.

The increasingly desperate-series "How do you grow a poet?" ends with a

last gasp of "How?" just before the climax of the crises is reached and
begun to. be resolved bj Rudy Wiebe. Having established memory as muse, the
narrator tries some memories. Adolescent girls he fumblingly tried to have ~

sex with? No, only more frustration, not to speak of humiliating failures,

“~
Home-t*ied recipes for physical, mental, and moral 1ndlsp051tlons, 1ncludngag

self-abuse? No, they don't work, esp601a11y the "ten Our Fathers & ten Hail

Marys", and the masturbation éontinues. Why the ampersand? It appearedlig
s
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"A-1" (small caps), its vernacular meaning, to help rate the Heisler Hotel
bu]lshitt;rs. Here, it probably has a related meaning, like "A-1 bullshit."”
The testimonial from the First Prize winner at the Calgary Horticultural
Show, who used the seed company's seeds, is no help; it's a metaphor for
magézine ads aimed at would-be writers, offering'professional help and tested
formulas, with gréteful letters from successful graduates. The narrator's
father has:his'formula for ambitious farm boys who want to be poets:
"fencing". Heavy with sarcasm, he instructs @is son in the tools of‘the‘
“trade, ﬁhich,for writiﬁg a poem, the son knows perfectly well won't work: -
[ﬂWe give form to thiS'lahd by ruﬁning/é series of bosts and three étrands of
barbed wire around a quarter—sgction:" (-‘¥Ferocious closure":i anathema to
Kroetsch's notion of the free-est of free verse). All the f?ther's advice
is a parody of writing a poem; that is, how not to go about;it. "Son, this
is a crowbar” hints at a stifling of voice; the crow; according to folk
wisdom, is a wise o0ld bird that talks things over in the crow community. To
'var"” the crow is to rule him out of order, keep him out of the action.
"Fencing” in the sense of dialectical disputations may be the real action.
fhe';est of’therseries of "This is . . .” sentences coﬁveys in oﬁe way or
another the)formula approach to writing: the willow, emblem of sorrow, hints
"Make them weép"; the SIédge, "Hammer down your meaning”; the bag Qf staples,
"Fix everything in its place"”; the clawvhammer, "Blunt the hurtful fact.”
The crowbar, the silenced poet, is to be dfiven down into that gumbo, that
_ is, drivéhﬁgggerg£ound. So far, so good;‘that is where hé needs tq go, and

-

gumbo/;é a fertile medium to work in, though it can cause a fzll, when rain

-’

makes it soupy. As soup, gumbo is rich in assorted vegetables, including

what other soups do not, okra, an exotic from the south, a detail which

recalls the lines from Section 1: "storm windows off the south side of the
. S

house/énd put them on the hotbed” and "WW Lyon, of South Junction, Man."

U ]
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These suggest'stimulation of growth, a secret source of delight to the
narrator as poe%1 The number of holes the father specifies, 1,156;”wit£ fher
third and fouith digits adding ﬁp to the 11 of the first twb, hint perhaps .
that the latter half of the experience adds nofhing to the first. AnotherA
way of séying thei;éme thing isithat the first half 'has all that is necessary
E? reach the goal; Heisler containsf;k\all; Father concluded the session
with what sounds like further threats: "And the next timé yqﬁ want to/write
a poem,/we'll start the haying.” Bﬁt "haying", storing up a rich supply of
hay or experience, . may be valuabie, Judging from thé brome grass imagery

» - -
cropping up at intervals and especially at.the end of Seed Catalogue, when it B

=

engulfsncihdy.
The five’despairing L-line stanzas that follow the session are unusual

in tbeir regularity; they’may parody traditional form as a last gasp of near-

surrender to it before giving:up the struggle. They beéin with an echo of

the "Son, this is a crowbar” series, but now it is the son, speaking

bitterly, summing up, under the final “How do you grow a poet?", his first-

efforts. The "crowbarf is lifted (Kroetsch's Whaf the Crow Said, published

the year after Seed Catalogue, suggests affinity between bird and man]. With

the narrator's "This is . . . éeries, the heavy sarcasm parallel to the
father's is self-directed. The road between "nowhgre and nowhere” reflects
frustration; the dead porcupiné mirrors his indepeﬁdent stancé abandoned with
his futile attempt‘to needle his readers, or gain respéct for his sharp
insights. "It was trying to cross the road" (going at cross-purposes to the
mainst;eam is risky). Nor is the poet recorded asi"ﬁaviné traversed/the lénd/ ?mrm
in either direction" (No one seems to have taken anyrnotice of him across the

country). The narration here and in the next eight lines is in the third

person, avoiding identification also by going in and out of animal identities,

leaving only what is associated with them--"a spoor"”, "rabbit turds"” and a
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"scarred page'--to be found with the write:'s work. It's as if he must
distance himself from discovery by means of these trickster disguises,‘leavihg
only false clues to hig identity. It's a phase of the poet's apprenticeship,
as "all spring long" suggests, an identity crisis, as "poet . . . say uncle”
makes clear. Yet the sparse and fugitive imagery of the divided poet and the
démand for surrender to the vernacular are couched in authentic Voice, and
point to a positi?erresolution of the crisis, It comes with Rudy Wiefe.

The idiom. of the surrender demand redalls schboléroUnd wrestling matches.
Amplified, "wrestling” suggests a famous match, that of Jacob wrestling with
the angel. The story in Génesis (appropriate for a real beginning of a
poetic career), Chapter XXXII, has Jacob, a wily trickster, diddling his
brother Esau out of his birthright by donning a hairy animal hide over his
own smooth skin, and presenting himself to their blind father Isaac as his
hairy brother. Isaac receiyes and blesses him w{th Esau's rightful share"ofr
his wealth, his birthright. Jacob, fearing reprisals, prays to God, affirm-

ing his unworthiness, and also his divided state, "into two bands." An

apparent man, who is in fact an angel, wrestles with Jacob all night, but at
dawn says: '"Let me go, for day breaketh.” Jacob answers: "T will not let
thee go, except thou bless me.” The angel then asks, "What is thy name?" and
whern Jacob tells him, says, "Thy name shall be called no more Jacop, but
Israel; for as a prince hast thou power with God and with man and hast
prevailed” (26-28).

Rudy Wiebe reflects that kind of angel, first opposing the narwcator with
his notion that poetry could never céme to grips with prairie vastheés, but
lzter showing him the spot where "The Bloods surprised the Crees/%o death.”
The pinpéinted date is important, as always with Kroetsch: February 14 is
Saint Valentine's Day. For the narrator, Rudyfs action is an act of love

+thei resolves the crisis. Specifically, it begins the integration of the
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narrator's divideduself; it re-unites him with love, which he had ignorea
when he succumbed to the tempﬁation‘of power, and like Jacob, concealed his
identity under animal disguises. The "pile of rabbit/turds" is a metaphor |
of the birthright got by déception; the rabbit is a puny parody of the horse,
that great exemplar of erotic/poe;ic power, and its excretions.are in tiny
pellet form like a charge of small—shott an image of seattered and short-
range power. The horse turd in the magpie image represents a significant
advance in the genre, and that‘}é what makés the magpié's search for the all-
important remnant in it an authentic attempt to re-constitute poetic poﬁer,
as the Blackfoot legend of fhe magpie tells, The slash in "rabbif/turés"
indicates that kind of relationship; but re-cogstitute“a rabbit from anything
in his turds, and you don't get a horse, only "a reduction to mere black. . .
and white"; the timidity of the rabbit doeS'nét impl§ poetic "flights". On
the other hand, Rudy's language, "Nature thou art", is of a piece with the_ -
angel's that wrestled with Jacob. It is the language usedi?}?speaking of- the
divine, and its coﬁtent ranks with th@ angel's message of "Po%er with- God |
and man," Its name—ch;nge does tooi Benceforth the ng;rator is "Nature",
giving him‘something of the cachet of Jacob'§ to "Israel." Even allowiné for
ironic self-mockery typical of Kroetsch, namihg has numinous powe; for him,
and the encounter with Rudy Wiebe must have had immense and positive conse-

quences for him.

"Néture thou art"”, quoted from Rudy, states the rudi-mentary fact of the

narrator's identity. It has the quality, of a benediction, concluding the
narrator's solemn acknowledgmeni of that encounter (and concluding Sec.6 as
w#well)., If we examine carefully his account ;mmediately following the crucial
date, we get an astonishing secular version Qf creation that nevertheless

parallels the Biblical version. The line, "Rudy, you took us there: to the

0ldman River" (with the echo of Paul Robeson's rendition of "0ld Man River"

\
‘,>F
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still ringing in our ears) signals a privileged view about to be vouchsafed
of the nature of_life. In "Lorna & Byrna, Ralph & Steve and‘me", if we break
down the names and supply definitions of the ampersand (&) from the OED, we
get: "Lo-RNA, 'A per se; the first, chief, most excellent, most distinguished
person or thing, A 1,' By-RNA, R-alph[a]-'A in Greek; as- aleph, A in Hebrew

and Phoenician; the beginning, -first in numerical sequence; the first sub-

h species of a permanent variety of a species in Natural History [e & Adam?]

&-(as above), St-Eve and me." The RNA is the replicate of the DNA molccule,
formed from it and lying alongsidc’if“and forming the other half of the 4
double helix. It differs from the DNA only in its bonding,fhaving both a
hydrogen and an oxygen atom (in the OH radical), where the DNA has only a
hydrogen atom. All life develops from this masier pattern of the double
helix in the cells; interestingly, in one complete turn of the spiral there’

are ten "bases" 21 (corresponding to the ten of Seed Catalogue?). The Bible

version of Creation begins: 'In the beginning.was the Word, and the Word was

with God, and the Word was God” (John I, 1). In Seed Catalogue, God should

appear as the DNA, the parent pattern, but since God is ineffable, it does

not appear directly’in the line. It must be inferred from its replicate the

%

RNA, which, with the DNA, is the means, working with the basic building

<:;;¥fclements such as are in the stars, by which "The Word is made flesh" (John I,

14). The oxygen atom in the QH radical'of the RNA corresponds to the breath
of life that God breathed into it, that breath yet containing or bonded to
the H(ydrogen) of its creator. Thus life, man, is part God; God is in all
life (Bruno's heresy). Alpha, besides standing for the first man or androgyne,

Adam, (and after the split in the Garden, Eve), as Alpha centauri, is a star

("st” and "R" are left over in the line) of the first magnitude in the
constellation of the Southern Cross, in this context a warming sign,22 and

redemptive as in the Crucifixion. The "most distinguished person or thing"
L )

v
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(or centaur) in this context is Jesus (or Chiron), the wise bearded teacher(s)
of the children of gods, (a description alsb applicable to Kroetsch, a uni?er-
sity professor). Putting all this together, We may hazard a paraphrase: 'Lo,
in the beginning, by BRNA after RNA, a star was made flesh, of which the first,
most distinguished are Adam & Eve, Chiron & Jesus; and (then theret ) me."”
The difference between "and" and the ampersand makes the qualification
necessary. In spite of the self—mockery of includihg himself in this disting-
uished mpany, there can 5e little dqubt that this epiphanic and crisis-
resolving encounter with Rudy Wiebe must héve been immensely heartening for i
the narrator.

By "Lebensgliedes", "that which makes life complete”, Rudy is alluding

to the integration not only of love in the psyche, but also of death. This
is the content of what he showed the narrator: The quéds surprised the
Crees, next to the Oldman River, "in the next coulee/surprisgd them to death.”
That is, next to the river of life is the "coulee" of death.' Death is a
cooling, as‘life is a warming. Death is contiguous with life, "that ‘ ich
makes life complete"., The slash after "coulee; indicates their ingxtricable'
relationship. 'This iEJLudy's Valentine message, echoing(thé image of the
narrator‘s Demeter/mother, a figure of love stretching between the apparent
opposites of life and death a pattern, iﬁ the binder twine over the clay, of
the beauty and strength of their intertwining. It takes a journey to the
underworld £o'di500ver that be;ﬁty, following the archetype of Psyche; who,
to appease Aphrdﬁite's Jjealousy of Eros' attraction to the greater beauty of
Psyche, had to fetch from there ﬁhe box containing the knowledge of'the

beauty of death. Only then could Psyche be re-united with Efos. Only when
Kroetsch's narrator, himself a figure of Eros, has himself "died” to his
"world(ly) series" of loves for Aphrodite, can he unite with Psyche, his

soul. Only then can he be whole. To be whole is the nature of his quest,
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the quest of Nature, for he is Nature, as Rudy tells'him. »it is the Gréat
Quest; the Holy Grail was the quest for wholeness, in Jungian éhinking. The
6ld legend told only a truth of Nature. Itlis péri of the structure of Seed
Catalogue that the next section should begin with.an entry that rings true
to nature, for the first time wholly natural, as befits the narrator moving

decisively toward the authentic.

. Section 7 .

"Brome Grass" is heralded by no extravagant claims, no rhetorical flights.

The extreme hardiness claimed for it is no fiction. That it "Flourishes

under absolute ne@lect" makes it an apt symbol of the quality most needed if
the poet is to survive as poet. Its hardiness makes it glso an appropriate
epigraph for the "Piss-up"” that folloﬁs, whicb defies the so~-called "reality"
of its setting, and yet its perpetrators, the two tipsy poets, survive quite
handily. In the revolving restaurant, itself an image of "amplification,
révolving around the object undér surveillance” (the master plan of Seed
Catalogue's structure and theme ), “We.were the turning center in the still
world." 1It's a parody of Eiiot's Pat the still centre of the turning

23

world", where a moment of ecstatic union of Suffering.and joy was'caught,
held in timelesstiess, - For Puidy and Kroetsch, it was tﬁe world beyond their
v”turniné center” that was éaught, held in timelessness, stuck in its old ways,
frowen in ancient posfhres, outmoded. It's they who have "outsights” instead
of insights that the "still world"” pfides itself on. They have created a
topsy-turvy world, a "pissfup" that defies freality" and "Twice, Purdy

galloped a Cariboo horse [that horse again, in glorious motion this timeB'

right straight through the dining area." A tall taZe, I should think, that
was shaped out of a bwilliant piece of poetic improvisation by Purdy, by the

geni of non-denatured alcohol, and by the memory of a Grey Cup or Calgary
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Stampede celebration where a horse in a hotel has been known to occur. The
dining area setting favo;s the Gfey Cup interpretation, parallelling the
Last Supper and the Holy Grail, the "paying customers" and the waitress being
understandably distractediby the two poets "shouting poems;" The name,”Ai
Purdy” ("perdy" from pour dieu , ‘for God’); reinforces the hints of
spiritual experience from the escapade. As a firstrrésponse to "How do you
grow a poet?" tﬁe performance, with its excesses, justifies a rueful‘"Ndw
that's what I call/a piss—up." But the little epilogue echoing Rudy Wiebe's
""No song can do that" is on the "credit" side and was followed originally
by a very significaht "blessing"”. BEven if it is a refutation of Rudy's
Wwarning, it is an ironic one, for the "reality" defied is a puny thing énd
s0 is the defiance like pissing over the principal's car. (The spouting
feat of "the Strauss boy" has & parallel in Richard Strauss, d. 1949, first
Bayreuth Festival conductor of Wagner's Tannhauser, 13th C., Minnesinger, who
escaped fleshly temptation at Venusberg but was refused papal absolution until
his staff sprouted miraculously. It's an encouraging, though ironic,
example for our narrator.) And, iike the brome grass, thé poets - of the
piss~up not only survive, but flourish "under absolute neglect.“ Natural
endowments suffice.

The second epigraph, 7b, "No. 2362--Imperialis Morning Glory'"copes

differently with reality, and has "wondrous beauty" to show for it. The <
reality is that its stems are too weak to support themselves, yet it bends
and curls and spirals upward around a stronger stem, to bloom in beauty.

This is its natural action (an act of love, in Seeé Catalogue terms) as a

con&olvulus, to perform. There is a lesson here for the narrator, in the

intertwining structure, in the "coincidence of opposites”" dear to Giordano

Bruno. For gthe narrator, re-reading The Double Hook (through which the

characters live out their archetypes in the absences and emptiness of their
: N
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prairie-like setting) and looking at Hiroshige's print series, Fifty-three

Stations. on the Tokkaido, and one in particular, “'Shono-Haku/uvamarg;
another of those "momehts in time" crucial to him. "The bare-assed travell-
ers, caught in a sudden shower. Men and trees: bending" not so much defy
reality as bend to it, as Nature directs, to survive. Their actions reflect
ancient bitter-sweet wisdom, and, as with the Morning Glory, béauty. The
narrator meditates on the parallels with his own sitﬁation: "The double
hook"” of "the home place", that de-limits but revitalizes; the "stat;ons

of the way", unlocatable in dapan's history, which is not Christian or

dominated by the sense of Fall, to the. stations of the Cross and "the other

!

gar&en" that is himself, with the Christian archetypes of the Gardens of
Eden and Gethsémane echoing through it. The meditation concludes with his
realization that i1f out of these parallels come works of art, then out of
his milieu could come another. The pinspointed date,'Sunday, January 12,
1975," which in the Catholic calendar is the ceiebration of the ciréumcision

of Jesus, his initiation into the Tribe, suggests that it is the narrator's

initiation into the Tribe too,_but of Nature, not Israel. Rudy Wiebe's
pronouncement, '"Nature thou art", is ratified. |
After the supernally bright "ﬁ;éﬁihg gldry" of this illumination, the
third episode, 7(c), seems at first anti-climactic, though the progression
from (a) to (%) would suggest otherwise. - The shadow of the rider falling
from the horse, recalliné the narrator's impotent efforts as a bdoy to
control his creative pofential, falls upon the scene. Language fails. The
narrator's fumbling efforts to commuﬁicate his pain through the medium of

the historical figure of Péte Knight, "Bronc-Busting Champion of the World”,
brings, with its seed-catalogue double-talk rhetoric again, only Neanderthal

grunts from the "lady" and suspicion of insanity. But it is the inherited

language that fails. If the "pain"” is to be "deliver[ed]"” to some "woman,"
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. it must be through another voice. - The voice must be sought by going back

Ta

(the emblematic advice cannot be attributed to "Jim Bacqﬁe” fof nothing) to
ancestral roots. The narrator's quest is akin to the kniéht's quest fer the
Grail, ergo "Pete Knight," who died after a fall: "Got/killed__by a hofse.
He fell off." In the poem fragment from Kroetsch's "Projected Visit”
quofed above, the poet refefs to himself as "errant son"”, hinting of the
knight—errant ﬁandering'on his quest. His Grail is integration, wholeneés.
For him, it is to.be achieved through erotic love, hence Jim Bacque's
reference to "womgn." Our language betrays our secret quest: we still say
"the other half", meaning wife or "lady"; the narrator's "Hey, Lady" means
she is a potential "other half" af him. He tells the "Pete Knight . . . of
Crossfiéld, Alberta" story to. impress her with what he aﬁdrthe cowboy hero
have in common: they are both knights (but Pete is a real one) ; they both
"died" in a fall from a horse (but Pete's death is real, while the narrator's
"death" is of erotic/poetic power, which he hopes to'festore by union with
the "lady") . ' |

At that‘point the flawed parallel breaks down. Pete has "Crossfield'to
his credit (but for the narrator, "we can find no reqord/of his ever having
traversed/the land/in either direction"). The judgement of the "lady at the
bar" is unfavoréble. "Pete Knight" outclasses the narratér—knighi in all
ways, it seemé,.not least in "Bronc-Busting” (a disciplining process),
whereas the narrator "has been a conspicuou; failur%é_ "How/in hell did you

manage to/fall off a horse that was/standigg,still?" the "hired man" had

jeered. But "manage" suggests that the falling-off was planned. In the

context of eroticism, "a horse that was standing still", that is, "still

standing" (the italics demand special reading), suggests am erect phallus.
The would-be poet's falling-off is then a failure of erotic/poetic nerve.

"Pete Knight"'s superiority may reside in this. "Pete" is a diminutive of
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"peter", already used by the priest in its vernaculgr meaning of ”peﬁis"; as
"King of All Cowboysf he is an androgynous Chrisf figure whose "horse' was
the creative power of his message of hope for the "fallen", which léd to
his betrayal by Judas, and Calvary. "All cowboys" demands the inclusion of
the androgyne in the élass of "cowboy", whosg vernacular meaning it is. (The
"lady at the bar" failed to judge properly the relevance of the narrator's
words to herself). Christ's "fall” was not from lack of nerve, but because
he persisted in his radical preaching. His Resurrection justified his action,
being raised again after his fall. This is the lesson for the narrator:
persist in the quest for radical voice, for if you "fall”, you "rise" again.

But the erotic component of integration demands ''some woman'" as Jim
Bacque saids The line, (I was waiting for a plane, after a reading;
‘Termiﬁal 2, Toronto)," recalls Jesus, waiting for those who would, through
killing him, raise him again; "Terminal 2, Toronto! suggests a second‘"deéth",
that of the narrator following his Teoronto reading, as Christ's death
followed his message to his disciplés.' The line, "You've got to deliver the
pain to some woman, don't you,” recalls Christ's reappearénce on the road to
Emmaus and the "sad" women's words to him, as he walked beside them,‘unrecog-
nized: ". . . And how the chief priests and our rulers delivered him to be
condemned to death, and have érucified'him, But we trﬁsted'that it had béen
he which should have redeemed Israel:r. . " (Luke XXiV, 20—21). The Bacque
echo of these words implies that the narrator would redeem Nature, if he
survive; the pr¥ests and rulers of the country. We have already noted their
capacity for destruction, and the "strong-running vines" ofrﬁheir "squash"
continue to proliferate. Bruno's "coincidence of oppésites" igﬁhot for them,
and they have no plan to intertwine their vine of squash with its opposité,

best described in the way Jesus spoke of himself:
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I am the true vine, and my Father is the husbandman. Every branch

in me that beareth not fruit he taketh away: and every branch that
beareth fruit, he purgeth it, that it may bring forth more fruit.
Abide in me, and I iﬁ you., As the branch cannot bear fruit of itself,
except it abide in‘fﬁe vine; no more can ye, except ye abide in me.

I am the vine, ye are the branches: He that abideth in me, and I in-
him, the same bringeth forth much fruit: for without me, ye can do
nothing. If a man abide not in me, he is cast forth as a branch,

and is withered; men gather them, and cast them into the fire, and

they are burned (John XV, 1-6). o

The Hubbard Squash is the only plant of which Kroetsch's narrator describes
the vine and its fruits. Its ironic parallel lies in the words of Jesus
quoted above, and Bruno's heresy that burned him alive in 1600 is still a
heresy in 1984 in the seats -of power. And human pawns in the power struggle

are still being burned alive? ’
Section 8

The death of God inheres in "THE.LAST WILL AND TESTAMENT OF ME HENRY L.
KROETSCH", the statement looking as if it should be boomed out (its only

counterpart in large caps in Seed Catalogue is "'THE MOST PRIZED OF ALL

BEANS'"), but, as noted,

We silence words

by writing them down.

Should we expect some sort of parallel to that virtuous anthropomorphic bean

for whose “virtue" we found a parallel in Chaucer's "Knight's Tale" where

Duke Theseus. counselled the excessively weeping crowd to make a virtue oﬂgﬁhe

necessity of death, in that case, Arcite's? Is God, like the bean, really

an almost human being? Part of us, in fact? And we of him? Immanenf; then,
[}

instead of "out there" somewhere. And is he blown up too much, like the bean,

by extravagant claims for his virtue? Is he really, at times, willful like
us? And finally, if so, is the fleath of such a God to be excessively

mourned, like Arcite's, who had prayed for victory ét the shrine of Mars,
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victory over Palamon, who had prayed at the shrine of Venus? For gods, 1like
men, die; and are ever-resurrected anew. And the fair Emily, the image of-our
soul, will unite willingly enough with the winner of the individual's internal ’
‘struggle between love and aggression. Kréetsch’s narratof worships at the

shrine of love, and takes the fidld, Seed Catalogue, with words for weapons,

against those men that worship power, as we have seen, men--and now,God? At %.
any rate, his TESTAMENT provided seeas ("testa") for thought ("ment").

"Testis" originally had the double meaning of "testicle" ahd "testimony" as
from a witness, and so an erotic component exists in creation, with a sense
of a disinterested witness after that. The one sub-heading "(a)[yes, his

first bequest]" gives the sense of an open-ended world; begun, but éfter that,

, , -
on its own. Until, however, this grandfather-God turned over "To mxfgon

Frederick my carpenter tools." This, the narrator's:"Uncle Freddie," i$ a

figure of Sigmund Freud, who is to get to ﬁse thé same tools'wit%bﬁhich God
created‘the world. What are they, we are entitled to ﬁonder? Under the
description of "perfectly designed barns/ﬁith tbe rounded roofs,"” with whi;h
Uncle Freddie "mapped the parklands", we recognize Freud's mapping of the
mind, contained in the skull, with its dynamics housed in the sections that
Fréud postulated in his model of the conséioué and unconscious minds. "I
remember.Uncle Freddie" indicates the narrator's familiarity with Fréudian
theory of sexuality, noﬁ largely ﬁorgottenvas noted in "(The farmers ﬁo
ionger/use horses.)"” Presumably the outstanding memory is the morning
coffee ritual, with everything--hot water, cream and sugar——évérything

except the coffee, the most important ingredient, which the Depression of thev

'30's leaves no money to buy. Under that syndrome, we see the Fall from
grace, the loss o@%innocence which deprived the narrator and Adam of their

/
first erotic expgrience of its poetry, the most important ingredient of the

experience,
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When the narrator-nephew, hisvaside'"I wasn't all that 0ld" now identi-
fying’him with C.G. Jung,,innocently asks "Why do you do that?" Uncle
Freddie—Freud>comeé back with "ﬁesus Christ,"” which does not merély remind us
that the narrator embodies a Christ figdre\alohg with other identities, nor
that historically Freud was infuriated with what he r?garded as Jung's
challenge to'hisvtheories of sexuality. Its‘moré impo;tant functioﬁ ig.thé;
>it is ‘because of Christ he does:it; it is what Christ used to feed the BOOO
with the few loaves and fishes, and to’changerfhe water into wine at the
- wedding feast, and it is why he, embodied in Peté Knight, “Gotvkilled——by a
horse./He fell off.” It is the "carﬁenter tools" inheritéd by "Uncle Freddie/
Freud'when his father, God, died. It is imagination, poe%ic/creative power,
that created the world, réstoredvthe content fouthe coffee-less ritual, and
is noﬁ perceived by the narrator as that which will resto;e his losf erotic/
poetic power.

The lines, "He ﬁas/ a gentle man; really",hI take aé referring to Jesus
Christ rather than Freud; first, because Freud was not particularly gentl;,
- whereas Jesué was. Secondly, fhe rather unusual separation of "gentle" from
"man” emphasizes the fact of Jesus being a man, which implies that what he
could do was within the range bf-human potential.~ "Really" emphasizes his
reality and that of his miracle-working, which‘supports the view of Jesus as
a credible model. ThevitaliCEZEd "énzthing" in the final line emphasizeé the
limitless range of, to use a Hillman word, "imaginal" power._nypically,
Kroetsch disguises the real import of the three-line passage., At first, it
appears merely to emphasize Uncle Freddie's impatiende with his obEPse

nephew. But that is not an important idea at all, and so we are directed as

usual into the amplification process that Seed Catalogue's structure follows.

Only then can we get at something approaching the underlying ideas. Seed

Catalogue is an exercise in alertness for the reader.
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Imagination suffers from the-loss of the oral tra@ition,ras expressed
» 'in "Don't ?ou know anything?" The ritu;l that restores the lost ooffee/ '
contentiis,a corrective to thaf loss, and Freud is.fightly gi?en credit.
"“""%ng corroborates the »'n‘arratoxj "s view of Freud's contribution:; ""The impetus
which he [Freud] gave to our civilization sprang from his discoveny of ah»
avenue to the unconscious., 'By'evaluating dreams as the most important source
of information concerning the unconscious processes, he gave back to mankind
a tool that had seemed irretrievably lost"?2 (emphasis added). If removing

words fromsthe oral tradition impoverishes it, whence came those precious

seeds after that? -

Section 9

-

This question is the link to Section.9, through its epigraph, "The danger

of merely living." Merely living, that is, 1{ without imagination, with-

out remembering origins, can violate them. he oral txadition keeps the
memories alive, the seeds viable. Writing them‘&UQQ/;fiences them, as they

are inﬁ%istory téxts. ‘It is for that reason that when a theatre company
working by collective cre;tion undertakeito re—qfeate history, they dream it
out of research in archives,‘family records, anebdotes, and memories of old-
timers, to bring it back to life, as it was in tﬁe dral tradition. Fdfget—
- ‘
ting exacts revenge. The muse of “forgetfulness" }n Section 9 is a "strange"
énd terrible figure; her gardener's "gfeen thumb" has, since she plants a
prolific host, biood on it. The "cousin" is the example: a victim of
forgetting the seeds of the past, he becomes, in a terfible irony, "a étrangé

planting."” No matter hoy you account for the explodihg shell that killed

him, whether by an "intrusion on a design that was not his", or by uninten-

tional design on his part, they are both accounted for by "merely living",

forgetting origins. He violated them by navigating a bombing plane to.

N



]

g - 60
Cologné, "forgetting” it %as the birthplace of his great-grandmother, whom
"he had "forgdtten" too. His "strange planting4in the eérth of his maternal
Tanéestor's birthplace makes a "terriblévsymmetry", echoing‘th;'same bleak
%ummingfup of thé "home place” in Section 1. "Sfrange" is a key word. Even
the “mAQ falliggh ié "strange”, an Ica?us figure who forgot the tefrible
ﬁoﬁer of the‘sun, giver of life, flew too clpse aqd melted his wings.
LPlaniéd,"‘he is-an Orphic figure, destroyed by the frenzied and vengeful
Bacchae whom he had “fofgotten." "Strange"” does not seem to mean foreign
- to our nature or unnatural, since it is our nature to forget, but rather a
weakness in us to overcome. We need to make the conscious effort nqt‘to
féfget; since the punishment for'forgettigg is terrible, as here, where N
warfare is a condition of "merely living.".’
The.seqtion offersAa positivé way Qf countering war: by cultivatiné

s : DT
our memories of the past, we become more aware of our ancestral connections -

,

and our inter-connectedness with the rest of the world. Although the tone

of this meditation is éombre, even negative; it imﬁiies a codhﬁer—medité£ion

on a design for living that,’by remembering ouf past, removes warfare as ai
condition of life. If we think of the coﬁsin's death as a meféphor for the’
"death"” of the poet of outmoded poetry, he "falls away” from his high- y v
creative power because he forgot the giver of his life, the past. There i%- o -
in his "strange planting” the positive aspect of remembering’Orphic~regenei—

agion when "ﬁinter is past“, and the transformation of scattered bits of the -
past into new life. "Orpheus transformed may reverse the traffic to the . L

6

ego's city," says Hillman.2 "Kroetsch always reminds us that destruction - - '7 -

is transformation, and that transformation’is art,” comments Lecker, from ]

the source attributed to him gbove.
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-who "falls™ to his "death" rises to remount the horse of his creative power.

61
Section 10
Section 10, in its epigraphic balancing of the account, a‘binéry’StEQCturé

Ayfbglic of the intertwining symmetry of the master pattern of Seed Catalogue,

follows the interpretation of section 9 last given. The bomb that destroys
préparés for new life; the "ego's city” (our mental structures) of power-mad

traditions "falls” into new ways of seeing, new perspectiV¥es; the rider-poet-

&

The work of the poet must be to teach us "to love our dying", since "death’

leads to "rebirth", transformation and art. For the narrator, whése "West
&

is a winter place"of prairie and death,. where snow leaves it white and

unscarred like a fresh sheet of paper, it is a landscape thatihvites his
’ [ 4

- pen. 'Palimpsest", erasable parchment, suggests old wounds gently healed.

- {a) "No. 3060 - Spencer Sweet Pea": Significant of the poem as process
moving toward authenticity now nearly completed, this entr& is bare of |
rhetoric, though not of rich meaning. The epigréph echoes Spenser--"Sweet
Spenser, " Wordsworth called him; (Egl,lxyi%)f, De Sel;ncou:£ ;?fers;tg the

"linked sweetness” of his stanza in TheiFaerie Queene (FQ lxii), and the
v ) .

[4

L. Y B .
~ "sweet undertone"” of his alliteration, and of his manner as "the exuberance

of a garden set in rich and fruitful soil,"” and of the "slow égarcircling

' »
movement of his verse that continually returned upon itself" (1xvi). De

Selincourt's description could as well be applied to Seed Catalogue.

In "No. 3060," the doubling of the first pair of digits by the second

may be the writer's signal, "30", that the first part of the knight's quest

is co;npletecl, as in The Faerie Queene, Part I;'witkr’thrsecbn'&*yet"t’o**come*."
Iwmﬂ@%méﬁ@%&m@#mwﬁmﬁwmm%&%@mm}wQ
Temperaunce, and Chastitie, which Part I has the Red Cross Knight, Sir Guyon:
and the Lady Knight Britomartis struggle, respectively,rto'achieve. But

Spenser, in a letter to Raleigh, describes the first as "a tall clownishe



62

N

w

younge man . . . mounting on fhatstraungecourser" (whom we see again in ”AV
/////'\\gentle knight was pricking on the playne”) “and he went forth with her, a
fayre ladye : . . riding.on a white Asse, on that adventure" (FQ, p. 408).
"Strauﬁge"lmeant "horrowed or "added; if Kroetsch had that meaning in mind
for the "strange” phrases repeatedly used in Sec. 9, "borrowed plantingﬁ‘and
"borrowed muse of forgetfulnéss" would ‘strengthen the argument for indigenous
language. Both poets made a point of going against the conventional style-
for serious matter: Spenser against the notion that Engli;h was not fit for

7
it, and by using Chaucerign words, and Kroetsch against inherited rhetoric--

, D
by insisting on plain English words., Finally, De Selincourt's descriptions
of Spenser's manner and verse, with the latter's unmistakable identity of

movement with amplification, as defined by Hillman, and quoted earlier in

reference to Kroetsch's use of it to define love——all'add up to a strong

~
presence of Spenser in Seed Catalogue, and in Kroetsch's life as poet, if we

. ’ D)
read "grace” as sa.lva.tion.27 Amplification, then, as Kroetsch uses it to

define love, means that Seed Catalogue, like The Faerie Queene, is a labour

of, and about, love. The section is a graceful and grateful tribute to
Spenser, as well as to the narrator's Demeter-mother.

Spenser's Red Crosg Knight undertook his quest for holiness by\ghampioni
ing the beautiful maid Una, i.e., Truth. Their union could not be complete
until he had conquered, with her help, without which he would fail, the
monster Error, the magician Deception, the giént Pride, and the sophist
Despair. fhat is, until he had himself become frue, had won through to Truth.,
Then, the union theﬁ both desired would be complete; of them, it could be
said, with Keats: ' "Beauty is Truth; Truth, beauty™.2C He, Pruth, is her, - -
Beauty's, strong support, her champion.@this clownishe younge man”), and to

him she clings, and they are inextricably intertwined, as they are in Seed

Catalogue.
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ForvKroetsch's narrator, the sweetness of Spenser is not unalloyed in
the léssons taught by "You; sweet péas/elimbing the Staked/chicken wire « «
The sweetness certainly exists in "the smell/of;morning, the 52@99/6f your
tired/hands, the strength/bf a noon sun, the/colour of pfairie grass". But
the sour smell of sweat that brought the sweet peas to this point of beauty
is 1nextricably intermingled with it, as the matérials that combine to -
produce them are intertwined: the beauty of the sweet peas with the truth of
staked chicken wire and stretched binder twine. Again,ﬁit is the Beauty/-
Truth equation, but with theremphasis that for Kroetsch's narrator, Truthlhas
a sour, unpleasing element in it. Spenser's knight has to conquer the flaws
in his nature before he can enjoy union with Beauty. It is an interesting,
but not a’surprising difference. Modern heroes are acceptable with a few
flaws, for the sake of fhe truth, Spenser's ideal has Kroetsch's loyal
support, conditioned by allowance for human frailty.

The staked chicken wire and the stretched binder twine recall the loving
Demeter figure of the mother "marking the first row/with a piece of binder
twine, stretched/betweeﬁftwo pegs" ofVSection 1. But no% the seeds have
grown to bloom in beauty, supported by the homely materials, themselves
intertwined for strength. The narrator attributes his salvation to "your
tired hands” that set the pattern for him to grow in knowledgé of-the beaﬁty
of his prairie place, aﬁd the truth (not all pleasant) of the homely -
materials Eﬁgt support it. Like the twine, truth is often "stretched";'like
the staked é@icken wire, it often has holes in it, and is’often "at stake.a
But truth is still the support to beauty, from Spenser to Keats. to Kroetsch.
The first two have been the great e#ponents in English of beauty percelved -

through the senses, and who would argue that Kroetsech is not a sensual poet?

Finally, the phrase "By the front porch" has what may be a relevant

Spenser parallel (FQ, Bk. II, IX):



Of hewen stone the porch was fairely wrought,
« « «*0ver the which was cast a wandring vine,
Enchaced with a wanton -yvie twine.

(p. 114, 24,11, 1,4,5).

The porch was that of the castle or House, of Temperance, presided over By a

lovely lady

Alma she called was, a virgin bright;
That had not yet felt Cupides wanton rage,
Yet was she woo'd of many a gentle knight, A
« « «» For she was faire, as faire mote ever bee,
And in the flowre now of her freshest age;
Yet full of grace and goodly modestee, -
That even Heaven rejoyced her sweeted face to see. «

(p. 114, 18 11. 1-3, 6-9).

Sir Guyon and party are invited to enter and are shown into a lovely Parlour,
where many fair ladies, some happy, séme sad, are Varlously engaged. Guyon

selects one

That was right faire, and modest of demalne,
But that toc oft she chaung'd her native hew:
Straunge was her tyre, and all her garment blew,
. Close round about her tuckt with many a plight:
Upon her fist the bird, which shonneth vew,
And keepes in coverts close from living wight,
Did sit, as yet ashamd, how rude Pan did her dight.
(p. 116, 40, 11. 3-9).

_ She refuses with downcast head to explain to Guyon what troubles her so,

Till Alma him bespake, Why wonder yee
Faire Sir at that, which ye so much embrace?
She is the fountaine of your modestee;
You shamefast are, but Shamefastnesse it selfe is shee.

(p. 116, 43, 11. 6-9).

Thereat the Elfe did blush in privitee,
And turned his face away; but she the same
Dissembled faire, and faynd to oversee.

(p.116, 44, 11. 1-3).
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There can be not much douBt what this is all about, especially after the
%asturbation lyric in Sec. 5. YA wandring vine” entwined by parasitic "wanton
yvie"” is an image of a debilitating life process for the knight-errant. Alma
means "soul"* or "spirit” in Ttalian, and represents the virgin soui in the
context, "Shamefastnesse" is "modesty"” in the Spenser Glossary, but "modesty-
from-guilt" probably more accurately describes in current uSagevthé lady's
excessive self—consciousﬁess at the way "rude Pan" decked her. "Dight" means
"to deck or adorn”, but the rude vernacular sense of "deck" is an aggressive
sexual act. "Straunge (was her tyre)” meansr"borrowéd" or "added", suggesting
ggiéficial, "borrowed" nature of masturbation, as opposed to the authentic
sex act. The‘lady is his anima, the personification or reflection of the
soul of the knight's embarrassment. The bird on the lady's fist is probably
the owl, favorite of Minerva, goddess of wisdom, and therefore "did sit, as
yet ashamd"” at the unwise act.

The parallel of Sir Guyon to our narrator allows us insight into the dark
face of his soul, as opposed to the bright face represented by the sweet peas.
These opposites need to be reconciled before wholeness is possible. The
lady's excessive self-consciousness signifies that moderation, "temperance",
is called for: our narratof would be wise to moderate, if not both masturba-
tion and his excessive guilt, at least the latter. The narrator of The Sad
Phoenician (1979), two years later, is still "embarrassed though not.
exhausted by too-frequent masturbation” (FN, p. 97).

Sec, 10 b's letter 'from the geds! brings two central motifs, bromegfass
and horse, together: the hardy bromegrass grows in proliferating abuﬁ&ance
ground the horse, even "up to her hips,” that focus of sexuality. The,%wé

motifs are symbiotically related in Nature: each sustains the other, yet

feeds upon it. But Cindy, the long-sought Cinderella of love's fulfillment,

is a mare, not a stallion as we tend to think the horse of ergﬁic—creative
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. power should be, with his awesome sexual equipment. Yet she represents a
transforration from the scruffy Shamefastnesse;—to this shining Cindérella
soul, while retaining‘the erotic/boetic potential of the horse: an erotic
Cinderella that satisfies while she consumes. The mare/grass iméée testifies

to the vigorous growth of the poet, when he is psycho-sexually integrated.

It significantly develops an earlier Kroetsch theme 'of The Studhorse Man's

search for the perfect mare for his Poseidon stallion. (Godkof the

creative flow, Poseidon is god of the horse and of the sea, two age—old
symbols of the unconscious). With mare (L.) "éea", as in the West "where the
sun and the maternal séa are united in an eternally rejuvenating embraqe",29

so here, the desired but devouring female consumes her male bromegrass lover;

and he goes into her. In its vernacular Sense, this is the clue to the rest

of the letter 'from the gods' (i.e. from the mental depths, ‘unconscious

mind of the narrator) which describes an analogous process. "Amie," French
for "love" or "loving friend" (fem.), and her partner (call him Ami), "laid
down on some grass'" Amie "pulled by hand”. The ungrammatical ﬁse of "laid"
calls attention to it: 1in the Vernacular, "laid" is the sex act, and "pulled
by hand" is masturbation of the male. Following the Cindy/grass lead, Amié_
devoured/masturbated Ami, "the longest brome grass I remember seeing," who |

went into her. But this may be the masturbation fantasy of one male, with

Amie his éﬂlﬂé as fantasyrparﬁner. (The anima in Jungian theory has the
bright face of a seductive, beautiful woman; she is a psychic construct
"born"” in the male unconscious, his soul's image, personifying all the
allurements of the feminine nature of his unconscious; her other, dark face
is destructive, leading to death.) Born of fantasy, then, "Love" is "laid"

in the truck box, "on some grass'" she had "pulled by hand". The scene, read
"straight"”, parallels the birth of Jesus in the stable and his being laid in

the manger. In the vernacular, it is a travesty of that Birth, and the
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"French" letter ('"condom” in the vernacular) mocks‘Eliot's-”Journey of the
Magi”,ao itself a letter of a sort (its first five lines are quoted, norsource
given):
Then at dawn we came to a temperate valley, .
Wet; below the snow line, smelling of vegetation;
With a running Stream and a water-mill beating the darkness,

And three trees on the low sky, .
And an old white horse galloped away in the meadow.

Amie's little party arrives in Brooks--the water imagery in both letters
’ ]
suggests baptism, rebirth, spiritual regeneration--in the course of their
Journey to a '"great event," the Calgary Stampede ("a sexual meaning attaches

to stamping”--'the Stempe, acc. to Grimm, was an indeterminate nightmare

figure'--Ed. [Jung, Symbols of Transformation],p. 250). It is heralded by a.

glittering light in the sky, the drive-in movie screen, itself a fantasy
device. The magi are led by the morning/evening star Venus, goddess of love
(she has a dark, destructive side too, which relates-to Amie). In both
accounts, Iove is born in humble settingé, and laid in a hay (dr grass)
manger, before tﬁe destination, the metropolis, is reached. In Brooks, the
"birth" occurred "about eleven o'clock”--the hour of qyrist's death. The
implication is that this birth is really a death (which has a parallel in the
KJ/\IEdgi story), not merely a sexua; death, but the death of Christ in Ami.
The cautious, world-weary conclusioﬁ of the magus forestalls premature

rejoicing for any new Birth which means the death of the old religion:

PR
e 4

It was (you may say), satisfactory

« « o« And I would’'do it again, but set down-
This set down this, were we led all that way for
Birth or Death? ’

The prospect of being one voice among many may excite for a time,

But no longer at ease here, in the old dispensation,
With an alien people clutching their gods.

j//,,f”a



I should be glad of another death.

The old white horse had galloped away for Eliot's magus, In the pﬁrase

"slept for about three hours"” which echoes Peter's deﬁial of Chrigzthree
times before the cock crew, Amie's Calgary/balvary rendezvous foreshadows
betrayal, suffering, and death. The vernacular meanings of "peter" and "cock"
reinforce the notion of a betrayal of Christ in the masturbation/birth—of—love
ritual in the Brooks contest. Amie's "Sir" of "Dear Sir" echoes a‘ﬁandler‘s |
term for his stallion.

Fantasy, not imagination--so important in Sections 8 and 9, had with
Anie's letter replaced reality. The Cgleridgean distinction rules hére,
between "Fancy, a mere mode of memoryxemancipated from time and spéce, the
Drapery [onlyj ofﬂpoetic genius,"” and "Imagination, which dissolves, diffuses;
dissipate§ in order to re-create; which reveals itself in the balance or

reconciliation of opposites; the squl of poetic genius that . . . forms all

.

in one graceful and intelligent whole" (Eng.;Romanfic Writers, pp. 452, 455).
The letter's .ironic parallel with the Birth points to a dark side of the
narrator's feminine nature that Spenser's Shamefastnesse has prepared us for.
fet with this 1e?ter from the gods, "the influence of its messenger ﬁermes
who, it isrsaid, embodies the longing in us to move beyond fantasy and beyond
experience into our evef:expanding reality, is that what appear as dpposites
are really one; they are expressiéns;of the same réality.~ Hermes, tﬁe god of
the solemn descent to the depths of spirit, is also the god of sexuality. He
fantasizes freely, but is never trapped. A trickster, he is not to be caught.”

With justification, he may remind us of Kroefgbh's narrator, particularly at
31
integrate the opposites, the work of Imagihation, as defined above.

this boint'in Seed Catalogue. The purpose of the Great Quest is to

Amie's letter leads’to amplification of Section 2. As the female

fantasy figure of love in the androgynous male masturbation fantasy, she is
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the Love in "Love is an amplification by.doing/over and over"” in the‘very
real sense of bringing the male to orgasm, with the male organ "leaping up/ |
and doﬁn" as semen ejaculates. That is why the badger "lodKed like a little
man." ~He was one, the narrator. So with the "dead" magpie; being’”shot", a
limp phallus after orgasm is "a beak in the warm flesh."” The badger's
persistence in "standing up/to the léaded gun" becomes the repeated erectién
of the phallus in response to the loaded, double-barrelled sﬁotgun of the
testicles. "Love is a burrowing” becomes a necessary part of getting out of -
sight. ’That the fatherihas played a destructive rolé in his son's sexual
development seems likely, from the shotgun metaphor of his fury. He couldn't o
shoot the '"badger", since it was his soﬂ, but he could frighten him with -
predictions of dire consequences ("he uncocked the shotgun”), so that the
son's sexual capacity becaméﬁiﬁbaired to thérpoint of virtual impotence, as
the magpie's pitiful image in death may remind4us. .

The letter's ironic parallel to "Journey of the:Magi" is best seen as the
de-construction of the myth of the Birth, and the re-creation of a new myth
of love as fanfasy, but "longing to move beyond fantasy into ever-expanding
reality". But Kroétsch is notorious fbr his self-mockery, and his other
target may be his narrator's "dark" side in contrast to the "light" side of
Jesus, The pain of psychic maiming may have receded, not departed: Amie's
"I remember tying her up to the truck box" echoes Eliot's magus, "All this
was a long time ago, I remember,"” which may put the Brooks episode a long
time ago too, perhaps into a "timeless” frame. But there is the magus' final
word: "I, should be glad of another death,” and the narrator's.last: "Adam

and Eve got drounded—-/ﬁho was left?" and they are on the debit side of the

page. The account is not yet balanced.

With the de-mythologizing of the supernatural by Amie's letter (the re-

nouncing of the transcendent God "out there"), Seed Catalogue ends with the
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narratoflhaving attained secular spiritualityuthrOugh natural»grace.' The

| rocess began early with the big lie of the priest'Srterrible wainings,
achiéved its first positive result with Rudy Wiebe's "Nature thou art,” then
with Sec., 10's Spenser and thé Demeter/mother's,"grace of your tifed hands”,
both of which replaced supernatural grace with natural grace, ends with the

coup de grﬁcé delivered by the letter. Amie, the narrator's anima, turns out

to be, through her Calgary/Calvary rendezvous, the "woman" fqreshédowed by Jim
Bacque. A shadow-woman, timeless, harboring a shaééw—pain, Shamefastnesse
Agonistes, "'Yet shame brings honor; shame is the crown ofvthe soul and'a
sense of éhame the highest virtue'” (gﬂ; p. 451): Thus Wolfram von Eschenbach
(1170-1230), ”the most significant poet of the German Middle Ages, and on the
Buropean scale . . . second not even to Dante (gﬂ, P. 430), in Campbell's
redaction of his Middle High German.Parzival, c. 1215, Parzival is the Grail

knight discovered by Seed Catalogue's narrator's persistent digging in his

ancestral "potato patch", and for us a useful parallel to him. Shame had come
to Parzival ét the Grail Castle because, instead of listening to his inner
voice, he had followed instructions not to épeak there to the Fisher King
Anfortas, Guardian éf the Grail though wounded by a heatheh spear through-

the testicles. Both figures parallel Seed Catalogue's narrator.

Like Anfortas (Enfortez [O.F.], 'Infirmity’), uhe began with a built-in
prophecy, as his creator's name, Kroetsch (’crutch’', 'crotch'’), suggests; of
erotic impairment, since their fathers had given them theit names‘and places.
Like Anfortas, his (figurative) "battle-cry"” had been Amor, "inappropriate,
lacking in gentleness and humility.” And he had been maimed: Nature had
avenged his aeceptance ef the priest's strictures with a metaphorical spear

through his testicles, crippling his erotic/poetic power. Like Parzival, the
"guileless fool" (gﬂ, pP. 504) at the start of his adventures, he had listened

to priestly, and later, literary authority, instead of to his own inner
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voice, and, as-a result, had suffered the shame of failure. But he too had
fought back: he had renounced the prieét‘s God "out there" that transcended,
i.e., "was no part of”, his own creation. Near the end éf his own years
"wandering in the wasteland” that followed this renunciation, his natural’
component was restored, after the magpie's preliminary search in the horse
turd, by Rudy Wiebe's instruction, and ratification of his new status as
Nature. The process wés analogous to Parzival's re- union with his ;ﬁ%ﬁple
heathen brother, by which, as the heroic sense of his name 'Pierce-through-
the-middle ' indicated, he had chosen the‘"middle way",Aof both nature and
spirit., Then, vouchsafed a second vision of the Grail, the philosophers™
stone with ‘its 25 Grail maidens-attendant (ihe wohdrousrparallel to "No. 25—;
THE MOST PRIZED OF ALL BEANS"), Parzival asked of Anfortas the all-important
guestion, healed him and succeeded him as King, but without the wouﬁd.
Finally, our narrator’'s "Amie" may e thought of as an up-to-date, ironic

version of Parzival's virgiy queen, Condwiramurs, Conduire amours, 'to summon,

guide,rto love’, whom he married, who, in her own time and in her omwn right,.
"stood for a new>ideal——of love; gggz; as the sole motive for marriage, and an
indissoluble marriage as the sacrament of love--contrary to t@e worldly notion
of love, governed only by securities of power, while love, eros, was to be
sﬁblimated as agape . . . ." (CM, p. 456). Her ideal remains valid, but a
hard act to foilow.

But thg ideal of Parzival»ig beyond the powers of most modern men too,
;nd so, we turn to his friend and fellow-questor of the Grall, Gawaine, older
By sixteen years and loyal supporter of his ideals, but "moving in a casual
course from one adventure to the next, largely with ladies on his mind" (CH,

p. 460), for a more realistic parallel to our narrator. It was Cawaine's fate,

his wyrd, i.e. "the sense of an inward potential in the process of becoming”

(CM, p. 140), to arrive eventually at the whirling Castle of Marvels whose
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enchanted inhabitants he was to free (a parallel to the revolving restaurant
of the Chateau Lacombe,'named for the’missionéry; with our narrator aﬁd Al
Purdy, 'all for God', the latter riding Pis'ﬁaribooihorse [ 'untamed”, collo-
quial poetry] twice,»fight straight, through the dining area”, a Parzival -
'piercthhrough-the—middle” figure, to'warn the cringing 'Peters" fhey had
only one more chance).

Gawaine, aftér falling immediately and irrevocably in love with the

Castle's tart-tongued Lady O'rgeluse,32 priestess of the Sacred Wood, from _
which he pluéked,for her the Golden Bough of immortalityr(her "test” for him),
and, with Parzival}s help, pacified its unjust, angry guardian, King Gramo-
flanz, married his"world-scarred” Orgeluse amid general rejoicing, reconcilia-
tions and marriages of the freed inhabitants with their contrite erstwhile
ca.ptors.33 We "paying customers" of "the revolving restaurant" of the worid
will in time experience many changes, it is certain, among the most desirable
of which would surely be ;long the lineé of this happy timeless parallel,
But with the "piss-up” at the Lacombe on the debit side "up”, and Rudy's "'No
song can do that'" on the credit side "dowﬁ", the balance, so'far, favors ,
Rudy's pessimism.

The conclusion to Seed Catalogue's great concerns may Be in the stars,

3
wheTe the beginning was. TAccording to Wolfram's perhaps invented reference,

the Provengal author Kyot [cf. the Plains Indians' chief trickster figure,
coyote, and a Kroetsch favorite] discovered the legend of the Grail in Toledo,
in the forgotten work of a heathen dstrologer, Flegetanis by name, ‘who with
his own_eyes-had seen wonders in the Stérs. He tells of a thing céiiédrthe 7
Grail, whose name he had read in the constellations . . {{ifég, p. 429).
"Flegetanis may be confused with Phlegethon, the fiery stréam of Pluto's
Haded' (CM, p. 403). 1If so, it is a happy confusion, for i} has given us a

link with Seed Catalogue's "Heisler" as Hades, and our narrator's self-
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references there and in the stars.

" From its first word, Seed Catalogue challenges: "No. 176," as Acts 17:

6, "These that have turned the world upside down are come hither also" is
an opening ménifesto of high seriousnesé. Sec. 7's "No. 2362" expresées
Kroetsch's iirepressible humor in ”23 skidoo," a bit of '20's slang, meaning
"Have to get going now,” and this vernacular, fittingly enough, signals the 4

voice which is to be .the outcome of the superhal epiphany4of the Morning

: Glory} The long despairing wail of "I don't care if-I do die"” ad infinitum
is hot merely that, or even a masturbation iyfic that f heard fifty years ago
in a hayfield on the farm from a smirking Qlder boy, but-a literal statement
based on the belief that death is a prerequisite for a transformation into a
new life. In Amie's letter a paradoxical reality emerges out of what séems i
a wanton fantasy: "We unloaded Cindy and I remember tying her ub to the

Vtruck box" is not just unloading even a Cinderella mare from a truck box in
which, ironically, an auto-e?ofié act wouldrreplace her; but of unloading her
in the sense of disburdening oneself of superstitious belief in magical solu-
tions in which one need initiate no action. Of which magic the truck box‘is
its quintessential symbolic opposite, and "tying her to it"” exemplifies
that "coincidence of oppésites" that is central to the quest; Imagination
tied to the hard service of love is the key. As iﬁ the beginning, so in the
end:

Love is an amplification
by doing/over and over.
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23 T.S. Eliot, "Burnt Norton,® Four Quartets (London: Faber & Faber,
1959; rpt. 1963), p. 15; 1. 62. , S

2 Will, in the Schopenhauerian sense, is concerned only with self= ~ — -
‘Dreservatlon. It is a method of perceptlon that sees in terms of dualltles —
such as life and death. What is needed, however, is‘a—dif£81¥ﬁﬂ}4ﬁ£¥4&f - ———
seeing: that all apparent- varletles of forms are really all aspects 6f one -
Being., And, "it is possible, in certainm circumstances, to live . . . so to

view an object not in terms of its relmtionship to the’ well-being of the

“iewer, the subject, but in its own being, in anmd for itself . . . with the

world eye, as Schopenhauer calls it, without de51re, w1thout fear, absolute- -

ly dis&ociated from the V101ss1tudes of mertallty" Ci, p. 81). emplificatian
ziveg perspective, That is what allows us’ "to love our dying” as our =

~

- -
hat]
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narrator puts it (Sec. 10).
v 25
p. 169,

. 26 James Hillman, The Dream and the Underworld (New York: Harper & ROW,
1979), p. 1: "Freud called the dream a royal road, the 'via regia' to the
unconscious., But because this 'via regia', in most psycho-therapy since

" his time, has become a straight one-way street of all merning traffic, moving

out of the unconscious toward the ego's city, I have chosen to face the

other way." Kroetsch seems to have somethlng of this in mind in the

destructlon/transformatlon images of the "city."” ' ”\\)

27 ". « « the soul's release from the matrix of inherited éOCi/l bondage
can be ., . . and has often been attained . . . by those giants of creative
thought . . . from whose grace the rest of men derive whatever spiritual’
strength or virtue we may claim” (Campbell, CM, p. 41, emphasis added).

"Grace may thus be "natural grace,"” not supernatural In the context of Seed
Catalogue, we may include, besides Spenser and the Demeter/mother, all those
other "giants of creative thought” that echo through it and constitute much
of the seed-catalogue. Moreover, apropos of our narrator's transformation
by Rudy Wiebe's "Nature.thou art"”: according to Jung, "Rebirth may be a-
renewal without any change of being, inasmuch as the personality . . . is
not changed in its essential nature, but only its functions, or parts of the
personality, are subjected to healing, strengthening, or improvement.
Indirect rebirth [requires] one only to participate in some rite of trans-
formation. [Even] the initiate . . . in the Eleusinian mysteries is vouch-
safed the gift of grace . . . and.praises the grace conferred through the
certainty of immortality" (The Archetypes and the Collective Unconscious
[Princeton, N.J.: Bollingen/Princeton Univ. Presg, pp. 11k, 115). .-

‘ <8 John Keats, "Ode on a Grecian Urn", English Romantic Writers,
- p. 1186, 1. 49,

C.G. Jung, Memories, Dreams & Reflections (New York: Vintage, 1965),

29 C.G. Jung, Szmbols of Transformation (Prlnceton N.J.: Bolllngen/
Princeton Univ. Press, 1976; rpt. 1967), p. 244 Our narrator has a parallel
in the Grail knlght Gawaine (see below), who began as a solar god. Jung
continues with his "conjecture that the hieros gamos is connected with a
rebirth myth” (Ibidi). It is SO_gonhected here, ironically.

30 T.S. Eliot, Selected Poems (London: Faber & Faber, 1954; rpt. 1964);
P. 97.

31 Arianna Stassinopoulos and Roloff Beny, The Gods of Creece (Toronto:
McClelland and Stewart 1983), pp. 190 197, much abridged. Stassinopoulos-
comments that Hermes "was also known as the 951thyrlstls ‘which™- stzll 1n

- 1

Wwhisperings that tend to get drowned in the mind's cacophony « o .
{ps 193). -Seed Catalogue's motif of "my mother's whisper’ fﬁ@gﬁSfS'th&ﬁ

learning to listen to one's ‘inher whlsperlngs was of the’ greatest 1mportance
as a guide to self-realization. . . -

32 Campbell says of her that she is "Gawaine' eeLady of Destiny . s e
and an invitation, literally, to death; in Jung 3 te;mlnology, 'such women,
ahln}ng with the light of the sun, are anlma figures . . . the archetype of

»
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life itself, life's promise and allure. This image,' says Jung, 'is my"
Lady Soul'" (CM, p. 488). Orgeluse, as Diana's priestess of the tree
bearing the Golden Bough of immortality, would appear to be exactly the
appropriate animg or amie to personify our narrator's hopes for-death. The
Calgary/balvary ~destination of his Amie confirms Orgeluse as her model.

The Sad Phoenician's wise-cratking "guardian of the tree" and nourisher of
the soul has some affinities with Orgeluse as priestess of the Goddess Mother
of Life and guardian of the Realm of Nature. "The old gal” is perhaps,
progressively plainer- and rougher-tongued than Orgeluse/Amie ( as the latter
is to Condwiramurs) in proportion to Kroetsch's increasingly bolder command
of the vernacular, but her breezy informality is akin to Orgeluse's off-

. handedness.

e

33 Parzival's role in helping to pacify Gawaine's sworn enemy Gramoflanz

~and thus bring about this happy conclusion, along with his healing words to
Anfortas, shows the 1ndI%pensabllity of the absolute ideal wedded to action
in the solving of worldly} problems (such as beset Gawaine) by an individual
responsible only to himself. Condwiramurs shares such indispensability:
Campbell reports only tha? it is she who calls her young defender who has

\ just routed her besiegers "her ami, her lord." Orgeluse not being so

\\ reported, though both are anima flgures, may be due to her "world-scarred"
“(as Campbell describes her) though undeniably real attraction to the exper-
ienced Gawaine. But that Kroetsch signs the letter "Amie" leads back to that
indispensability of ideal (already qpoted) that Condwiramurs represents for
him. - :

b))
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