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ABBREVIATION KEY

This table of abbreviations is constructed in an
effort to make the footnoting throughout the thesis as simple
and unobtrusive as possible. The majority of the poems

analyzed are contained in Collected Poems, and only in the

final chapter of the thesis is there extensive reference
made to Livesay's two recent volumes of poetry, Ice Age

{(1975) and The Phases of Love (1983). Any untitled poem

dealt with in this study is referred to by its first line
placed in quotation marks. Such poems occur only in The
Phases of Love (1983), for which there is no pagination.
The Colour of God's Face. Vancouver:

nitarian Church,

Collected Poems: The Two Seaons. Toronto:
McGraw-Hill Ryerson Limited, 1972.

Ice e, Erin, Ontarioc: Press Porcepic
m « 1975.

L R

The Phases of Love. Toronto: The Coach
House Press, 1983.
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ABSTRACT

Behind much of Dorothy Livesay's poetry, the reader
can clearly detect the rhythms and motions of the dance.
Exhibiting her concern with man's inability to always articulate
or share his sorrows and joys through the medium of language,
Livesay employs the dance motif as an alternate, perhaps
even a more reliable form of human expression. Thus the
rhythms of the dance are often used to convey those human
emotions which may ordinarily seem incommunicable. The
repetition of the dance motif throughout her work reflects
the psychological dimensions of recurring and constantly
evolving themes. It reflects her search for wholeness,
as well as the celebration of man's communicn with the natural
world around him. In its assocliation with circular i1mages,
it reaffirms Livesay's optimism and faith in mankind. The
poet's belief in the inherent goodness of man is the basis
of her use of song and dance elements in her poetry. Livesay's
attitude towards, and her affinity with the cyclic world
of nature provideszs her with the impetus to celebrate through
the rhythms of the dance.

For Livesay, the dance becomes an effective way
to project and objectify, for the reader, the inner tensions
and the complexities of life which the poet experiences.

iv
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y B '"In the artlcle entitled “Song and Dance“‘,

Dorothy

.- |., ‘

.

V o_ .

leesay states that *it is very hard to write .a poem w1thout
hear1ng. Lh your mind, the musm behind '.Lt" 1 * In selectlng
2 and cataloguing the many different Lmages which are repea.ted

in LJ.vesay s collected works, one specifle lmage emerges
\ R

whxch lends support to her v.1ew that "behind all poetry

is the song o2 Th:.s is the motlf of the ﬁ‘ance, and 1t stefus

from the rhythms of the musxc behlnd the poem. As Lwesay

says," l’ do hot know how Lt is wlth other poets, but as

~

far as I am concerned I an’ always hea‘ing thj.s ‘other beat =

-behlnd the ordmany spoken language and I m always hearmg .{'-

'
3 c. iy . ; .

A . . - Ce
L

_-the melodyr RN ; T .

The' frequency w:.th wh1ch th1s partlcular image of

2

the dance QGCUL‘S‘ sayS‘ a’ great deal about the' development

“\-._

4 LN
% -

¥

of. L:Lvessay s. poetry Erom her earlxest publ Lcatl,,on, Green

-

Pitcher (1928), to her most recent collection of poems,

-

The Phases, of Love (1983) By examining a representative

numben of her poems, noting how often the 1mage appears,.
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" Throughout a11 of the changes in her wonk, Livesay has managed

and paylng partlcular attention to. the denotat1ons and

connotaf.lons of the 1mage, one can trate the nature of he.r

poet1c process .and the phases through which -the danee evolves.. )

The repetition of the dance in L:l.vesay s work reflects the

- -

psycholog1ca]. dlmens'lons of recurring and constantly evolving

th'emes.. As well ft 111um1nates the various poet:.c techruqueS'

wh:l.ch she nses, and demonstrates the transit;.one that occu:

1n content and technxque Erom the l920's To the present.

o Thls study will trgce, through a close analysm

3

of the poelﬁs m whxch the 1mage of the' dance or dar"i'o’er occurs,

exther explic\tly or 1mp11c1tly, the progress -of L:l.vesay s -
poetic v:.sion, and in doing so, assess her wcnsk as a woman

wrlter i'.n what was A predoml.nantly male literary )traditi.on.

1

In quht H.and- Left Han&, L:Lvesay says- -

2 e Z . 5

s .-.. - % - - - @ s- ] @ 1
- * .

- e e

The other Canadxan artl.sts of. my era were those

mern’. born..soon after the turn of the century: Raymond
g Knister, Earle Birney, Robert.-Finch, -A. J.M. Smith, a

R.H. Klem (1909),- Leo- Kennedy,and Irving Layton "

7(19r3)-. .NO “cofpan-ion womep poets were born until '

: the .end q(\'the Firgt World War. .... I always had

| the -feeling" I was struggling. alone to make a woman's . -~ .- N

i
i

detached Erom them in- ‘a 1Iterary ‘and 1ife—sty1e
‘sense.4 " .. SR Cw T

.-'-

..a 3
to mainta.m a un:.que style and vo:l.ce of her own., One element

-
o

whlch expresses the constantly changing and evolvi.ng nature

. . e r ‘. A . I ; i L
- . L. P i - - v - M

=t * . . v '-— 1 ' . S

4Dorothy Livesay-) RJ.ght Hand Left Hand (Er).n- Pr.éss

Porceplc Ltd., 1977), P.. A9, , , e o
. W e A e «
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;. voice heard. I admired the men .... .but I felt c.urfously
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el l’ "'of her poetry is that of the' song and \dance 5 Even whiie

' ’( : exploring neiv forms and poetic techniques, ‘or more exp11c1tly
j S’ ‘ L. frank subject matter, as in her ,later poetry, ; Livesay nev'er .
P o

T )

; [ . faJ.ls to present the rhythmlc movements of the dance or
: z - . " e N . -'.
: o " the liltlng melody of the song. g . o A .
> . . y . : .
: ' ' Other studies which have be;n done on Dorothy leesay
¢ . emphasxze a crxtical overvi.ew of her work hence there have-
;" . . T N T R \
?, / P \beenf very few close readings or critical analyses of the -
1 v

5 b :
). pdems.' By trac:.ng_the development of an image- ‘mot:l.f, patterns

{ L
wh:.ch are not readily discernible may emerge. ‘l Fresh 1n51ght§

' A ' o mair occur from a closer, more intense look at the poems
a2 R (i.e. by examinlng the!pbet s spec1fic use of 1mages, looking
. v ¢' BARY

at where they occur. "paying attention to other"‘ images Whlch

".are assoc1ated w1t;h ‘a. central image .motlf). y :_‘
e l' s
Many general studies of the development of modern ‘

A poetry in Canada, such as Munro Beattle s "The Advent of
l

/

i ' ,:, ,'Modernism 1n Canadian Poetry in English, 1912 1940" 6 Peter .
A -Stevens' "The Develbpment of Canadian Poetry between the ‘ .
- Wars‘i 7 and Peter Schultz s \"The Period:.cal ﬁoetry of oy 1 -

' A‘A.J M. Smxth, F R. Scott, r..eo Kennedy, A M. Klein and Dor:othy

oo

- R 2] ’4 R . 1 Py i . . J
| 5L1vesary,‘ "Song and Dancen ) ‘.; S ...‘.__e.
S '.‘ . . . o |
g S Sl GM““m Beattie = "The Avent . of Modern:.sm in ‘Canad. xan
wioy e Roe try in: Engli-sh"- ‘1912-1940 Diss.h (tolumbia, ﬁ]_957)' .
,'1 o N - 7peter Stevens, *The Development: of Canadlan Poetry
SR TR b&tween the WaEs™,. Diss. (Sagkatchewan, 1953) . oy
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‘of:leesay 5, poetry. Susan Wood‘ "The Poetry OE Dorothy

leesay, 1925-1950"3 rebognlze the lmportance of leesay s -

. -l

work 1n the overall deyelopment of modern Cahadlan poetry.

._‘ E -7 s e P -

However, a cloSe analy31s .of poems whlch are representatlve - g

o t. //) T o

P

-of the gpectrum of her wdrk has not been undertakenu Charles

e S

Boylan s “The Soc1a1 and Lyrlcal V01ces of Dorothy L1vesay" 9 “%;

-
- o s -

the lyrlcal and soc1al aspects

[

completed 1n 1969 deals w1thb

A

leesayv' 1928 1975"10 Eocuses on the dlfferent phases o£

her work-and how the p0et s changes 1n attltudes are reflected

s

in the subjects and'style of her poems.‘ Although some analysis

“h

“of 1nd1vidual poems is. done by both wr1ters, they do not

LT

prov1de a close analy51s of her works from the earl1est‘”

perlod up to the present.n % -‘;:; -_‘ f ':l_f ﬂ"'

e The lmage patterns of the dance reveal the progre551on

e
1

S 3
»of leesay, both as a poet and woman. T1ed closely to ?orm

'-fand content, the dance motvf represents the poet‘s development

2 4

from ‘the shy, retlcent dancer of the 1920 [ who preferred
to dance alone, unseen, to the strong, confldent dancer ' 1 R
- . r-:‘ L

“ N P ' N :.d.» T 5 R B
b &5 B . 3 Car - -

. . - . 5 . s .
1. : i B # 2 . - - s M
v T LI . ) e e

. 8Peter Gregory Schultz.L "The Perlodlcal Poetry of
A J .M. Smlth, -F.R., Scott, Leo’ Kenhedy? -A.M.: Klein°and Dorothy
leesay, 1925- 1950" M A. The51s (Western Ontarlo,.1957).'
( .
A 9Charles Boylan, “The Soc1al and Lyrical Voxces of

: Dorothy leesay , M.A. The51s (Brltlsh Columbla, 1969).

“n
Pl
A3

10Susan Jane - WOod, "The Poetry of Dorothy L1vesay.;
1925 1975”, M A. The51s (Concordxa, l977). B T L -
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T and technLques.

¥y mode affords, shé is freed to explore the—prOCess by whxch . "

her belief in man and Celeprates the joys of living and ' n:,“

. : . 2
b - @ W . N .

- i . & e e 7
lovxn o+ 2 : . . s 3 - ., ey : L
B g : [y ) . 2 : . ™ . . .“ 0y . ) » v,

Through the use of the* dance as a Eorm of artlstlc <ot

expre551on, L;vesay articulates ‘the * prlmal concerns wh1ch

haunt the consc}dusness of modern man.* In attempting to‘

- v ¥ £ < 9 o4

deflne her world. she 15 constantlx confronted with the
ll
perplexxng pred1camentﬂof man s*xnabLl1ty to."hear / how : _-;
Ji .

511ence sxngs ~(CP, 3?, The’ d1stances which often exlst

between 1nd1v1duals necessitate;'for ‘the txmes when words “

fail, an alternate,-more relxable mode of human expre551on.2‘
-3 ] .-

-

Through the rhythms of the dance and the harmongods 1nteraction

S,
re, %
P

between dancersv leesay f1nds the means to free her poetry A

.

from the rlgldlty of" structure and form.~ Thxs does not

i 1

suggest that her_"dance poetry‘

lacks form but that 'the:

aklows her to explore and experiment w1th new forms @

“In the subjective freédom whlch the 1yr1cal

-dance

s ,7_
how she: transforms s TE A

\

the poet artlculﬁtes human concerns,
i ’ ‘ , ) P Py '

. themthﬁo the rhythms ofgmuSLc and dance. '( '. P F
i . MR .

# w e

Bes1des allowing her to experiment w1th new as Well

as tradltlonal forms. the'dance becomes representatlve of

-~ N s .
- . . " "

several underlylng themes sustaxned throughout leesay s

wOrk. In Green Pitcher L1928) and S1gnpos (1932) the dance

. ',

_ manlfests 1tse1f in the longlngs and“fanta51es bf the female

N .« [ -~

’ persOna. When the dancer appears 1n these early lyrlcs, ': -

= v P

» she 1s generally alone, and there 1s much secrecy and retlcence

‘ . . * ) ¢

F24 . B
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S o aSSoc1ated thh het movements. It is a’ very egocentrlc o« O '
P . S e . 0o .. .,
< e ,and prlvate persona that - Livesay uses Ln these 1magist1¢ n T
L N 1yr1cs. Her asSocLatxon w;th shadows and masks 5uggests :*?"f.fr,.
v "a'.ﬁ the female s need for~protectxon from the scrutlny of a i: f-”‘ ="y
P male lover. In the safety of dark gardens, she flhds the 3
- -' . .“ . -_ g ( . . " . .‘ﬂ. ~
T el freedom to explore tentatlvely her relatxonship w1th the .
- , world around hery Speaklng out of a woman s;sense of ol {'Q: o
L ’.{1 e separateness and xsolatxonu vaesay ereates 1n these lyrxcs '
4 \\ ';}.‘;_ the-v1sxons wh1ch are to conthue to be 1mportant throughout ,ﬁ\‘ -~
- ‘I . i o - & . ] N
,‘, . K - . . . a ., : .'-.. .. W .‘_ P . -.\ A X . . t
2 [;31 P her later works.- gl TaET A BT e ,’.'; S
v . R . . _ = o L ‘
3 1 o v

o _W~Q-g‘;"':L Durxng the 1930'3 and 1940'5 there is. a sh;ft 1n

L2 = - 3 : X,
& @ i e M "

.. ‘“}“ -gt verse qf thxs perlod, the poet moet frequently emp10ys a f;:,":llﬂ
) ':. . .male pereona or-a. second or th;rd person speaker, rather‘:;‘ L
’ / than the flrst‘person, overtly autobxographlcal. persona‘{ : :
) : of her earlxer work.u Symbollc of man s estrangement from ,
' ‘d L snature, the dancer now moves to the harsh, unlmaglnatlve .f ‘
N fi" J'{-: rhythms of‘the machlne., Havin? lost contact wlth the creatxve :i

and hxghly 1maglnat1ve element'of the dance, life becOmes v

- ) a - AR

1930'5 seeks to remtegrate man into A coheswe so‘cxetyr'_ - .
. .‘ where he: canafrnd meanxng and‘sat1sfact10n in hls work and.f:':,:zf
:h;?. in th relationshlpslwith others.- Reflectlng the poet 5 i;:i- ;t‘é
‘ R "' {own commxtment to the soc1alist{causé, as we11~as echdidgl'1"’fl.;

-, :' -Vf.j- the paced routlnes of an automated soc1ety. the dance serbesl"'{

T the communal fonctlon of translatlng the experiences of .: o8

~ 3 i \
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,’: Azi . _4f;‘{ L1vesay.s use.of the persona.. In the Ionger proletarxan .;-ff5~f",-

~ :A:_i'?.f'.' mechanlcally routlne and predxctable.: The poetry of the _ff.f :53,_f;
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f“, the grodp 1nto rh%thmlc muscular mqvements which can-be

executed, as 1n the chbral dance, 51multaneously by all.

- o N

“ TIhn’ the long documentary,'"Day\and Night'

with its pantomimici

a

factory scene. the'speechiess eloquence of\posture and gesture

.

.

becomes mOre important than words or 1ndrvidua1 actions..

P

»

. brotherhood, which 18 reaffirmed through the solidarity

,'“.' of- the group.

R -alone,

J\; of a larger wholeh

of therl920's,

-
»

\

o

’

.

s
The choral dance thus-expresses a. sense of fraternity or

the 1nd1v1duaL dOes not feel alienated or

Unllke the personae of the 1magist1c 1yrtcs'

for there is. comfort ahd reassarance in being part

The sharlng of conflicts and tensiohs

reaffrrmsvand deepens the bonds among 1ndividuals.

The

.y

.

‘. rhythms of the dance aIso provxde a cathartic function, -

“~ 5

LY

b}

for .the communal rapture of the rhythms renews and strengthens

.' '\ 1

“the group. 5 g

(I

.

.,

1nst1nct to dance 1n celebratlpn of. the many hallowed occa510ns

thrOUghout hlS life - birth, death

war, etc:

*fl1ghts of fancy,

"‘j' -'In-Liveaay,

the dance also:emphasizes man' s primitive

A

the dance becomes representative of the

-

3

.

Besrdes providing an. avenue for escape and for E

poet s need to celebrate all the Joys and pains of living

which she experienced 1n marriage and mohﬁerhood during

the-1950,s.

-Experimentin

’ and (@re complex patterns'

the 1mage .of the dance to

.t

¢

-~

e brace themes of greater

'y

w1th longer lyrical sequences
f rhythm and rhymeh Livesay extends
i ['-_ ;f!. ".‘A

$ophistication and complexity

*

hiE |

initiation. marriage,.~

\

% VR g
Through the rhythms created o

Ay
: 1
i -

r
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by sound patterns and by. the juxtaposition of opposingfimages,/

. she creates multiple tensxons within a 51ngle lyrlc. Stlll

—_—

concerned with her search Eor personal’ exprgssion and 1dent1ty,'

she now sees herself as connecting‘eternally with the rhythms i

- : 'of those around her - husband, parents, children, Er1ends
et 4
'-and ancestors. Confined by Her . relationships w1th others,
ol
& the dancer now MOves in a more restricted sphere. Images
i ™ -~ 3 . & N

e of concealment and cpn&xnement abound in the poetry oE th1s/

perxod. as convention and traditionrimpose dtder on the~
® 5 I

speaker s life. She is torn between the desire to transcend  *

- thlS ‘world and the constraints of the needs and wishes of , ,/‘

«
' ‘.

others. _-}' . B T ! "L- v m T

In the lyrics of the 1960's the dance becomes more

>

« 5 . .

personal and erotic, rather than social or communal. Functioning

- as a medxum of courtshlp. it often reflects the overtly
: A wE e
sexual attraction between the aglng.femabe persona and her

s

‘.

-~

N\

yOUnger male lover. Livesay*s usevof more exp11c1t subject» s
. . _matter requires her £0 use a more candid and direct 1anguage.fi
A ‘Finally freed Erom the guilt and insecurities of her earlier
.".%Tms=;. years, hexe the persona displays aTw1111ngness to". take risks ?s~ff;
) .y an exploring the erotic andssensua{ aspects of womanbood.;f‘fi-h

i-,The ﬁance becomes representative of the male s ability to'

:transform the aging female speaker into a young girl again.

“y ¢ n i ¥

(w1 --ﬁirhe pr1vate nature of the female persona S. quest for identity :T
N ,._' ’ \ - :
" e L cm F . o 1s reglgcted in the~poet's increa51ng use of dreams and o
T e . ¢

Eanta31es. Again”the dance }s associated w1th flight and

. il : . it LR we
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‘(1975) and The Phases of Love (1983),

_rainbow of colour and light.v

P

'.‘

transformation.

In Livesay s last two volumes of pgétry, Ice Age

PR

% ‘ N
. .
i

.. the, possibility of escape, as well as with the process of

\ s

‘

. 5
£

the dancer and the

freedom tgnt she has sought for so long.-

experience. she has attained wisdom and maturity.

,dance become one as the female perscna finaily finds "the

¢
Like one who has

. made a long and arduous- journey, the dancer emerges “in a

From the visions greatéd’ by

dance takes ‘on! a .gacred or holy Quality as in the” poem,

"The Step Beyond"

‘Before the speaker can attain oneness,

“Now the.

v

she must cease trying to possess her male, lover, and. instead.

join ‘him. in a harmonious and joyful dance of love.

With

elegance and grace, Livesay has moved from the awkward,

{

clumsy steps of the ”mxsbegotten'

£

- ‘and at peace with HErself, u g P . .

‘l

tCp, - 265) dancer to those

‘0f one. who is in‘tune w1th the rhythms of the universe,‘

- - i »

-
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SONGS OF Innocsnca'~'~"'«-,::,~. o L

. [ i .
R “ . &4 g T, e
- + » .e

"You did not see me : dancing. R

'.NO' : .
_° TI’did not’ dance for eyes to see”. - A
PR "“‘ “ 2 . (CR, 29) - oL mng
- e T R L
Lol . . 6, . --':'._, . T ., ’ '%:"

1 i % - £ E - ~

In the 1920's whenvLiQesayibegins"to writedn the .
imagist mode, she uses the dance motif to express her belief

in man S . kinship with nature and the intrinsic worth of

BN

the individual.‘ In Green Pitcher (19 8) and Signpost (1932)..

Livesay ‘most resembles .the imagist poets 'H.D. (Hilda Doolittle)'”

I
.and’ Elinor Wylie. . The. imagist writers who emerged during

zthe early 1900'5 were influenced by Ezra Pound’ s manifesto. .»,'

\\ .
Like Pound. they were dedicated to. freeing poetry from the .

13 l

tyranny of conventional form.l' Imagism ‘'was essentially

-' a reactﬂon to the poetry of the Romantic and Victorian eras

-

',ﬁi —

in England and Amefica. The imagists' sources of inspiration

r

Chinese and ﬂebrew poets, as well as’ 'the modern French writers.

In Livesay s earliest poems, one can detect very

strong elements of imagist poetry, such as a hardness of

lGlenn Hughes, Imagism and- the Lmagist (New York:
The Humanities Press, -1 533), p. 6.

4

were the ancient classical Greek and’ Roman poets. the Japanese,:
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‘;Lliterary magazines of the time when Livesay wag a young

F outline, clarity of image, freedom from metre, brevity,

4

5 . B
- P i N ‘ % & i
P

L ' R ©

- »

_ and suggeStiveness 2 In an interview with Doug Beardsley

and Rosemary Sullivan, Livesay says that her mother, FIorence
> " A
‘Randal Livesay, whO'was ‘a poet, would subscribe.to the American

'girl

o We had these all the time in the house. - That was
e how, from -the" beginning, I was influencéd by imagism
. .and!by Amy 'Lewell, "H.D,",: Williama, Pound .... Anyhow .
it was the whole Imagist Movement that started me.~-~A-,ﬁ

~

off s AR S L T o o g

. Influenced almost-entirely by the American poets, even though

\-. %

,she .was reading the modern British writers, Livesay\B‘gins

' to use free verse forms in her earliest collection Green ﬁ-*

.,

Plteher (1928). Hany of Livesay s poems could be'termed

) imagistic lyrics, But they are far from exact replioas of
the work bf her American contemporaries.: Livesay uses the ‘
principles of imagism to explore new forms and poetic techniques
which better suit her own poetic sensibility.. In the same [;_f

interview with Beardsley and SuIlivan, leesay comments L

- on- her refusal to be restricted by'form" . X

I found it impossi&le to write in the stanza form. s
"I've -never been able to write 'a rhymed.sonnét.’ SV
My mother was open to all these things and moreover,

- . pd I cE ¥ EI ! “ IR S .
'. ‘.-‘ l. 2Ibido' p 44- “ . s '. ‘ B 1' ¥

. 3"an. Interview with Dorothy Livesay p conducted by

'Z,Doug Eeardsley and Rosemary Sullivan, Canadian Poetry,. " A
f{(Fall/Winter, 1978), pp. 88 89, © | .. _ o e

. . . . . . &
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‘_Q,iJ. T g Livesay 8 sé@ich for her own’ mode of personal expression.

“‘ﬁ.‘ with his contention that the dance was the ultimate expression

, S . : ;i:f“¢‘. f lui-".._ tflz :
: she was very adept at all the. techniques ~- she coonT e ) .
B "Just’ loved -the ballad, the triolet, all the French T L L
Yy *forms. - She 'did them. ‘very. well but  she could never. . : .
‘ _persuade-me " to_try them. I just revolted 4 s

o, -

goe& back to her teen-age years.: In the article-'Song and

:Dance F she states that during the 1920's, through sexual ; :{ T T

experimentation. she searched for 'the perfect dancing partner .5 :;

)

‘She had read Havelock Ellis' The Dance of Life and agreed ;.;:

h. v

.“~;‘ of "the consummation of two bodies into one, the merging :i.'g':'h'

?"of self in other seif' 6 Thus from her first book Green'ué o A.

g Pitcher (1928) to’ the haunttng lyrics in Ice ‘Age- (laliL s S - " -
77 and The Phases of Love (1983), Livesay has constantz;\strieen /(’f‘fg;
L 'To walk on feet made aerial' (CP 2). The mbtif of the - "j
poet asqgﬁncer WEaves its way throughont ‘her works, expressing ) "T;-'ikf
,’.)" her longing for lightness and ease: 'To recapture / The -~ - o
' l'ight; light air (cp, 2). ) _ ” ' ORI
‘ The dance,.which is one of the most ancient forms Ll _f
. x“'of maglc,‘is 'a pantomime of metamorphoais" in which the ) ;; 52";f¢-f'f
dancer seeks some alternative form of existence.‘LLivesay N .;J fJ.’fji'
g L :'.-"‘ T b e S T ,jl_:-:'”‘ ' ,.f-:‘ ;?.:;;#‘ S
T S U A -

AN SRR 5Dorothy_Livesa9,-'Song and Dance

41 (Summer, 1969), p. 43. ~ : . Tt e o . Tm R

PR o J e 4 S e
" : A - ...- » L 5 Ibld . . st L e ' , e ‘: 5 ‘ . ) , , . . . . ..- \',: . R v . - \ =} X )
s 7J E. Cirlot, A Dictionar of Synbols (New York“ TR S g en e s
Philosophical Uibrary, 1962).‘p 6.,-- . R e e S U
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comments on. her sense of alonenesa as a woman wrlter in
: Canada durdng the 1920'5 and l930's-‘f“ _ ;33L

<. ‘ L.
. DY iR
A " 7 se T e 7
- I, “
) *
i
. o
- | i .
. % v
i . . - ‘
. 3 § v g
T N e - 0
t. et . 5 . " [ e
” ¢ & . « o L
P . . : .
~ L2 ot 3 .o . . a
{ - @8 g . 6 . . Te ok
v, ¢ . % - g . ¢
-~ i - a
. r, P

uses the image of therdance as a symbol of transformat1on

LI
in a secretive and self-conscxous

v

manner in her earllest
g’&ks._ Aware of her vulnerabllit

T B -
- "

she is wary of*attracting too muc‘ attentlon. ertzng out

of a malelliterary tradltlon, vaesay 8- v01ce is. deliberately

L 1

subdued al % reserved.
- # T,

The other Canadlan artiats of . my era‘were thosev

,‘In nght Hand Left Hand (1977) she-

‘men born soon after the .turn of the, century: Raymo '
‘Knister, Earle Birney, Robert Finch, A.J.M.. Smith, | =
A.M. Rlein (1909), 'Leo Kepnedy and 'Irving Layton...| . |
T (1913). . No companion women poets were born until..| ' -

‘the end of the First World War.'.... I alwdys had L

« A :
I

> [
1n many of the-early poems.,‘It appears as.1f the poet 1s¢

~ .

.
' ‘I

to trust her owh intuitions. There are a number oﬁ a. luSLons

v
) t

a

in-the titles of the poems to interrogatlon and allenatlon

\\_

(CP, 2~50). These, then, are'Livesay s few hesitant steps‘

M4

‘as, a woman and as i poet,

g ="
ca .0 7. the.feeling I was. strugglingéalone to makea woman 's e
- L . - voice -hedrd.. 'I admired the men ... bpt I fel’ curloualy
sl 7 . L detached:from them in-a literary and l1feﬂsty; 45 M|
. G e 8 'sense.8~‘;-;- o L TR TR,
L8 ,‘- il " “' - . 2 A I ,-‘,' . 1. 4 '--4 . - ) 1‘ T o _' N :
AR D Thxs sense of albneness may explain the:questioning quallty

', unsute oﬁ her own capabilities, and lacks the confldence 2‘71"
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T 9W1111am Blake, The. Poetical Warks og‘william Blake,l'3
'ji,ed John Sampson (London- Oxford University Press, 1925), =
" . % . ) . o X 5 S s " . .. L ‘
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" ofithé dance. They arewher songs of lnnocence”?‘wrxtteh\ 1"H f-'i
' from “the gardem oﬁ-chlldhood" (CP, 1x) j nljfﬁ.“jw,z,ﬁi_:';ff -f\~

.::;?“'f S ‘The voice of the 1nexper1enced poet echioes with - -
-gvsﬁerand wonder as L1vesay endeavors through the 1mage of : N -

the dance,tto conétont.nature and hér own pr1;ste wotld. f [:“'~ -

‘.'1 Her Lnltxal attempts "to explore the teiat1onsh;p.between "fﬁu: '

.,“ *selk and natute teflect the dualit;es which ex1st throughout :{%f.f;:

tLlyesay 8 worh;” The femeie- peék T dLsplaxs 4n. emotionai, BNt r
. »1ntu1t1ve response touher wo 1d . Ftequently u51ng the pasS1ve ; .
VG1ce in.many of the early.ooems, leeSay empha81zes the :H?f ,f
?f},retrcence and he51tancy of the female speaker.‘ The domlhant .VT
' use 65 the condltxonal m00d 15 ahother character15t1c~of fﬂg:j’ e
T e ey - ! .
vaesay s’ ear11est lmaglstlc lyrics,"Comlng at the beg1nning .
‘ ;:;Sé a: poem,'and used as a refraln in" the openlng 11ne of ‘.“A'_"

: "‘ieath stanZa, as 1n.the:poen"Interrogatlon the condxtlonal e F
ti:mpod.egpresses the hopes or.w;shes of the reserved sLeaker.:*,
‘i'Though longing for . llghtness and ease, the s aker remalns s "

k-:ﬁJ*bound by the restrlctlons of the phys1ca1 orld e. g. her ' . D

'n‘ﬂ’iiown°“clUmsy (CP, 265] body), ‘as well as Jy oonventxons’ ' g
.‘of socLety.; L1kew1se, the ver?lreal lxmxtatlo of ttmeol; 3
;"and spacewarrest the poet. She must then conceal her own -

' %truths, scatter her-own w15hes.f In }he Madwoman in the o .

% .QEEES Sandra Ma Gllbert and Susan Gubar 901nt out an; eésentLal ‘{;
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v

the image of the dance is’ 'Fantasy 1n May .

“from the-natural world around her, compares the mad and .3

d1fference between the male chlld‘s progress towards adulthood'

and that of the female*

.
N~

o> Ty

L

‘ F . 3 " ® _ : o

s . . . < .-

The malé ch1 d s progress toward adulthOpd is.a~
growth toward--bath -self-assertion. and self-articulat10n‘

¢ sees
~

"1t} implies.a development of- the powers of.

\ speech. “But, the girl child must -learn the- arts
.~ ..Of silence either,as herself :a silent image .¢..;
. or as. <4 silent danger of her own Wogs,' 3 dancér .. - R

. who

3

thxs poem, the dance Ls only present 1mp11c1t1y 1n the collectlon

enacts rather—than artrculates‘ o -

¥ i

The flrst poem fn whlch leesay expl

A

1tly employs."

As1de from

e v

Green P1tcher (1928), through the rhythms or word ch01ce

of the poet.

-

. rlOtOUS

*S -

In"Fantasy in May leesay, tak1ng her 1mages

.

dancxng of~the 'tnlxps' to the chaste and sober

e _:_-._

llght‘of the candles' wh1ch try never to dance (ég,,J)

Contrastxng the w11d1y exuberant Elowers v1th the steady,

- /C .

unfllckerlng candles, the speaket suggests the consequences

of ch0051ng the safe,.predlctable route.. By accept1ng the

1mp051t1on of rules,.the patterns of conventlon, and not

k

darlng to rxsk adventure, she protects herself But narrows

PSS

hervv131on...L1ke the safe uneventful existence of the

- b -t

.conformist, the 'v1rglna1 candles which are always ths ;'

same-can be a11 blown 'down fh a row' (CP, 5).

of candles fallxng 1n<a,row suggests the posslbility of -

.. K

v

loSandra M. lebert"and Susan anar, The Madwoman

1n the Attxc (Londonn

Yale UnLVer51ty Press, v P.. 3..
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,then.the dancd 1s suspended and the most that she can w1sh e .

_“Young.prlm gardens' (CP, 4) and down the wide-open streets. “'i-.‘f. -

- They demonstrate the creatlve 1mpulse behlnd the dance as

. l v
fanopposed to the rlg1d adherence to.set forms.~ It also ‘.

- T P - . .4. "'.‘.‘;;'.‘
- - . - e i o ! ,
’ ’ - i & . p ‘ i . ) -
-ﬂ_'i ";;Lj_” i ¢ L my PR ‘ . 16,
a0 o ¥ e LT A X ’
patterns breakang. -The tullps on»the other hand have'never "§ 5y o e OF
F e . o= #* - e B :‘;f
been restrlcted by patterns or space. R o - ? -
But tullpsl )8 ~ y R l CEe o ‘ . :-:’_: L:’IT
« : _There. is |no’ gainsaying- . s T, ' RPN e’ my
" .. Thé w1114of the tulips,.” .’ R IR L
- "For the wind blows- the red- ones, the white-ones, €he ~ . .-
yello\*,w SO L . e : 'r_‘. - . _A..» 5
And ‘never aone- ., - . < T, - 1/ k e el
Sputters out. (gg, 4) ‘ G NG

When the speaker refuses o take rlsksr to dare to be d1fferent,~'j_,; ”3;

-, e v . e '_'.’

- l I ' _‘; = -_4 e 2
'"to atta1n is the evanescenf and tran51tory light of the.‘ R
’ candles. ' LI i " ' '. -, ‘ ey l L o =% "

Symbollc of the extravagance and 1nconstanc¥'of L T STEE

.sprfng, the "scarlet and russet” (CP, 3). tu11ps dare to:~, o ,1j'-f{;

.'do more than merely—exlst. "éwaylng and flauntlng (CP, j‘i i;;;if/f.Q:
1A4) thelr colours, they dance to the- movements of the wxnd. In — <
'thls free movxng fantasla; the flamboyant flowers. "totter j_‘:/? ":;"li
and” reel" (CP, 5) recklessly.‘ Out of control, they'dance‘:'-- :‘,ff‘j:f;:
fw1th w11d abacdonment 1n_gn ecstat1c frenzy out of the - o ";”v

- N

oppoSed to the dull inertla of the paIély gleamlng candles. ;

- Tbe.use of the word "fantasy' 1n the t1tle 1s 51m11ar ‘
.to":he mus1ca1 term fantaS1a, thch suggests the - free play 1? . _“‘?ﬂ
1n a muslcal comp051t1on,.or the rhythms.of free‘verse, %J . .‘af ;?ffl_

‘evokes. the prlmxtive 1mage ‘of the dance, w1th its" assoclataon PP
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5 ey e, e o i L
ffﬁffj!” of sprxngtlme and ﬁertlllty rltes.ﬂ Unw1111ng to be conf1ned
L - : ‘ ""A
# ) K " 2 - . -
Eel e T tO gardens" Whlch symbollze enclosure, the tu11ps enact

Py 3 R a‘mad dance of pa851onate release. Thexr refusal to adhere

- -

t",‘j;':g;-ﬂto the rules of structure or de51gn 1s 1llpstrated by the

"1

EE= poet-s use of contrastlng geometrlc images. The rlotous

Li:‘ﬁ; V:;i freedom.of the tullps is seen in- op9031t1on to the shapes i
ﬂ;i;:ff'fiffg of the ;Old‘grey gardens o (CP, 4) wlth the1r suggestlon _ .
:'quTt“' - fl QI permaﬂence and StabllltY': ) ' i : N
i ‘";quuares and trJangles, LA B L
v i . “Ovals and quadrangles, TLEEs & Lo v .

“Filled; with riotous'glory =~ .- .77 . o~ :

Of tullps modklngfthe‘w1nd. (gg,:4)=' S SR -

" In- thxs tén51on~ls,lmplled leesay s dlsSatlsfaction w1th o e

RO g o ' ‘
I S the restrlctlens of. regular meter and rhyme. The poet performs,

7iﬁi through the technlque of free verse, her own mocklng dance,

- <

.. P
- and tHus frees the lyrlc from a~r1gld and 1nh1b1t1ng structure.

The age old pradt;ce of danc1ng s a r1tual of -

. 0. o —ts
s, 1 ) é .

ceiebration.ls also 1mplled Ehrough the title of the poem.

In the”earliest recorded lyrics in- Engllsh literature,

'. -
a "-_r.

sprlngb}me, thh-lts sugg stion of regeneratlon, 1s.a theme‘

-a».\
r

whlch.ocdurs ofteh

el vy, '3..~ i N - o
e F e g as well as ln her reference to a. “fantasy or dream state, \
R < Q“‘h s ,. Jvh TR _,___._.A v ks
. 'g?g, Livesay evdkes Ehe tlmelessness of the dance. Fantasy also
A ey e, e TR -
‘]fﬁ suggests the w1ld and v151onary element of nature which .
,iﬂvl RE ;.wdqcurs xn mdny of tha poet's earller Lmaglstlc"lyrics.
- % h'." : ..‘, -‘ . w2 -
R B Wxth 1ts whlms and caprices, -a fantasy 1nvolves the idea' .
T . v . _.‘.: _"‘ . .‘ S L r -
e ;4ﬁf:'*"‘oﬁ_unﬁulfilled deSlre and the mad longlngs of the soul.
. : ~‘ . '\"‘ _', . [ '_ : '.l. ) ;- < . ‘.' :L - 1“ - , e
SR ; i, “-'. t el by P L - . o, R
' ,-.':, TR i uo, v '
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' . ‘, ; . '::.- "-:' e "I : " L' B ‘ . - & ‘18,
s * :':J¢E1j.ff} ks The tullps are reterred to as danc1ng fharlotsf §
} " i v .(CP 5) who mock and sway suggestlvely in’ the wlnd.. Whén, .
’ YE f}:'}}?_ “ﬁe danCe of the tullps defeats the w1nd s" force, Lt seemsjf’u )
:;' # ‘}', ;?‘a supreme celebratlon of sexual fulfliiment. The Joy of '.Lﬂlj‘
. f{i}; physical .love -which- the "drunken harlots“ flnd 1n each f‘ :’~:
-_‘:;1°': :: other s’arms (CP 5) is more satlsfylng than the splrltual §
L0 “'_ : :‘ love assoc1ated wlth:the:chastrty oﬁ the .v1rg1nal,cand;es". .
C "f‘.t:": (CP, -5) which Ellcken and theh go out. -‘.._; :-: :f.q .‘b’ 1?
. ;i' - 'rf; lﬁ ) f:‘, Rhythmically free, the poet demOnstrates 1n thls 11.: B
’5,:“ ‘fiﬁ‘t', poem what happens when an 1nd1w1dua1 1s permltted taQ. follow :
}}hu‘ 'm:l{f} B the dlctates of her own free rangi gAlmaglnablon.. %he‘ilnes >
: ; .slffL ) dash«and dance acrosskthe oage.'i : h dashies. and exclamatlons: A
-;:'. "; :5; strewn llberally-throughout,'the poet creates an uhanhlb;ted - e
- | ";: ‘ lyrlc whlch cohveys.the’exuberance and inten51ty of the e f
’ ‘;' g danﬁf <A surrendering to the rhythms of therWLnd and to 1;77<';
! ~f ) the m051c of the poem has freed the speaker from her OWn ~; |
' ":._“ ) ’reserves.. Through the elehent of thé dance, thelunobserved
"ﬁﬁéi’;; ;;f;.speaker who appears in 80 many.of the ear}y 1yr1cs has been ”;;:
v E.‘.:l fkt fﬁ. transformed»lnto a rarnbow dahcer, dellghtlng inlthe‘"scarlet E

" *éhd russet / Amber-ahd gold" (CP, 4) colors of’ May.-:From L

.}N o : é“: the 1andscape of “the grey garden w1th -its suggestlon of . . N

F R

oL .:;‘ sagety and orderllness,,the dancer romps through the open e Tl e
' " streets*and flnally escapes audaclously lnto the hLllS.

a“d 1_'_ The speaker then whlrls ”down the street 11ke an / anc1edt

S £ Fury and leaves’"thls c1ty, accursed c1ty" (CP,.S) behlnd. 4-I'L.Q

14 G ?
B o In cla551ca1 mythblogy the funles are three female splrlts L
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‘whlch conb1ne-¢he oop051ng elements of—terror and benevolende.' ] ) §
L}ke the Furies;.theitnllps'aretrepresentatlve of man sl | Pl ; K
need_for balance and‘conbronise;f The . dance of mortal exlstencé _ f‘:
a cannot be.: based solely on rlg1d patterns or controlled I'\"uﬁ: ] S .
'~movements: A110wances have to be made-for thab wilder and :f;; ~;} )
. more creatlve aspect of Tife -fAthat whloh stemslﬁrom;spontaneitj’f;' - ;
and lmpulse. + o h: 'f";:, : C‘..l" ':-“3-','. "i- ,~’ L ‘

v "In “The Inv1nc1ble ithe dance whlch 1is mexelf 1mplked —J
by the poet s word ch01ce is once aga1n closely a55001ated n ﬂ
a,-w1th"the wh1r11n9 movements of the wand._ ‘The : speaker llsténs i ff -‘%

for the'”strange rhythms / R151ng and falllng (CP, 7)p~ " ". I R |
.- R . » L= ' ;
making sway the leafy branches of the graceful elm treesi ‘i.f {i‘e NIRaEs
,/Although alone in the darkness of the‘garden, the 5peaker : ffﬁ_“_ ,:“ i i
recognlzes,_ln the 1ndom1table sp1r1t of the trees,_her _..4 i : Lo
, own 1nner.strength and determlnatlon} ;Stronger.and bolder P ":':
are elms / Than bllnded mé%" (cB, 7 f Once aga}n the speaker ’ L
- 1nt1mates that there is’ safety and: strength 1n not belng'if' }”j.f ey .
: .percelvab}e. Th;s reflects her chlldhood_memorles “6f - "Woodlot” | =
l,,in Cl;rkson, Ontarlo "where as & young glrl she would dance'. Q7 'j
and whlrl w1th the sprlng w1nds as they blew through the - : : : '
w1110wy blrch trees. Accustomed to the unrestrained‘motlons . L .
of the W1nd and Per owntbody s rhYthms, 1t seemed a fenn}dable': :. | e
task to master‘t e formal a d technrcal dance steps thCh ' ﬂ
she~was expected to conquer\durlng‘h;r teenﬂage years. _: N i ';‘ S
'In the article "Song and Dance“‘ leeSay ‘recalls the pa1n - ”A:- o
. 'of those earller years: ' .? .' ‘.qt}h i\r\ PR -;.J; 3 ‘
. e 'y o ST ' - Tome Lt
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L R remember v1v1,dly the Agonles ‘of a dancmq..class - e
s 1o . X N - ¥ [ s o
-0 R The -formal- lmpos;tlon of havmg to - memorlze 3 f Ve oo

€' -+ . ... ~Mhere your. foot went next seered-to paralyze me. ..o |- ... ‘
. B e el ST Only, orice did I get. a glimpse.of- héw mu$ic’ .could, 1 . i -
- » ... relate to'natural bodily: rhythm: ''and tt;at was- at ) B I L P e

tt 0 .+ _university ‘when I registered for a course in Dalcroze, - . "
L7 Eurythmicss Even.at that,” the technical knowledge \ & - /. o
* A L requlred seemed formidable ... -Mostly, I.remained - 1 R I
, T o : ,,a_vgallflow,er. ‘Yet how'I longed and” longed to, dance .: A S "
-, .7 0~ all-night ..l I flew‘ around .the room in my own,_ ST MR
T ..l '., :A ‘ _" 1 ) & “waYl alo..ne.l“l " “, l' Kl y ' l— E\ L : - l ., 2 V. : o
u‘.. % g .., SN . .'." o ’: P S 5 LR R N L
¢ . ' ‘ -.r e N ’ ‘..- ' 0 i ';: R “..‘ gt 0o . ll & ! r'" ! '. ’ ' 3 (’
T v ; 'In“order to ach'ieve free exp‘ressiomand' some measure’.' PR .
' - el of personal happxness, it 'seemed nece,ssary that t'he speaker R . ,.'
¢ s Mo & _ . el ’ 5 e .7‘ k)
- dance alone.- In "Wralth", she 1eaves the 1nt1mate embr,aqe £ T
. ) of her lover- s arms, even wh11e she is 1mplor1ng him to< T o
i ‘;l /. . '..;: . » “ - - % “ "~ '-' e ,o! ]
SN e ""Hold .me, hold me (CP, 8). . The' conf,lxct of emdtxons .Ls Do c
Tn s ey he1ghtened by the sPeaker s awareness of theé pain wh1ch eyt .
P ¥ - ’ ) s ‘
E ‘.7 her" leaving will cause. - She as weli as’her. lover will soof , ., - 7
L - : : LA
- P . . '~ I o e RS ]
X S S © kniow "The achmg sorrow of,’ dead Teaves / Frozen by the moon\
. £ * N v ¢ - w - b : >
y, ® ot R (CP,, 8) The allusion- in the title- of t:he poem to the . i J ' - -d
: pe Tt tranSLence and 1mpepmanence of human love emphas.l.zes the. | . %
: ' hlghly 111usory ‘nature of the dance as a form of personal‘ D
’ ~ ' expressmn. lee the changmg o.f th;e seasons or the phases Sl S
": L ' -~ of the” moon, the sSpeaker will be held by a different partner; ’
L she"wil,l.dance 'with the gnost of‘a forgotten loveri Dependlng» g ,
- o, a / . i h vt __~
N on the, rhythmc movements of the body, the dance may evoke « .
. 5%, - A .o ¥ ’ &
oy . ’ var1ous mood's or, convey a llmltless range of emotlons or ~ -0 .
o ‘ expre_ssmn-. In the poem “Wralth",' the speaker transforms S L
‘ e JlLivesdy, "Sorig and Dance", p. 42. . ' ) LT
'.. . ' . -] - i ’ . 5 l .." \ -~ . LI ) ’ . . - " ’ l
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into a. sadly £ina1 ~ex1t.

outside of the c1rcle, and thus 1-mp11cxtiy halts the dan,ce. R i,

N
i ’
= .

. . In"‘The Gulls

the simple act of leavfing\ th,e c1rcle of her lover s: embrace

-Having decided to leave,. she steps o

. ' veoow T * : g ~ - .
i -speaker's own medita.tive dance at ~.the water's edge.

!

the - speaker s longlng for flidht

Embracing

from the cares of\ the world and her need Eor solitude are

) e_xpressed by’ the~gl-1d1ng~movements' of ~the qulls and by the-

»
~

the rhythms of the water and t:he motion -of the gulls wings. -

'~ against the grey sky, the speaker longs to be "loosened,

free,

& free" ~(CP l4), t:o become one w:.th*the elements of, water
and aJ.r. The ten51on whlch the speaker feels 1s conveyed
,by theSe lines. T ' --,'."1' - e "l!
LA - . p .9 1 . . . 1;' ‘ - -
Then, as now, I seemed..to be alorie
) " Swayed as the scraggly birches \were, by wmd, .
- r' :My "body no longer mine, but something loosened,
; .. Yet bound fqgrever to fthe rock, ., .
'*7\" Possesséd fdrever by* ‘the wind. (CP, 14)

.
P

&

2 ‘uu

NN

and her hesitation in aSSerting herself.-

smooth -sweelp of the* birds' airy ballet and the motion of

v .

the waves, she 1magines herself leaping up, and jOining then

1

/.Of gulls' wings"

’

the solitary dance,

(cp,

her realm of private space.

14)."

b

[y

A'ga'in".the "speaker yearns; for , -

now,; I seemed to be alone®™ '(CP, ‘-14)..,.' oL .
. ‘ ~e . Y ' s r ‘
- . ‘0 £ = 4 1
» - 5 % ... ' £ . b
. 1 o
T ) - ' ’\- -
) - @ P ' . “ ‘
" _ - ) ) [ i v, 4.‘
. 3 Lk WD - . ; ) .
v Tl P . -
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) .- : e e e - E ey
” h . . - ' 5 ° :

kY

-,m their dance{ .following. Mthe mdtion. of‘w‘ater and sky,‘

Observ1ng the

Lupesay s frequent use of* the passive voice 1n the - open:.n.g -_

»
?

o

"Then as

~s'b§n2a of this poem suggests the speaker s sense of powerIessne,ss :

7
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Her des‘crlption of the sound of the dulls as’ “human ,

&, .

piercmg and anguxshed" (cP, 14)"sugg‘es’ts' th'at the poet

recognlzes 1n their crles the agonizmg aloneness of the .

.-, . . <

1nd1,v1dual, the essent1a1 alienation of ‘the speaker, "that"

‘g'rey .wéll ofrroc}c" (CP, 14) wh\ich she must confront both

a

N . .
3 S o v . . .
3 . R - .= % - . S P g .. .
v . . g K ~ . . 22
. o - Y - ‘ . L
¢ . '

-

within and'wn;hout herself U?ltimately, each person particxpa’tes .

1

I
Y

m her own private dance of so‘rrow. The reader wonders
s Ty ‘e

what c1rcumstance of sorrow has led the speaker back t0' )

L3

this v'-'tmy 1sland" (CR. 14) of the soul to meditate and

o o
LA Y \

Often When vrords fail to communicate the complexity

of the human dilemma L1vesay turns to the dance -as a means

of personal expres'smn. ﬁPerhaps through the rhythms a‘d B
K ' i

motion of the haunting dance at the water s* edge the speaker'

‘can’ convey her sernse 0f aliena’tion,. yet also her hopes for

communion thh ‘nature. Her plunging ‘"away ‘from the w1nd '

/ Out with the gulls| through the warm, thunderlng water.

(GP, 14) suggests the. spirit\JaL nature of- the speaker g .

3

. -
- \ _

séek solace—with .the- w:l.nd, the waves a'nd the screaming gulls;

experience.' St;rred by "the voices of the gulls” / % & .:human,;

-ar
.

plercing and ~anguxshed / As of onle 1ost" the speaker encounters
//

/ -
"the falnt, angulshed echo (CP, 14) of her own aloneness. I

.Unlike those unh:.ndered creatqres of flight who have found

\ !

their freedom in thelr wild communion of seavand sky, she’
still remains alone.. Contented, the gulls perform their‘ .

eternal pantomime ‘of llght in the limitless space between

i,

K

_,water,' and sky,. Unlike the‘speaker who 1s "bound forever

T

.

Y
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- . . o to, the rock. ,/ Possessed foreVer by the wind" (CP, 114)' L '-’
® \ 5 they are free of the restrictions of space which confine ) VoW
e - ! L
Lo ' the speaker. Unab”le to soar, she ¢hooses, as an alternative -
y f. A9 - " - .
v ¢ to flight, a bap_tism through submersmn 1n the sea. :
T - " F e ) o . A N
S s R It"lS not the v1sua1 images that the speaker in
5w . t’his poem 1s attuned to. Instead she reacts 1nst1nct1ve1y .
i to- the rhythms of —the world around her. { . a
; S, } ' All thes‘e I saw w1th qmy eyes closed -
. -’ And so leaped up,. and danted - = - ;
~ ~ And followed the motion of _water and sky, . LT o
' Of gull's'wings, and: cried out in answer. - RS
o ~ ' As ‘th_e. voices. of gu!.ls rose and, e, echoed. : (gg', 14.)\-:‘.-' '

! "

! S Dl.Vl,ng into ‘the - Limitless. expanse df the -sea, the speaker -"f::j « .

T '.f-’ ‘ % “ ~a g -

achieves unity and harmony with her natural surroundings. .'

- £ t

~ A
,- ' -~ .

Achieving a sense of wholeness within herself was. RN

. E L - . ' .*,'
i

=l ‘not’ so- easy i

1nd iv iduatio

O _ dou‘ble, the

v e up the street.' Contrasted 'Wlth this free, ecstatic spa.rit* o
. ) ;,'_; of movement and sound is that’ other 1mage of the speaker s , :‘f R
- “ ¢ ) ¢ " = i ‘
o T ..,  More sober seif" (-CP: 20) Who plods— quietly and uncertainly .
“‘-_ L -on. . While ‘the Ereedom of the dance does not come ea51ly b 'A" . 4
) to that- other grave, uncertain girl" (CP 20‘). her longing .
; ‘to master the*rhythms of .th dance" is alWays with her. s E T
¥ ’ i “ . (e K LR et v X
B . The-dichotomy‘with_in.the vhu an’ psyche be tween" freedom and
- %’\ ".'...:I . . ' " \ i -1 . ) C » i :_4 J‘,‘ lr 1 g
; " N | ‘ ’ ) '_-‘- . ‘:‘ . 1 ' ~ 3 S n‘ ‘ oL » ' b
Tt i, S S N N B '
L R i : - - ..t - ‘ 2 L 2 t
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task.

L.

THe complexity oE the process of

4

and the act of becoming is tentatwely acknowledged

by the speaker in the short peem "Personalities"':
..of Dorothy Liuesay, poet apd woman, . is sugg sted by her -~ ‘ -:‘

1mage of 4‘a lovely whirling gir .

The dual ity

& :

.

(cp 20) danc1ng




.
75 1 R
\
'

.,-through ~the image bf the dance.

\

‘e

/ .
in the dbuble images which dominate her work I

i

1

restraint is forever before Livesay, and 1t Ls reflected

"PersonalitieS“ i

]

Livesay is clearly a.t odds w'ith these dualities and unable N

to reconcxle 'the ppposmg aspects of her own nature.

There

\_—_ .
'is first and foremos.t the "lovely whirling girl“’ (CP, 20)

whom she longs to be, more 'realistically there is that clumsy,

only obtain momentary glimpses of that highly elusive dancer

who seems always to be ]ust ahead of her, disappearing up '

~

n

serious girl Who trudges heav11y along.

-a street or’ around a corner. B

. .. =
d

-

and 5011 tude. )

. »

-

not dancef for eyes to see™

.

~ In the early lyrl:c "Blinjness

(CP, 29)

The apparent blindness

'l‘he speaker can

D

'I-.ivesay' indicates" ‘. .

v
ey %

Ve

he speaker s need for privacy

“You, did not see me dancing. / No-\\/ I did

of the person or persons whom the speaker addresses offers

N

" v
C - O .

her some measure oE protect‘ion and security, thus saving

he-r "self 's in tegrLty

i&vulnerab i lity -

e.;~

(CP

29).

<8

. speaker that she '1s not seen emphasrzes her sense of _‘-_'

~’I‘he 1n51stence of the

’

" as if, she were a shadow "Flashed w1th the s nlight en the

wall" (CP. 29) , is conveyed by the adJective "fluttering

(CP, 29)."

word also suggests the anxlous state ‘of. the speakera

Denoting an agltated and ner¥ous movement, ‘the, .

H

repetit:.cm of the alliterative effect of “f s" throughout

-

-in th.e ”v01ce,' of- the ‘speak,er.;,,

G rr——— ik

i

oA-‘r‘WWYm_ LIROLLY
N

Free from scrutiny .

_' the lyric creates ‘a hushed and slightly breathless quallty_\

she enjoys

The~ '

!

'l
The delicate and excited mo ion of the dancer,

B T T
3 H
“ i
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) ) 'Hand, as earller stated leesay conﬁirms how 1solated she.

Y

P

Livelsay begins to- wrlte. The woman, as: well as the poet, N

'-‘;subdued and only half-acknowledged longings. Instead her

emphasxs during thl.s perl.od is on experlmentatlon w:.th Eorrn

K

must tread carefully. It is the . 1920'5 and both llterature ..

i

and socxety are st1ll male—dominated. . “In quht Hand Left o

.

~_'feli from tontemporary male writers on both a llterary and

soc1a1 1evel, ” It was not until the end of the twenties

'.that other female wr:.ters began to emerge and make themselves

o

.heard.. leesay\‘s de51re to transcend these soc;.al and ll.terary

"bonds 1s evident in “the earlier lyrics,' but they express

._and content. Her refusal ‘to observe the old conventmns . -

of chome and treatment of subject matter xs 11nked to a. -

refusal to be bound by accepted rhymes and meters. . kae
t:he speaker 1n "Bllndness who grew tall, o Taller than = oy
R ¢ * = : 2 ,

my own ecstasy ‘iCP, 29), leesay in the 1920's broke free

. .l

¥ - B e mier s

N

oetry- of the t1me. T ‘ S,

. L A

g '/\f the outworn conventions whiéh held sway in" much lyrm o
P

"

The youthful exuberance of the early lyrics begLnSrA

to.’ fade at the end of the 1920'5.- Gone is the spontaneouS‘

‘s b4 : DN

’ o

sense of wonder of thé young poet. " The. pager, intultive'

PRI Tr

Joy of the darice is. replaced by a’ more b sic concern with ‘

survwal. . The speaker 1s now more often found, not in a Co ,‘

l ot e

natural landscape of woods or Sea'-Shores, bug wtthln rooms,

. , i
’ Yo v '
o 1
1 L 1 s - . .
i * 4 w ' * -
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» t . Ve . . b
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A_t:he soll.tary and prlvate natur of het ecstat:.c dance. - s o
L This need for - privacy may be l?—ated to the pe‘riod inwhich .0 . T
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) confinea by narrow Walls and m.th‘ ""little spar:e of' floor .

Y-

. LA -(CP, 59), which is_ hardly conduc:.ve torthe free spinted = i

; movement of “the dance.‘ ) . E < .v“ - s
f . The act o taml.ng or'domest.Lcating the dancer has
begun. .In-.the'-process,' the'essentlal sp:.r:.t t’hat once allowed 5
N her to dance on air begn..ns to d1e. In several of t(he poems
from thls period..the speaker .expresses a feellng of loss
. g 'j'&f self as; she beglns to estaﬂ!.lsh an 1nt1mate relationship ;
'_ I .‘f~w1'th another‘person. 'Nollonger a sol’ltary dancer, she, must"
a learn .to adapt her movements to anpther s rhythms. s ’
. The con.slequences of surrendering to the will - of ]
v @ v - s ; -
,,h‘er nale lover a{re:‘now sharply felt. "City w1fe expresses
the ommou.sxtr‘e ofs' ot: ‘dllssatlsfactlon‘ asg the speaker waits =
"1n my lrlttle h use" (_C‘:g 44) for her lover to-cqme, B‘ecoml.nc_;r".:.l
the w1fe of a ffarmer: has not brought her the Joy she expected. _-‘
- Spring has st:.rred w1thin her the longlng to become one )
h vuth the wlnd and the’ sun.. Although the speaker seems to =3 e %
, tremble on the brlnk of movement, suggested by words’&h"‘.’.-}' (
oL és "sw:.ng "t:urn and -"'snlns" ’ (CP, 42F, the dan'ee‘lt-self ".'ij
. ‘never begm,s.' The conclusion of this’ narrative poem st11 _. \.:"
. f1hds her wa1t1ng for her lover to turn away from the f:.el.ds, . ] ‘

W ; = e .:l s & ] L KT
g the v01ce of .the speaker' L
o \' v L .--“. o .' i B ) :_ '.,."I.. S n If I Speak' WIll -‘ . ) : C. . t' :.’ . 8 ; !
: HNCUETOL A he look._. Ly 5 S
LA S W111. he open h1s eyes and gaze suddenly into my Eace, oL
",-, '. w = i Vew ! ) ‘4. o . . . A
..' . 1y £ o ) e . % ] o ’|- : i
P T, ¢ e A “ L D Y , 1
. . , e . o x oy & ‘ ‘-"~ B -,
\ N ! .'.. ! ' ‘l k4 - . ' |+\' % ‘ o - ' o :

to, "forget the harvesting / Of the strong ,l.and" (CP, 45)

R The poem ends w1th a note of sorrow, rather than song, -ih‘_“r
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. ) N - j ‘{:-. '— g . s ! \ " 4 r & : 2 . N . ) ) : - r : ’, . -"" . .
: ’ Lt : - , ; ‘l.. ‘_. g [,‘ . " -;- Ny *
Yo . . ; P ) . : ':27' oL . : .
. = LA S S'tartq.ng tbe f1re of my joy, and the sweet unrest? Cae e T T
P TR i . R e e £ 4 .
. T et Toa . . L LR e" 2 .'A £ “"- P ~ ’ - .—",.‘
s, B Fe P I hear no answer in the qulet elm, oo T e ', T T AP 'l,\ S
N . " S‘t:.ll and’ endurmg.: Even as the tree, I-'wait , - AP R L
PN E T111. oger the h111 the horses slowly chmb. - (CP, - 458) . oe . LT ,}t; .
Wi 8oLt Tw e 8 The urgent need to escape the constralnts of time T
R LT R ~ RO T SR Y
: “ S and space soon pushes the' speaker towards a desperate dance 5
- . L ’ of 1038 and frustrahon.,_“ In "Sqng from 'I“he Mu1t1tude‘! the ’ ‘
. . - .young,wif.e :sa.ys:.!:‘. ’-.‘ ,' . < , ;A ~- L ... -.'.. L :k . \,. . ,.': ".- ,":.‘._‘:'..:‘_ -A‘: i ._.\ <
S '.;‘ Sxmpl.y £0 fight despalr, T dance, T 51ng, _',. LI e U
TI-whirl: as A€ 'in joy from . room 'to. roon wooew FETT W i T W T
LN - T And t-ry to. show the cha1rs ‘how . gay 1. aml (CP, 59) T T Tl
Lo This 1s a, mad and frant1c dance of disappointment and pent up v %
T TR energy which the speaker performs, as she trles desperately T I
. ) to E:onVJ.nce herself, as well -as the reader, of lts therapeutic g : '._ A
LT effect' "This 1s enoughl L need no comfort more" (CP, : EREE
"“ L . A: 59).‘ ‘Both speaker and reader, however, are aware of the ;.”
R L futl.llty and empt.:u;ess of the gesture. o '- P S
SR As agamst the hopeful opt1m1sm of the speaker 1n ‘
. _ - i‘(31’(:)( Wife?:_”‘;'the speaker in ."Song ﬁrom The Mult:.tude"' recognlzes co
5 M. that there 5. oppressnpn and conflnement 1n thé rural landscape., .
Y 3 By, L F _-‘ ' But thene, behind the words, clearly as-now . . N 8
A G W * I see .the, factory chimney-stacks; I.see' -'. .. - o R R,
Goet, N ot .7 . The réd- brick. fa, rmhouse - heavy undér "the lllace e o
N IR L ‘The ‘gloon, the achlng sweetness of] June dusk’ - o '
s By L " e Guarded by elms R (CP, 58); B A L
,;,» ‘_- - ..'k:"" ~_‘-:,. - I..‘.’ Foe . Lo ._.. .,‘ ,_.--'- '__”_ ' a . ..." :. " i ;"J' e — -. o ta o7 ) :/‘_ 8 N U
B Nature 1tse1f seems to imprison and “weigh" heav11y on.: the ) g ’
,,_..'.: {2 i P @ s \ ,' ".. L =
St S ',;speaker. Again. he seeks escape through the movement of AR B
T en 3107 L ther dance_, but: it m confined to the limlted space of the A 3
. ‘.‘ ( - " - ' 'l " - . y . . '/ < - - .
vl "w‘ ' H i ’ PR M . R l.-- :.»“ “‘\ :
c A 5, ‘ - RLr . ;_./;‘_ PRSI S
"‘x : : "l") ' . of 'h 4 . ;:_ ”i ’."- ' ! ! !
e 5 . i " " : - e e e - + . !
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'., of housework and home-—makmg sher)wlll f).nd a -harmony and

r « ~.-' ]

House' '"I‘hen I could turn withln, turn to! my work / In'

the house" (CP, 58) " She hopes that in the qu1et routine \ T ..

a qulet musm to appease her. I;n'stead she l,s confrdnted

. " ol .
by the monotony and duerouti-ne’.“ The space of the

LT dancer now becomes narrow and claustrophobm. Hearlng not

_',c10ck" (CP, 59) w1th l.tS regular, mecharn.cal rhythms. ,

' S . . o

the lwely melodxes of w1.nd or ra1n, she spends her nar.-row 3 ok

11fe" llstenmg to the meanmgIess tlckln\g of a kltchen

v, 0 | B g ~

The effect wh:.ch such a 11m1ted existence has upon

the speaker is suggested by her memories of Elxght, ."‘when
' my qumk feet‘/ Would fa1n run mxles upon a country road
/ Stumb11ng and falling, yet fly:.ng, flylng on (CP, ‘59).;;--

g Throughout L1vesay s work,_the 1mage of fllght 15 closely

L.
y -

connected to that of the dahce. :, Both are ppssuble avenues

- \ L4 ‘:-!‘.

- of escape from a- world of rules and conv-entlons to .a more

o . X % '.,

personal realm of 1maglnat10n and poetlc expressmn. o

4.

¢

The speaker wonders whether there wlll ever be that

\

mad 1mpt>551b1e day (CP, 59) when male and female dlfferences

d1sappear and they flnally dance 1n time to the same mus1c.

L4
5 b ’

But for now - the d:.stances remaln., The speaker 1s advzsed

by her lover "to be COntent" (CP, 59) with thlngs as they

) are. At:ceptmg the securlty and safety wh ch the' male offers,

she mal{es an effort to accept the role wh1 h socxety has

¢

deEmed proper for her.‘_ with a tremor of P nl.c and fear

o N

at her loss of 1dentity, she msrsts "Thlq 1s enough! b a2

A R TR

-

Seg 5



s
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e | | - L ! e

. need no ?mfort more (CP, 5'9 }’. Echomg hlS ‘Qvords, she ) ) )
‘,.no longer ,has ‘a vome of her own. ) B e Lo

C But the need for Lndep'endence is: stronger than the e

(R s i 4 .

man s w111, and 'soon she lxstens 1nstead tlp ‘the- 3low pulse

of the dance hummlng w:.thm her. ) She has known— "too muchz, .

- el w

’ mus1c" (CP 60) to Lgnore the rhythms ‘of her own hea,rt. -

- S
(Y

" By In a fmal attempt to make the man understand, she pleads:

for freedom and e‘scapel frorn ‘the dark pnsoned place (CP, )

. g BT § .
o W . .’ . . : . ) -~

60) wtnch hls Iove has erected. P _ '

Even as., she lmplores the male to release her,, the’

.‘4'..-.' o

T speaker is held " by the warrmg of two sel’ves" (,CP‘.~60')".: ' M
. ~w1th1n her.. Bes:.des the conflxct between the sexes, she ' —_—

mustf also confront the dualltles of the human psyche.-. Real:.zmg

that she 1s m fact a v:.ctl.m of her own passions and long1ngs,_.“’:
& , ] ¢ ) A ‘..;..
the speaker abandons the dance-"‘. N )
. . I am enchalned, 1mprlsoned by your words, PRLE oA E
. -Your took; and even less than these -- your coat,- . I
;*.: Hung upon a. nail, which' every “time - e T I

I- pass I cannot keep from touchmg IR (CP» 60)

- [ i - -

.o I3 f

In leesay s love lyrlcs oE the 1960'5,‘ touch1ng

becomes an 1mportant mot1f, and one whlch enables the danCe

- [T LRI J g .
- . B e T L

between the sexe's to be completed. Across the d1stances
and s11ences whlch exlst between the male and female worlds,
‘:. "toucbmg (CP, 297) becomes the necessary contact that |
leads to a perfect dance of harmony. ) - ‘
‘ v"Song from The Multltude ends Wlth the 1mage of

'the male holdmg the speaker i;'rom "the door (CP 60) wh1ch

.
o i ey o g e ——
s
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I3

- to Eorsake the «song and dance of the w:.nd and be content “

'_ and sourxd., It 1s a cr:uel paradc’x that one who must, of

' to communicate.t Perhaps thls is why the dance has become

leads to the open expanse of space and t1me. ~ He bids her
~ v - & # .‘

> )
. » N

o "to smg w1th1n" (CP, 60)._ But the restnctxogs whlch h'e

.
ra -

has, placed on the speaker have left her Juthout a vo1ce

PN
A .

oE hér owna Hushed and st111, 'she abandons the dance.

% . .
- i e -

o~

(. ° «

1rretr1evab1e. It is" the female s 1055 "of autonomy and

3w . = ¥ .~ o

N her “own strong sense of self._,, when some far voice / Integral!‘-y

¢

,m'y‘ own, : 1$ hushed, 15 dumb" (CP. i

; Th1s J,hevxtable sxlence 1‘ a theme thch haunts

Through her surrender to and her rellance on. another person. B

e ., - - , - 3 a2

the speaker lloses somethlng unrquely hers, wh:Lch 1s

Z and perplexes the poet., It relates to the sens/,e of Qppression ,

’ ( "

A - PR

.~‘.

she expe\riences~ as a womarL and a.s noh\pounded. by her need S

to expreSs the human eondltlon thrqugh the med 1um of movement~

K . £
“r ' . ‘-ll

necess1ty, deaI 1n words can be so palnrfuliy aware of the ’

“ e =

11m1tatlons of . speech ahd the frequent fallure «of language By o

k. i

e . -

such an. mportant motlf m leesay s; work. E

D e b T ,? s °

j‘ The prlvate nature of the danoe_ necess1tates that

:

“‘one l1sten only for the mus1c w1th1n..,-‘U1t‘1mately 1t is

. - ot R

the personal rhythms -of the 1ndlv1dua1 wh;ch d1ctate whether

- - - .

the dance w:.ll be one of sorrow or one of joy. Poems such

"Clty Wife' and "Sonq Erom The Hultltude" ent1c1pate sy

' - LI A

the transxtlon thch the dance motlf makes 1n the more somally

~.

cqnstlous poetry of the 1930‘3. '--Having abandon’ed the egocentrlc

.o
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"'stance of the eatller l—yncs, the poet s voice becomes more

‘

- thch leesay now ,w15hes to deal Wlth. Movmg away from
the 1ntensely persdnal nature of the lyr.‘lc, she turns to &
5. l t.,./',':-_. - - .

the~ writlng--of, proletar:.ap Verse and the use of the documentary

form.; As the structure of the materlal becomes more coftrolled

\ et Gt e -

‘-'..- S S

and the con‘tent mor:e socx\ally orlen‘ted, the nature of the o

persanal lyr‘c, .:1t become' Ty ) - '
Assoc1ated w}th the'téchnolog:.cal revoiutlon and the _g‘

fJ dehumanliatlon »of sooxe.tyjas the Depression 1s felt throughout

in” a- r.‘:apltalist syst‘.em .whl.ch has-' forgotten the human )OY

aud fteedomnof llving. R R ST LA .-'°
s e =
'. “l ”
. " .
- .
i
D,
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dance changes. From- the free rhythmic mcvements of the ;. -.,11-‘.'-‘, .
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: o . .. - MTHIS GRIM, NEW-HEAVEN - ‘. - I .
1 N R : R
' . T Folea, '"Men do a dance in- t1me to the machines N oy .
‘nn' ) . * ""‘_-' -. ..:, o :‘....."_'_;:."‘ _.‘! . ‘ ) (CP, . 120) -- o .‘::.‘. % . . .;“‘...t'\“_-': . ‘.‘.’
-, : };>5“ ' e ' R P L LB
2 r . I .":- f. ‘ ‘!: ” » 0 - b O -'n,. £ : Pl
E . f;:_i “ In the l930's Dorothy Livesay reallzes that the', s
8 dance can be extended to lnclude identlflcatlon w1th a: communlty,,
. - a natLon and a world. The result of thls soc1al and polxtlcal
« ’ 5 . ”. v N 1 : \
.q< awareness is’ the emergence of her documentary poe-msl as Ll
. ,‘ :i well as other pdems of soc1al commltment such as the elegy
.- “Loroa and the short narratlve""In Green Solarlums Iﬁ.i’
Y fﬁ her artxcle'“The Documentary Poem.o A Canadlan-Genre LLvesayj
: & suggests that the key characterlstlc of the documentary ’
L e 35proem ls "a’ consc1ous attempt to create~a dialecth between f ’
) P :the ob}ectlve facts and" the subjectlve feellngs of ‘the poet” 2.
' H The result is pOetry whlch 1s often 1ron1c, and aIWays i . &
. g ] B i T &,
r'. iy personal. It ls~"based 6n toplcal data but held together
g v : by descrlptlve, 1yr4cal and d1dactic elements“ 3 ' R
N ‘;_; - j-.' S PO ! ‘“ . . ST Toe s
N L : " lborothy.Livesay, "The Documentary Pgem: . A Canadian. . -
: = * " Genre", .printed in Contexts of Canadian Criticism: A Collection
of'Crthcal Essays, ed. EILL Mandel (Chilcago:. University s
AT Y Chlcago ‘Press, 1971), pp 267~ 281. L R
‘l: Ry Vo ] -g- . ‘. . £y . - “&”3‘
o AR 21b1d»,,p. 2 T P T
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%~ ' Durrng the k930 s, L1vesay s work d1splays an urgent Py
i _ ! need to turn awaykfrom thg contemplatlons of nature and e,
.ol ’ Jlts relatlonshlp to the 1ndlv16ual, and to.focus on the
, * : concerns Qf’a 5001ety caught in .the grlp of. a world depre851on.1
e O Qh;s is anvideallstlc tlme'for Dorothx leesay. Q_;h hlgh
. L "hopes. for'thd-promise‘oﬁ."a'brave new’ world", she,turns.i
. s . 'to the‘writing.of proletarian verse, or poetry‘dedicated' :
SIS 'to‘thejcauses of-the-working class. Influenced by the modern
“1{ ‘TL“ - Brlt:sh poets, espec1ally C. Day Lew;s and W Auden,-she;
; ¥ turns to wr1t1ng poetry whlch, she hopes, will change the
- ;?_world. In.nght Hand- Left Hand, Livesay speaks 6f thé impact
i l.v - ~@hiéhuthesetmoderngEnqlish poets had -upon her: .} ST
o H What was my astonishment and unbelief to find.some " = "3
Y .+, slim volumes of . English poetry -- revelutionary - 0
v " . poetry but full of lyricism.and personal passiohl” ‘. B
o ~C. Day. Lewis first, then Spender, ‘then Auden and Cd
' * MacNeice. There was .nothing, like it in America -
, . “or Canada, but it was a movement that followed. exactly "
. . * ~“where I had left off. with my Parls thesis -- it
. ’ ., :.;threw Ellot a51de and proclalmed a brave new, world.?
’ The polltlcal stance'whlch leesay takes in the 1930°" s 1s T
) : . sugqésted by her. comments 1n nght "Hand Left Hand on her B e
T ch01ce of a new poetlc form. When LOUlS Kon, a Ru551an T
~yfl... . who “came to Canada on a peace m1551on, accused her of wr1t1ng v
LB propaganda, 'she reacted'in thisitanner: . = - . - o
b ) . . I - . TN e
R , ‘But‘my poem Nlck Zynchpk (entitled “The Imm1grant" )
e o 1n Collected Poems) is not just propagandal‘ Could v
o % o Lo L o w . .
B '+ duivesay, Right. Hand"Left Handy p. 153. e
.. A ' B ] ‘.'.\ . . g 9‘ 'n -
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A I look at the Royal York /01 am o shadow under a cold wall"

.of lyrlc and narrative - forms. Bu usrng varidus ‘image patterns -

_w1th1n a glven poem, often 1n ]uxtap031t10n, she~obta1ns

.become more complex ‘as L1vesay combLnes several“%yrlcs to SN
. form a seguence or sulte of poems. From the deceptlyely <

:s1mp1e songs of the earller phase, the dancer now begins . .

) . ’ o, . . . . .
. ! . o ! . S . &S
S T T ] o 5 o my” Coon T . v
. ‘ t N - : 'r ¢ .‘314_‘
vik Louis Kon be bourgeoxs rev1510n15t9 Is that what S
* i he was? 'I ‘told him I'did not want to'write lyric
| poetry anymore. _Al; that™ was flnrshed. My gplde - ' e
| was . Lenin. I ; ; ’ ¥ R

3
5 . .t = ! v
T .. <1 .
' z - - . »
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“This Shlft from ‘a rather pnlvate to a more pubixc

poetlc expre551on is reflected in her use, of tpe '‘dance motlf.f‘

—From ‘the restrictive, claustrdphobic space ot such poems-'
L. kY P & s ) . !

as'fThe I'nvin'cibl‘e"'i in'the 1920's, the speaker now moves ok i

=

into a vaster landscape and encompasses "a wider vision.

» -

No longer.conflned to qhiet country gardens’ or farm houses, iy

‘the dancer 1s ﬁound 1n factorles, c1t1es, Eorelgh countrles

b -

3 L I » W

space’ only empha51zes the 1nslgn1f1canee of the-and1v1dua1 o
wl s '* ‘ -

dancer, WAs- the speaker 1n 'Queen CIty 1nt1mates=‘ "When

w

e . o T A
(e, 85) o e T TR T T el ' oo

- 1

As the 1930'5 come to a cloSe{ leesay s work becomes

A

1ess propagandlst rhetor1c and more a sophlstlcated blendu LT

“n
. W .

z

ot
P

1 Ked

\“

multlple ten51ons whlch qlve ‘the documentary bem a: certaln

. B

tautness. .Both- 1nd1v1dua1 rhythms and combinatlons of rhythms

\
v o

hs
1

I

3and on mountaln tops. However, the enlargement of the dance-if}\
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"honest poetry In explorlng new forms-and meters, leesay“

P

‘

to move~to the rhythms of a rapldly changlné world. The e

‘ ' o
. [ “ .
:
.

poet g contlnuous search for unrestrlcted forms wh1ch could

- . - ).

encompass these changes is reflected in -her’ use of mus1cal '

v

and dance terms whach she expands 1n her "sonqs of exper1ence".5

S Her experlments W1th rhyme and poetlc form are reflected

" in ‘the words she uses w1th1n the t1tles of the poems. Such

3 A -" -
at -

Eterms.are limprov1sataon ’ -varlatxons su1te seren? e

“lullaby “fantasia“ and“"prelude". The lyr1cal patterns

- .
L
AN ‘

vary'from the jazzy rhythms of popular dancé tunes of the N

per1od to the rhythms of Negro splrltuals and the mechanlcal,

1 . ¢ K

‘1mpersonal movements of the 1ndustr1a1 worla. The unlque A S

blend of these d;fferent forms andfthe contrasts Uetween.: :.

N » w

them produce an energetlc and exc1t1ng poetry that the common

~ s
]

man, rather than only the egocentrlc 1nd1v1dual, can relate .

v i "~

to. Jt does not rely .on the oftent1mes ambxguous-allu515ns

0 ‘ -

employed by hen Br1t1sh contemporar 7 but combxnes her‘

] ‘ D

pr1vate and pUbllC concerns to produce a dlrect and very :-1—

]
Pt N s

seeks, partlcularly 1n assoc1at1 n w1th the danbe 1magery, -

.t contlnue to help llberate the languaqe, the content aﬁd

» . - P l -
b . - ” " * - .
. - . . ’- ~ - -
) N p = . - "o - “u
o # PR iy
g R .
oo \ ' X . 1A e,
i

.
' ¢

K 7Monroe K.<Spears. ed., Auden- A Collect1oh of . Cr1t1cal

¢ . T,

6Blake, Poetlcal WOrks; pp. 81*105. 't_f " I R

Essays {Ney Jersey. “Prentice-Hall Inc., I1964). " ILn his: -
--essay '"Apden's Imagery", Cleanth Brooks suggests that the -
“ambivalence and obscurlty whlch characterxzed much of. Auden s -

work made ‘him essentrally a-far bettet poet than his . " " - N
- '‘contemporaries, ‘who copied ‘his - use of obscure references ‘ "
;and allu51ons. ‘ . £ S oo L

% o .‘ “ < * ' Al % e ., tax ' ! 1]
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"I" of the lyr1c poems now becomes the 1mpersonal 'he' or-

e

-soc1al pr1hc1p1es whlch her - poetry advocates.;

“representatlve.of the-masses

the form of poetry 3n Canada._ In the artlcle “The Pblished

Le ns:

-

N

-

AY

In retrospecb

\‘-_ l
- b
o

’
. - . -
' ’

the language oﬁ our Post Confederatlon
poets is s1ngularly cohventional and dall .... In
- - -these - poets there is.no dense of -being
by’ language, in , .
clear there:was a crying need to llberate the: langUage

the Joyceian way.: B

C s :

selzed“-
1920 it was

oﬁ poetry in, Canada,"and an, equally urgent need .

"* 'to turn from thél contemplatlon of nature to concern et

& for the human condlt:.on.8 L

realltles of the world 1n whlch they 11ve and labor.
the persona 1n the poetry of thlS perlod shlfts from

predomlnantly femalé to ptedoanantly male.

the COllegtlve'"you pr

b

N

I — T LI
+
2

L

L1vesay also hopes to educate her readers to the

N

\ ’, 1

)
!

< P

\-<

i

-~

ihus‘

The poet s commltment to

a mascullne consc1ousness 1llustrates her belleﬁ 1n the

.

\

» ~

' [ P

expre551ng the egocentrlsm oE the earller, more prlvate

and 1nd1v1dual1st1c lyrlcs, the dance becomes choral and

..

group,
~concerns,
1nd1v1dual..

her work:. becomes her own poetlc crusade to save the world.'

.

-

M

o « ~

4

.

v

o
!

This is poetry devoted to broader, moqe unlversal

rather than to the na

P4

-~ LI

rrower concerns of the

vt

Adoptlng a ?1ghly ldealzstlc vxew oﬁ llfe,

\\

" ¢
1

p.-3&.

aDorothy L1vesay, 'The PolLshed LenS°'
of Pratt and- Klein"

-

}tCanadian Literatuxe,

25 (Summer,.

s

No longer-f

3

:The personala'}

s S

Poetlc Techhlques of Pratt qnd KleLn"; leesay says.:'

-

I

’

i

1965):

e

and of man as part of a collect1ve

Poeth'Technques

.
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~ I £ A P . N S e
o R .‘”.~ 'Depressxon SuIte wr1tten 1n the form of & mus1cal .
” -‘,-I i . ) A ‘A . M . ¢ U Wt
) ; composition in seyeral mowements,.xn Whloh each lyrlc seems :
s c o T AT ; o
o T T 1
E - .- to follow a dance sequence, exempleles the mad frantlc .
- . pace of workers who must “hammer'.out melodmes"-(CP 87) 5
- RN fast enough to meet the demands of the boss" It iis - fear O
‘ : \ [ i .
o ' of repr1sal wh1ch spurs the dance, not joy orrprlde 1n a: ’
N L b task well done.‘ The poem Lllumlnates the far reachlng economlc
.o ) O T i ~ )
- -t a and soc1al 1mp11cablons of:a system in whlch thlngs take L
Go g . - : S
. N ' % ’.f . on more\SLgnlflcance than people, and pkople become more v,é {
- < 2y . 3 A, . . ' .,
HE

* : ang more lxke automatons.
a}ternatively, the poet conveys the' worker 5. determ;natlon P

Uslng female and male personae A

t . i .

o,

not to be cowed by the exp101tat1ve nature of the capitallst

~ P . & v ' - L

8 system.--The worker‘s refusal to accept socxety s'assessment

"
o p s ! ' .= \ %

O

FIREY i, Lo when the poet expresses arn opt1m1st1c bellef that man- w111

V% ) . - 2

1 L *

4 T - - kr 1 mph over h1s oppress;ve condlt1ons. ) S

[y

1 . -

N .

\

4

._/..

.

-

N

H

\

.

fof hlm is clearly shown in the flnal movement of the sd1te

]

o

.

< o f~".~ T, The rhythms:of the E1rst 1yr1c in the sulte Suggeft

a 1anqu1d,,oontemplat1ve dance,.hushed and prlvate.' The S

repeated use of’ the cond;tlonal mood 1n the'openlng lanes

ey,

S e te o

‘e

A

Ny
\

.

1

¢

+

2

'.if - - ~ . of the Elrst three stanzas evokes a dreamy. drowsy state.

LIS t

ey evokes the soft, slow rhythms of a qulet, m1d

.N~;.';m. L Th;s blue. nocturnal piece uses a caesura Lnlthe

beginnlng

'U; ';f Qh 11ne of each stanza to halt and pace the rhythms

of‘the

-soundﬁ

.
] J

-~

The 1ow-keyed, melancholy ane ‘of voxce 'of the male Speaker

night sereqade.

- i dance.:

The all1terative effect of a. sustaxned”'

'and the poet s use of mostly mohosyllab1c words'suggest '
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:.rebel does no- good at all“ (CPh 74) A collect;ve consc1ousness

[N

‘;‘? 86) are tled. All these ;mages of enclosure and cOnfinement

‘ s 2 y [ 5 . '4" {" 4 Wy . . S .
! | y ) i, ' C
" 3 = e " e vl - ¥ e E . e ", 2o :" & ¥
'f1na11ty and 1neV1tab111ty. The."walls ICP}‘SG){ an’ 1mage “ﬂ"
of resxstance and enclosure, restrict all Lndiv1dua1 efforts h

':‘I of opposit10n or assertlon.j In a soclety thCh is exper1enc1ng

a W1de scaIe economlc depre551on, the prayers the ‘tears ,

1.even-the' song (CP, 86) of the workers go uhheeded. The ;1 B

volce of the ind1v1dual remaans unheard hls 'hands"(CP, PRNNY

4 —
L

,suggest the movements of a s;lent and restrlcted dancer." .0
‘4‘ 0 . - - _‘ o .I.
lee the female speaker 1n.'In Green SolarLums, the épeaker e

1n "Depre551on Su1te“ comes to real1ze that acts of protest

h
- P, I * M S

by the 1nd1v1dual are useless-and 1neffective, one.lone o “,71

i . W . .. i el -._. g

Y : D v - .,

1s requ1red, for,only solldarxty can prOV1de the lmpetus R

P : - T A PUL
needed tq produoe radlcal change. ff:' i Y oL ;-- < -,' .
. - :_‘! _— R Y ‘ R & . N
.o {:.“', In 'Depre351on Su1te the speaker s enthu51asm and -
,zeal fox the movement and h;s dedeatlon and commltment'fzm.;‘"

- > -

to the soc1alist causes are convéyed by the 1ncrea51ng tempo -

o£ the next two movements. In the second lyrlc, the poet

"uses rhym1ng couplets wrltten in trochalc tetrameter.“ The_ v B
' i T e ’ = 4
shortenlng of the meter and the end rhymes create the/hot;u.
]azzy rhythms and harmonles af. the roar1ng twentles when' S
, ‘o 4‘. R .- , —\
Jazz, whxch began as a’ socxal musxc, prov1dea a, natural N 57
response to the sorrows and oppressidns, the hopes\and '
. % . . s L v . Ta i '
' aspi ratlonsb of tﬂé lack mlnority ;i' s
v _1' . : ) ,\ - . . it ot .
. Because song and dance were an 1ntegral part of . ..
the Negro way.of life, jazz emerged’ as both an . . o
L expressxve and a- functional music., the vocallzed .
;’ . ’ s' ’ “ . g ) o ) . | ; N " -:_‘ at
1 , . -, :‘r \' . , - . - + .L : .
. ‘l \* ; . - N n . \ ¢ o . - ] N ','.‘
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’_a dance mu51c, and thus 1t suxted a perlod fn whlch varxous

g a5F Z

' and pan1c, the wOrker, controIled by the regular rhythms 3
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melodies of worksongs formed the ba31s of its. ,H:H:L y 4%
instrumental style, and'a combination of the dance _ .
.and the march, 1ts rhythms.9 4 4' ., “._;'," B b e

L ; v ? PR
' ' -'. b Lo

‘.

It has been suggested that Jazz orlgxnated prlmarlly as

dance crazes reached the 1eve1 of obsess1ons--'_f.;:\ 3.fr‘¢_;3

)
. * o5y
P . * b ) ' - . N ,
f . .. PRLE | s L b . e (RN
¥ . . * .

- .o G

To a- 1arge degree the amazxng succeSS of jazz was

~undoubtedly, due-to-the desire for dlsbract;on of ... ,
- a war-wearled WOrld 10 ."1'; RIDTPAE : :-“r e

Thus leesay’s Jazz reference sh0ws ber sense'of

Ta t l A . . & T

T’the popular culture of the period, of the workers"mllleu,bir'“m

ey t -,

' as well as perfectly su1ting'the mood of the poem. As the R ;t

l. PR

pace of the lyrlc quxckens, the steps of the dance become

ca ‘ LP o

more lively and sure.. The "danc1ng whlrllng hours propel

* -
- ¢

h-the worker to produce "harmonles / Better than Jazz (gg.

\ . N

87). The repetltlon of onomatopdetlc words SUch asn cliok"

. ,and “snappy"*conveys the frantlc haste w1th whlch tﬁe WOrkers

'move in the1r meohanrcal dance of labor.' thpped by fear

“

of the machlnes. moves 1n a frenz;ed dance. o

~

'§--‘ 2 In the fourth-movement. the male speaker exam1nes

v o

, .the female s reactlon to hxm...She says he never seems to

"wantuto dance-qr‘have any Qun., As opposed to the qulckly

- - . '
e 4
.

T g ; \_,... o« L TP

. 9Denis Arnold The New Oxford Companlon to Mu51c
(London.. Oxford. Un1ver51ty Press,.1983). p. 985..13, 'q
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1 loPercy A. Scholes,,The Oxford Companlon—to Mueic
(London. Qxford Unlver51ty Press, 1955). p. 539. -
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o whlch the Depressron and the capltallst system have had

’ upon hlm.- They have l;terally "made [hlml reel" (Cﬁ, éa

paced rhythms of the two precedlng lyrlcs. this'sectibnhr"

of the su1te illustrates through the use of short, heavily

& ‘

accented l1nes the heavy\and cumbersome nature of. the male,
and through the emphat1c words of the Eemale,-Jer scorn..f‘_*

Too cIumsy and awkward to 501n her 1n a dance, he 1s compared

P

to a 11mp1ng horse whlch is capable only of "hobbl[1ng]

B J

along (CP, 87).,, hxs is. not a prancxng stalllon but a* N

.

subdued, t1red workhorse.- The Lnferaorlty oE the worker '

. ‘ ‘

~is suggested by the female 8. ch01ce of language.l She ridlcules
the way he thinks, ‘his’ mannér of walking and his absence

of sp1r1t and Eun, concluding ;hat one so uncouth and leeless

could never be her danc1ng partner. A- N . Q‘x. :
.a._ v - e ’ o : .

The reply of the male speaker 1llustrates the effect,
k .

B

IR

r-

Y

. S

Whlle phys1cal hunger has Stunned and staggered h1m.' @

opposed to the regular rhythms of the machlnes, ‘the reel

# A
- iy ' v -

suggests a Very d1fferent k1nd of dance. The word enotes o

\

- L »

4, a llght hearted cxrcular dance, but it‘also has the neqative

s 0 % unable to accomquate h1mself or the female speaker to the'\

connotatlon of an, uncontrolled, wh1r11ng motlon. D1sor1ented .

. A &

by the soc1a1 upheaval wh1ch surrounds him, the worker is

- PR .

o -

¥ b g T

, to h1mself as a "turnabout“’(CP, 88) suggests not. only thef..

r '.. ..,
" fast, - heady movements of a merry go—round, but also the

.

TN -
- t- bt

phy51cal ]ostlxng or reversals created by the economxc and;_n

technxcal steps Eh1ch the dance demands.‘ Hls referencen o e

a

o~



b o . :;" ‘. ,a '. ot .:“ "__: ' - - ’:‘: ’ ) ¥ ’ K ,41.- ': ..
S R T . G LI R I L At L
-'j,:;fz,.qﬂsocxal tlmes xn whlch-he lxves. }Allwofithese'undertOnes_-jf'_,~f ' y
- F,;l suggest flux and uncertalnty.-ﬁ;r.}‘Ji'Lk-f o -l‘;~gi -~"f;~;,,:~»‘
= >."Fﬂﬂfﬁf': As the maIe speaker—examlnes the female Speaker s a R -“,‘
- L oplnlon oﬁ hxm, he realuzes that 1t ls an opxnion shared g _~i ‘; B A
. ' l.. T A(‘ T4 B _' B - P .,- ' & -
' .- by hls boss,,who 8150 sa1d~ T ...*,; L
Ay ek . Twl® You ve énly. arms ;“s.-.;"f'f’_l"x'v{ W . L s 33
O S p -And legs for me . - .. T T B O S BT L
T gl g QTlme iny ‘time’ out i e a T T s ey MYy g T T e WP L
o Ty _And ‘then you re’ Eree.. (CP,-89)., - L . g Fa .
o U U . T, B A 3‘; i - e s OB
A The-regular rhythms oi the lxnes parallel the mechanlcal o e
wet K 5 g s L e T
i . actlon of the worker as he manually and repetltlously pqnches ' o
QV : B :a tlme clock, whlch 1ron1cally is supposed to. set him free" T .
.. . ao _the end of a worklng day.x In leesay ] earller lyrlcs ST h .
. ... r the mptlon “of AEMS and legs would have produced the. rhythmlc.. & '14 ;’
. ;:&_“ movements of the dance.- Controlled and owned.by the capltalxst '-.-
o boss who dxctates how and when he is; to mover the worker~.j_,;,_g ';_ B
} ”f_ becomes paralyzed and polarlzed. B ':,,' S T e
Do " As he recognlzes thls, the speaker examxnes hxs f,;_lf‘”' A':g
. :falternatlves and 1nspects more closely hlS optlons.',In s :.; :'d'
.l the last stanza he opt;mxstlcally enV1310ns men mardhlng L :?-57
L / W1th f1rm tread" (CP, 89) rather ‘than with’ the shuffling R
. downtrddden steps of the earlxer stanzas. Hav1ng realized f . ':.5;
ma BN the truth of the female speaker s openlng statement, 'You;; T
“ :%‘ have no heart' (CP, 87), he dec1des to . prove her ‘wrong. L -
:_% The conCIudlng llnes of the fourth sectlon empha51ze the. . -~ "EE K,
. T s shift in the male speaker ] att1tude togards hls sltuatlon- ,7',*'“§7
; "'You have ng; heart' /_Tha.t's'what_ she.'said® (CP, 89).~ . = = i
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The heart'represents the essence,,the very spxrlt of man1-'.h

» ',‘._..-

' No longer w1111ng to surrender to the'demands of a mechanlcal

_'.‘. o - r .

system, the w0rker dec1des.to assert hlmself and regaln‘,ﬁ.ﬂf

*control of hlS actlons. He recognizes that it 1s Lndeed

v v . . ; 4

tlme for change and new beglhnlngs lf mankxnd, as a strong

and collectlve force, can’ only shoulder the burdens of all

\_'- . ¢ " e P

men and thus make ‘the system work for, rather than agalnst,

-l;‘_\

them. Not w1thout co-operatlon and dlrectxon can’ the dance

free them from the tyranny of oppress1on. Thls 1s not "her -

.

fr1volous dance:;E ‘a, llght,‘soclal thlng,'nor the splrltual

/

dance qf leesay 'S earlxer lyrlcs. Instead Lt 15 the dance

X

v N
v g

of the workers, march1ng Ln unlsoh and solldar1ty. ) 3
:f{f In the. final movement of the.sulte,.the repet1t1on "

- , R -

.of "1ng" endlngs and the flow of symmetrlcal phrases (; e.."EvenI

.- although"'[CP, 89]) suggest the smOoth, contlnuous rhythms

-
.,.

of Ilfe and .a renewed sense of balance and hope. uThe'danCe-

4. Rs i A d -
. y

1s com1ng to a close.. The speaker has moved Erom the b1ue.,~ }

v

' melodlc mu51c of the openlng mldn1ght lyrlc to the rolllck1ng

‘and conf1dent sw1ng of the conclud1ng lyrlc w th‘ ; w1ng1ng,_.

- 3

dance song rhythms.h Now as the speaker s energy wanes, ;) "{

the dance wlnds down.; Juxtaposed against the long, condltional

& % [ . .

Sentences of each stanza in the fxnal movement ‘is the short,

. - 2

emphatlc exclamat;on, “You re allve, Stlll»allVE.ﬁ,(CP, ‘ f‘ -

9l) Wlth ]oy and afflrmatlon, 1t expresses the Speaker s,'" '_"

- . ¢ nt 4 EE . =

as well ‘as’ the poet Sy optlm1st1c outlook forla neW'soclety JA

- . 1]

and a £a1th Ln man ¥ ultlmate ablllty to succeed._ The ent1re

1 L.
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_system wh1ch exp101ts men‘and the1r labor.' ST A Ry
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su1te moves Erom the lew, falterlng steps of the Erustrated .
dancer 1n the flrsE lyrlc, to the Ilvely,_anlmated whlrllngs ,f

o

Fof the Jazz mu5101 nin the thxrd lyrlc, and f1nally subSLdes
to the slow mot10n|of a more confldent and assured dancer.-

Havelock Ellls suggests 1n The Dance of L;fe that

} ; . B BR N o
all human work, under natural cOnstlons, LS a k1nd of - <_ v
dance zll ﬁé is- referrlnq to a, system wlthln whxch man “_7’f":i”

[ - - L

- has” some control over hls actlons and where there 1s dlgnlty

and respect assoc1ated w1th the act of laborlng. Ln the':‘-qu,f

Lt - N . :
documentary poem“'Day and quht“ - as” 1n "DepréSSLOn Sulte" . f mml

v

leesay presents a socxal realxst portralt of what happens

.t F . ’
4 e 5 .

to man and soc1ety when the-worklng condltions are not natural

and harmonlous, but harsh and dehumanzzxng., The result

- < Lo .-,‘

is Elerce 1nvect1ve, denouncxng a depersonallzed, mechanlcal =

LNt FEEE S - .--‘ ' w S B2

»

—The poem beglns with ‘the.’ 1mage .Qf a™ harsh, screamihg
‘ o . T

1ndustr1a1 hell where ”Men do .a dance 1n t1me to the machlnes

£}
\ . . ity Y

(CP, rzo). Thls very negatlve Lmage strlps the dance of T

DT n fie x .A-

'any suggestlon of grace or 1ntrln51c beauty. One focuses

’ leflln Companyu 1923), p.~61.' NS o RN

. ot L c e
- - -

1nstead “on the cacophonlc rhythms of the machlnes, w1th ‘_' T

N - »
cr. v - -

their harsh and Jarrlng sounds.. The regre351on of man’ to-

o : ¥ * v - -

Aan- object as part of "a movxng human belt" on whlch the ' K RN

workers "Move 1nto sockets, every one a. bolt" (CP, 120),.

.

"is a far cry from ‘the- qu1et,‘natural landscape of leesay s-

L

- v el . . . . . 1

11Havelock"Ellls, The Dance of’ L1fe (New York.‘ chqhtdn'




earller lyrlcs.

U'ls that of the shrlll,
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screamlng factory whlstles announcxng

LI

the angry dawn oE another work day anﬁ then, once 1n51de

the factory,_the "hummlngL wh1rllng drUm" (CP, 120) aslthe

assembly llne beg1nsr

hat}

by the nOLSe of;;ndustry, as he: ls forced to dance to the 3.

I,

Mén s own natural rhythms are drowned

-

deafenlng rhythms of the machlnery.

nn.l .

et

:

’

-

>

e
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factory to a varlety of dan&e rhythms, combxnlng the 511ent, e

Jerky mdvements of the pantomlme w1th those of a b&\enful fﬂiffh

facts") w1th the mus1cal rhythms of the lyr1c ahd ”thefsubject;ve

- .
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leesay adapts the harsh 1ndustr1al 1mages of the .A"ﬂ”"j-

Negro splrltual.7 The Varlatlons of ¢ forms w1th1n . the, noem :;jlgiy;f“:
“éo to make dp a- sedhehce oF what\she terms the documentary :.215:'w
poem, "based on toplcal data bnt.held together by des¢flpt1ve,mn"%'
lyrlcal and d1dact1c eleménts;“l2 Thls partlcular-genre ,7“ :__
allows her to comhlne her soc1al concerns ( the ob]ectlve. . ?E'gi

feellngs of the poet" 13. Empha5121ng hgr concern w1th the ';’L i
oral traditlon of poetry, L1vesay says.f "Whatever.the causehi.\;;f
always, T bel1eve! I hear nasic. behlnd the. rhythm of the 1v,,fJi:;Q
words —iCP; y) .Dlsplay1ng her: abllLty'to 1ncorporate varlons_'wff
. forms, Lrvesay comblnes in the documentary'pr1vate and publlc‘- ):
.-concernsri Thronghuthefrepeated:qse of 1mages\such_as-the CTe e
.dancéfishe Qlyes,unity and coherenqe to thenlonésnarra%fyeizf‘.ﬁ "
5 e 12L1vesay, "lhe Documentary Poem , D 26§:t,.‘ K .
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" %wzf}i‘“'fi_fn:' In the second sectlon of the poem, the irony- (wh1ch

T e, 1201

e & any sense of natural rhythmror fluldlty.
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N f~:}'1poem.’ The:Tmage'of the dance LS susta1ned and developed

.-, , . W

$ & ,'*'.throughout “Day and nght" in. 1ts assoclatloh with theme "

- - - oW

Lo *%;(Man as a mere machlne) and poetrc technlque (leesay s
e L. i F . E
uSe of 51mpler rhymes. as well as 1ntr1cate patterns of
- _: _"':.' . ¢

b :
wr - ' 7
*

. . rhythm w1th1n the poem). 2 e #

. - PR .‘ . B
e - = .!

{w:u‘ . gacc0rd1ng to leesay {s anqther frequent attribute ‘of the

..-u A

. documentary poem14) of the mechanLcal dance is expressed

w‘by the repét1t1on of “One step forward / Two steps back"

S

' f”"iﬁ,'} empha51ze the lack of control they exert over their. work.

v L e lee the,sometlmes rlgld hovements of- flgures in a pantomlme,
"3'f thelr near comlc motions are descrlbed by the poet-

'..' ,;: - " .. _.F . . 1 . -', . ’ Lt e j",‘- - e -')-L . . =

IR R ST A Whlle Arnot thrIS« R Eaem )
s s -; A roundabout. '_" S e
g o -And’ Geoghan: shuffles T S

- = - Bclts about.,,(CP, 120) 'j' e e

;ﬁ-T ) Cruelly man1pu1ated they move 11ke 11feless puppets, w1thout

T s - Q

The insistent

i ) regularlty of—the meter end rhyme in. thls sectlon emphdsizes
. s ‘ s
ﬂ _‘,; the dullh'nagglng routlne and,rlgadity of factory work.
" ¥ }'? Always bethd the rhythms of the dénce is the harsh unbearable
t n01se of Lndustry., It 1s a counter—productlve system in
LTS wh1ch the w0rkers are caught up 1n the technologlcal changes
) ) o wrought by, the twentleth century. It Ls-counter-productlye,
L AR T R f,,l??'fii@-‘ ; ’P i '2,'6.'7 i"if e
,.“ -} " 4. o , ‘. +
! .’ ‘ - L ‘. ‘,H;k’ : - ) ¢ A : N4 '.-‘ : e c‘ & "
: T ‘.-.. ¢ : ’ O e ;" ':‘:l . . ) & ; , , 5

The fast mechanlcal-mpvements of the two workers_,
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atidy oL ®

for, sapped of energy and derLd of dlgnlty,

labor only to fu1f111 quotas and to, meet the

»e -
o A T
. e RS
IR . o
v . N Q‘I .
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the workers I e

. [ -
- -

lowest requ1rements.;¢u‘

-

~ of«thelr.bosses.

thus of thelr work

-

rar s

The creatlve meulse of the dance, and

“ . g

-

is absent._

v

2 by a system whxch"Sets you splnnLng /. Two' steps back --

They ‘are. v101eptly abuSed

(CP, 121).

’, .

of*an assembly line merry go- round.'

v o

2

)

It becomes a, vquous"

et
W ..

The dance takes on . ‘the c1rcu1tous movements ' =~ &

s c1rcle of enclosure and mindless,:

repetltlve actlons .

gauﬁﬁcf

- . re . 3

as the space of the dance becomes regularlzed,

Q;’. day shlft gears and sllp rattlxng / Down the runway

P
Man 's. pass;ve acceptance of hlS pllght lS xllustrated:

- : .4

In the thlrd sectlon of . the poem, the t1me .as well ol

"nght and ‘.':f

'(CPI a

o -

by the recognltlon by an 1nd1v1dual worker that. he is: merely

a pawn of the capltalxst system.

e, sleepxng or dreamlng,

;f;il3/ fashlon-
r J * b r g B N

(CP, 121)

¥ g =

-

. 1n thxs poem, w1th ltS encompa551ng and restrlctxng patterns,“\g

K

..

n

D

_Even in the-prlvacxﬁof

4

he moves~1n'a subduedf

-

controlled T

~

"We move -as tthugh sleep s revolvxng memorles

The c1rcu1ar 1mage of the dance as presented

- . . : £ e

1nvades even the most ‘private corners of h1s belng.w ' f"' S

v

'2« The worker 1s also aware of the,absence of "1ove

.

or peace

(Cp

121),

o

those elements whlch symbollze man S.

--’ i x

humanehess.

hlS dreams,

Bven that area which- provxdes hls 1mag1natlon,

LAY

\

resound1ng"~

is. penetrated by "the poundlng” -and

’a

:f'“} (CP, 121) world outsxde.‘ The aance is consxdered to have

been one of man s earliest . forms of art, an attempt to mMove

LA 1n an 1mag1nary world of hlS own creatlon.. The worker 1s e L

. - . ? . . -
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denled eveh thls 1nne: dance of d;ver51on and flights of

5 - - & Lo, e

fantasy.w Thereﬂls a‘unlversal bellef that the dance, as # 3,

Lot

'rhythmlc art ﬁorm, ls & - symbol of the adt of creat1on.vl

- - -

Dreams, too, are man' 5. realm of 1nsp1ratxon and creat1v1ty. -

Now, both dreams and the dance, as.means of self expre551on.

- s PR

‘Y "are "Doors foreyer foldlng before-us =" (CP, lQl).--Man,_
allenated by the socxety 1n whlch he lives, has no recourse o
but to parody the mocking ﬂ0vemeuts of the macthes and -

.-to abahdon h1s "revolv1ng memories“ (CP, 121) of fanta51es -~

N ’, s e -~ bl - "‘
) e oo Ty 4 W TN B Ct " R
and dreams. 3 N AR ] o . ¥
o . 14 i ; -
o - - .y , * ! [

’ The flery 1mage of hell, WJth which the poem beglnSr

-
1

'1s expanded'ln the'fourth sectlon. Thé poet s use of lonQer,'

. e . -
y 1

more dlscursrve ilnes-emphas1zes the endless mlsef&es whlch

._ o '
'

the workers must endure 1n the red hot” (CP, 122) furnaces o

oE the factory; The 51lent,.com1c pantomlme o£ the two '
- earller workers is repraced by an attempt ‘by. two other-factory
R _ workers tor come together Ln,a pact of brotherhdod. Therrs o
. 1s a wordless, rMplled,.danee in’ whlch both men rely on :_ fﬂ
G ) 1ntu1tlon and mutual understandlng to. brldge the ﬂmstances
o ., between them. jBut ‘the 'flowerllng]' (CP 122) or natural' .
‘ . L ' ( Y e . ‘ .
oA growth of any such bohd is lnterrupted abruptly, and there N
g ." » * ‘ .
. _ 1s ‘a sudden shxft to- the chant—like and looser rhythms of .
. f‘f a powerful Negro spxrltual.. Therells a unlsoh of sufferlng
-‘..\' \..-. ‘ ‘ . P . ]
T *; and paln 1n "the ensuxng black hymn :0'f darkness..~h o -
W . R ; Lk ' - i - ‘ . " . o
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under wh:.cf they t01led. The Book of Dan1el telIs how K1ng

to worship an 1mage of golc?. The trance- lxke. grlsly horror .

st K- %o l ‘ . ;o o "=

. * { . . .: ‘“ - : \, . I .

i . : ‘ e £ St B

" . » “ ‘.f “ i-‘. . = = e - 0
Lord; I'm burnin' in the-fire . s G, ’

, Lord, I'm steppid! on the"coals- , =+ ..~

« Lord, .I'm blacker than- my, brother =~ .. . ¢ . . o . .o
Blow your breath .down here. {(Ccp, X22) Ten o % 5
S ! - . ' ¢ ! N b :

.

Wlth her Blbl 1cal reference to "Shadrach Meshach and Abednego

(CP 122), who were condemned to "the fxery furnaces 13 . y

~
-

.the poet alludes to the atrocxt:.es whlch were commonly 1-nflicl:-eq\

on black workers durlng thls per:.od, and the awful oppress:.on

(]

Nebuchadnez,zar ordered the :three Jews to be thrown "1n_t_o,. )
the midst of a-bufni-ngo'fiery -'f(lrnace'lﬁ when -'the} refused - s

’ v~
'

of the helllsh scene in the poem - 1llum1nates the sufferlng

of all oppressed people anq the need for d1v1ne de11verance .:‘”"‘-."."
. by a God t:‘na.‘t seems to haVe forsaken them. ' . TN, T e

,
’

The f£ifth sectmn of the poem agaln sh1fts to the ¥ oy

% s K \

.use of factory rhythms in the sound of a crash"‘-and swxng'

g of steel, quxte unl ike the del10ate music of strmged rrrstruments

whlch accompanled the rcastlng of . Shadrach, Meshach and Abednego

K4 4

1nto the flre. The dance of the factory workers is en,acted

in a niadly cane«fnlng world of lxght and sound. ,. " .

i L1t sporadlcally by. -sparks, 'Whlch "fly llke ll.ghtnmg .

LA

‘reel"‘ (CP, 122), the nlghtmansh -world ié set ablaze by B

':the cu:clmg torch of the welder. As “an agent o.f transformatlon,_

.
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-the Welder -possesses the maglc of a prl.rnltwe da.ncer, weaving‘ T ,
thh his torch c1rcles of fire and ltht. Wlth the w11d S “ S
danc1ng of f1re festlvals, his drarna»tl.c motl.ons above/ the
- -~ - 1 -,
_heads-of .the other,‘workers suggest p.urx__flcatron and possibly )
the élimination of the evi"ls of the éapitaliét‘ system'."" g " '
M 3 < . . L ;
:Assocxated thh fl.re and air, he provides tbe magxcal element .
in the surreallstlc wor}( world of the laborers. Later, . |
they ',l?'ear his mark:' y i} R L e ‘ s g -
-We hear the burden home to .bed i Co ‘ il . LI
"I.‘he furnace glows .withid our hearts: B e, s
Our bodies hammered through-the npight °, ~ A" R .
‘ Are welded into’ b1tter bread (CP, -1239). . L g
g . 25: — o S Y.
Hav1ng passed thro‘ugh the f:.ery hell, the workers, llke e . -
Ao |' " o * N
the:.r ‘Bibl 1cal codnterparts, are f:.nally able to transcend =
the pam and m-xsery of the. human condxtlon. - % ’ ) ) .
i Agam,' '1t is the prlvate thoughts of ‘an 1nd1v1dual -t e
worker whlch’ 1n‘trude. " The 1mages of the 1ndust.r1a1 world” . A'."
are, for an, mstant, ]Uxtaposéd aqaxnét the 1magery oﬁ rural, - -8
lLfe “and the natural world. There is a sudd.en 51Ience as ‘ g -

in a sweeplng motlon "the trees bow, tense beﬁore the blow-

- i ..

(CP. 123) of an lmpendlng storm.

.

- ~ -

nob unlike the humlllty of the worker as he bends to the

' - f ' ; e
w).ll of the foreman.
o ’ ‘. ]

0‘f nature, "We are in storm that has no cease / No lull

before,. no . after tlme (CP, 123) : This realikatlon welghs ',

heav1ly upon the workers as - they " bear the burden home to ..

.bed" (Q_I"_, 1‘23.}.' . At nlght, as. they sleep.‘ the 'hammerlnq

. ‘ b =
[ i R )~ h -
v N ‘. ' : P
- v N Yo -
.. .
. s . B - ' !
. - 3 F
H - \ .
. 3 . o) g -
Lkl L) A Y - " * L &
' 3 - -0t . - ’
. . 1 s -
L p . . - Lot - * = ;
oo . { v . AN
) - - . 1 . -
N - ] *
L e e e et P —
Al " . &
. Pt e v "

lee the trees' subnuttlng to the forces
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ThlS 1s an image’ of submlssldn,\ -
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- to- the- cause bgglns to grow, 'I‘here is a healthy, productwe

-~

co'ntindes, but ncw 1t ‘is- not steel‘ but thel.r bodles whlch

- . v

They become the sacrameht Ln a grx.evmg, bxtter dance. . , N
. ¢ - l ‘

Hewever, there is afflrmatlon through the act df

A, . -

commun;.on,, and awareness bangs hope as well as anger to

0 . e .

.'the workers. As the rhyt‘.hms become, more hushed and qu1et,

& f—— T N

the no;se of the factory and the storm beglns to fade. coL T g

0} ; 3 .:'.'..

The ll.nes become short and prec1se, and there 1s a: predomlnance

3 N ¢ f B

thf monosyllab1c words. ; Rhetorxc 1s not necesary.~ Merely

; sxmple s-tateme'nts of fact convmce the workers that "We '-.' .

-are m1ght1er / In the end"'(CP 123) No longel; enslaved

. - - . :

'*.r‘_.' e

by the frantlc whlrlmg of the machlnes, the men shorten

thelr steps unt11 they begm to take part J.n a hamonlous

dance “of un1ty and strength. Collectwely, _they centre '.

i

thelr attentlon on the weaknesses of the system“and on the

e - LA 3

» oot
.

) strengths of thelr own . numbe‘rS.- As long as they have "ears*" “

' ko hear and eyes"' (CP, 123) to see, they are not \uthout L

i e s . PN - .,o .-

'ho'pé.' Energy and excltement mount as the workers‘ commltment

-

’ ‘ . -

burst of anger Wh1ch spurs the .men to actlon, .ahd a determlnatlon

A

to turn the system around. unt:.l it works for, ra,tner than

aga;nst, tpem.- Wlth ar surge of enthusxasm and exuberance,

. the mechan1ca1 movements of the mdustrlal world are. thrown

are be1ng fashl.oned‘ "L;Lded J.nto bltter hread" (CP, 123). ‘ : \



YA wlll eventually trmmph. Thl.s fmal lyric, w:.th 1ts promlse

Te o 4

N "Though I . am’ operalled and 51lent / Boss I‘m Ear frOm deadl"
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A Wheels .go still, . _» "~ - n.-] : SV N
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S T In the f‘:Lnal sectlon of the poem, there ls A brlef

- T v . " (I

o o shift’ to the l1se ot the personal pronoun "I" ‘as. the speaker _—

- . e T A . - o

acknowledges his wholehearted commztment to the social:.st .

; -

-cause-' "Into thy mdw E commend n]y body (CP, 124) Reﬁerrlng

I
[l

st1ll to the hellxsh bowels of the factory, the Llne evokes ) -
" an~1nd'1rect‘ reference ~to .Jesus flnal words- oh the cross~ K o

- .

ST "E‘ather, ;nto thy hands I comm:.t fny spxnt" 17 lee Chrlstr, '

4", .., % -

T : the bodles of the workers may ‘be defeated but the’ sp1r1t e

1 L) .

1 .

' of hope'and afflrmatxon, establishes the essentlal Chr:.stlari ~

. ¢ . & A . PN

" element oE 'the poem. TI'Q worker's renewed determmatlon

N - 0~

Eo f).ght f-or an better way of llfe is" revealed 1n the llnes-

. & -
o . o : 4 VL *, ~ - !

“

(CP, 124)‘, 'I‘he opt1mlsm of the worker lS also suggested.._

.~

v i o= . s .

. / by leesay s use of natural J.magery and her.emphasxs on':'_“”_.'

4 r’egeneratlon, " "A ch11d's hands as ‘a "leaf ‘ard tender /'_hn.d_i <

P - ’

% FoE draw the po‘lson o’ut" (CP, 1.24). Pe;:'ha\lfs\it will be the.: F e

. ' 'ch11dren of the workers who wxll eventuaa].ly turn thre system ' -
3 L arOund. ',l‘he 1nno¢ent 1dealxsm of a new generatlon may help
to hreal a corrupt and strlcken soc1ety. E‘or now, the.,workers
T, v o . ta
Coa g # 'wi.ll ,fmd‘strength in the bond of brotherhood and :.ﬁ the T
' v 171pids, (Loke, 23:46. 5+ o v e 0T
e 4 ! - . £ . ‘ Loy s + i
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L of the day becomes punctuated by the clock.- In 1ts bid oo,

R caplt.al Lst system curbs t:he Ereedom and creativ:.ty of the

L . V1tality and fresbness. Under a represswe system, man

A : S ! "y s Ao o
4 ' A - 4 " ) “ .y ~ T ' ,\,- PR
( % .4'— hnd t ' -
-_\ \._ l o R A,‘ . | , . e N . » ~ “‘ ." . “ R , 3 ¢
. L P . . . ¢ vE P A
C SR C e . |‘ L
- 1 . !
Sense’of; a ommon goal * "Soon the wh'eeis of J.ndustry wxll /-
e [ R ' N r

= \lxmp t111 they 'hang"stall' (CP,.lZS) The wox;kers Jubllant -

attxtude towards- ~l-1fe wy.ll 1ead to the death oﬁ a r1qid : s B
and ev11 system. AL P s s ’ ’ "j Pty
V -'.," . LS, 2 T i B ) -‘.‘ . 3
. -Day and night : g P ST el
<, [ Night -.and day ° . S - N T
~ - 'Till life’ is.turned ; ity m w oy P R
= The other ‘wayt (CP, -125). e e e T *
i ok ", Est’ranged from the natural world of the earller. N

- lytics,_ the speakers in’ "Depr:essmn Su1te -.and 'Da_y and = -

‘ ngﬁt" ‘represent the allenatlon oﬁ man’ as he becomee more"l ) ’.
"‘ Lsolated 'm h:.s ‘Communlty an'd rnore secureJ:y qhamed to. the'l‘ o
mono‘tonous -wozf:k of an', induetr;al world, The harmontcus "‘ o l
“‘ rhzthms of hxs dwn body-apd the \natural xmpulses of huitan " — | \'\’
contact are i'eplaced by the harsh. Lmechanlcal mot1onel o£ V
the.'machmbe. .‘In tlme checks and work schedules, the rhythm - ‘ |
i v, - . # .

*

ko, economlze 'human energg anq maxxmlze productwlty, the

.- v -

1 1'._v
-

dance as a mean‘s,of» mdiv1dua1 expresswn. Instead it produqes
Pt o Y - -
.a dance wh1ch has many tnegatwe connotatxons. Human meulses v 'A

words, .the"mcentlve for the dance should come from w1th1n, )
- and 1t cannot he regulated by the dxctates of a machine. ! o
. - .,n' s \ * "}

It ls spontar}exty and creatwlty whlch give the dam‘:e 1ts .

N
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and rhythms are pulsatxng rarther than predlctable._ In othe-r on,
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loses contact with hlS owd xnnex rhythms, as Well -as those
= L coe .
which pulsaxe between h1m and other 1nd1v1duals._;;\iz - S

- i .
L. . ' “ 3

s

'for the Span1sh revdlutionary poet, Frederlco Gar01a Lorca,

~

.

: mov1ng rhythms, the lyrlc becomes a perfect blend of Eorm

‘f o In the poem 'horCa 51vesaYc returnlng to ‘the use

St P [

of a more personal form,,nses the elegxac mode to express e

(- -

her own personal reacthn to the rebel's death ) ertten '

.
ot

the danCe mot1f 1n thlS poem becomes .an affxrmat1on of h1s "._.

- I

lee and the trlumph of the poetlc 1magxnat10n over an otherwlsev

L L
- ~ -

-~

e

.darkened, worlg: . "‘Z IR -;L" oA
: B PR < R o . ", .,
"You dance.u Exprode I T I L L P T
4»Uncha11enged through the door“ . e & e
As-bullets 'barst - . B AP UL

s Long deaths agOr your heart*‘ (CP 127). e 5 o

[l . L} ' G - s P ~, [N B -

As a standard elegy,'xt begxns as, a medltatlve lament

for ‘one who dared to oppose Franco s dlctatorlal regxme.

.

But the song of mournlng very qulckly becomes a. pa551onate

-~

lyrlc of movement and llght., Wlth the 1nherent opt1m1sm ' .

of the speaker sw1ft1y overrxdxng the initial eleglac note

\

of sorrow, ‘the poet's feelings bf Joy far outdistance her

-
- -~ ot . d M

-grief. In thls lyrxc leesay attempts to fuse her personal

v

feelxngs thh her more publlc soc1a1 concerns. W1th freely "

- \

v . P 1 x
' . 1. ¢
’
b ‘ -

and sub]ect matter. - - R , T LT,

' as in the ear11er 1maglst1c lyrlcstof the’ 1920 s,.ﬂf

P
'

> l

here the dance 1s a85001ated w1th 'Ellght' (CE' 126),,the . L

N e N

role of the poet Ln soc;ety and the possxblllty of—transcendlng

ah

wtxme.and.space.- Because he has been glven ears - *To ‘héar

.....




the silenee dr'iven,in" (éP.:‘ 125),, L‘o.rca. 11ke th‘e‘po‘et- who -
4 v -

possesses ‘"a thlrd / ear (IA 13) is able even 1n death

to move in gnison \wu:h the r‘hythms of the natural. world,

Thus What begms as & song of -death 1,5 qu.lckly transformed

G -~ ~ -

into” ‘a ]ubllant dance of llfe. - o ‘ ¢y

3 »
1

’ Representative of the revolutmn-ary fervor 1n Spa1»n.

kS

as well as of the life of the senses, Lorca becomes an 1mage ".

to- 3

of "lJ.ght" (GP, 125) and-msdom. Moving 1nto a.world of

darkness. the poet Jo:.ns Lor:carm hls descent “down from

- - 8 : -
- . . ', . ‘lr Y .

the heaven / Into earth 8, mould, down (CP.,'12-5.)_. -,Ho'wevet.

even m that fl.nal and sulent world of death, thé ?spirit

.t

. _,of the revolutionary st111 shlnes._" "Whlle you - / You .
hold the l:l.ght /] Unbroken (CP, 125). He becomes, 11ke -

'4 the: dancer, ,symbolic of the creat1ve 'forq:e or ccsmlc energy

'
. '.oE the unu:erse.- W1th hlS 1lght, he 1llum1nates and shows
; - S

"
=

a the poet the way. t Hy _ S @y

Assocxatea w1th the nat\Iral Lmages of the L 'sun".,- )

; -
.t 3

tr? waves and gulls" (CP,_ 126),. Lorca ,embr.“'aces L B

".,a11->the movement and energy of 11v.1ng thlngs. 'Ehe poet s’

S

repeated assoc13t10n of Lorca with the ‘sun. and hght may e,

_also suggest that perfect balance between spu-:.t and matter,

- .
v

.real 1ty and mag-lnatlon', ‘The poet 1s the creator Qf 1mages,

the agent of transﬁormatmn. f'Th‘._‘ "'cl1ff51de tree / And .

~r

-..U:s embrac:.ng bough" 4CP, 126) evoke the encu?cling xmage

e , . y - = . -

";of twc dancers. Lwesay 's’ use lof the tree as an. 1mage often

e e P K

' alludes to the word. as a poet's mam tool._ This is- dlscussed




v abl.ll,ty of both poets to &fanscend physxcal space and tlme,

s and_ "make the Elrght / Unshaken ¢Cp, 126)..

The 1mage of "Gulls rn a srckl.e fllght' whlch cir‘cle 'fth'ere.f".‘“

% . . ) f'. et
L .

later 1n the poem ,"Varlitmns on. a Tree" where aga1n the. .

dance bec.omes a central mot1f 1n 11nk1ng the poet w1th the ot b

‘ ~ siu e -~
’ -

worl-d. ‘Thqs'xn "Lorca ', the tree provxdes another connectlon

.. % - .
» - \ * ..
L

be'tween Lo;ca and Lx‘vesay, poet and dancar. a T B

The "waves wJ.’th the:.r biIlowy undulatlng motlons

’ » * :

W e

afe_connected to’ "organ stops" (CP, 126.) s .OC to the music e )

v

beh 1nd the dance. : The poet suggests that Lorca 5 presence

. +

w0u1d result in a contlnuatlon of the mus-lc and :the dqnce-

> -
<t P t - it S o
- . L e © g PR - - . - - T e
» e i o r
; ~ - > \

U i you were *spea—k:.ng nbw S T TR AR

i The. waves.below * .°, ) v i ~ R T R
~Would'. be’ the' organ. stbps o tLow o w caL
. For ’qreath ‘to blow... (CP 126) WL T e T

5 > o ” ’ . ~ '

- ¢ B 3
i . .a e i - . w o . . . .
= . T

’ - % R

. (,_(;_g, 4126«) suggests a halo effect above the head of the’ dead

- 're'belf Th‘e blrds, often assocxated with ﬂ:h‘e processes oE

“ ‘ ‘. .

thought and" 1mmense flxghts of lmaglnatlon, exempllfy ?:he

.

15

.
.

qumg thls perlod leesay mos,t often denves the:

v " -

tnspn’atlon and motivatlon for her; work from the natural

’ S o

world. Because he 15 her muse, “the, source of her Lnspxratxon

for this poem,.Lorca -As. assoc,1ated thh nature by L1vesay- ¢

E‘rom the poet, $ qontemplatlonrof the rebel s death,

® . ' . .
. oy & " ' -
v Vi

the tqne of the elegy shlfts to an exclamatx.on of Joy at

Vv ARS
‘

his contlnued ex:.stence' 'You are all.ve"' (CP, 126) There
\ .~ ‘ ‘ &

1

' .

.

is! an effusxon of rhythm and movement, 51m11ar tp that in ’ .

the f’mal movement of "Depression Sdite created by the Lt nE



'_ .'~Apoet s use of: 1nterna1, ‘as well as end rhyme. and the yse,

[ )

of exclamatlon and surprlse. Short,. jub11an‘t sentenCes

- ‘et ¥

'

are comblned wlth longer 1ines’ to lncrease or slow the tempo.

. i
o i . @ . e

Alllteratlon and assonance are, used effectlvely to capture

- - *

N JI‘.he 1ncreasmg rhythms of the dance are sustalned by- the

w e < . -

..- varlatl.ons in rhyme and ‘the use .of "ing endlng,s w\xthln

|3 [ ,—_ 5 N & .. . -'l ™ "__, roe " ® s A' ""
the stanza- .o I AP TR : ST
N . '. , . 5 ‘ . ,

EVOklng 1mages of sprlng,'_the poet r:eafflrms her

A

v
PERN

bellef in the renewal of 11fe and the pOSSlbllty of reblrth

. - and r‘egeneratlon.‘ Connections are made as "Lovers def‘end.

- ’ i

thelr hold"'and "Old couples . / Touch in a handclasp,u:’.

P

'quwermg (CP, 126). : It lS a very del;1cate and p01gnan .

‘13- -

the strongly felt emotlons of the speqker.» _' ‘(
) ) grass flash emerald slght \ . ’ T
" _ . -Dash of dog for ball s : ® i . .
2. : And’ sklpplng rope S. brlght bllnk. ‘ S
Lashlng the nght! (CP l26) -~_‘, S s N F

. ccmnéctmn, and 4in? usmg the Lmag,es of" young and old L:wesa:y

- L * .

. In the. space between llfe and death, the sound of Lorca ‘s

.vol.ce sang out aloud / Archlng the 51lent wood" (CP. ‘127)

of :the poem becomes complete in the cumulatlve lmage at

f" the endu of the lyr].c; "nght,_fllght and word" (CP, 127).

'

: the three 1mages associat;ed with. the. poet, comblne in- &

. .‘
f].nal symbol of the poet s message ‘to- manklndl

.
1

-

l_ ' suggests the t1mele$sness of the bondlng between 1ndlv1duals’.

v

The um.on between the revolutlonary flghter ‘and -the speaker",_“
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. rande:’ (CP, 127). The dancer has f1na11y become one m.th

* subconscmus thoughts of the speaker are. suggested by the . 13
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t

of war wlth those of nature emphas:.zes the 1mpact of the

. ' . —
i ’ 4 0 ~

poet an” the WOrld, and t‘he rmprmt whlch the.. force 33 his’ -

-words leaves. They soar as ‘a "song outsoars / 'I,‘he bomber s

™

the dance.._ - *You aance, Explode / Unchallenged through the

door (CP“, 127)' Wlth a sudden burst of movement the dead,

: \‘ "

poet',. Lorc‘:a, transcends the realms of death. Through the

process oE transformatlon,« he makes the fllght from darkness
]

-

back 1nto eternal llqht.- ‘Achieving light'“and, breatK he .

= -

= glves vowe to the poet, the word to the world' -

r

cleo The poet s opt}.m1sm and hbpe for the future of humanlty
3 5' a4 “F

'--cont1nue 1n-"Prelude for Spr:.ng wrxtten :Ln ‘the form of K

5 [N

a short musmal plece( ~ 'I‘hrough the use of 1nternal and .

~ .

- end rhymes,‘ alllteration, assonahce, varylng ll.ne lengths d
and numerous dashes, commas and exclamatlons,\the poet creates,
in lyrxc form, a- poem whxch resounds with the melodles of-  » .‘.

a short mus1ca1 composxtlon. The poem begi 1ns w:.th the short, ‘

# '
3 0 4

qu1ck movements of “thé dance- T _ ,-. ;
- - 1) ’ £ LR * a L : .
. .These dreams aboupd: /. *- . =~ - A :
© Foot!'s, leap. 'to: shore S e ot e
Above‘ the’ sound S AN e o v
"Of rwer S.roar ~ (CB, 128) s PR L “r

. - i a - = . =

The sudden awakenlng of the earth and the- st1rr1ngs in the..

. .

use “of monosyllab1c words and staccato/rhymes. In th].s ws ® o

poem. the dance 1s J.mpixed 1nd1rectly through the pSe of R i

‘ - v , . - A . ,
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. In th,e flna.l stanza, the .juxtapOSLtlon of the 1mages

at
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The poem . becomes a celebratlon of sprmg and, 1mp11ed by . ¥
the segual overtones throughodt the poem. the ecstasy\ of’ - .‘-:- o
the poet s commun‘lon w:Lth nature. . Often -the sexual references .
,are e -p11c1t: "He comes » OF "Soarlng unspent"- (CP, 128,
' L' - - - N . @ -‘,:-
‘130 )‘. 'At-‘othe.r tlmes, tbe aliuelons are lmphed through
5 “ws - i L “A_. .. e, B8 v
the, use of assocdation:z - - . - ,- o 1 " e
Hefe® is the meadow where we klssed : _ M‘
.. And here the horses, gailoplng . BRI T
5 ¥ We. rpode upon  in spring . .. (CP, 129) 28+ Tem 2T Yty
) oy Fie % . X \0 ‘:. <, ‘. o . .---\'__:::: Lt . f -_ —-- " .
The metaphor of .the horse Aiss used throughout the poem to Co T -
1nd1cat.e the helghtEnLng OE tenSJ.ori, as- passmn mounts" 5 P .
‘And hoof's away, heart's, héof : B £ s B
. Down greening lanes, w1th roof v .
. OF cherry blow. - R
, And apple puff -- - ° .*-, T T
. 0, gréen wet,‘ surL 11"t - B e " s
- -Soaked earth's glitterl - . . P A
_*_ Dokn mouth, to munch - . RNl e s
C Up hoof to canter *(CP,.129) L T L
~ «’, /From the first insi's-'téntfstir'r\ings OF the .ear'.th‘fs,- e
awakenmg to the qulckenmg pace of- the pursuer " who " comes.” ’
" N_o:Lseless" (cp, 128) through the woqu, _the poem‘.fo\lloivs '

rhythms and the - poet's word cholce, partlcularly her emphas:Ls

. LY

" on "feet" and movement. s It is .an erratlc, ecstatrc dance

- v

. .

linked to the motlf of "dreams - (CP‘ ‘128 ) ,' revealmg the

= s ; f - - N [T

‘vis lon rather than the reallty of, the .speake‘r s experlence.

the steps of a 11vely "dance of spr::.ng wlth a11 its antlcipatlon

) . - -

‘and _barely concealed exc1tement. Musical 1nter1udes are
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B \ world' of rea,llty blu,rs and merges w1th that of t he Lmaglnatlon. .

- v - A - -
' - - “.. 2 -: ‘ ‘_,.‘ ) \}‘n."_‘.”,' |‘ ) t i s 59 ¢ .
o . L et "o e ¥ r ' ’ , .
. created by the pbet s use of pauses, asades. "(Only the -

. self 1s loud, / Wor,ld s whlsperless. )" (CP 129) , and visual

.
Wy ’ .,‘1
¥ . )

s -‘-:.*spacing on. the page. E y

L e 'As the speaker nears the moment of unlon w1th nature,

%Y -

B . the cllmax beglns zﬁ‘bulld through the poet's repetltlon

N t ©

of “f" sounds; creatlng a sense of breathlessness and haste.

5\ -
e

,;- Enterlng the prwate and enclosed world of pass:Lon, the

1yric takes Qn a husheﬂ and unreal quallty, so that the:

- il

S Durlng the 1940"5 leesay contmues to experl.ment _
P e B . s e TN s
funther w1th the lyrlcal- as well as’ other poet1ca1 forms. T )
I S 'I'he...dance motif is no longer llmted to the representatlon A
A AQ, ” : Lo ¢

;s of egocent'r:lc feel 1ngs and thoughts of the "lsolate (CB,

275) Whlch dommate “the wverse of the 1920's, or conflned
- v

to sugg_estlng thg rhythms of a qulckly changlng technologlcal

', soc1ety, as wu:nessed in the documentary poetry. Turning  /
- - ’ ’_) ' 3 I’
.+ to the use of mnore- varled forms and employlnq new-poetic-:

technlques. _ her poetry reflec ts the fusxon of personal and

“t. soc1al concerns. E In the more personal Poems for People - % -

(1947), she deals w1th relatlonshlps 1n a variety of fofms.

There are poems celebrat:.ng the blrths of her chlldren, .7 ) c

[

~sudh as "Serenade ﬁor Str‘ngs and ?Fwe Poems" " written

P R for her son, Pete'r, and her dauqhtér, Marcia, respectively.

"Fantas;a“ *J.s a) EreeLy movmg impfdmptii composition in which

1
i ’,

g fl;ght becomes ,an 1mager which explores the poetlc process
-c " and sthe sgurce.j-gf . the,.poet s- inspiration. Flight is -an .
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the uSe of the'dance 1mage, to the thenes of sxlence and :
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Lmage motif whlch,. .J.n her 1ate|: lyrlcs, becomes more qlosely
. finterthned.thh that of the dance.. In the'iater lyr;cs, :
: particularly those of the 1960'5, gyesay returns, through o
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ce T T S CHAPTER III - I PR
1 - . ) _‘ » ¢ '-- , . .‘ ’. . .‘ .- ) ‘ , ". } - y. . . ...‘
~w oo .Y THE DANCER'S INTERLUDE * © .. - . .~ / .
. . . . - . K .'-,. . ) ' K . - ™ , ". .
. -I 'oo~ . 3 “ * : v . .-V.‘ g ‘
B dance the eternal dayllght on a shaft of sun". . ..
_'~ L " ) o v (sCP 203) K o v : 1.’ N . T
.' B . .".' . ‘ ‘ ‘ ' N . . c 4 . . . - . . : 3 I
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- '*, Dorothy leesay 'S expectatmons for a changed world .
did.not materlallze 1n the postvwar perxod oﬁhthe late 1940°'s o .
v ‘S . 4 e
‘and 1950'5.- In 1937 she martied Dunican MacNair, and the - Lo
A . l“
~'follow1ng yearsvwerepfllled wlth the domestic dutles of s K
l‘ ) t ."'
carlng for a home and ra1sxng her two\ch11dren.- In the Coe
! .- R
volumes,of poetry publlshed durlng thxs post war per1od Poetrx -11*'
For Peog}e (1947), ‘New- Poems (1955), Selected Poéms (1957) o ‘
;and the long documentarles, Prophet of the New World (1945) s
. < Y PRV . - :' ‘
_ and CalL My #eople Home (1950). ‘one can detect the poet's " . o .
v " oo s L '-.'
growlng sense of"dlssat;sfactlon and despaLr. . Her Collected - -
E. . e r .,
Poem5°* The Two.Seasons (1972) 1ncludes a selectlon of works‘ _ o
- R . ; - .
from this perxod whlch she eht1tless'boems from Exlle - S
1 = ! ° y
After the solxtary dance of the early 1920 s and the communal _
. dance of the 1930'5, the poet ‘now beglns what might be called ) '
the dancer sv1nter1ude. ' :" ." R . _.“,"" oL e
,"" As Livesay returns to the narrower wbrld of the : . -“,“
famxly w1th its emphasis ‘on one cohesive unit, she realizes bR co
‘“: that she can no longer dance alone, ‘or even move-accordlng R
" celi . ¢ e R s ' Lo ~
’ ' N + - ~ : ) .". o . ' N Ny B
s . - R Y. : ;
.. /\..' ¥ -, ) ° l‘ - l , : i ; i .
. ‘ : 2, ‘—‘ ' \ . 1- ‘ - ‘e ' . R . > . - . ‘. . -
. cr ‘ “ ' ':4 -‘I T "".f~ \l" v - s ' l: T ' M " '



-by the demands placed on her by a husband and children,.,'

.t

‘

-
"4

:to her own 1nd1v1dual rhythms._ Her Eeeling of a loss ‘of .{;L'

personal.identity is eV1dent in 'The Three Emlly s in . i:

which the poet.contrasts the freedom of women artists who J

- s Yow

“have’ forfeited the tradltional comforts -of a famlly with ‘

way / Towards the ch11d the man (CP T202). The dance .

'
-

as. metaphor is. present in very few poems from this period.

Id

Excluded:from the spac1ousnesS of their world, “Their kingdom

~&és~the.sky (CP,‘202), the fémale speaker moves ‘as motherl'

-

in a frame' OCP, 202). The r1§1d1ty and lack of freedom ‘;

'Whlch she experiences are conveyed by the juxtaposition

-of the image of the_square w1th the 11m1t1ess.space of the\

sky. ‘' The. poet's use Oof-spice as. an image of containment
. e : .

. -
LI 1

is important.in its’ connection with the plight of the female
-5 . - » . ~ .

-

A

of space restricts the movement of the dancer anﬁ results #

S

1n a sense of claustrophobia. The ecstasy which the dancer

seeks ‘is sadly absent 1n the lyrics Erom the late 1940 s

T
E [y v

and.the.early 1950's. ~In'her search for self, the-female'
\ - . . ;! - S

speaker realizés\that, 1soiated from the realm of the artist -
. ]

e

~ - v
-

she is fragmented and-less than whole? :

> oL s " n . » . ° oo S
S Y . o 2 ¥ g ! ¥

.And so the whole that r possess . 2

Is still.much less =-- - .

They move triumphant through my head. B
.. I am .the‘one -.. ' C

Uncomforted. ;(gg, 202) ; "

\

a

i those of ‘the’ femabe persona whose arteries 7/ Flow the immemorial *

s

L perscna and her ability ar inability'to dance., The diminution, *

~

-

i o e =



T
’

JSeeklng to redeffne‘herself'and-her changing uofld S

the poet turns to wr1t1ng poems for people 1_ Thus the .,' T T

* . . PN

; poetry from thxs phase-ls splxt between that wh1ch Expresses

T v £ !

the poet S concetn for the, future of manklnd angd , that which

" N H '

deals w1th her personal elatlonshlgs with famlly and frlendsa

The poet,s growxng conce ns are reflected 1n the 1mages " =

-of wdmen and chlldren whlch domlnate the wr1t1ngs of thls . .
per1od. ‘ }i-;f S "' y -’t'-' ; d A
LT .‘ ;Fron the 1mage “HE the squdre 1ntroduced by.Lluesa;(‘ -
::1“ the POEtfy of the late l930's and contlnulng 1nto the ,i' -"1

) . \

-~

l940 s. there~1s 1n thenl950 s a shift to the use of the'

Wl

-y

'
.

.circle”as a domlhant lmage."SymbOILZLng g search for unlty

after the dual1ty of the earller imag1st lyrlcs, such as‘;

v
#

“Persona11t1es and the multlpllcxty of her SOClallst verse,

~ ) @ +

where the masses are ‘more 1mportant than the 1nd1v1dua1,

[ » P “ .

-the clrcle now 51gn1fles the speaker s longing for completlon I

N [
- -
i X

and oneness. The 1mage of the c1rc1e 1s aIso connected ' s #

1 .

in which

- '-\

to_ that of the - dance, as‘in"A Ballet of- Squares”

S the poet,comblnes the images of the c1rcle and "the’ square

Y

- 7

Wto 1L1ustrate a final union~of oppos;tes. leesay s word

v PR . .

',choice in the t1tle of the poem suggests that the poem may

be construed as an 1ntr1cate dance sequence. Wlthln eachz .

PR * f

lyrlc,“whlch‘bears theqpame‘of.arpart1cular'square having

‘
[ v

¢

© some historicafﬁ political orzsocial‘significd'!e, there e

o , .

‘_ . 9 .
L. 1 L.

.Press, 1947) N L . " T .

y '
. -

o 1Dorothy Livesay, Poems for People (foronto: - Ryerson - '



’/. expresses her hopes for a. changed world through the lmage f % f:

e g

- » . .
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is.a ten31on created by opp051ng 1mages. First'tthére isi Lo,
the square wlth 1ts a550c1atlen wlth order and stabxllty. % "}‘

- - S ’ -

Then there is the often 1mp 1C1t 1mage of the(cxrcle ( wreath"

= . A ] ._.'~, ;.: ‘i
"pool of park / 1r15ed 'with shadows 'the oval garden o

o & crims H ‘ s ".’ ).'_:A_'.... o=
'therr oval eyes pool of sxlence 'the eyes [CP 242]).1

The poetlc sequence culmlnates an the lmage of the c1ﬂcle. .vf;ﬁ

'The c1rc1e ls complete (CP. 244) In the. f1nal lyr1c ‘i

] . A

of the sequenCe, "Mdtherlng Sunday ' the speaker optimlstlcally

~ 8 0 *

’

Coa oﬁ the c1rcle:, o _,: 5 T . . § I C
-But what I buy .o 7 S N TV R 3 . T
. » .memento of 'the mesmerJZLng sun == e .t P St
T s round : . ' L v 48« F u7"i.2
. ig-'marigoldl bgg,-245) AL LA T T
B i . . - . " sy .
. . In the poetry of" the late 1940'3 and. the\l950 s.-=_] -

w R

L -

w1th fonm and technlque.. Followlng the pattern whlch she 'Jj":‘

- 4 - =

;'_ establlshed in the l930's, leesay also contlnues t0'use ; ;;

‘ ‘a. less personal type of*speaker predomlnantly untll the P
mld 1950'5.' After that p01nt, she gradually returns to »

3 more subjectlve ‘and spec1f1cally female persona,\the_"l'.
of ‘her earller lyrlcs. . 'w—~:'- . ., ,:- L

1 . . -

N r

Livesay. beglns to scrutinlze more closer—the d;chotomy

between traditlonal male and female roles, and between parent-

.
el '| .’

and ch11d husband and w1fe. She a150'exam1nes the creative» :,*

s '

' process, the functlon of . the poet as an 1nterpreter of the '; %;

leesay covers .a w16e range of subject matter, expands and ) ;

develops certaln themes. and- contlnues her experlmentatlon ‘fr"

.

o



’;world,

of bexng permanently halted

and the tenuous 11nk between man and nature thch

¢

-

2

’

-

she felt .to be partlcularly threatened by nuclear weapons.

e

-j At thxs t1me the harmony between .man and’ nature was 1n danger

.

.

’

x

'~and“h§mns."

‘rhymes,

Durlng th1s period the structure of Livesay 8 poetry

- .

becomes 1ncrea51ngly more complex even though most of the

poems are at least nom1nally lyr1cs~ She contlnues to . experxment

'
s

A'Page'One nursery

’ . -

w1th longer siuites of lyrics, such -as

!Abra;adabra

l L R

Shetalso contlnues her exploration of the Ionger

such as

©

P

sonnets, lullahles' chants""_ C

narratlve dotumentary. ) o F Y

Y

“a

concerns turn inward as they dld 1n the 1920'5.’

1ncrea51ngly 1ntense exploratxon of her lnner selﬁ 13#]0 h a-

by’ a more complex use of 1mages and symbols.

l

The dance ‘motif- becomes more subtle as~ the poet"s.'

0

TP

Thls

Her poems

# .

-
.

5: WLth -the, poet s own prlvate v151on. N

- and Danbe'

fl R o an

\her poetry in general is'not pessxm}stxc in tone, she cqgveyg_z

"

contaln subtaer dance rhythms, and deal more frequently

--‘-f Shrftxng to a subJectxve female speaker,‘her poetry

becomes..more’ personally.reveal1ng._
. . v - ’ PR - NN
leesay says that the 1950'5 was’ a low point

She refers to © .

~ T

“in both her personal life and her- poetry.

it as a. perlod of great exlstentlal despalr' 2 Although

-

. n
. i~
5, S

’ ui"'héf poetry, during this period,'an awful‘sense af sorrow’

’ - L] »
. : ;
6, - i

- L L] 2 TR |
. . L)

T 2L1vesay, 'Song and Dance" _p;

o '
, vt - . L] -

-+
L]

'In the artxcle 'Sohg '. RS

e
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and'disillusionments' foe was not all that she had hoped .,}

1t would be.f The restrlctions of marrlage and the demands

* #

of Eaxsxng a, famxly forced her to abandon the prlvate rhythms

» Y

Cactlon, and to accept the more orderly rhythms of those .

'-1n whose world she now~moved.. In the 1930's, the controlled

a

' w111 be thetmore openvspaCes of some other\pome which

rhythms of her left-wlng poetry demonstrated the stultlfyxng.

effects of capltallsm bn socxety.. In the 1950'5, the controlledn

rhythms of her poetry demonstrate the effects whrch soc1a1

¥ e

conventxons and roles had on the speaker."»’.;i' ﬁ"y'ftl'z- b

L * '
L In 'Page One the movements of the dance are 1mp11ed

by the transxtxon of the female persona from the.rxgid

. restrlctaons of her father s house to- what she believes

¢

'lay farther on" (CP, 159). The oppre551ve nature of her'

"chxldhood home 1s suggested by the multlple 1mages of entrapment

rl

. ’such as' manacled' and “bondage (CP, 158)¢ The cold wxntry

i ¢

landscape~of 1ce and snow symbollzes her fee11ngs of

i .
. .

.fmprlsonmentr- Childhood; whxch 1dea11y sh0u1d be a- t1me .". '

of gaxety and freedom, 15 for her ran ordeal to be endured" o

(Cp' ]_58). ‘ '_ % ‘:::' - ““I- -‘ ) e,

-"':f' Ln Sectlon One of the poem, the thxrd person speaker =

st
< .

puts some dxstance between the reader and the.’ persona.t

-

Here the reader 1s presented wlth the poet's view of her

‘e

chlldhood in retrospect. The strong pattern of 'f' sounds

throughout the section creates an aggre551ve dlscordance.

e . 4 .o
' S L " T - ’ = g .
. + i B I . N ‘. - .
. . - .
'
.

!
of “the . young and lonely dancer and the mass rhythms of polltxcal_‘

. .
vl-‘-‘ * K ’ -



)

¢

“4

- S
to the Cinderella falrytaler L1ke the story book prin ss; -

The assonantal rhymes and vary1ng 11ne lengths accelerate ':”:

5 3

l-the padeeof the poem from the 1mpat1ent and restless stlrring

‘

e,

-

in Sect1on One to the quick movements of the blrds break1ng

paln. (CP 158)- .;/. . -‘ ¢ ;.‘.-' .."- 5 4 .' . ‘A, -. -— - =4 . "_ F

L. - &

!

free,in Section Two. In Sectlon One there is no sense of "

.

harmony between the speaker and the natural world as there ,;~3

was in' her ear11est lyrlcs."Yet she st111 hopes to connect

w1th the green world outsrde. Enclosed by the whlteness "_;

v L

of the w1nter landscape, the dapcer cannot move, for she

.

i -~

1s bound by ‘hard chalns” '-Herffinqers.are st;ff with

The restr1;tions of her father's house are empha51zed .

-
. ~ n

by snow“ (CP, 158), an, 1mage'of conflnement, as well .as’

transﬁormatlonaﬁ Representing the ragld structure of the L

speaker s chxldhood, the 1ce and snow prevent the un1nh1b1ted :

rhythms of ‘a shy,,yet untamed dancer.: Though qlVlng the -

RS

111usxon of lightness and frag1l1ty, the snow is - heavy and

ponderous.- Lt has the abllxty to conceal and even transform

. ) '
‘e

phy31ca1 appearances, to make ladies out of trees / Those

, [

bare and gangl1ng boys" (CP, 158).- Evoklng awkward and A

S
' R
' .

cumbersome 1mages, the f1rst stanza of the poem ant1c1pates :

the more\expdlcit 'mlsbegotten (C?, 265) dancer 1n 'Ballad

P

of, Me Moving dlsconcert;ngly through these chlldhood

~

memorles, the speaker unearths deeply burled feel;ngs of

a11enat1on and 1solatlon. ’ - e ol
. The dance Lmage cont1nues in the poet s dlrect reference

s

L

[y
L]



R
. e

- the Eemale persona 15 conflned “by the pattern. (CP, 158)

~

R : g o .3 iy ow s &
- - . _— P ,‘.', . 5 3 " .
O might. there .always be- . . -~ ' - T
b et . .. ’ :, ':. ‘ . '.l, ".,, '
", .Those wishes three .. . - . " L
A . v % ! . 'A e R . RS
. 5+ THat dazzllng evanescent dress e T . R -
Those. pearls, those tears . . ! i g g B - o
That sllpper nade of glass -- . =g 7 o s
- But ot for.‘m,e‘: (CP, 158) -‘,- N T TR S
] ' ~ - -. i + . %
’: - (. . . \" " .‘.. . .\
.. I Ay ! . L « . s .,
'bl' . . . , |. I's :“4' . 1 .
. . ~ . . N ' . : . ! . o , . ]
g ! - - 1 . Fl L]
' o ~ ; S
"n * e R ‘P.v'l’"‘f"‘~* * ewe P ! i ! o
' \' ‘ L @ . v @ ‘

‘"'That sl1pper made of glass' (CP. 158) becomes emblemat1c

v Ten

of her 11fe; The sheltered and pr1v1leged nature of her . _j'}

.
3 o ¥ LU 5 . . o i

Chlldhood is 1mp11ed aga1n through 1mages of conta1nment~ ' ‘

" 4 -',‘-. . . LR

cold 's glass palaces w1th thexr suggestlonaof frag111ty”,

-~ - -
PR

nd make belleve,'and -corrzdors and 'fortresses (CP. -

e ' »
. ey,

158) whxch,enclose, -as well as protect the speaker w1th

- A
2 .. l

thexr emphasls on 1mpenetrab111ty and, 1solatlon. The 1mage .

of glass ,and crystai' (CP, 158) SLgnlfles the bossible

- Y I o ., w

ntrans1tionwfrom one state of exlstence to another, as 1n

‘
:

.ffthe fa1ry tale when anderella is, turned 1nto a beahtlful
RS ar ]

'prlncess who aances at n1 ht w1th-her-handsome prlnéea o ‘11

bo.

. . 2

of the sp11t betWeen reallty and mag1c, stas1s and the dance."

' -

\The prevalent use of a hard "c® sound and the occaSLOnal

PO %
-

longer llne suggest the prlncess s attempt to break free .

from the r1g1d pattern oE her 11fe through the self- expresslon_

of the dance, wlth the help of ‘a Eairy god-mother who grants

her three w1shes.w Here, the connectlon between the female

% e

speaker in the poem and the story bSok dancer ends.f

-



.

LR |

% hqme‘hers,\but allahomes tO‘be found" (CP, 159). ?he vast

At th1s po1nt 1n’the lyrxc, one detects the al1enat10n

" L%

of the speaker as the poet sllps, almoSt 1mpercept1bly,

ll 1Y

*into the- use: of the flrst person but qu1ck1y back te thlrd i;ff

- agaln.' The‘lyrlc becomes more palnfully 1ntense and prxhate
as the speaker realtzes that she must remain Eorever outs1del
'the stabllxty and predxctab1llty of an ordered, patterned
llfe. There ‘is sorrow and p01gnancy in the.knowledge whxch

1 . L

thlS reallzatlon bangs. The repetltlon of the phrase "But

N
' .,... r

not,EOr.me (CP 158) adds empha51s to the speaker s dec1s1on

v

to follow her own lmpulses, rather than those dlctated to’

, . . L) - ChiEn -
' <.

her' by soc1ety or through‘lrterature..' ."' I .

= I
Me

LT 'Stirred by the “w1nter w1sdom Of-the Qind‘ (CE: 'u
159), wlth its elements of tranSLence and elu51veness, the :

speaker turns to the harmonlous rhythms of the wlnd.L No

re

<, -
Eo—

longer feeling entrapped by the natural world. she becomes’

attuned to nature., Once agaln she is able-to«xnterpret~

2 .

the message of the-w1nd. ”The 1ce that bound her could

not be her home- / Natlve thls land,-but not ] The boundary =

of her home (Gp, 159) Even though she 'was born 1n thls ;
partlcular space, she w1ll ‘not’ be' bound by the phys1ca1
- \‘
_circumstance of her birth. At thts-point,,her sense bf -

‘oneness thh nature expands her horlzons and makes , "NG.one -

- .
Y .

. = B o - PR &‘ . ; . ) \ iy \ :‘, .. %
B 3 v < P ": " 5 g
~expanse ‘'of the natural world, the sky and air, becomes the .~
Timited — : - . L AT
unlimited arena for her dance.’, . A L .
" . ! LY . * * o ’ W ’
L . o : i N -
- & o) ! n - . =
'S o N, " o .
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» s 2 - »
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N In Sectxon Two, the landscape is- transformed as 'u < SR T

u

,';- f—-/'_ sprzng comes sucklng at the snow"(CP,.lSB).’ The meltlng ;. .

Fo f‘~- of the 1ce and snow represents .the softenlng of the speaker s ”Tii'lfx -

------

s p 3
d

e stance. Shhftlng‘once more to: th1rd person. the péet descr1bes. .

the tran51t10n whlch the speaker beg1ns to make. As a tlme _?,._" ary

‘- .

of reblrth “and regeneratlon,-therspr1ng heralds the thawing S
-:".'"'ll of the earth, and breaks the pattern~of w1nter. hs__1c1qlesﬁ_ v
drxpped” and r1vulets began to” run (SB,-ISB);.the}"

a

4 v - LEomg . .
s 17 .. kempo of’ the poem plcks.up speed. The tentative rhythms T
‘S .3 - T T L '
of the dance become more pronounced. s With. a rushing of. - . T

-
¢ « ~ i v

. ,sound and movement, 'Water began to make 1ts home / To 51gh '1j-""' . &

'and slng, to crack and SW1ng / Its columh 1n ‘the underground'

(R .
. . . . N -‘ .

(CP, 159) -The free, smpoth rhythms of the poem are created LT

-

CAIE R by the caesura’ and 1nterna1 rhyme pattern.. Through the R . T f

' . a; SUSta1ned use of mascullne rhymes and generally longer 11nes.
Lo the rhythms of the poem become more forceful and v1gorousp

- & & s -

rn the trans1tLon from the s1mp11c1ty of ch1ldhood -'L PN

-

to the awareness which adulthdod br1ngs, the speaker acknowledges

- that’there rs an 1rretr1evable loss. From the w1ntry landscape -

- , ':Tof-whlteness and cold to that of sprxng w1th 1ts 19noM1nlous T
; 'z / ‘ _—a—\

e o patter there LS all spark le gone {CpP, 159).' The ‘result - T '
for the-speaker is the loss of that 1llusory world of maglc _ : 51

and 1nnocence. The danqer has whirled from the garden ‘of

- . ._1nnocence into "’ the larger realm of experlence. ‘No longer

. .

confined by the 11m1tat1ons of. space, she has become one SN Y,
of the ”transxents, who kriew / Sone other home lax\farther o B o g
i . : - 3 . %% {
Y - ¥ ‘ . ~ a
i : g = R . ' '
- * - ~ ’ : -
-~ Foix A .
s » N i ‘_ * . l . .._ - » ‘ 'y
H ~> ) < . " TR LA ;
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sy - w  w Y
@ ey, # o . st - f

(CP. 159).; Seelng the fllght ‘of the geese and hear1n9v

. "The sky s hallobxng honklng word' iCP, 159), she.. dec1de§
L ...: . };}to Eollow her- oWty 51gnpost”3 and move accordlng tD her': K
?1-;':, own natural lmpdxségtk'ﬁaolng decxded to leave that worldl :
qiﬁ,- :: g_f’; : vfifrozen'desxres and w1shes. she 3q1ns lh the_tlrght of t;.

- E -t . g s & ’

o - -She." feIt her feet untried: - °

s "+, Her wxntry thongs unprled. : g

- SO o She was a moving miracle of w1ng and souna
No-one home hers; butgall homes .to be found.‘ (CB, 159)

_,;v '---: Jr: ln A Wlnnlpeg Chlldhood (1973), the centrai‘flgure,

— _:' ,l father the, fllght of bltds through>the wintry sprlng sky,.

she also w1shes to transcend ‘the physxcal 11m1tat10ns of
v B . : 5 e s
SEY s y tlmg/ﬁnd~e/ace and attaln ‘a sxmliar 6neness wlth nature.

L]

I ""Preludes the ﬁxrst 1n thls loosely woven collectlon"

of short storles, L1vesay descrLbes the yearnlng of the . ..

“ ¥ K

young gxrl "to take/off and. break forth free where there

o . ; & . ~.

was only .earth and sky" 4 L1ke~the speaker in "Page One

<’ v. LN

she dreamed of danc1ng on the w1nd wrth the blrds, those i

3 e e I VR
PER : 4

"'creatures of un11m1€ed freedom. R A -

. b -

< i - % . . v
. . oE - i

£ T/ - .. _buring the 1940 s,vthe realm of the dance; as well

VS

as - 1ts tempo; lS altered by the poet s marrLage and the ’

>

. 3 7, i ¥ ~
- # . = > et . . . . .
. - f ]

LI T £ . e . 3Dd¥5thy L1Vesay, ngnpost (Toronto. “The:Macmiiianu

. -

- :' 4Dorothy leesay, A W1nn1peg ChlldhOOd (Winnlpeg
Pegu15 Publlshers L;mlted, 1973). P . 10 T ‘ 'R

¢ ’ > - - e
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- & e f_ :_ Bleabeth. constantly longs to escape, Watchlng w1th her ,',-

. Company of - Canada lelted, I§3§5, P 24 N e ooy
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subsequent blrths of her two chlldren.'

P

Livesay‘Seems to

-

feel that creatlng and glv;ng llfe in Chlldblrth enlarges

; her v1s1on, but the 1nst1tutron of marrlage restrlcts her

N

"

. the speaker now'becomes a. slave of. art:

dance.

.

warns that love and the’ conflnes‘of marr1age would only, ta

1mprlson the dancer..

.

The femaLe speaker 1n_"Song from The Multltude

po

Ve

"

]

EYo

it

-

-Now the speaker must learn to pace

s

.

herself according to the rhythms of her partner, rather

than move 1ndependently accordlng to her own 1nd1v1dual

meulses.

takes on 3 wry and bltter‘tone-as\she recognlzes the dlfferences

.

e

)

-

In “The Husband"

f

»

the. v01ce oﬁ the female persona

~

between male and female perceptlons of the world.’

e

L}

From the free—splrrted dancer of the earllest lyrlcs,f

"

‘h

-

-

am gardened by love s green / dance the eternal dayllght

on a shaft of*sun

,

¥

v

1CP, 203).\-The confllct then arlses

z

i

i

.

between the female speaker, the dancer, qnd her husband,

who~ 15 1n no sense on colour S 51de.

~

.as her "guardlan angel"

\

to ensure that*§11 others are,“banned from the - garden

203) and forbldden entry

expl1c1t sexual overtones ("He wears no sword" [CP, 203])}1:
the poem presents ‘an 1mage of the female as’ posse551on whose
yery.nature is.sinfur and sensualw'

husband' is a ‘grim "Presbyterian"

N

v

.

»

3

he makes it hlS "bounden duty

s

.

He is. banned as well

s

‘God who "paints the earth . ,

X

2t

 With itg

On' the other.hgnd;

App01nting h1mself

(ce,

the

mdre black 7 the heaven more radiant white / than”my‘piain
e /. Bl A Y P?

X

.

eyesﬂperceiweMJ(gg,.203). - The rigid distinctions between'u

Y

colour s prlsdher,

L3Y
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L ff-' “What do YOu guard theni" (CP, 203)., The inanity of his
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black and whlte convey the nprrowness of the male's perception

o S - 0

™ D

of the female. as contrasted with her "landscape 5 technlcolour
(CP, 201) As opposed to h1s bleak and: colourless world, Co ‘
hers ls a "paradlse" (CP, 203) ,of colour. and movement. '

Agaln the dance prOV1des the speaker w1th an- avenue of escape.

* ’

ALthough she lS l1m1ted to the conflned space of the garden

and made colour s prlsoner ” she ‘can’, find the dance w1th1n

her prlson.' A slave to art and nature,'she ands the freedom

and space to dancekw1th1n herself~ "My freedom llesew1th1n

-
]

(CP, 20r3).r Pl

.\"e

.{'} ',. \The Space.oﬁ the dance§?2\narrowed by the, natural

. ,world around her, as- she dances "the - eternal daylaght on l
' .8 shaft of sun“ (CP, 203) . A sense of claustrophobla is
‘~.created by the OppDSlng tens1ons Wlthln the poem ("black"
{ / white :"prlsoner“ / “freedom male“ / “female garden“
/ gates ) Juxtaposed agalnst the many images of confinement
is the 1mage of the dancer who is both 1mprlsoned by her
art.and yet freed by 1t. Her ab111ty to percelve "the

- -

plummetlngs and plumes from cokour s prlsm (CP, 203) allows

- o

her to explore the sPace wrth1m herself, and not to be restricted

.,:‘).a ., e

R by the narrow focus of the male.

P :-, o . e
® oo gt

In the f1na1 four lines of the lyrlc, the speaker

oo *dxrectly aédresses her husband 1n the form of a questlon-

patrlarchal stance 1s suggested by the- d1rect reference

; * ~to the bLbllcal "Adam and the indlrect reference to "the




N

a 9.

Ky
>

Ce- .. .- is this |, . o

. .

garden" l(cp?' 2‘03)"o'f-aaé'n. ; "rhé‘mal.é"so illdsory view of

the female speaker lS suggested by the reference to "quxote"

(CP 403), that extraVagantly chlvalrous and mlsgu1ded knlght

»
-

who spent so much of hls t1me t11t1ng at w1ndmllls.; The'

¢

husband S attltude is eqqally unreasonable, for her- "freedom

of
lles W1th1n" herself, and thus out of h1s reach. 2L1vesay

_."returns to thlS theme later 1n'“Old Song ‘a 1yrrc‘from’.'

The Unquxet Bed (1967).

Lo A

What you will learn 1

.you  cannot, hold L L .““”
: what vanishes (EB, 295) g )

W1th thelr 1nflex1ble concepts of ownershlp,.the ma%e lOVers T

addressed 1n many of .the poet's more personal lyrlcs are

. slow to learn thls essentlal ‘fact concernlng 1nterpersonal

-

n

relat10nsh1ps.~ Havxng accepted at an early age the ultlmate

w ¥

S

1solat10n of the 1nd1v1dual, and hav1ng learned to dance

. .

. alone, the female speaker in “The Husband" 1s astonlshed

.He “staggers," moving not w1th the grace of the dance but

by hlS exaggerated sense of "bGUnden dutles" wh1ch staggersf'

] n sen

out of bounds" (CP, 203). "Bounds" suggests limits which

the male, in hls attltude towards the female, has exceeded,

awkwardly, inexpertly. His lnablllty to- dance affects thelr

N4

relationshlp, and emphasizes the dlfferences between them. :

[

. leesay s penchant for using, dance and musical terms

.

is evident in the titles of many of the poems £roim this

-rﬁnv\_\

period, :.No longer content with making only general musical

LN 2 1t '
[] [ ' f




f references, she beg1ns to use spec1£1c song and dance"®
technlques. The t1tle of the lyr1c'“Signature ‘ in Selected .
ESEEE (1957). refers to the eplgraph at the beg1nn1ng of
the poem'- "LIVESAY THE NAME GOD THEM GAVE / AND NOW LIVES .
‘AYE INDEED THEY HAVE' (CP, 224). L1vesay, uses this lyric

to 1ntroduce her collectlon of: Selected Poems {1957).

In “Slgnatpre the poet repeats ‘the 1mage of the

dance in a form qu1te 51m11ar to” the one alluded to in 'Page

' One": ) re 0o

_ Flower without root. - | ... . | . N A
Dancer without feet --- :
vGone in a cone of spiralled, a1r, C : .
And I ‘only w1nd (CP, 225) .

’

/. The figure,of the danéer-as'ﬁigd'is eskablisheq in thg- bening ’

stanza. and is susta1ned throughout the poem- "I am:as

w1nd /.Playlngxhlgh sky (CP, 224). The speaker is full
of hlgh sp1r1ts and play as she reflects on the or1g1n of

her famlly name and connects it to her pra1r1e birth place.

-~

She - dec1des that she owes much to chance or caprlce for'"

the c1rcumstances of her blrth' “Born by a whim“ (CP, '224),

.

2"Thls time" (CP, 224) 1mplles that she believes in the
possxbilxty of re1ncarnation, of other lives in other times m”
and places. "The opening 11ne "Born by a whim also foreshadows
that "misbegotten" (ng 265) child of "Ballad .of Me" who -

seeks to gain some measure of self-awareness through' an

SLivesay, "Song and Dance"

-
-
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. The process of birth and life is associated with the natqfa

1 ’

examination of her ‘roots. It s mother earth which gives

_the speaker breath and. life:

So prairie gave breath: )
Child head, anemone .
Raised from wintergrass

_Pushing the mauve-veined cup
Upward to world all sky .
Peopled with cloud. (CP, 224)

imagery of flowering and regenetation; The poet alludes
to specific types of'prairie flara such as the "violet”,
"anemone" and "crocus” (CP, 224). These allusions suggest'
that the speaker s birth is assoc1ated with nature, w1th
the prairie landscape. 1In the assonance created by the

repetition of vowel .sounds such as "i" and "o‘ throughout

the.poeﬁ, Livesay establishes the up~1lifting rhythms and

quick paces of a spirited dance.
In "Signature" the poet's concern with identity

develops from ah 1nd1v1dua1 s search for her roots to a

.more universal deflnltlon of man. Trac1ng her 11fe back

to t‘ place of her birth, Winnipeg, the speaker goes far

beyond the time of her own ancestors, and connects man's
C 4

existence not merely to buman ancestry but metaphoricaily

© to the ancestry of the natural world. Thus the speaker,

senses; through the freedom of the "wind / Playing high

.sky" (CP, 224), that man is timeless.

¢ .
Born on the prairies in 1909, Livesay felt an early

K

identification with the natural world around her. In the

-

1

76

1



e
earliest lyrics of the 1920's, thé wind is an image of nystery,

energy and intrigue. Referred to alter.fnately as masculine

and feminine, it has one constant ch,arlacteristif: -- complete,

‘unlimited freedonm. In the sonnet "Sun"™, from Signpost (1932),

¢ * . *the female persona. compares herself to the wind: "I am as

bound as earth, yet wholly free / As the slow early;\wind

‘that trails the breath / Of hidden wood-anemones" (CP, 26) .
In "Signature" the speaker adain feels “"Earthbound /* Strapped
to the ‘'sound / Of a Winnipeg wind™ (CP, 225). But in the
'.later poem, the's'peake'r / wind / dancer combine in an image
of lightness and escape. The wind becomes the speaker's
means of transformation, Just as the dance allows for her

s ,
. transcendence: LI - : ' .
Casting of £ skin,
. Bones, veins.and eyes,

-+ ' Flower without root,

Dancer without feet --
. Gone in a cone of sp:.ralled air,’

And I only wind ; . ' ‘
Sucked to the sun's fire! . (CP, 225).°~

-

~

. . No‘.longer restricted by per physical body, no lcimlge'r .
"Earthbound", tpe "Dancer withéut feet”™ represents the cycllc
vr_iature.,of man and his world. The image of: the spiral is
also asvsociated with the ideé oLthe dance. Such spiral
umovements are ini:ended to Induce a state of ecstasy aﬁd'

to enable man to escape from the material world, to achieve

-

transcendence. - Through her association with "a cone of

spiralled air", the dancer has gained oneness with the natural.

* ' i . . . . . . .'~‘ )
e o . ~
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elemehts. Havxng sprung .from the prairie earth, she [aerceives
herself as part of larger consc iousness: N "THE PRhIRIE GAVE
BREATH; I GREW AND DIED: / ALIVE ON THIS AIR THE'SE.I'.IVES
ABIDE" . iCP-, 225).- Livesay capltalizes these final lines
to add emphasis to the message whlch the words contain.
ThlS is, m fact, the central theme of. the poem. .

\The speaker in "Sighature"' says "stretched on the

|

solit:—.lryl sand / Of Egypt, I lay asunder (CP,' 225)., She .

" is transformed by a lover. "The flowering night / Shaped

me a name / And the earth shook under " (CP, 225). The N

poet s word choice- has sexual undertones assoc1ated with
the xntensely personal act of acquxrlng a name.” As in. the.
quakmg of "the unquiet bed"5, the tremors.of the earth |
and the darkness .of the nlght' enyvelop the female s'pe‘aker. -
The process of naming gives her a sense of: identlty, as

~

Livesay herself suggests in the Foreword to Collected Poems

(1972): "1 delight in naming and-in findlng titles" (CP,
v). . But the process of namlng a‘lso 1nvolves restrictlons.
It tles her to the phy51cal c1rcumstances of her birth.

It implies limitations. "Now when I ‘wake here, / Earthbound" -

(CP, 225). The speaker knows the llmltations of space,

" but the dream of escape. and fl;Lght is never far from her " %

mind: "I dream of the next step / On into time == (C_P_,

225). The dancer yearns to become llke, the wind, "Sucked ,
. . LB \ :

i, 6Do*x:'othy Livesay, The Unqulet Bed (Toronto~ Ryereon
Press, 1967). . L.

- ' ) \
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W'Ah aspen brifige / The tightrope where / M§¢childh6bd walks

79
to the sun's fire!" (CP, 225).. In the final image of the
speaker .as a "Dancer withqut feet"'(gg, 225), the process' T

of synthesis is suggested as the female speakér finally

breaks the bond with.earth. Livesay's word choice in the
concluding stanza ("éone' and 'spfralleé air") and her use

of éapitali;ation for emphasis imply that.§he is dealing

with more than persdnal identity in this poem. She is concerned

t

with the "signature" of mankind .and with universal evolution

" rather than with simple family ancestry. Setting out .seemingly

‘to explore her own individual roots, Livesay moves in the"
poem away from personal concerns to embrace a larger, more:
universal concern. . _ . v |
Using different rhythms and harmonies within a series
of lyrics, 'Variaﬁions on a Treé“ eiplores this theme. of
universal evolution, particulérly aé.it relaies té the poet
, . . .

and the creative process. As in a series of musical variations,

the poem involves the répetition of a basic theme, modified

in rhythm and form} each time becoming increasfhgly more

complex. Livesay,uses multiple image patterns and the techniques

of inversion-and conjunction. In Section ‘One, the image u,'“l
of the tree is connecteé to "This consciou;ness,'the Word"
(gé, 195). It is the central tool of the poet, the object
which she manipulates: "NOW‘Seé it roll / Lightl& on my
palms" (CP, 195). ‘In.Secfion Two the tree'is‘the cgnnecﬁiqg

[

image between {childhood and adulthood, pait and;present:'

»

5
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--" (CP, 195). In -the final Section, "The tree is Ego';
‘(gg, 196), or the speeker',s consc,iousness. It links t._h'e .
) w.o'rlds of reality and imagination. 1In each of these secti¥ns,
' although the image of the ’tree ie ceritral, t}}ere are other
importaot: connecting images ("roots™, "space", f'bridge:,
'wo;:ld', "sky", ;'pattern', etc.) which convey the poet'g
intent.' | |

. The tecﬁ?niques of inversion ano conjunction are
present in all t\hree Sectlons.. Sectlon One contalns the
image of the_ tree inverted: . "Or are there roots / Seeking
to soak themselves in cloud" ‘(_C_l_{, 195)’. The image of the
tree as "word" is also inverted:y :‘Invert the world: Now
see it roll / Lightly on x’ny‘p'alms", (CP, 195). Opposing
images are also presenteid: "sun" / "mooo", "now" /"'ete,rnity"'
'eonfineg" "dance", and "roots" / "branches" (CP, 195). 4
The first lyric in the sequence deals with the image
of tﬁe tree as *the word" (CP, 195), and the speakeg ldentlfl.eS-
herself as dancer:
~ And Ir ir;\measur:ably deep
. Wading in pools of blue

Dance branches. ‘in eternity -
Play football with the moon. (CP, 195)

o

The dancer becomes representative of ‘the poet, as one who
. ) o
manipulates images and creates illusions. Functioning as—""

the poe.t s main means of artxculation and communication,
- the written word becomes, like tke poet, an image maker.

‘ Alive and vibrant, it can move and transform: "Now see

L4
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(Cp, 195), yet restricting him in that it defines and ‘assigns

I . . ¢ '
4 - ‘
Al » ‘

-~
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it roll”/'Lightly on my palms" (CP, 195). The association

of the "word" with "palms" suggests its ability to be shaped \

:énd molded. The poet / dancer is found "immeasurably deep ‘ '

/ Wading in pools of blue® (CP, 195). A "pool" denotes
a deep, self-contained body of water. Its association with
the speaker connotes the realm of the unconscious from which

S

the éoet~draws many of‘her images and allusions. It also

- evokes an image of the poet as détachedngnd'intrpveffed, » .

not bound by the.literal'meanings of words or ,images but

‘free to explore their comnotations, to "Dance branches in

eternity / Play footbgll wi;h'the moon" (CP, 195). The

-dance with W6rds'enab1es the poet to make renewed contact,

- &

as in the gamé of~football, with that long-forgotten magical
aspect of man. éhé is the liﬁk'or-mediator between a defined
reality (ie; the.liter§¥ness qf "the ﬁord", as it is qenerally
accepted) and an only sometimes glimpéed world of fantasy
and imagination.’ It ?ﬁ the poet who presents,images_so
an often uniﬁgginafivezwbrld. ‘Pdséessing the hbility‘¥o ..
wade "in pdolé of blue" (CP, 195); the poet uses Ianguége
to make these temporary Elighésidf Egnc&. '

. For image-makers such éleiveséy, language has the

e & .
ambivalent function of freeing man from the limited dimensions

of the physical world, in that it gives him "consciousness"

specific meaning. Thus it confines him "to a narrow place"

(CP, 195) on the page. When spoken, the words are left . ' _4,';
¥4 . . . ;o 3 . o5
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hanging in air. As the speaker states in "And Give Us Our
Trespasseé'ﬂ

- Between the impulse to épeak
and the speaking
storms crackle N
Forgive us our .- )
distances. (CP, 301) .
IrSnically it is Ehé~"predicament" of the poet to be: .
'Separate, yet joined, - ' ’ : .
Single, yet twain,
Twined in the ancestry of ‘roots . _
Yet roving in the upper space. (CP, 195) L=

It is this_paradoxical’natdre of language which constanfly

e

pérplexes the poet and forces her to turn so ofteh to the

dance as a means of human expression. In the later lyrics
oo, ° 3
of the 1960's and 1970's, she relies more on the sense of

. .touch’, rather than speech, to communicate and express her

? ’ v

thoughts. , There the male, "that Sweet connection” (1A,

35), becomes her silent partner in the dance of life and

.love. .o : ' - . o
Like the tree, which symboiﬁzes~cohsistent growth "ah
énd regeﬁeration,\”the Word" (gé} 195) is also Eepresemtati;e
of man's immortality. As in the poem ”Signaturé",“in which
the speaker ‘seeks 1dent1ty by tracing her ancestry, Livesay
'suggests in "Variations on a Tree" that one can search for

meaning in the roo#, in the’étymology of a given word.

o

However, bgcause ;anguagé is a living, growing thing, the
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meaning of a particular word is- also forever changlng and - o
\evolvmg. Thus, the word has the power to free, as well '
as to restrict.the poet in the process of ,imag'e-making.
. S In the second stanza o6f the 'fm%.lyrié,.the poet :
‘ 'b'invertsi the image of the tree: -"br are there 'roots'/' Seeking
to soa-k themselves‘i‘n'clo%ud" (CP, 195). Hére the speak‘er'_
.does not focus on the negative ot restrictive aspécts of
. langu'age, but in the freegom of wo_rds roving i‘n‘ the. upi::er o
‘sélace". The inversion o‘f the.‘tr.jee imagt_e‘ suggests.invqlution;
as~the roots of the tree-entwine tnemselves in the airy‘ . . .
."\ ) Yspaces aboye. The inver‘sion ir_nplies that every process
‘ of ph&sical'growth is a épiritu;al opus' in reversée. It become's“
" the function of the poet, as word~mnk;} and manipulato.r, ' "‘\ ~
to ';Invert the world: Nofy"see it roll / ‘Lightlvy on my palms"
(g_li, 195). ;rh'e caesura cri:eates a pause as the pciet performs.
her féat of magic and illlision.. Poet becones dancer, making

. hereto unperceived.connections' between the unconscious ¥ .

co'nriotation-‘igf a word and the literal meaning which the

B

word expresses. 'I‘he many possibilities of viewing realitly

v

which a poet presents to a reader are suggested by the transn:ive .

‘verb "dance"” in "Dance branches in eternity ‘ . '
e ' The "moon" (CP, 195) alludes to the,realm of the : x
' visionary, that space in which words become touchi‘ng stones - ,I

! - 1

(a "football") to spheres which are normall'y inaccessible

- , . e Ce
to the reader. Here words are the poet's tricks of the | ’ >
trade; they release her magical lpowers and allow her to R N Y
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delicacy of the process: -

r , s
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enter the realms of intuition and'f_ancy', to bridge the gap )
between life and art, reality and imaginatié,h. No longer

"Cohfined to a narrow place" (CP, 195), the poet, as word

" dancer, can move into the spaces of'eternigy.' Thus the -

inverted image of "the tree signifies the lin}t between the

lfﬁgtél word uénd its poetic function, 'as‘a key ;:o the unconscious

realms,dt man, his world of dreans, fantasies and visions. ‘ B ‘
In the second ly.r:‘ic, the poet shifts to a more regular \

rhyme scheme, shorter lines and a simpler diction. The - -

: » o - ‘ . %
physical tree represents a bridge ctonnecting childhood and

the adult world.. The peksbna makes the transition from
the state of innocence to the state of experience, bdt in

so doing she recognizes the, narrowness of the path and the

"An aspen bridge

The tightrope where
My childhood‘walks ==
No room to spare. (CP, 195)

~
.

Any process of change normally' involves some sort of loss,
as .wé'll as'personal gain. The .s'peaker's journey to adulthood .
is no exception: "But Island gained / was world well 1lost”
-(_C_I-l, 196). The c.a.pite‘ilization of "Island” suggests the
impor_tance of the cha;ige. But it suggests too a narrowing
or restricting. of the persona's space.v' ' |

The malé lover, into whose "arms" the*feﬁ\ale speaker

is "Tossed at last" (CP, 196), provides the link between

the speaker's past and future. ' Having ‘committed ‘herself
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to a matute relationship.with this male, the s.pe,aker realizes
that she is also rélihquié:h-ing part of her own identity.

Now Like the roots of the tree, their lives become“,intertwine'd'
and j.nteréonnected as "Brenéhes ot silence / Consign the
. past” (SP_', 196). Through the use of the wc';rd "consign”
she é.onyeys the act of entrusting part of 'Sheself 'to another
human being. ' From this point onward, she will no longer
dance alone, but w:.ll be expected to keep in tune with the
. rhythms of her partner. '
~In the final lyric of tte sequence, the tree becomes

;.-Ego;' (cp," 196),.01': the poet's 'consciousness,"yet a"s in
many of Liv.esayfs poems, ambivalence remains. Optimistic. )
that' separate’ perceptions of rea‘lity or assignments of meaning
can co- exist and merge into one, that "These twain are brother"
(CP, 196), the speaker is still not free of doubts. The
" two together go / Into the'forest" (CP, 196), that da:'k,
) unsure area of\ experlence and mystery, "with intent / To
_love and grow" (CP,-196). The dance provides a "Brave-pattern\.

for. / World's tottering wall" (9’_,' 196).‘ With its allusion
to order and strgctu\re, the image of a "pattern” expres'seé
the poet's ffirmation of the 'abili'ty of love to erect a-
new world of stability and peace, té: provide harmony to .
a "tottering™. world. Livesay ends on a ha'lf-optimist.ic. )

note, suggestlng that the pattern will at least provide

iy roof of hands / Aqainst sky fall® (_(_'JE, 196).
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During thé early 1940's, 'Li%les‘ay's dopipanﬁ ‘persona '
shifts from third pérsqn to first. This more - subjective _
and ine_vitaply reveal ing persona continues in Livesay's
intensely' personal lyrics of recent-years‘, and r_eflects

the poet's growing feelings 'o'f.' alienation ‘and * isolation

during a period of great social and personal change. Like

.many artists, Livesay uses her poetry to interpret the turmoil
i . o ‘ .
- and sense of -deep frustration whdch she was experiencing.

'In "Song and Dance" she says: T

The "essential remains: Song and Dance. During .
one period of my life I almost lost these talismen. e
. For someone who believes in man, in his potential '

for growth and change, no more depressing period
occurred than the 1950's ,... Despair, almost an .
gexistential despair, togk hold of me in those years.
The resulting poems were alienated, groping ... . From

, the gaiety of "Bartok and the Geranium! I moved\

{ to the confusion of "The Dark Runner" .... In poems
such as this I came closer to mystical expenence . Y
than hereto fore;7

~
o
LN

' a : .
N "Bartok and the.Geranium" does reflect the essence
KX N . . ¥ % F

of Lwesay ] poetry —-— "song and d.an;:e" 8 as well, as 'her ' .
at tempt to reconcile the opposites vfhlch exlst between male '

':and female, nature and art. The tensnons whlch the poet

‘creates within the poem are illustféted{sby the title o'f»
- the lyric. "Bartok" (CP, 215) r&fers to Bela Bartok, a
;Hung'arian 'composer'lw'ho ir;fluenced modern mus..i.c pr'ofqundl-y. T

4

. 7Livesay, "Song and Da'n‘ce‘", p. 45, ) '
. ~ 81bid. ' ' m,

4
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. compositions are noted for thuei'r emotional intensity. In

“self—centred, egocentric nature is implied by the"co_nce'itedness'

needs the care and protection of an enclosed space in order. co

by his departure from traditional diatonic scale. His musical
. ppantili e’ E o

A ’

v

contrast with the "'mad in\tensi'ty" of Bar tok, there is the-

MGeranium®™, a showy greenhouse flower, ‘the "essence of serenity”

. o .
(CP, 215). The poen contains most of the ma]or tensions- C

~

which exist in Livesay' s poetry:ﬂ "sun" / "moon",_“dayl’ight"

/ "dark", "heaven" / "hell", nature / art, passivity / energy,

inside / outside, earth / air, male 7/ female (CP ; 215).. o

o \
Wr'ltten in free verse, the first stanza of the poem

¥

conveys the qulet, sel £—contained rhythms of the geranlum.'

E

.She Li £fts her green- umbrella ‘ o
Towards the pane ) n
Seeking her £ill of sunllght )

Or of rain; (Cp, 215). :

. - ' ~ b

g

The passwlty of the flower is.suggested by he unquestloned - N

acceptance of whatever befalls her: 'whatever falls ./ She
L 2
has no commentary / Accepts, extends" (cp, 2A5) . Her
of her novements. She ™"Blows’ out %er furbelows, / Her b'us‘tling'
boughs'“(CP', 215) - ‘"E‘urbelows" are the flounces or petals oo

+ Sy

of the/flower, ’I‘hey imply pretentlousness aiid showy decoratmn.
7
¥
The nature vof the flower's space is restr:.ctwe, necessitated
by the fact that a geranlum is a greenhouse plant and thus

to flourish. The use of fairly short llnes‘;and definite s :

rhymes in the first stanza emphasi zes the simple, uncomplicated.

=
2 . ]
“w T . . .
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rhythms of the geranium as opposed to the whirling.:expioding )

movementS'gf 'Bartok' L :ﬁ. < "%

-

The second stanzq¢conveys the immense energy and'

s »

] excitement of the mu51c- ,}

5 -
s

And all the while he whirls -'_5-‘ P L
- Explodes in space, . t “w 7 SRR B :
Never content with this small room.~ *e g

Not' even can he 'be. ' T -

-Conﬁined to sky" (CP, 2i5[ e »1:‘ F

e . . =
, . s » S

The 1mage of the dance 15 1mplied by the- spinning, whirling
l‘movements of Bartok as he speeds"high and higher still k
/ From galaxy to .galaxy™ (CP, 215). Unlike the qu1et unassuming
”floWer, he will not accept the limitations of space.‘ The :
: repétition of words such as "high' and galaxy empha81zes
the intensity of the mu81c and’ his determination not to.

E be conflned or hindered by any rules or conventions. Thei

“;force behind the mu51c is suggested by the poet's word choice:
b J

'Wrench from the stars their momentary notes / Steal mu31c

t

from the.moon' (CP, 215) "Wrench"ﬁnd 'Steal' 1mply aggre331on

and forcel"Thr ghout this.stanza"he is referred to with

'words'containing heavy consonants ('whirls', "high®, ~-"‘tgva'lasxy".
-hrén555 steal"iCP, 215]) as opposed to ‘the. 1ighter consonant
‘='sounds used in the first stanza in ref;rring to the geranium.
-There; the sounds which dominate are s's and f's,‘conveying
a hushed and quiet atmosphere. o

° In the third stanza, Livesay Juxtaposes the images
of, "he / "she” fdaylight':/ *dark" and 'heaven! / *hell"

'v . . ' ? @

RO —
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: :(CP, 215) to suggest the com.g\ng together of. opposite’s, which

@

'is the’ central focus. of the poem. The. effect' is electrify1ng~

. "He stqrms'and crackl’ 'S '/ .-_Sp_its'with'hell's oWn spar}s"‘ (cp, .

as). R ’ i,
- . : ‘ )
In the fourth 'stanza there is a delicate dance of .

harmonf{ .and _b_alance, made all the more remarkable by -the

unique combination. of the partners. For an.instant there

o is"a fusion of opposites: "Yet in this room, this moment.

. ‘now / These toge\ner breathe and bS' (CP, 2L5) .'In that

/
one moment - all differences disappear. He and she become

.one, ‘the worlds of art and nature converge. 'l‘he dancer _

becomes the dance. ; The poem has a curiously ambiguous ending-i

And when 'he's done'. ‘he's out.
- She leans a lip against the glass
And preens hei:'self in light. (CP, 215)

.
+

Having exhausted himself through the intensity of ‘his passion,

" Bartok is spent and empty.” The beauty of his art is powerful

but momentary -- he cannot sustain the energy_which stirred

»

him to such vast heights. - Meanwhile ' the passive heliotrooic

*flower, havmg exerted little or no- enel,'gy, still 'preens

W

: herself in light". She remains as- serer)e and detached as.

before their explosive encounter. ’still self- contained in

) the confined space of the room. . Here, as’ in many oT Livesay s

lyrics, the dance represents the need, for harmonious 8

relationships and a.sense of balance in life.

«
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-In the cen?s from the 1940°'s and“-the 1950'5, the

S, ”

smallness of th Eemale persona s safe and structured world

- of marnage and lchlld-rearing is contrasted wlth the . storming

deli;ght" (Q, 162) .of a chlld's wide open spaces. In poems

.auch ‘as ’Smell Fry 'Carnival" 'Abtacadabra" and. "Ch1ldren s

.

l Camp ’ the ‘persona has relinquzshed her role as 1solated

Learning now how to set her-pace to that of 'the children. ;

g !

,the speaker seems to find, Lersonal satlsfaction ‘in their

a rhythmzc, free-wheeling movements. - In "Small Fry*", th’e'

poet creates, through the use of alternate 1lne lengths .
and internal rhythms, -the rise and fall of the children's

voices echoing through the day. Their cties; "shrill jwit-.h )
’ : E ® g . Ty

. demand"' (CP, 162), demonstrate the egocentricnature of

"chndhood. . LN : - L.

= e Resern’bling tzhe sharp, precise language which is

the essence of the Lmagist poe‘try, the talk of the chlldren
‘1‘S conclse and to the point: :"Thelr talk / Is bird brief". l
(cp, 162). -In their haste to-explore and . exnerience their “-{u

wbrld. the children E£lit lmpat1ently from one concern to

N another. Livesay focuses on che _innocence of childhood .

and the purity of their language ‘in expressxng the freedom\

of thelr exlstence. 'rhere is a suggestion of pr1mltlv1sm

_ in the line "Pheir song is man"’ s / Oown early voice' (CP,

162). Free ot‘ art:.f:.ce or pretense, the language of ‘the

[

' .children is as ‘natural as tbe""tremors of light" (an 162).

!
i,
i

! A.“:""'

¥ ¢

¥

\ z .

. C, N

dancer to become an obserLer of the’ children and thelfgames. '
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-'effortless movements of the dance which’ .f‘lov.v quite 'natural‘ly" i o LA

- rhythms of nursery rhymes and light hearted word play in

)) “' : ) '

'Th'e image of the dance is implied throughouf the lyric by e

‘the poet s choice\ of images which convey the rhythms of

s
.

song and dance. Initially the poem evokes images of sound

1 -

( cries®, "talk", and "song" ) which are then translated '  " "_
into images of movement ("Their cries / rise and recede"- % |
"the word punched// Back like a, volley ball®; and "Sun s '
scale from branch to branch / Storming delight" [CP, 162])

'rhe ‘freely movrng thythms of the poem. also‘evoke,the-smoo.th, e

Erom the "song" of the poem.

i

W

Livesay continues to experiment with the simple

‘\ébracadabra + one of her many poems about children from
this period.  The ch:.ldren represent for Livesay not only
- the simplicity of the past but also a hope for the future
of mankind. Therefore it is the chant._or sing-sonc_g rhymes |

of children's games which dictate' the rhythms of the.‘poem. EE | "’
The title, "Abracadabta" (Ccp, 153), evokes all the mysterious . S l
illusions of the mag1cian, who with a sleight of hand is* ‘
able_to *transform .objecta‘, or make them ‘appear‘ or disappear. Lo
A magical word qr inoantgtionf‘it may',al'so .allude to the - .
nonsensical, meaningless talk peculiar to young children. ,
Through word-play and sharp witt-icisms, Livesay creates

a sense of fun and light- heartedness which is absent from - -
A ¥ 3
much of her } ork during this period. No longer as naive

or as optimt’stic about the nature of man or the future of ¢

e

ey
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Ltd., 1975).

./. E / . ) ' o l‘_ . | ‘A. 5 | -‘.39:-2... .

hIs world as she seema to be.in many of her earlier ﬁoems,-'~"

o

the poet returns to.the simpler rhythms of the dance, only
now it is through the energies of the children that she
regains that lost sense of joy and galety. In several of'-'
the poems which Livesay writes epecifically Eor children

in the later collection Ice Age (1975). she refers to the ;
.chitd -as having the unique capacity to lOVe and to illuminate
the most complex mysterieb of the universe. | '

L]

ageﬁ the poet deoides that without a belief in the inherent

goodness of man‘and a continual respect for the natural
world around us (‘Through green leaves calling out a dance
‘(cp, 209]). we'will never surviye ‘the deep freeze of this, ﬁ’
the “ice age'9 of mankind. The_'circle becomes a dominant -

Sy

'image in the poetronf the 1956'5, often associated with

the world of children‘andgthe simpler rhythms,of their songs

“and games. In 'Carnidal','there"aré repeated allusions
ta the circle in the image of the "winged wheels' (CP, 164)

which’ whirl and climb, connecting the child. as well as

man, “to time and ;ternity. ‘The dance, when it is mentioned

’ specifica11y as in 'Children s Camp ' is. more often than,

not, associated with the greenness of the natural world

-and linked to the cyclical rhythms of the seasons and time:

ey, o
- .
v Y ,'

9Dorothy Livesay. Ice Ag (Ontario: / Press Porcepic
/

e ‘e

VNI
i

Havinq gone from innocent unaware youth to middlep \-'u.

LETRT AP ol o

ponstany



~Though gongs awaken - - . $ .- ’ !I‘
Summer is a season of . high bells ‘ : »
‘Rung in the ‘skies;, and shaken .. c , : .
Through green .leaves . calling out a’ dance : R o s
Sun's baton striking time: (CP, ‘209_) _ o » _

'As Livesay apprpaches her middle years, the implications

lof time become increasingly important in her work. " In the .

“lyrics of the 1940's*and-1950's,. the poet. interweaves the

image of children with that of the circle to imply the rhythmic

motions of the’ dance. Using deceptively simple rhythms o '

and monosyllabio words, Livesay recreates the magical illusions

of . that lost time of childhood. -However, ohe can detect, 4

not- too far below the surface, a tone of pessimism in such P '_

,poems as- "OE Mourners" and 'Generation- 19557, There, ‘

the poét comzeys her feelings of anguished concern for: the

children of tomorrow. an apprehension which never really _.'“

leaves her later poetry. | In the joyful lyrics of Ice Age

(1975), written to celebrate birth and new life, there remains

an.nneasy .struggle to .cont-inue ‘the 'dance:

13

blow and burn.!

. -‘contrive to comprehend _ S .. ¢
. survive to sway : ‘ . I . :
to the will of the wind. (1A, ,32) : T

t

fow
v . " -y

l'rhe poet is afraid that the. children of this particular .
age may never. be given a chance to ucomplete their 'infinite '
' song'l (IA, 40) and dance.‘ The possibility of another nuclear .

‘_ explosion threatens the. serenity of their world, and could ,

4.,"
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. the physical attraction between males and females, is used .
’extensively in The - Unquiei Bed (1967) and Plainsong (1971). ,

. It suggests the Eemale s search for wholeness thr’q'gh a B

| f the negative connotations of enclosure or confinement ""'-"

- .. which it carries in such earlier poems as "Song from the

A
1

) eventually result in the child's mind maimed before he-

W learns to«run" (CP, 167)._._‘ o : S )

. VAR SR '
K % .

Althouqh Livesay continues to’ write for and abaut"’

children inf the lyrics of the 1950'5, her emphasi.s is more

.on the relationships \between men and women. . The® image of -

x

2 the dance as a "circle" or ritualistic act,' emblematic of

union with a lover. Here, the dance image is nearly free

' Hultitude No longer emphasiz,ing the isolation and egocentric s

nature of the speaker, it becomes, in the 1yrics of the

1960 s, a unifying symbol in which male and female b,ecome

one, dancing in” unison._ In the I960's Livesay alsc returns

to an emphasis on first person, indicating a, shift away
from - the totally social or pontical themes of the 1930'

and. 1940 s. and a move back to the personal snd subjectiVe

§ TR
e

lyricism of the l920's.» As the despair and disenchantment . o e '

which appeared in her poetry in the 1950'8 finally begin

. to Eade, there is a sense of growing consciousness in Livesay,

\' '

. . 4 3

' - f .
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' as a poet and-woman,’ and a deeper understanding of her world.‘ ,'

orm—



N " CHAPTER IV

:';app.oin_t‘ment to Zembia in,

- : v

. BALLDAD OF ME . , .

"but day or night, I am: undressed
dance differently
| (gg'," 304)

L

o
-

From the tentative gropings towards awareness in.

L

the 1950 e, Dorothy Livesay becomes more confident and at

ease, both as a writear and as a woman, in the intensely

‘personal lyrics of the 191,0 s and early 1970'5. Her Une_s",_co'

959 and ‘the years wh_icn she spent

there led to important Ehangee 'in her work and her life.. =

4"'She has said 1n "Song and Dance that the ‘African experience

".1ncteased greatly her awareness of rhythm and dance 1n poetry. .

3 s

. The experience of three years in Africa waa 8o intense
".-.and fascinating it cannot be set down in a few words
~ sese Africa set me dancing! My students, I discovered,
.~ woke up singing;. no gooner was their breakfast ... Qver
" when - they ‘would cluster in a common room, -turn on . :
‘the. record player, and dance. - Most of their dances-
- ‘weke unsophisticated, jive and jitterbug; it was
easy for my feet to catch the beat. Best of 3ll,
you 'didn't’ need a partner . .... Not' a dance of’ ‘touch,.
. but -one where the rhythm itself created an unseen
" vire holdtng two: people together i.n the leap of
~movement. . 4 .

o =

. . . A T e C g § @ .
< o e e s Wy i . . N . . Lo

1Lﬂiire_sia‘9g ""'Svovng. ;ené. p@iigjée"i{ p. 46,
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Through the imége'of the ‘dance, ‘Livesay continues to make -

K [After the inner explorations . of the 1950 s, she reveals

-
s
L9

-

The documentary The Colour of God's Face (1964),-

'hioh she later retitled "Zambia",' reverberates v'»ith the
hythms, texture and images of an alien and exciting cul}ure.‘
'In the music and dance of the African. people, Livesay recognized
:a natural freedom towards which her own poetry has always e
,aeoired.- In these Zamhian poens Livesay -uses an .im.personal.
fpersona, a ‘;hite outsider,' in en attemp.t-to interpret' the '
'changes which f_his predominantly black society was undergoi;nq

* 1
Livesay there. as in th,e poetry ‘of the 1930'5, emphasizes o

her aocial concerns. g Sbe says. : s n ' o o .

. It is not a dccumentary in'the sénse that the P
Japanese-Canadian "Call My People Home" was: . % ‘2

' j presentation true to the "found" facts.. It is rather

. a vhite gutsider's -appraisal, 'interpretation of
. what was happening-to the blacks'.... It 'seems to
-~ me therefore that "Zambia", written in 1964, is BN
a freer expression of the impact of -socio-political . \
* events, written ‘in. a more contemporary style. The <
music and dance is there, but more subtly conveyed.2

i
}
I
! . .
|
!

" her own poetic explqrations uith regard to form and technique.

i in the poetry of the 1960's a stronger and more confident

i

view © of herself and her work. Having regained her ‘former

. C T
restraint enter "her wo_r:k% Liberated from the.demands placed . |

% /

optimistic‘outlook on life, 'a new immediacy and lack of - L
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g on her’ by family commitments in the 1950° 8¢ she gains a

-

greater sense of poetic as well as personal freedom. - . .
- v , » '

Ly - It requir’ed a tremendous, traumatic break before
I could escape from the defeatism of the Fifties. S
The opportunity/came when I won an educationdl fellowship
‘from the Canada)Council .... Ironically, [ith e WaAS
countereéd by deep personal loss ... the sudden death
of my husband. ahd the growing independence of my §
children.... for the first time in some twenty years.
.. I was .a free woman.3 . :

[

‘i S

During thefl960's, Livesay's work becomes more . \

i

. j
"experimental in form‘ The poet begins in The Unquiet Bed

. (1967) to use lines with open punctuation, ceases to capitalize
'.the first word of each line, and experiments with different

- spacing on , the patlje. As well, she 'uses more complex sound

' patterns and combinations of sounds to vary, the rhythms

of the poems. As - her poetic techniques become more exper:imental,

"t 80 too does her subject matter become more explicit. Ne(e |
subject matter demands new Eorms of expression._ Reflecting
A'the Anerican confessional poets‘ use of a highly, sublective

pe\r:sona‘;‘fl Livesay begins to adopt a more overtly»personal

' presentation, as opposed ‘to the frequently more.apparentl_y

3Ibido' pl‘460 A o‘ i

. . y. L, Rosenthal, The New Poets- American and British’

- Poetry Since World War Il (London: Oxford University Press,

. 15375. PP. 14-15. 1In speakinq of confessional pbetry, Rosenthal
says, "it has elements of the new existential subjectivity .
in which the poet sinks his consciocusness deep into his
moment-by-moment daily self ... thelpoet himself is always

at the centre of the poem, though mFst often simply as a o
consciousness ....'3. . _ ) : T

- : . ; . ' T s
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T personal lov/poems in hich the poet expresses the EeelingS'

’-experlence. I disguised noth:l.ng.‘.'6 Through the image and

; lqve., The rhythms of the dance also act. as in’ the "short . :‘, .

98 -

:- - oo S C.
objective speaking style in her poetry from the 1930°'s. through ,
Y

to the mid 1950's. . S . .

Dealing more often wi th such issues as female sexuality

and the aging process, and making intensely personal explorations

i

of male-female relationships, Livesay s poetry takes on

' ,aI sparseness and explicitness., In the 1920's the sparseness

Gy,

had manifestec) itself in the form of the imagistic lyric -
with its emphasis om.gthe world bf nature. . The rhythms of ' Vo

the poems in The Unquiet Bed (1967) and’ P_lainsong "(1971)- L i .

become more refined. In these confessional and highly personal

' lyrics, the imagery becomes more erotic, bared "to the bone -

rCP‘, 302). Having fallen, in love An the late 1960 s uith .

.a younger man, Livesay _says that 'All the yearning to sing

\

and dance revived agai.n.."5 The outcome- of this late—:l.n-life, -

) 're)uvenat.ing love/affai is an outburst of passionate and

-y,

of a close emotional and phys1cal relationship. m’ ®Song .

‘ and Dance" she says,."rhis timd I spoke out of 1mmediate

.

; rhythms oE the dance, these poema express Livesay 8 passiohate ’ '_ .

=

ﬂcelebration oE life. and her affirmation of intehsely phys:Lcal

' N

lyric "Sorcery" ' as a restraint against the effects of aging, -

- . - [ : g = e g
.y . pl
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Sni 'eeay, "Song and _Dance’ i p. 47 :
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and thus allow for the physical trans"'fornat':ion' of the-;ag'inq,
> K \._ » ! " . : .

T TRy
woman 1nto a gitl again..

"

g - - - ;

which were wr:l.tten as a result f her stay in Africa, the

symbol of the circle dance™ (é, 255) is used in its more
? - / I ' > ]

traditional form. As one of man's most ancient.expressions

o

. of ‘m'agic,7 it symbolizes, .in the .first lyric of the suite,
; . - . R

« 'a*

the union of ca Zambian bride and g‘room.‘ The presence, within
- thls sacred’ marriage circle, of "a bare knife / on the gift

table"\ (CP, 255) reigforces the ceremonial aspect 'O ﬂ the

- 'marr,iage. By presenting a, knxfe to the groom, the bride's

"

uncle confronts h1m with hlS respons:.bﬂitxes, and with .

_ the pemalty for failing. to fulfill them. .

,, - . "The repetltlve J.mages of the c1rcle and the "dance

- P - L4

1n assoc1at10n with the km.fe, suggest the primacy of r1tual

and tradu:ion.. The "cn:'cle dance /- around the’ tent" (CP,

' 255 )’ whlch J.s performed by the vweddrng guests, emphasuz'ES

[ -

In "The Second Language. (‘Suitfe')', a series of lyries -

wer .

S

the tradltional. ordered aspect ef thg 1nst1tution oﬂmarriage. . e

As well, 1t demonstrates the protectlon whlch the union '
- 3 3 T I

prov1des.~~ T T R .

In the second lyric of the su1te, "Before Independence

-

(z~amb1a)!,' the poet - juxtaposes images of black and white.

- -

darkness and hght, the cool recesses of the cathedrallwrth

-

- 'the-; pillared he,at?'m ou'1551de, and the "naked'.'-, hodleﬂs of the

- -
= -
- b

- . i T 5

7‘t:’i.'rlot:, Dictionary. of Symbols, '_p.,-76.
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ubetween their £-1e) vastly different worlds. s

ferment,, which led eventually to 1ts 1ndependence; as is

¥,
‘suggested by the image of the dance in the -third-lyric

|
o] T . -§" .
i
1
{

u‘i r . :" : | A‘ . 1,00

hp t
v

A;tw‘ro.blaé:k maftyrs'wi,-th',thosel.'of "the' mediaeval eaints, swathed .

in blue robes" (Ce, ’ 256) Though worlds apart in customs,

traditions and 1deology, the speaker ‘and her black companlon

'sense a oneness. Their mutual desn:e to communicate and
‘share experiences is conveyed by the slow, f1u1d movements

of an implicut dance -at the end of,the lyrics "M0v1ng together,

PR

: ‘not touchlng / but mOVJ.ng together / we walk:ed down the

Cot
h111 ipt:o the roaring compound" (CP, 256). The repetition

of the phrase -"Moving togethef" 'empha51zes the sense of

‘ 4 1

'.harmony between them. From their initlal ascent to the
'jcathedral to then: flnal descent to the town below, ,there

. is a sense of J.ntimacy connecting them, bridging the ;ﬂistances

!

-l‘

' Zambia in the 1960's was 1n the mldst of political

¥ v

"Politics" i Describlng a woman who was addressing the V1L1age
people, the poet usgs the dance to- refer to the volatile

pollt-i,cal scene, as 'well as to comment on the lady s speaking

: style.' The image of the woman speaker / dancer suggests .

the fluctuations in African soc1ety at that tlme. NI

.G

-ta_ll, gaont, vith flexing atms ' :
she swayed like a dance ' ST

from one side of the.crowd to the other - |, T o
shouting in Bemba.. S-S ,
the. 1anquage ‘cleaving angi cut ting the alr Lo

a8 her: arms flayed.' (CP 257) : e AT

3 ' ] ; o,
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"Lean and sinewy, the female speaker represents the often

_ violent transitions which the country has had to make 1n

‘1ts bid for 1ndependence. The alternate 1mages of tension

and freedom are.contained in the movements of the'dance.
There is gracefulness and easefin the motion ofithe’woman 2 r'

"as "she‘swayed'lihe A'dance /- from one side of the crowd
to'the other¢¥¥CP,'257).' Herbfluid‘movements from one‘side L
";wzi to" the other suggest the powerful force .or 1nf1uence behind ’ _¥a‘
her words. She wields the language like a weapon, "the |
?’ e language cleavzng and cutting the air"™ (CP, 257) "“Cleave"
P suggests the aggre531on w1th which her words penetrate the

% .

a1r, and hence the minds ‘of her listeners. Through the-

b

movements 6f the. dance, she has captured the attentlon of

the people. .The powerful influence which the woman's message-

has on .her 11steners is 1mplied through the poet'q word N
* ch01ce i e.a“flex1ng ¢ "swayed”, cleav1ng i cuttlng.

and="flayed“ (Cp, 257]);“‘Flexing"'and'fswayed"<first suggest‘

the woman's: ability to easily influence the group. As her
words grow louder, as her spe@ch gains momentum, she has '_{ ot

"the group completely in her power. ’The word "flayed' suggests

that the smooth rhythms of the dance have also ‘becone more,
. . ; : . o . Lt
frenzied, as her speech becomes, perhaps,‘filled with scathing

criticism of the present government. The‘rerudtance of

the men to take actlon is also 1mp11ed by the wotd "cleave"
» "

;', with 1ts opp051ng connotations. On one - hand it suggests

.+ ~ the act of holding fast, as to, an older, more established

; ' .
. ' : . X ’--.
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conveye\\in the dash and th

lz
order; .Or it may refer to a sp11tt1ng, as from the acquie

oé a people who 'fear author1ty (CP. 257) towards a more.

fearless att1tude, 51m1lar.tokthat of the-women who refuse

“-to_be coyards;

In the final lyric of the suite, the poet addreSSes‘

_her companion, Raphaél, directly."fn theiﬁible, Raphael‘

is‘the name of one of God's messengers, in Livesay s poem,
heibecomes the speaker s guide through an unfamlllar land,
.The speaker in this lyric regrets ‘their. 1nab1l1ty to move "
completely beyond their racial differences. Soc1ety.is f

not yet ready to permit such deeds done" (CP, 260) The

speaker 'S longlng to embrace Raphael remains, merely a longlng'
" but 1t 1mp11es, w1th1n 1t, t e 1mage of the dance as a means

'of r1slng above soc1ety s biJs. As: suggested by the conf1n1ng

H

1mage of ”the longlng arms / clamped" (CP, 259), she reallzes

) that;thelr dance ls-not yet_to be; ‘,

L

If in the dark ' rv T e T S
I stumbled against your mouth would my arms stay
plnned ‘at my back - ;

gff or shiyer forward thte
flog ring.into black?
(CP, 59) . P, ’

'The he51tat10n wh1ch holds them back from the embrace 1s

~ ause created by the gradual

~i'taper1ng of the lines as the, poet ends her questlon. Thé

',txme of the;dance w1ll surely come, as c0nveyed in the poet's

qh01ce of the word 'turn“ in the f1nal lines of the lyric-~

AT s e

ence



"we suffer / and Fo not condone / we wait our turn (CP.
3 v' 260). The short ﬁines, m0nosyllab1c WOrds, and simple,

' direct language add empha51s to her conv1ction.

The Unquiet Bed (1967) concludes with the documentary ﬂ',

poem'"Zambia'f which is sxmilar in theme and content to
. suite, the poem 'is the poet s response to the, land, the T
. people. the religion and the politics of a. newly emerging
- * N

- nation. Published in 1964 by the Unitarian Church of Canada.

under the title The Colour of God's Pace. the poem»echoes

"with the resounding and powerful rhythms of Zambian musxc,A'
and 1ncorporates the sounds of both drums and the human L

‘ N S 'tvoice. Empha51£hng the oral tradition, the. poem exemplifies

B L | Livesay s ‘belief that "The living speech is shouted out f:',“

/ by men and-woman (CP, 262). In"Without Benefit of Tape'
Livesay states that poetry exists outSide of the poet and

£y d§an be heard in the speech-patterns of'people ‘everywhere:

- Hallooed®

across the counter, in a corner store . ' .. . . [ T

it booms 'upon the river's shore: )
. L on midnight roads where hikers flag you down o
o . ) speech echoes from the canyon s wall ‘ o
: : resonant - o .
- indubitable. (CP, 262)

| o ;' . L e . . Lo
‘ L = , It.is this resonance which Livesay hears in the rhytth»

~of the music which often precedes the dance.' The Colour

f God s Face (1964), the first version of the - ”Zambia

poems. has been chosen for analysis here because it is the_v

Loy

e )
."The Second Language (Suite)' Like the earlier lyrical R




'changes of‘the poetic sequence.

and regular metrical sp cing:

.‘.T" ' e f.“."l . . 104‘

-~

’process 1nvolved in the writing of the initial version which

54 1

.is important to the change in the style of Livesay s - poetry

Jin the 1960'3, rather than the subsequent organizational

-

‘\ .In_'Section One of The Colour of God's Face, the’

» -

.,poet recreates the jubilant and insistent rhythms of 'the

land “oo dancingl" (CGF, 15). The poem begins thh-the

' analogy of the land as an "Impladable woman' (CGF, l. 1), .

. one who cannot be appeased or pacified. Assoc1ated with

A

the elemental‘earth this feminine Land represents fecundity, ‘h

.”sustenance and 1nexhaustible creativity and energy._“The.;’
';poet moves gradually to a longer, more languorous line. -
‘in which the land reclines, as in the- hushed and static'
;stance of the dancer waiting in the darkness of the stage

for’ the music to! begin. The 1mage of the dry and dusty = ., .

t

'land conveys the sense of time being halted in a stillness.
" which is about to break._ The repetition of the- lfvsound
‘and the use of’ caesuras in- the opening lines reflect- the
_"heart of stillness " mummified stillness' (CGF, l. 3) -

" of the slowly awakening land.

The beginning of a slow, chant-like, quiet rhythm -

is conveyed through contrasting images, repetition of sounds.
v() ]

-

Sun .rages ' * month on\month LS _ a
and men light fires- | make trees totter. (CGF, l. 6#7)

)

o W



ST ) P . . 105 - ‘o
" The abrupt shiEt from the"black' (CGF ‘1. S) stillness - e
. of the opening lines to the‘harsh yellow brightness of the
sun indicates the intensity of the rhythms. The use of
a predominant m' sound throughogt these lines indicates
?the soft,'deepening tempo of the music. |

' Swinging rapidly fqom 's' endings “to’ the more rhythmicjf

M'ing' endings, the dance. picks up pace as the dry, dusty ‘p

’ “season becomes"November" (CGF, 1, 9) with its heavy deluge

Lk

‘oftrain. ln the ninth lyric of another poem . "Pictures at
an Exhibiﬂion,' Livesay relates the diversity of language .

to the natural sound of the rain beating on a roof:

- -

I hear God's dancer on the roof:
some call it rain.
The tower totters
"voices. splinter of £~
but tongues, amazed _ -
* . sprout forth again. - (CP,  252) .

S _|’

'iThe.land, responding to the 'demanding" (éGF 1. 13)’rhythms

"; of the rain, begins to soften and yield. It moves w1th

the regular pre01sion of a dancer 'In a green sw1ng upwards
(CGP 1. 14), imitating a dander 8’ leap through the air.
With bounding phrases, the land suddenly comes»alive with

" a show of exuberance and joy, as the dry season ends and

greenness and life ‘flourish anew. - A" - - ”‘} ) W Y,

N

The entire first lyric of The Colour of God ] Face

‘resembles the choreography of a dance. It moves from the“'
slow and languid stirrings of a woman half reclining in

the darkness to: the gradual flurry of sound and movement
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__as the dancer picks up tempo and quickness. The rhythms .

o

become more definite and emphatic until they are loud,

"demanding" more movement of the dancer. ‘Then, in.the £inal’

” leap'of movement'ihrough £he air, the'land ./ the. lady /

the dancer come alive\}n ‘a _"green swing of motion and colour.,

Havlng found Afrlcan rhythms to be a means of liberatlng

&

her own poetxc forms, vaesay turned, after the 'Zambia

-

poems, back to the lyric as-a more personal means of expression. .

Attracted to the experimental works of the Amerlcan
post—modernist poets such as Charles Olson and Rohert Duncan'8

Livesay includes in The Unquiet Bed (1967) several lyrics. 'w*,

whxch resemble Olson s concept of prOJectlve verse, such

8wan Intervxew with Dorothy Livesay . conducted by
Doug Beardsley and Rosemary Sullivan, Canadian Poetry, 3
(Fall/Winter, 1978), pp. 95~ 9§, In the Lnterview Livesay
says: L "k ' : S ,

C "Well, I came back to Canada not having written
* for three or four years and I felt utterly out of -

~ the scene of poetry ... the next summer, '64 ... all . ,[T;

" that Black Mountain crowd came to Vancouver for - .
about a month. 'They were reading their poetry: PR
I thlnk Robert Duncan, Charles Ols(oln, G1 sberg -~
" % .... It -was the following winter after I'd'studied ', -
. the theory behind it and Ols{olq s Manifesto and . -
~[all those things ‘++ I had as. my advocat ~Ols[o]ln -

'In a later interview; "Matrona," in Alan Twigg's For Openers:
"Conversations with 24 Canadian Writers (B.C.: Harbour..

my lines as.much as I could according ‘to the breath." This
was one of the Eeatures of "projective verse®™, described

by . Olson in Selected Writings of Charles Olson, -ed. by Robert'
'Creeley (Ne#‘?ork. Newgbirections, 1966)

S

. Publishing, 1981 » P. 132, Livesay says: "I started-arranging '

A 2Ege st TR s i v - o . athloy A X
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;6% the lines upon the page.

as 'Making'the Poem',‘writtenfforhdack Spicer,;and *Soccer,-

Game". In "Soccer Game* the poet creates, through assonance,

~j'juncture and the repetition of key words and phrases. the

"rapid, jerky movements of the players as they kick, lose’

v

@and retrieve the ball during a soccer game. The smo th
:arc of the ball as it moves through the air is reflected

in’ the repetition of specific words associated with the

l ! *

circle. or the shape of the ball,. words often associated

elsewhere with the circular motions of the dance.: Such

'7~words are 'wheel' 'spin” circle" (which in the poems

L

for children from the 1950's . connect the image of the dance 1
to time and eternity),"ball" 'Ol, clock" (as in 'Song
from The Multitude" where the monotonous ticking of the o

clock suggests the regular rhythms of the. wife as she dances

“ within her small rooms)’ and 'halo'

Also, through the use.of short} monosyllahic words

*

, and the repetition of key words such as 'bounce' ‘and "again
‘ Livesay conveys in; the poem the rapid movements of the players ‘

'as they do "round the field a dance / to the ball s bounce -
. ;(CP, 264). . With Ehe inversion of the normal word order'

and repetition of the 'o" sound the lines indicate the delicate

interplay of these/ithtetic dancers, passing the balliback

and forth betweenithem. The’ dramatic movement oﬁ the dance

- as it reaches its ﬁinale is. suggested by the abrupt shift
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round the field a dance i N ’ .
to the ball's bounce 5 ' .
. ; E « . _'.'r"' - .',.“‘ ‘s = . ", ]
. Until a- sudden huddle " s By R N T S
. waffles it R o
between fast £eet - 5'{. : T A T fo

the toe s a needle g : L
quivering (CP, 264) ) ) ! r'lj.

The recurring sounds and 1nternal rhymes create a sense

of rhythm and dance which is paralleled by the rapid images ;

‘of movement and sound. i v - -;‘ S ‘1-. . “5“ '
ball circles j"éoafsf" e

and lunging . EEL R

it is plu ged . -

straight 'to .the win

.- The crowd roars! : (EB. 264) .“jf'? :‘ A

Using punctuation and spacing to’ empha51ze movement and3
" .to heighten the exeitment of the game. the- poem-becomesv‘"

a highly visual, as well as poetic expression..

-

-From - the dominant - visual flamboyance of "Soccer

Game with ltS detached speaker as observer of ‘the action.

Livesay shifts in most of the- lyrics in ‘The Unquiet Bed

A(1967) toa very direct persona,l similar 'to that used.by o
‘the modern confessional poets of the 1960us. The use~o£-

,.so personal a speaker creates-a'feeling of direct contact;
‘between poet and reader. The central themes which she began

to explore tentatively in earlier. works are. here developedf,

' ',more fully. With startling frankness she examines male

‘and female sexuality, the effects oE aging and the nature

‘b'o o

=T, - S ’ . - R
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s = of physical relationships between the sexes.

-~

A growing
number of her poems are also concerned with the poetic process
and the source of a. poet' s creativity. ‘Many of the lyrics‘

are clearly autobiographical and reflect the poet's continual

1

. search for wholeness.

In 'Ballad of Me ’ Lfvesay makes the autobiography

explicit-r 'No one remembers Dorothy / was ever here

B

This reflects Livesay s willingness to make poetry

(CP:
267).

of experience in a way which is expressly different from Do

o

that of the 1920 s, and l930's..’There the poet either employed

' }r a mask directly, as in 'Defiance' (1928) and 'Chained' (1932)'“‘2

o |
j or indirectly through the use of a third person. masCuline

i

- speaker as occurs so often in her social verse of the 1930 S.

Although Livesay wrote out of her own experiences in thesef

earlier poems,'she still maintained .a certain amount of

reserve and distance from her readers.

She was still very
much the reticent dander. not yet ready to reveal herself

fully to h%r readers, perhaps bedause she still’ had not -
found her(own poetic voice. The explicit autobiographyll

in The Unquiet Bed (l967),combines with the imaq’"of the

. dance to. represent her affirmation of love "ags a stay against

aging"9 and as a jubilant celebration of life.-“
Livesay s cyclic theory of life. which begins to

manifest itself in the lyrics which: she wrote for children
‘ ‘ .

E 9Beardsley and Sullivan{ p. 97. _f;7y- e

:109‘., -

N .
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- refuses to bear the guilt for the 'abortionistﬂ with 'his

n the 1950's, is illustrated in the poem *Ballad.of Me",

~ . B .
ritten in four sections. The poem moves from the time

Ed

‘f. the speaker s childhood, through the painful years of

':g%owing, and finally ends during the speaker s later years

off adulthood. It is a confessional poem of intense

self scrutiny, culminating in recognition of her OWn'

>

\ )
- individuality. Having presented the images which parents.'
'husband and others have held of her, she moves at the end

of Fhe poem towards her own perception of 'Dorothy Livesay.;‘

: % Livesay s 1onging for wholeness and the frustrations;f

which she experienced as a woman and as a poet are captured

1

in ﬁhe painfully poignant image of ‘"the abortive dancer "Af

(CP,\266). Thwarted in her quest for understanding and ,7 /

|
seli-acceptance,‘the poet, in confessional form, defiantly

' /

flat . perspective' and his 'bleary eye'; or for the child'

"/.'onlie begetter' / who ‘wanted-a daughter (CP, 266).

4

all of  the speaker s deep—seated feelings of inadequacy ‘
at" her failure to measure up to her parent8’ and her lover s
expectations :are suggested by the allusions to 'the abortive

dancer and to herself as, a clumsy, misbegotten” (Cep, 265)

““child who never "did learn to dance. .In "Ballad of Me"

. . the female speaker, with great strength and resolution,

becomes determined to define herself for hérself, rather . !

;than to accept the definitions assigned by others. In a

later lyric "Of Chains' she says."

/\;

P S
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ﬂ@\; The el would be. to see oneself

. used flight 1n association with the image of the dance.l0

:gits suggestion of inappropriateness, 1t sets the. pattern

/f;could anyone .

~ to -see oneself

",objectively - Co ,
-not Freud's view, ‘nor ' . : , P
-that of redoubtable Marx '
not one's own children's -

myopic and lopsided stance’ e
But to soar -- | . , " L . ;
:free’ of the. pain and fear er. = ' ‘ e

~and see one's ¢arly self-
groping more near

to comprehéns&on ces '(Eﬁ, 51)°

~
-

In an. interview, Livesay acknowledges thpt she has oftep

th allows for transcendence, which seems to be an. essentig}

factor in being able to perceive more clearly the ‘real’ self,-

5 -
L R

as opposed to the image which other people have of her.,_;

<

A narrative ballad consisting of four lyrical sections,_ .

<'Ballad of Me" echoes with the. rhythms of a dance. particularlg

in the opening section With its tumbling, self-conscious

N

‘f_motions oE the young, awkward dancer. “The first lyric,

\-; <

which_deals.w1th“her,ch11dhood, begins on a Jarring note

I

L t . s
-as the oet declares that she, was born_'misbegotten . With

Bl

'~of awkwardness that follows the poet into adulthood. How;\‘A~

e
born clumsy g o - F R - LB T
bursting feet first "\ S A

" then topsy turvey I : Pt R e
falling .downstairs (CP, 265)

.101bid'.,' p.: 97. T DU

B
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»'bvaivesay's visual‘presentation of the poem. Throuqh the;

- treading a1r-/ to catch up' (CP, 265)."In retrospect. the -

: acknowledges that it was all a problem of perteption, 'the,f'-j' r:;’

L e T wo® 112

ever learn to dance, or, hope to capture the essence of air?

. -,

,Tﬁe clumsy, self-conscious-movements of the-~ ch11d -who couldn t -

master the free and natural rhythma of the darice are suggested -

= 1, -

- = 3 -

use of falling, tumbling rhythmsr the™ poet creates a sense f- -iﬂ

of being ‘off-balarice as a result of her poor body co-ordination.‘ . V?”

Also by the repetition of key words such as 'fa111ng and f‘

L |

catt::h'l (CP, 265), as well as a’ number of words containing ; ..
1ng endings,,she creates the sensation of stumbling through
space in the short, varying line lengths. The reader experiences_.3

the speaker' s sense of being 'tossed off  / 1e£t WIldly /- Ry .

k3

- . % -

r g - s o B

°eyes' fault' (CP, 265) i h . " ' T . .

ﬂ‘The word 'ﬁault' precipitates the feelings ofiéuilt - o

which she must contend with later as ‘an_adult:- - .. 7L
Every ne’ expected guilt R ‘f‘, '“30 LTy i
even ¥ -- B oo I ~;:{':f .
. the pdin was this: . , am . S T
to: feel nothing (CP, .265) - T . o ‘

. -
- - w B .

These opening lines.of the se&ond section~conv§z¥the'bitterness o

i:,of the speaker a'.she states her inabllity to feel or experience .

-

pain. Only numbness remairs, as is evident in the poet'

& fuse of short emphatic lines and szmple diction. With a - -7 i-';

. -~ .

flat ‘and 1ronic tone, the- speaker berbtes the casual mal\\‘\

. . . ' ' 1

P

poet st111 sees herself'as a clumsy, awkward dancer, but e ~ A_fi--fﬁ,

D R SR LR T P L WRE S SR S
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-dismiss the sacredness of conception and b1rth.

9

ca g & : - -

-

) attitude“of-'the abortlonist“ (CP, .266) who could so easily

113

his sectibn

of the poem expresses the poet s ‘belief that 1t is the narrowness

~of the-maley’perspectlve

so much pain and frustration.

(CP, 266) whlch has caused her

her bear. She must learn to reconc11e 1nward as well as

outward experlences in order to feel healthy and wholer

to Eeel any guxlt for "her", the unborn child,

abortrve dancer (CP,

daughter that female legacy of gullt which was the speaker s

own partlcular inherltance.- The 'Mlsbegotten" dancer of

e

' Sectron One does not want to perpetuate her clums1ness or‘ .
fear of fa111ng (not measurlng up’ to the expectatlons of
parents) on, her unborn daughter.

}," The dlfficulty which thls personal stance poses‘

266).

o
E o

She will not<pass “on to her

£

':ie world 1ncludes a rejectlon of the guxlt others would have -

; ’ Wlth an. emphatlc determlnation, the pg%sona refuses

the speaker s

Her attempt to redeflne her L

: for the speaker 1s conveyed by the repetltlon of the negat1ve.l~”

'No- Not for her" / no-tears (CP, 266), thus creatlng a-

mood of helghtened emotlon as opposedato the numbness of

.. e

the speaker in the openlng stanza of this sect1on. The

speaker has already had tears and grief enough.

herself./ the abortive dancer _(gg, 266) 1nto an 1mage of

. .mgvement.and life:

o
. . .

B o »* )
PR Mk e NP = e T
T Yo S

Instead ‘

. she now chooses to reverse that painful 1mage of 'the ch1ld

......
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o g 4 -
' of the poet@as one who dances "Unchallenged through the

B o r (
'the speaker s process of becomlng is not, and may never
; . ,7 D i “2,
'.bei complete. ‘The restrlctlons whlch soc1ety has meosedu; )
g . ol ;
) " d i . C N e w
4 T : fuy T O A A

'constraint and freedom, pa551v1ty and rebellion.‘ Here the
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\ ( .. . - ,.- . [ ﬁ.vé‘,.' " a “

I held the ‘moon in my-belly
* “nine months duration’s ?
then she’ burst forth ‘ o . S
an outcry_of'poems. (gg,"zss) L " B

« P

In thlS pecullar tw1st, the speaker beglns to exorclse old

demons, and attemp%s to resolve the 1nner CanllCt between

dance repreSents not a phy51cal transformation but a. change & 'f;

‘&

in attltude and a sh1ft towards a more p051t1ve 1mage of
"9 4

'“herself. She is beglnnlng tentatlvely to accept the person ;

‘she 1s.' The p0551b1l1ty of wholeness is, suggested by the

“ﬂ‘dancer as' she burst forth“ (CP, 266) : %

Thls lmage recalls the openlng llnes of the flrst
'sectlon when the “clumsy" Chlld" .came . “burstlng feet flrst"W

~(CP, 265),”the reversal of the normal blrth p051t10n, lnto
the world. all of the poet s exuberance for 11v1ng and ‘
lov1ng is conveyed in the 1mage of the chlld as she bursth'“ ,
fortn /;an outcry of poems (CPB 266).. Here L1vesay suggestsr\
éhat the poetlc process is akln to the personal act of g1v1ng

i

b1rth 1n the exqulslte pa1n and pleasure wh1ch both processes

) S
.cause the speaker.' The end of the second section' is- SLmllar v

. 2
-to the conclusion of 'Lorca" where leesay uses the 1mage

G

; 'door (CP, 127) in'an exp1051on of sound and llght..

~ .\The open1ng 11ne of the th1rd sectlon suggests that ST

Loy
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. from .thejconstraints of marriage increases, she turns to

' ' ' . - £ - 115":
. e & ) ' " <t o i1 Y S
upon her have forced the speaker to escape within herself, "
! » - . B ’ s

‘to create "fantasies" (CP, 266) which act as avenues of

“flight from the reality without. As her need tb escape - N

a male "psychiatrist" who advises her to' go home and. "wash -
dishes” {gg, 266), evoking images of ritualistic atonement

for her guilt.  (The tensiops of the speaker are illustrated y “x,ff
by the - Juxtaposit1on of opp051ng 1mages = that of ‘her strong T

desire to run away from her husband’versus the male symbol o "

s~ -
*

... of authorlty and power sendlng her back home to be a dutlful

.

w1fe._ Here"leesay 1ntroduces a. theme whlch‘she returns )
r el

to in the later poetry, her percept1on of the male as a'? C ¢ 5 -_ﬂg;.
90551ble agent of . transformatlon.\'<

l " ‘ '
Inl"Ballad ‘of Me" the 1mage of the male as a healer

*is. introduced, but, as yet, he is not a551gned any part1cular
maglcal poweqé Later, as one who . possesses knowledge and

power, he w111 represent, for Livesay,. the maglcal aspect’

gﬁof the dance with 1ts highly 111usory nature." The female s : ) o

fragmented and split consc1ousness is referred to, 1mp11c1t1y,

s

a_ a disease or dls—eare. She is the awkward ch11d who

has never Béen comfortable with her body .or her owh natural

rhythms, 1In >Ballad of Me the male healer,."the psychlatrlst"

(CP, 2&6), has the capa01ty of restoring her to mental health-. '
'in later love lyrlcs, such as "Sorcery and "Augurles
he will be .seen by the’ speaker as hav1ng the pcwer to turn

her intg a girl aga1n, to restore her youth

} i, o NI S
A . ' ‘ v
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f It .is the speaker s longlng for wholeness that sends
her, 1n the f1na1 section, back to “Woodlot" (ce, 267),

the place Ef her chzldhood. Transformed phy51cally by txme,
‘ 9

. / eew lnCOgnltO & . "‘_ "A . .“, o ) ' _ s -
"in sandals, slacks‘ R e o o A .

old sweater . . - . a7 ool oo SR
and my dyed T R o L e tea ,
hair (gg,,267) ‘w B - L N R I

[}

'Aw re'of the ph§sical‘chan§es wrought'oy time,=the poet: ‘- - L
still has not come to a. full acceptance of who she 1s.

\i.S‘ill very much the.“Mlsbegotten“'dancer,'she saysf" "I

‘fgo wary / fearlng to scare / the crow" (CP, 267)" Exhibfting~~f
' the old feellngs of 1nadequacy and confus1on about her 1dent1ty,
‘ shejhas‘no: yet learned to celebrate the joy of belng female |

T_and'glorlously allve. »‘.~‘ﬂ-.u EE

~} - In the short lyric "Sorcery it is no longer necessary -
i \)

-for the speaker to go 1n dlsgulse, for old age has enacted

its own macabre maglc._ With 1ts allus1on to wltchcraft, ‘

‘and the lure of enchantment, the poem v01ces the cry ‘of

.

'one who has been cruelly transformed from a vrbrant young ; L L

’

; g1rl 1nto a wlcked "wltch" (CP, 318) In this lyrlc, the ~ ;_ .
'act of dan01ng is once agaln assoc}atgd with the male ablllty Lo
'“to maglc (CP, 318) the speaker back 1ntd her earller form. |

TAH' "breasts , which 1mp1y femlnlnlty, have now:
A ‘ 3 f“\
become "withered gourdsy (CP, 318) with the negative 1mpl1cations

O

of death and.loss_offsexuablty.. Suggesting the “end of‘the(:

]
PRI @ - ' .
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'female s‘period of fertility, it” 1mp11eq\the end of her

lde51rab111ty as a woman.,‘Her "skin™, with lts assocxation

~w1th birth and rebirth,,”stiffens / shrinks (CP 318),

-':now lacking the suppleneSs of youth.‘ Her pubxc hair~

dbrlstles ko an 1tch' (CP 318), suggestlng the anger which

- 'the female experiences at this cruel trick which nature
) 4

has-played upgn~her. Lacking the flexibil#®ty of her youth,
. .0- s % ',"‘ .
the aging dancer has. reached a stage of. stasxs. o '; _.L T

3 -

There 1s a shift. 1n these later lyrics away from
__the use of the, natural world as a source of poetic expression
‘towards the inner recesses of ‘the: poet's own mind and of
‘fi_herrbody,'as well. Although age has diminished.her physically,
f;;she has:a clearer understanding of the workings and rhythms

- of her own body. What causes her the most consternatxon i

is not so much the v1s1ble transformatlon wh1ch age has
1nflicted upon her, but the absence of human contact, and
',partlcularly male contact, wh1ch is associated WIth that
:Ttransformation: . _i' - ‘l e R AT f%
Not .to be touched and swept . .
by .your arm's force : o . A

gives me the ague . . - & | T <
turns me into witch (CP, 318) e )

o= | £ . ' . -
- A L o 3 4 :

N

e The last stanza . of the lyric is thelspeaker s plea

to be transformed 1nto her former state:

’ % . P, N

0 engineer of'spring!- : - B
“magic . magic me ) .

. out of" insanity " o .
-- from scarecrow. into girl again ; et
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then dance me ' tossme . . -
‘catchl- (CP, 318) e Tk

Again it is the rhythns of' the ‘dance which'have the poﬁer

. to transform the speaker. The poet's words, an "'eni;ineer-:__'~.

!

~

of spring ' have masculine overtones. " As a season‘ of'rebi'rthf'
and rejuvenation traditionally associated wrth the female.

a male sprmg now holds the potential for the female 8 return -

. J:

to youthe ~Time has placed upon her a curse that .may ‘be

-br ken only by the magic of the dance.' 'l‘he chantlng, falrytale‘ :

qu lity of the last stanza evokes ritualistic images of

the. dance in 1ts most primitive form. Repet:.tive phrases N '
sut:h as "magic mag1c me". and "dance me toss me" (CP,‘ )
318) -evoke . the incantations of a ohant,‘ used in the breaking

of ev1l spells. The spac:.ng in these Yines’ also suggests <

“'Ehe halting rhythms of ‘a dance. perhaps performed for the {

purpose of exormsm or magic. Behind the rhythms  of ~this 3!

fJ.nal section are. the echoes of "The Unquiet Bed", 'in which

the female persona warns the reader: . . R

. The woman I am, .-~ .
is not what you- see - J
I'm not just bories’ ;

. and crockery (CP, 292)

i

Another su:.te of poems in which Livesay examines

[

' the female s need to achieve fulfillment without sacrificing SRR

her freedom and integrity is "The Notations of Love", -In

e“ i

this poem. the poet explores the dominant theme of sexuallity' h

' which is a major ‘focus of both The Unquiet Bed (1967) and

-8

P

e e T TSIV AT . e
o TS el et T - woh
oy T, . i P
. . . , ;“' -y s, PR o Wy "




L]

.“k ‘:._.“e

Plalnson s1 (1971).' Here LiveSay describes:hoﬁ. ‘e.\.lren_,'in‘ _

- the process of merging phys:.cally, ‘both the 'male “and female
.remain separate and undergo their transformations privately.
' ‘ The term‘ notations (CP. 302) refers to -a- preliminary,

perhaps superfic1a1 tracing of the explicit Eacts of the

- male and female sexual- relatlonship Having begun a love . f\‘/

affair w:.th a yoimger man at this time in her 11fe, Livesay

+

refers to the lyrics in The Unquiet Bed (1967) as really

'letters to the man" 11 As such,o they are the personal ) )

) ~

R,y ‘ correspondence of one - who flnds rekindled all the f:.re and
passion off youth, and w1th it the 1onging to - dance and sxng. _ \
‘.‘_ Once- again her approach is confes.°.1onal, revealing her most : X
mtimate and private thoughts, not only to her male 1over.. ). 4
but’ also to the’ reader. : ’ .' e s ) AW |
’ ‘ There is a fran’kness and a sense_of.epuned_“%_} |
acknowledgement. C T e
You left 'me'not'hing.,' when E . D . auk I T o .
you bared me té the light A L A
gently took off all my skin ™ = °.°° iU oo
und‘ressed me to the bone ‘(C_P., 302.)“ TR
In thlﬂ completely erotic dance expressed in \:he unxon of
; their two bodies, the male and female enact a paasionate

' pantomime of love. There is, however. passivxty and

vulnerability in the actions of one who submxts S0 complet:ely

* PR
“ . . . R
¢ e memsse e

- to another human be_ing.. In yielding completely to her 1over,

K

-

1.
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the speaker leaves nothing for herself. Di'stances. stillv
\exist between t:hem- even though they remain "bound " even
in flight" (_C_P_. 303). ‘The male lover seems remote, rémoved
from'the female. This 1s suggested by the speaker s refusal
to assign him any identity other than you" (CP, 302). i
~In the first lyric, the speaker 1s associated wilth
the fundamental world of nature- "I melted down / into
. the . earthy green / qrass grew hetween my thighs" (CP. 302).-
This suggests the close connection of the female to the . '.a
earth. As a compliant and submissive receptor oE the male,

she relinquishes her own sense of i&ntity in order to reach J

‘the elemental life in which a new, feminine consciousness

‘can grow and "flower (CP, 302) . In her association with

- .
Bt L -

the-“flower, which is an archetypal image of the soul‘or

the mystical centre,12 woman becomes the means. to- a poss1b1e,

B more heightened awareness between the male and female.

.'i'his potential for a. better understanding between the sexes

-

T vcan manifest 1t5elf in the erotic darf‘ce which their union e

;provides. ‘ ‘,r..

The use of the dance image as part of the mating

'. ritual which occurs between the sexes is also presented

bnefly in 'Disasters of the Sun" With quiet amazement

'

N B % . i
- _ [

b, s

_"the speaker in this poem watches/ as the male moves sxlently .

Gai 2 . ’ % : o T
,/ . .l T
i3 2 i @ Lo 2
. - ‘. 'l y " - .

-

. 12J.£. Cooper, ‘An Illustrated Encycloj aedia of Traditional
: ‘;‘ z ols (London. 'rhames ana Hudson, 1575;, P. Wﬁ. A
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towards her. The need for words disappears as he glides

t0wards her with the rhythmic movements of the dance..

".Incredibly, you move. . .
You geem to dance : ~ - Y e
and suddenly - Coe

. you stand beside me, calm’ P

"wlthout surprise- (CP, 357)

I

F o B

w:.th ltS suggestion of mutual sexual attraction and natural

. ease, the dance becomes, as m "The Notations of Love

an exercise of love, creating harmony in the otherwise chaotlc L

a

jumbled life" (CP, 357) of- the female. ’
. to the right of the page and lacks capitalization at the

beginnlng of the section.' 1mply1ng the distance between
i i

i L speaker and reader. as well as’ between the male and female.

Perhaps now Speaking privately to her lover durmg a moment;‘

of intlmacy, her vcice holds a thin t‘hread of concealed

anger. In the opening words, the speaker asks "1n my mouth

/ no . love?" to which the male s reply is only cruelty
(CP. 302). It is important that the reader is only given

. the female s acCount of her lover 8 reply. Between the

two lovers there remain distance‘s which words cannot bridget

y

e a vital function, enabling human communication. lee the

- dance,- the rhythms of the ir love-maklng could exclude the

need for words or language. 2

< Here, in the act of loving, is where the dance could provide ,

N

The second lyric of "'I‘he Notations of Love" 'lS centred
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:,@;a Despite their coming: together in love, men s and

7 ¥
;/ B l.

;women s perceptions of what constitutes a loving relationshlp

~",A"evidently differ. For the male whom the speaker addresses,

v;tpethaps there is no expre5310n of love in the physical union

‘of their bodies, ‘but merely taking. In ‘a tone of v01ce‘”'

’ .reverberating-with resignation and anger, the female persona

4'1nsists that her lover 'take love. take love / the hard .

'way (Eg, 302Y, suggestlng a. lack. of warmth an emotionai

involvement on his'part. The differences whic exist between;"7’f'

'hthe male and Eemale perceptions of their sexual union is __f"

" inmplied by the next’ line,' "twisted and sparse" (cp. 302).

::In the love lyrlcs of the 1960'5 Livesay emphasizes the

"Qdiscrepancies which exist between the male and female views

of reality.' For ‘the female, the rhythms of the dahce prov1de

the link which connects the physical act of love w1th that

! of an emotional 1nvolvement. The unylelding nature of the.

male "rock" . 1mp11es that he must go beyond the hardness A

of the rock (i.e. stop resisting an emotional reaction)

31 " ‘before he can experience‘the "gountain s force“ (gg, 302),

the power and strength of the female ] love.-_ oo

W
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\ Through the sense of touch, which becomes a kﬁnd
i-of dance ‘of sensation and feeling. the male can uncover
::the'secrets.of the female~psyche.~ His fingers dance gently p
_@“ her face; ’racing the patterns of age- A '



R O NP b X
o e o 'Crow s feet your finger follows‘ _— I ot
Soe . circling my eyes ' . % s o , T
A T and on the forehead's field' . . I T .
I .- a skeleton of leaves (CP, 302) S T
1 L Tentatively exploring her face, he discovers possible images
’ o - _of her future appearance'.» The dance of touch becomes the ._ ¢ -

important means of communication between them. It is touch,

i P ‘A hlS finger circlmg her eyes, that offers the male the secrets .- S

’ : "nidden beneath her flesh.‘ Mcging beyond words, ‘,"the tongue ‘:\;
‘ / unsheathes its secret skin-" (CP, 303). Their union prov1des .' T
H L -the dance by whlch they are" able to penetrate the darkness "

| "",: . . v,“;and silences wh ich formerly divided them. : 4 .

e ) , : Having bridged the dlstances by their sensual aance, ';,’" a

’ ".‘:.';.:,:;f"“:-,A_’.",";a;n-'lnvi51ble bond now connects them eternally, regardless :

o of- "‘ hese absences" (CP. 303 ). Now the two are t,ruly one = . .
o , nr'mindfs- are twins S . },:_':_'-

‘they circle and unite _ . . -
-+ . ‘my left arm your right arm | . . e s
< ..+ _ -bound . even in flight (CP,‘303) L T D S

’ "»*j' The ~fli1;8’i'0n‘ dt‘.‘the‘ir"oodlies',‘" v;vhioh is 's’ﬁg‘gested .b.y '_-’.."'.mj-l‘lef't v ; —\
K : _arm"~your rlght arm ,rcreates the 1mage, not of two.levers
. : ' moving harmoniously, but ‘of ope single, so‘l‘itar"y 'person‘.' 3
= ‘ c \In the flfth lyric, the speaker clearly contends
..'..that in' her search for unitjr and wholeness it 19: the male .
'who co\mpletes her.. In a later lyric from Ice Ag (1975)

’

R :lover as, "that sweet connectlon" (IA, 35), . In recal 1ing
’ ithEII' nights of sensual love, s-he admits that neither ,time 5
| ‘ S
. £ . . - : o)
3 S g A R M T

S d l'entltled "widow'?,‘ the female persona refers to. her,,male . e



e gt

‘nor "memory !/ can seal /J that bond of flesh / body w1th1n

&

body* (IA, 35). b S

In the Einal lyrlc of "The Notations of Lowve", the
o L
man is once more an . 1nstrument of transfoﬂnation. _Through
rthe phys:.cal union of his body w1th hers, he g1ves the  female X

a new sense of 1dent1ty. She has lost one kind of indiv‘idu_‘al“i‘ty

- J . ~ _ in baring herself so completely to him, but has gli‘.mpsed"' -

S T A another dimension of herself as a consequence. Now, “day

or’ n:ight,‘ I‘ / am 'undressed / dance differentiy." (CP,. '304). '
' , Besides using the ‘Aance: motit‘ to explore her’ OWn |

-.-femlnine concerns, leesay in the 1960 s beg1ns to exan;lne

’ ' ~rnor'ce closely the often mysterious process of creat:.ng at

| _,poern. As well, she attempts 1n poems such as "’l‘he Emperor s

T'ZCircus" and "The Dream “to 1dent1fy the male, as well as |

the female, sources‘ of creativity. 'Phe collection of personal

'I.lyrlcs entitled The Unquiet Bed (1967) contams several

’ poems ‘written for specific fellow artlsts. In these poems-,

_.{ ? p by . ;Livesay deals with t-he selection .and arrangement of. subject .

mattér. ‘and the various. techniques whlch poets use.
In "The Emperor 8 Clrcus"‘, dedicated to- Alden Nowlan;,
jLivesay presents an 1mage of a dying emperor, Franz Josef,
* who attempts to set "his house’ to rights / his papers in
'thelr‘ proper place” (,g_P.'. 27-7). Puttlng reason \and order
ahead of imacjin-ation or whimsy', "duty "’ before grace™ (CP,.
o '276), he a}lows disc1pline to: destroy”his natural 1nstincts. .

. : o
L W R + [}

“The link between the "cold . .recalcitrant_", (Cp, 276) ruler’

R AP R T i - ey e Ny AL At 4w 1 teases s . B I
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"and’ the creative artist is suggested 'by the motif of the.
- dance: .. . A S e Y,
*a:._, oy |
' ... he fiftéen, - o S
. .learning now to dance L m '
. taken by tutor ,to S
the Cirque frangais ' : S ,
to ‘see the acrobats ‘ , o . =
watch horses prance. (CP, 276) = ey R

Intertwmed w1th the 1mage of the acrobats » the. dance
'suggests the possiblllty of balance and compromlse, two
"..qualxties wh1ch, .as - emperor, E‘ranz Josef does not poLsess.
; _.Wlth eg}:foes of the opening ‘lines of "Ballad of Me ' he
acrobats, w1th thelr tumblmg, falling movements, are symbolic
of a- process oﬁ mversxon or reversal. "l‘hey demonstrate
the"need for the emperor to turn th1ngs around.lg Ironlcally,
they also demonstrate, desp1te the1r tumbllng motlons, the .
-skllls of balance and co-ordgnatlon which the n_usbegotten
'(_C_.g, 2é5) dancer lacke,d. B » -

Juxtaposing the' rhymes"of "prance",. -'dance"‘ and
“Pranz and making reference to the ~"horses" (C~P”: 2‘--7'6') o
.anlmals of ten assoc1ated with magic, the poet subtly squests‘
the circular’ movements of the ‘dance. Linked to the 1nst1nct1ve

world of the unconstious, the horses stand for the intense

desire and longings of an.aging emperor who has nearly forgotten
‘dnd lost contact with the sensitive boy of his youth. The .
rhythms and movements of the danq\e had been replaced, during o

hls relgn, by a world of rlgid order. Onc,e, as a young

T Y i L IR PR
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: 9 : 'hlS laughter caught the’ tumbler s leap

4+ " he drew the horses. ... (CP, 277)

R S 126 ¢
man, he had possess{ the power: to dlvlne, the power to '

creater . . ST T s

the circus master, elegant with whxp ) P L
the acrobats half taken by surprlse IR :
mastering the air L - o

.and centred on each page C ! —_ - v ) *

'I‘i‘is art had enabled h1m to transfer to paper, to make v151ble, C

»"th.e.fcri s" of the horses, "the silence' / yleldlng in their

‘e'yeé"f';(g__, 277). | | -
'In‘thrle poem ‘Livesay ereate.s the:ihtricate rhythms

ofv the dance. th‘rou'gh-a number‘ of poetic techniqoe"s. V‘is‘,'ual

movement is suggested by the manner 1n whlch the _poem lS |

placed upon the page, and by the spac1ng w1thm the llnes' - ,
¥ LI
In the central section of the poem, placed slightly to the .

-r:.ght of the page, leesay employs varymg line 1engths
and words.ending :'Ln ing™ and"'s" throughout to convey S o

the graceful and elaborate rnovenfents of the acrobats and

horses: -~ - . ~ R D

‘mastering the air ;
and centred on each page

"he drew the horses, tossing manes :
the tremor of their hoofs, the cries ,
of innocent creatures circling the dust:. (CP, 277)

"Mastering”s "tossing:‘ and "circling™ are all words which
. )

Suggest the smooth, fluid movements of a dance.

(

%

The uriconscious nature of an.artist's ability to.

’e

! o .
capture and recreate the frozen instant in time, either




- (CP, 77) surveymg his l1fe, the ohe!

e

through poetry ;or sketching, is sugges,tedlby the “suddenness

of,_the'.movement‘i, "caugh‘t"- and "half taken by supp.rise\;'\- (Cp,

°

‘as l.f the artlst hlmself is not qulte sure of the source
B of his c;eat1v1ty. lee, the acrobats, the poet; who 'Ll.S

a master juggler ©of words :and images, is also "hal f taken

capturing of " the sn.lence"'(g_g, _ 2T7) in thelr eyes and the

:’man s need for balance, as well as the artlstic express:.on

" of his search for wholeness. [

As the old ruler "sits "Alone upon an empty throne

l P

i redeemmg feature ) ;.
|

277). There ‘ is' a sen‘se of breathless 'wonder in .these lines, ' ‘ !

127

by surprise”. The real magic seems to 11e in the mysterlous '

'rendéring-“‘of the exp'erience'visually on paper. L:Lnked ~:1nt1mate‘ly‘

-in this poem with magic and"my'ster'y',' the da‘nce rep'resents S

of hls youth seems to be; his dragﬁmgs of m11d horses leaplng

‘./ in that land once captured by his’ llnes —— (CP 277)

‘Recognlzmg the lmportance of that youthful act of créat1on, .

' but chooses 1nstead to toss ."thern 1nto t1me (CP, 277).

Hav1ng put “"duty before grace.” (CP, 276), Franz’

rules of conduct, many df which were self-lmposed.- Although

the accompllshment of the draw1ngs is representatlve of

'the emperor s flearnlng, the poet never reveals whether or’

‘ not the young Franz contlnued to dance.' The dance, had

it anot been abandoned, mlght have enabled h1m to upset the

.’.

. he cannot brlng himself to destroy the draw1ngs of hls ch1ldhood,

‘Josef had allowed hls relgn to become statlc, bound by. rlgld

e e e e



never achieved the delicate ‘balance -between reason and S

) and 1llus:.on. " The dark' mysterlous atmosphere and the title

rlgl.d 1ty of the establlshéd order, thus permittlng greater .

personal, as well as art1§|t1c, freedom and expre5510n. PR

Instead he is viewed at .the end of the ~].yr1c as one wh'o,

"

imag ination, reality and magic.
leesay s, exploratlon of the poet and the creatlve

proce ss continues, on ‘a more 1ntimate and personal level,
9‘ LS 5

A

e
in the shorter lyr;c,~ "The Dreanm". - W1th unblln}ung candot'

1

the poem opens, ."'I met xa unicorn“ (CP. 294) She, the mltlate, :

:
B

moves"'m a medltatlve dance (CP, 294) through the dark
world of an enchanted wood where strange and wondrous thmgs

occur. The lyrlc beglns with the dlrect 51mpl1city of a’

i L

. ch11d 's fa:rry tade as the speaker recolmts the story of ‘ c

her encounter w1.th that mythl.cal beast in a realm of maglc

’

-

-of the poem strongly Suggest that thlS is the shadowy world S

S

s '

.of the unconsc1ous. Like” the rhythms of - the pbem, the steps

\of the speaker s dance are ponderous and contemplatlve. ,

3 .8

ThlS is no~w1ld or fren21ed dance of passmn or ecstasy. L

. The mystic wood is the place of dreams, the 1realm -of magical -
enchantment. ‘ o ._.' TS
The function of 'd‘reainsl is to predict the"' inevitable \ .

.

occurrences of ewvents, an'd'they, thus are ueually“perce.ived oy
J % Iy b , * R . " s o5

i

as. omens or warnings. This particular dream becomesa mystical. -,

[ % - . . L ' g
exper ience of profound intensity. Her encounter with the = .- .="-

. . M [ . O L ;
.unicorn is illuminating, and there is a sexual’ iﬁtpl’ication Coen el

3
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in the 11nes, "I ... bear his mark /'his'Horn, h}s stabbing

glance" (CP, 294)5_ The impact offtheir meeting is evident - o -
in her altered vision, "eyes pierced by that confounding

.

light / move in a-meditatiue dance"™ (CP, 294). - Again Livesay
‘uses the image of the dance to communicate the process of

transformation which has occurred td the female speaker. =

The: pecullarlty of the. speaker is 1mp11ed by the , o
: T R
ﬂunicorn, f9£>1t can be captured only by a v1rgln who, often ﬂ‘~'

as not, accompllshes this feat sexually._ Having been, rendered
'_'powerless,,s1ghtless and speechless by the strange encounter,
'the speaker 1s-"dissolved“ and "[s1nks] down in 'the ground" '1x_ﬁ,ﬂ“,

'_ (CP. 294) The process of dlslntegratlon is cruc1a1 1n

7y
.,order for her to regaln both 1nnocence and awareness.

-

The "horn“ of. the unlcorn becomes the 1nstrument

) of transformatlon which leads eventually to ‘the speaker s
"meditative dance" (gg,,294). Belleved to be an antidote ,

to poison,-it-purifies and gives heightened,consciousness

to the speaker. The image'of'the quiet, musing daneer suggests
the - sacredness of the experlence and the hollness of -the

. vl

V1s1ons wh1ch it afforded her. The repetltlon of . the openlng T N T
& A

11ne in the lyric's. conclusion emphaSLZes ‘the impact whlch . A
y . o e.

_the experlence had and the changes’ which resulted. f‘. T

._: Mov1ng f%om the ‘darkness of the wood at the’ beglnnlng :
- of the lyric 1nto a world of "confounding light" (CP 294) %ﬁb o ?ﬂ
E 1) .

1mp11es the speaker s journey from vague confu51on to supremeﬁn o "L-

- kriowledge. Through the mystical meet1ng with the unicorn, :, 5‘7 . .M'ZJ

- 1 ]
‘ o 5 .

B | :‘-nr-n_-:h EACER o Lot Lo . % ‘ . - He R e T
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" a creature not of thls world, the persona becomes freed :

‘ of phy51cal llmltatlons. Even her body’ "dlssolves” (CP,‘ "W :_"

294), and transformed, she reaches a state of’transcendence

and awareness.. It 1s the power of the dream—state or the e

unconsc1ous whlch changes her and thh strangenessLB}azed

[herJ blood" (CP, 294) She returLs after the experxence .

'\_.

to this altered. state of ”strangen ss” (CP, 294). | ffj:ﬂ .';‘.,‘* ’

N " The prevalling mood of TThe Dream" and “the tone

.

- of voxce of the female speaker 1s simllar to a lyr1c of

n', the 1920'5,:"Ch1nese", w1th 1ts evocatlon of exotlc imagery..‘

fIIn both lyrlcs, leesay empha51zes the prlvate nature of

‘the creatlve process through the lmagestbf the dance ‘and-

..

;'medltatlon. In the~sol;tary‘natnre.of ‘the speaker s encountern"."

w1th the unlcorn in.“The Dream”, the éoet indicates;the:
o

lmportance of d15tanc1ng herself from her surroundlngs in’

order to see w1th the poet s "thlrd eye“ 13 Thus the " edltative

dance (CP, 294) represents the 1solat1on whlch many t1mes
[

" is cru01al to the poetlc process.- The-fantasy wor}d representsl‘

¢ -

' a transcendence of,the realm of external reality for that

of imaginationhand Eancy. Through-the process offcreatinghﬁ'
a poen, aipoet relearns man's lost magic. -

In‘the‘more revealing persona of The Unquiet Eed

(1967) and Plainsongs (1971), vaesay makes a 51gn1ficant T e

shlft from the personal lyrlcs of the 1§20's and 1930 s.

13Jay Macpherson,.The'Boatman’ahd Other Poems (Toronto:i-'”

- Oxford University Press, 1968}, p.- 7.

kRS
N




+ thoughts behind- the poem. Thé lyrics of the 1960's are

o experlence" (CP, v) before a poet can achleve complet1on '

131

-

.;No longer afra1d of taﬁlng risks or wary of be1ng vulnerable,.'

thevpoet reveals herself to..the reader. In d01ng SO, she,

as weil as the reader, is freed to explore more fully the\

RO

'those of .an older and wiéer poet, one” who has-managed to

L . "y

‘ attain a be‘ter understandlng of; the complexlty of 1nterpersonal
relatlonshlps. The result is an honesty whlch L1vesay had

,'not heen able to express beﬁore. As she. says 1n ﬂhe Foreword

A to'the.Coliected Poems: - The TwWo Seasons (1972). there has '

/e . ’ R

to. be-'a‘synthesis'of ‘these two:seaSOns}‘ihnocence and

LN

- 41n her work, as well as: in. her personal 11fe.

Although the love lyr1cs of the 1960'3 are more r;f
sexually exp11c1t than her earller lyrlcs, ‘they are very

sk1lfully controlledm 051ng the same precxslon as that

'found 1n-the earller imaglstlc lyrlcs, L1vesay produces‘

a poetry which is more technlcally refined and pierc1ngly

i '

effectlve. . o ,'

Livesay concludés that ‘even those who are not

' accOmpllshed dancers can still make contact wlth their inner e

selves through theumovements of one_who expresses "the latent

impﬁlses ofitheir own beings.' Having been born a mlsbegotten"
(CP, 265) dancer does not necessarily mean that one cannot

dlscover -the, rhythms of the dance through a harmonlous

Alnteractlon with others. -No matter ‘how bleak.man s fate, .

B T e e . N - §in o At e s
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: »and artlculate the human cond1t1on° -

: Shrouding (1928), the female persona susp cts that there o

.'\"‘ ) T !7"".' : i
' ; -.\‘ I :
“ CHAPTER V
QN k _
AH, SWEET DANCER,W
3f"become the dancer
-~ in motion forever
‘danc1ng hls own dream” ;
(Ice Age, By e welt

, . : ; ,
From the - afferation whlch the poetry of the 1960 s’

\r'attests to, in, the 1yr1cs of Ice Age (1975) and The Phases f~'
‘ of Love (1983) Livesay moves towjrd more specif1ca11y femiglne
'Aconcetns.' Many of her poems are,now written for or about‘

' !
women. Wlth ‘the w1sdom ‘and v1510n of a female seer, she w.

speaks for women everywhere 1n her- attempt to understand

!

"I/ am the sybil's voice. - R
rying for knowledge' gr w1 . e, B
- .0 do not put ‘me down . S L :
j teach me to be more human - (PL,’ "The Sybil")

|

‘llFrom her-earliest lyrics in Green Pitcher-(lQZB)“ﬁhd-Siénpest

o (1932), L1vesay has been 1nvolved with an. intensely prlvate '*"“-f

and Lntensely female world, 1In as early a'poem as’ 'The

will -.come a time Eor accountablllty.,




'ffp}1930's, the speaker 1s reluctant to y1eld to her inner voxces‘;

4

“Must e aMake from this long

- ~quietness of sleep, _ LT
Must/we arise and fipd ~ o - "”Ifﬂh T p -
Beauty in wakening? (CP, 17)- : e e Ty,

‘.

',\~ n‘the imagistic lyrics of the 1920's and early

"or to. heed the call 'for battle w1th the sun' (CP, 17):

- Preferring the - safety of innocence and unawareness, she .. .

chooses to remain a v1rtually inv1sible dancer, hidden by n

. "her many . protective disgu1ses and colourless shrouds.' Althoughﬁ

greenness and fecundity runzthrough much. of Livesay 8 poetry,

in’ the earlier period the dance or the lonely dancer is '

) usually assocxated w1th muted or even nondescript colours,,.‘.,j,ﬁ'
t -such as grey or black. Only in-the later-poetryvdoeslthe_jv‘i;.
.'dance become assocxated ‘with bright, radiant oolours. Finally,’
;in the .most recent lyrics, the dancer becomes a flamboyant o

rainbow' (CP, 36), no’ longer secretive or concealed by
shadows and doubts but - mov1ng *imto green—gold gardens'

‘(PL,'"In Therapy: Dialogue') ] '

T?\\‘ ' Just as the space and atmosphere of the dance change,
so\too does the emotional state of the dancer.’ In the 1920'3,.
“it -was essential that she dance alone to save: her self'

wintegrity (CP,-29).' She believed concealment was. necessary ; ;5
for her own protection, to maintain a safe distance from . :

A.her male lover. Often he would misinterpret her 51gnals,<7

':as in 'Perversity' (1932), in which he fails to recognize

‘7'fthe speaker s essential purity. Thus the female comes to:”_

3 + . - . . M . 1
T R R P PP UL Rp P I S e e e e
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Zfdread,the sun / For h1s fierce honesty" (CP, 3b)‘

"7ah11§ty'to penetrate her outer disguisgs forces her to seek

‘the refuge of obslure and shadowy places. She decides.

then, that she must dance for herself alone.

In the poetry of the 1970's and 1980 'S, tHe persona-.~
no longer dances alone in shadowy gardens but, abandoning

hex egocentric positxon, moves to the rhythms of a more

"_Aunlversal music. W1th its abzllty to transcend the llmitatlons;

of language, space and time, the poet decides that 'Mu31c

"exists perhaps / to take us there /- without guilt" (IA,

20). The music behlnd the poem helps the speaker reconcxle

", the confllctlng emotxons W1thin herself - the 'desire /-

T

.to escape 1nto / the 1rrat10na1” (IA, 20) ‘ahd the need to

be part of the harmonious music of the unlverse.‘ The-dance,

d‘t\

, then, represents the‘sense of balance whlchzthe speaker'
_‘finally achieves in these later poems. Formerly the dance

was assoclated w1th a de51re for escape and transformatlon.

Now the dancer and the dance become one .as . she decides, "to;

're-stream / leap on that new plane / of being -and "to soar

/ free (1A, 51) from the expectations of others. ‘She has

been confxned by the restrictions which society has f’pOSed

".upon her.. In order to retrieve her lost self, she must

13

:go back into the darkness ‘and relearn the ‘essence of silence'

(1A, 65).

In the poet's struggle to achzeve unzty between:‘i':

nature and man, she has constantly been haunted by the paradox-




i

i of s1lence wh1ch surrounds her. The dance is one element .

'.;whlch frees her from the"bondage of language'l (IA, 65),,-

CP U S LR £ 3

o . N .’ . . § I

allow1ng her some measure of wholeness when all other attempts

. at artxculatlon'and communlcatlon fall. No longer fightlng
",agaLnst the’ isolatxon of human exper1ence, she beglns 1nstead

to -"a-'_. . T S LT e T

pray also o, I e A R
for: the redeemlng silence.. .- . S P
no.words ‘no. thoughts - e T B ;
blind quiet. . .- b e B, g

. .'a touching a searchlng T, RS T T

.- 1ntp the, void. (55. 65) _.“" LR T

L vl - S

y . g i
: 5 v el
- 3 . LrS 3 o . ’ T i
. 3 s N . N

"'Only by accepting the SLHences and dlstances between herself

.and her world can: the poet finally become "fully whole /"

’blessedly 7/ complete“ (1A, 65). “} : ,"g'f “'. f"._ w7 f~;:* T

K B -

. The fusion of the dancer w1th the dance has been 'ﬂ

: the result of a. 1ong and often palnful process of 1nd1v16uatxon.

7§s 'a woman gone through drought“ (IA, 65), whlch isLoften n

]
assocxated w1th a state of. ascetic spirltuallty or vision,

Lfvesay emerges w1th ‘a deeper sense of compa551on for her B
fellowmen, and a greater respect for the 1ntr1cate balance
between man and his world. She reallzes ‘that the perfect f

unlon w1th a male lover whlch she has sought for so long

may’never be actuaILzed. As opposing elements, the most

that man and woman can ever hope to attaln s a 1imited

<

- harmony and balance. In.'The Stoned Woman", the poet recogniies7

the need to reassess male and female relatlonshlps if men .

—

and women are ever tohdance as’ one.‘-Llyesay ironlcally Ty

-3

T T i e ey ' P »a-,i..‘-—n-f— e ——— g
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\L;auéqestslthat "the stoned;girl”}‘the WOman,’haE "become

~an object' (IA, 62), and thus‘less than humanh'AThe"lach

';of‘respect ﬁhich men and:-women afford‘eachnother has led -
to'an'advancing glacial epoch of human relationships. If

man,cannot*aiter his peroeptions and attitudes,‘then‘perhapa:

It 1s time to. go off . Ly ¥ -

‘ _ the earth- ‘' 5 ~ &
'if we' re not whole C S :
and leave. it to the ravens
or the four-footed ‘ EE S )
fwho rut only in season . ;< - : A K Lo . B
.but "have respect . T S e .
\for ‘their kind. (55, 62) e e Ll T i Y

4

In the artlcle entltled "Song and Dance '’ Livesay

:states that as’ a young qirl she sought, through sexual A‘.f ..,.‘f',;
experimentatlon, 'the perfect dancing partner'.i The persona ;s %ﬂ;,
in many of the lyrlcs of Ice Age (1975) is a much older S

and wiser woman, slightly jaded ‘by. tlme and experience._

-No Longer aduocating‘the.free sexual exper;mentatxon,of.‘

her youth, she‘ie'greatly'conqerned with the disorepancies

between the expreseionsjof love and acts of sex. In the

. extremely cr1tica1 lyric, 'The Gun ' the speaker arrlves

at the harsh conclusion "that sex is only a rltual dance : T

[ H
1  2amb . e

/vcalllng down carnage"(lﬂ, 37)1 ~The poem is loaded-with
-images of uiolence perpetrated against women,:whichmultimately
result 1n, as. wltnessed in fThe Stoned Woman' a deep 'hatred %

of' the female sex 1n *The minds of North Americans (1&,

1Live$ay;1“50n§ and Dance", p. 43.

at N




é _ e . . 7-138 =

X _.f‘f:37) ThlS 'hatred' has been caused by the d1stbrted and’ |
B - unreal portrayal of the sexes by 1nsen51t1ve medla.

Through thegpoet s ch01ce of clinlcal dlctlon f

"T"Copulatlon",. 1nstruct“ pro;ectlles [IA, 37]) in the
openlng‘llnes and ﬁarsh, dxscordant sound patterns,;the

“poem evokes'the_cold,:unenotlonal detachnent.of loveless

i relationships.'-What‘should be an act of suérene celebfation )
of 1ove between two people is here’ presented starkly as o

copulatlon (IA 37) : Thls suggests union solely for the
purpose of procreatlon ("In the ecstatlc thrust / ch1ld : Z‘ﬁf:; f7rh?j‘b
"; L ‘ﬂaigreatlng n[Lé, 371)., the contlnuatlonfoﬁ the,spec1es. Words R ‘
l ‘3'such‘as "gun" and 'projectlles* suggest aggressive male -

behavior and lmages of force or/even phy51cal v1olence.;'1 . -'“,.vh;
; The phalllc gun has the ab111ty to maim or- k111, ‘rather. | o
than to create life. In the phrase 'the ecstatlc thrust""

(IA, 37), the male seems to be plercing or forc1b1y penetrating
‘the female, The v1olent nature of’ the act 13 further suggested‘A

'y
by ghe flnal two lines of- the flrst stanza, which. describe

i the male- as’ the hunter, one who wlll fconcelve-death,/.shooti
his arrow to k111' (IA, 37). ' | ‘
 In th1s poem. Livesay implies that “The minds of
North Americans v/ have been so. loaded’ / with guns (IA,

37) that, bombarded w1th messages of- aggression and violence, ’ r L

-

~
y
o

we have 1ost that sensiblllty which makes us human.

'“,'tk.’pfﬁ}

. De= evolution. rather than evolutlon, n?w seems to be man* 's

- . B i . ' ; ., * .
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R

fate. In the poem l'Un‘itas" (1975), the speaker conf1rms

thxs bel1ef that man is rac1ng towards hls own destructlon-

»

We, born to flourish -
in a heyday of sun C. L w
and tumble to rubble .

when the ice age comes, (IA, 18)

s

In the lyric “Breadl1ne ¢ leesay recognites in

o

. —~3 '
nature a harmon;ous‘1nter}ct1on'wh1ch, in the world of men, .

t

. is ‘at. its best tenuous and uncertain;’ 5 ; S

w i
I see them skydancers ' C
- who, at -the most judicious moment
settle,-mother and child ‘
_on the boathouse roof. . - -
and cry for food (lﬂ, 26), v

°

These dancers, “The two gulls doxng a flypast / sklmmxng
over the waves' sklp-rope“ (15, 26), move,w1th ease~between"

ea:th and air. The rhythmlc_movements of .the dancer are’

_ sugge%ted by the alliterative use of the "sk* sound in the -

lines whlch refer to ‘the seagulls. The repetition oﬁ this’

psound captures the smooth, even rhythms of the gulls as

,“they SwWoop dowh on the cceéan's stage to enact thelr dally

ballet. The speaker detects 1n the1r steady, flu1d movements

A'u.‘a selﬁ-control and 1nnate sat1sfactzon. There is none of

. the restless wonder. of the poet ‘who attempts to capture

3

e the essence of the1r mxmetzc dance through the rhythms and

‘words of the poem,

At I Ay daagame o, pEmm——— D d . .. PEE——



'; as. opposed to man 's rap1dly changlhg world ‘and the- rapldly

o wh1ch is too often unreallzed ‘I -“Cloud Messages the

oo

, The conclud1ng llnes of the lyrlc convey the achlng
' /4/

£ emptlness whlch the speaker experlences as she watches the

blrds in motlon.
\

_Such- hungerl : . - S Y
I've never felt such. hunger~ ' ‘ '

"My sight is blurred

" their eyes carry the sun. (15,.26).

The warmth of the sun’ suggests the constancy of the1r exlstenc

a

1mpend1ng ice age. Hav1ng fa11ed to ma1nta1n equ111br1um o
Wlth the natural world around h1m, man has 1ost contact

y

'v:_ wlth the harmonlous 1mpulses which dxctate the steps of

b
the dance. The gulls, performlng the1r dance of llfe as

opposed ‘to the dance of death Wthh man performs 1n the

lyrlc "The Gun", represent a hlgher state of belng whlch

e man'has falled to attaln. The - skydancers“ (IA, 26) are

’ messengers, used by leesay as remlnders of man’ s potentlallty,

poet lntlmates that 1f man ‘is g01ng to surv1ve he must learn

to 1nterpret more accurately these messages whlch nature f X

presents to him. He must relearn that lost art of d4v1n1ng. o
~In ‘The Unqulet Dead“, leesay, seem;ngly 11ght hearted,

descrlbes the react10ns oE a small group of poets (IA, -

36) to that natural phenomenon the aurora boreal1s, or northern

llghts whlch can be percelved so clearly on cold nights

in northern Canada. They watched.




o 35

‘as ‘the sky swooped down’ ‘f S o
curtained the buildings L P
curtseyed and swayed and danced o ¥,
+ in dazzling rainbows s ‘
. wraiths. of energy ;
'flagg1ng the un1verse (IA, 36)

'Obviously.misinterpreting the.appearance of the'multi-coioured"

G

' l1ghts as they “danced' across the northern sky, one cyn1ca1
onlooker expresses. the mass paran01a wh1ch is so prevalent

“.1n,the western world: "Watch out! It's the Russxans!" ,

:n(" <36) Behlnd the w1ttqc1sm of the poem ‘is the poet‘

.own fear that man may,eventually take part 1n h1s\own.g

L destruct1oﬁ' if . more caut1on is not exerc1sed in the polltlcal

s arena. 'Inithe tltle poem "Ice Age LLvesay expresses grave

,141

doubts that man wlll\ever remember hlS 1nnate goodness 1n .-

tlme to prevent “the supersonlc planes“ from ralnlng "destruction

.8

/ upon the benign“ (lA, 70). 'JMan, in his struggle for power,

R

has,become "Worse than an anlmal" (IA, 70).

he. has rlpped away
- leaf 61, . » Cw e e s E o, SF .
< bird- v . % ST o #
al e flower R T : EEEL N PR
is moving to destroy: = . . - oo T
" the -still centre A ‘ '
- . heart's power. - (IA, 70)

T :Because the'assignment of meaning to any observable
phenomenon 1s, in many ways, an 1nd1v1dual and subject1ve ‘
dec1510n, there always ex1sts the p0551b111ty of maklng

erroneous connectlons. In man's race -for. domlnance, he

i

has forgotten how to be "a pilot / flamlng aeross world

" S b

Gr
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¥

© in "Dlsasters of the Sun (l97l)5.

'flowers, over whlch man has no control; Inznature,xthe"

of poets";(;ﬁ, 36),‘that select grdup who ate.responsible‘r

Lo .5 S ;,:- o (. o
_sky" (13, 52). In "The Unquiet Dead," the "skyful / of
L : _

gods and goddesses / uncontrollably,laughlng (I3, 36)'o§fers'

.a warn1ng‘s1gn to the viewers. The red 1lght associated L

v}

' W1th Aurora, -the Roman goddess of the dawn, functions as : ) j ¥

a.natural portent-of‘an approaching dlsaster. Hav1ng forgotten

B

the ancient art of divination-in his loss of contact w1th o

a

the natural world, man is in grave danger of endlng human.

,exlstence. Thls 1s a theme wh1ch occurs in Livesay's earller

poetry. The 1mage of man as a d1v1ner is also presented

’

',no more lov ly mah canbe * T e
~.than he’ with moon- wand : R L : e
' who-witches water.. (CP 357) - S e B BRI

P E _. . R

The need for. man to relearn that lost art of maglc 1s essentlal

) ! e

1f he is to survlve the "most k1111ng /" northern sun" (CP, f

=y

359). In "Dasasters of the Sun ;man through hlS assoclatlon

w1th the dance becomes an agent of transformatlon and a o ,yﬁwwh

’

hope for change.lpI"~"The Unqulet Dead",'leesay ‘shifts
. to the use of an.element from nature, the Aurora ‘Borealis,

f L] . .
to represent the dance and thus man's pbtentlal for survivax;f

w
. . 2 2

ThlS is’ a natural element llke the W1nd “the" blrds, the“"

poet sees energy, freedom;'creativitytand life; man .has ”lﬁif -
"the capaclty to possess all of these thlngs but 1nvar1ably

they elude- hlm. The observers of the dance are a group




[T SR

. for namlng and 1nterpret1ng all aspects of man's. exlstehce.

;.‘works, outside ‘in the night—sky a highly creat1ve and wholly

- e T

_15 "The Unqu1et Dead“; ‘the poets'are 1mmob1112ed hy.the;" o

'Tsight. They stood in a row stunned*, as opposed to

R ™,
the northern tlghts whlch "curtseyed and swayed and danced“

(15}‘36). In the image of the rainbow colours.as dancing
"wraiths of energy /‘flagging the universe" (IA, 36), the
lmmense energy of the dance becomes merely an 1lluslon,"

again empha51z1ng the evanescent quallty of the experlence. Ll

‘Wh1le the(poets gathered inside, the bulldlng‘to read thelr ;:‘-

. natural poem ‘was writ1ng 1tse1f : The movements of the dance -

once agaln supersede the power of language to provide expréss1on.

""Flagglng . suggests grow1ng tlred and, as the dance.’

v,

wanes, long feathery w1sps of colour drape the northern

_ sky. Allu510ns to the supernatural world 1nf11trate the

poem through words such as. "wraiths" r whlch imply otherworldly

" experiences. ‘When seen shortly before or after a person s

death.a wraxth or apparltlon serves as an omen.of evil. .

Y .

Thus the appearance of the northern llghts in the sky and

.

'the reactlon of the poets to the phenomenon exempllfy the

stunned“ or speechless ‘state of mankind; man w111 seemlngly

Anot‘act according to hls‘natural 1mpulses but 1nstead-seemsu T

g ) e . . 3 ¥ .:
- bent QQ.mov1ng steadlly towards his own destructlon.

~In "Perspectives" and "Of Chains", Livesay returns -

' to a theme which has’ occupied her poetry from the time of

her'earllest lyrics. in Green Pitcher (1928).'the-problem N

- T \
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~ of perspective and the search for personal identitya

& ’

~”Perspectivee" again breéents the ”misbegotten“ Jgg,:265)
) dancer of the.earlier "Ballad oflﬁe“,'hut.nou the speaker,-
.haslcome to acceét, and in fact celebrate}‘her slightly
diatorted vision offthe world. The poem recalls the speaker'e'
encounter uith a male carpenter who cpmes'to inspect'EEr
house with its slantlng Eloors. :Placing a glass of water
" on both s1des of - her desk, he informs ' her’ that "the water
was-perfectly level. / = And so 19 your house'“ (IA 23).
Thus she reallzes that 1t 1s herself who 1s 'skew-gee (IA,
23), at odds w1th the world. No 1onger bothered by her -
1nab111ty to adapt to the rhythms of those around her, she-”:'
is quzte happy to accepg the 11m1tat10ns of the dance, as
long as-she can move to the rhythms dlctated by . her own
“often clumsy body. ‘ '

It is myself again, skew-gee! T Sy

- all these years tackling the world 4 . A
unbalanced: (IA, 23) , C o e

-

She is rel1eved by the recognition of her own 1nd1V1dual

worth whlch thls personal acceptance brlngs. She ls fllled’
with exuberance as she asks, "what if dlstorqrbn /.ls a
better way of seeing?" . 115, 23). After.'all these years.
of tackling the world / unbalanced“' she.is content to give
up the struggle to. alter her vision in order to accommodate
-the perspectives of others. The pain and sufferlng whlch i

being different has caused her is reflected in her use of
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the’ word unbalanced" It recalls the falling; . tunﬁling-.
)
rhythms of "Ballad of Me ’ and the Lmage of the female-
L Misbegotten : war -,

born clumsy o T d BT L) E . ow e
"bursting feet first . s @ ) sty T m
“then topsy turvey pet w7 s
falling downstairss *~ °~ * - . . LU Cr
the fear of SLUERL L TR e B ‘

r.fal'l:ing. (c_P,- 265) ;- A

unbalanced" has the neg‘atwe connota;tlon of one who has

f ik .5

a dlsturbed mlnd. . It recalls tkre oung, c.lumsy glrl who _‘ _—

: trled S0 desperately to be llke all ene other "lovely whlrllng

B (CP,~ 20) g:.rls, and xmplxes that she must have suffered '

-.mwardly at her own awkward and frustrated attempts to dance._.
' Ultlmately it is \the speaker s own dlstorted sense.

- of- reallty wh1ch saves her:.,

.
= -~

£ a ‘:"_ "so when I see you - thin
-~ lean bones vanish#ag behind. sheets
A reality would- find you huge -
b /,s’pgeadeagled over the whole bed! ' (E&, -_23)
The world of ;maglnatlon provxdes an easy escape 1f she.
.+ 7 can prOJect a posxtwe 1mage ‘of life and" health on a seemlngly

ill form. But . in the a51de whlch follows these lmes she

.abruptly confronts the reallty of expenence. The speaker""‘s-

- sense of loss is recorded poxgnantly in the parenthesxzed ] |

.:.'image of a diminlshing, even dlsappearmg self-

v

«
L]
.

s

i
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o

(whlle 1 slide off © L

. shrink down : o :
to the flat floor) (_ 33)

\
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This 1s the one dimenslonal. horl\zontal vxew d‘f the speaker,

crumbling ' to the floor, w1th all the wﬂfl to dance gone.

The defeat is momentary. Undaunted “the speaker

.Uhe carpenter 'S, and thus the male"s, perceptlon

in the final lines of- the poem, but she recelves

- The dlstances between them, the ,discrepancm‘s-ln

: rema in:.

- But"uhat if distortion S
.. ‘is a'‘better: way of seeing? ' PR
I shouted. B

He‘dxdn t*hear me. (IA,. 23)

V\

challenges
of r'_eality

noi; reply.

,.the ir views, .

Cotae

In “0f Chains", leesay again ma:.ntains that an'

that of others, might be a more correct view:

_‘individual ‘a‘lternative pej_rception of self, different from

% —

‘Restrictions .

are -implied by the titl of the-po'er_n; But ;'ch"ai‘ns"'. here ...

“also’ have thé'opposite connotation of strength and"unity g

~ae connectors. Confused by the complexity and diver51ty

o

-

of human relationships and of 1nd1v1dua1 assessments of’

those relationshlps, the speaker decides that "The 1deal '

'would be./ to see oneself / obJect-lvely (IA,

-4

51)

Constraine‘d s

by" the .narrow visions of others, the speaker realizes that

&

) ‘only through flight can she attain sqme true sense of her -

own 1dent1ty. She refuses to accept "Freud 5. vxew' with

its. psycho—sexual analys_:.s',of‘ the sexes, .or the, view of -

', ’ e E A




redoubtable Marx (IA, 51) witvh its 'socio—po_litic‘al

xnterpretatlons Qf man and his s\‘}ety. _-Even the "view—7 I

£

':of "one s own chlldren must be re]ected as belng a myoprc :

—

- e . - -

'-.-"_and lopsmed stance (IA, ‘51). C oL

The -persona 1n "Of Chains faces the same dllemma .

as the persona in "Personalltles' - how to reconclle these
. a .

.'varying perceptrons and arrive at ‘an accurate concept of

: 'herself. ‘Too often the v1ews of others lack msxght. --Her .,

Y 'chkgldren are néar—s:.ghted, unable to see clearly unless :

' they are m close proxlmxty to her.-~ Even then, thelr v1ews

are distorted. Breaking free of the bondage of opposrng

"views of ‘her'.; the speaker 10ngs L _- R
T ,,'Q‘ S ALy i " : ¥ ’
+va to soar’ e

‘free of .the pain and fear
and see one's early self . g
groping more near - s .
to comprehension:‘ (IA; 51) ’ -’

v

N Longmg to regain her early self", she acknowledges the

-f-dlfflculty and sufferxng 1nvol.ved in the process of becommg

_‘;‘.whole. i "Groplng suggeSts her awkward bewllderment and
. feelings of al lenatron and desparr. The colon" xmplles that

an’ explanatlon is about to follow. The speaker sea_rches v

E_O.lr .l Lo “'. © : .. B . "...\ . ; s

: - VL eeee @ vrewyﬂ_ . -
" of the -soul struggling to qguide oL

the _clumsy’ body; that thing * =~ . =+ ° s

with the poisoned darts
|p1erclng 1ts side (‘LA, 51)

T /'- X I u . .4_‘L}.-'..7 .147
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L

' reference to the suffering of St. Sebast;an, the-patroh.'

-movements of the dancer ‘ag. she flies’ through the aLr. she

" . R .. . 4 . . i B g o . .
L& 5 3 N 2 . 1 . * . Ta
e . . . X X

' As always, the clumsy body' betrays the dancer. Thehindirect«

- 'sa1nt of sold1ers and of archers,2 suggests the-tormént'

of mlsunderstand1ng whlch the speaker has experlenced xn

her llfe-long search for the approval of others and for

self approval. " o F el

. In the last stanza, she concludes that rather thanff:i\

‘s

trying to- conform to the expectatxons of others, perhaps

she should “re—stream / 1eap on that new plane / of being

(IA, hl)., Maklnq an abrupt tranSLtlon Erom the heavy, plodding

movements of the earller stanza to the qu1ck, lmpu151ve

- B 4

ant1c1pates another Mplane® or stage in her personal

4

o development. She antlcipates gme t1me when she will g“"

"‘perso

<. I3 N T :'- - B e A
- ‘ ' . e AR S
become the dancer I LR
in motion forever ] A . T
danclng his own dream,. (IA, 51) L e

In thd/lmage of - the dance, there 1s now a fuslon of the

l1ty of the speaker, 'the dancer W1th,her' own - -

" idream®. Realxty and fantasy merge. 5 }*

f In order to arrlve at an acceptable def1n1t10n 6f (’

"(her own reallty, the speaker has had“tq\learn to take r1sks,
- to ho longer be int1m1dated by the percept1ons of others.

. From the v1tal functlon of dancing as an expression ot phy51cal

; 2C,P.S. Clarke, Everyman's Book of Saints (London.~ _
- A.R. Mowbray andCo, Ltd., I;%B), p. 31. - a T, C

»
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' collection of poems, -traces the ,poet‘s ]ourney Erom"'The, 8

[
e at

o '.-14.‘9‘

b

love in the lyrics of the 1960°'s, there is now a gradual

1

shift to. dancing as artlstic expresszion of the speaker s "

own existence. The result is a smple, personal and passxonate :

4

"~ darnce, but one Wthh move.s outside the realm of the- 1n’a"iv§al )

: (the solitary dancer of the imagistlc lyrics of the 1920's)

,' to encompass the rhythms and energies of the universe.

The images of colour and movement, which are now mote often

. " W

aSSOCIated wrth the dance, combine 1n an emo\;ional, as well
as an 1ntellectual expresSJ.on of humman existence. The . oyt

speaker has evolved “Erom the melancholy dancer whose shyness

prevented her from danc1ng for other eyes to see" (CP,

' 29) into a multi-dimeneional speaker who has achieved a -

more conf1dent and joyful celebratmn of life and . love.

The Phases ‘of Love (1983), Livesay s most r:ecent

Garden of Childhood" '(Cl;", ix), to her years of socxal protest,

. S

. and through to the vusdom and resolution which age brings

to her. 'I'he book is dedicated "to the women, ‘young and

" ‘o1d" whaqm the poet has known 1n her” long lifetime, and 1ts

) contents echo the stages- or’ phases ‘of Lives%y s own

development, both as a poet and as a woman. : 'l‘he three sections

of the book are entitled 'Adolescence ; "Pire and’ Frost"
L o

and 'V01ces of wOmen“ each section ‘corresponds to an meortant

v

- phase of the poet S life and work. A central image in the :

\

£irst section, ,"Adolescence ', is ‘the. wind,‘which recalls

L:LVesay 8 imagigtl.c lyrics of the 1920's, and" its assocxation .

)




- with the dancexthroughout'her-work.. The second section,'. )
“'Fire and Frost". 1mp11es, as 1ts title suggests, the ambivalehce
" of the female persona and her struggle ‘to reconcxle her
pa531onate response to lifelw1th the chilling portent of -
V“" aging, with all of its negative effects. "Voices of Women v
the third section, is simply that - the multiple perspectives
of the female and the supreme ceLebration ‘of 'three million

bl

- years ‘of being a woman Fy of loving ‘a man / of creating children
L . - 5
"(EE! 'Apocalypse ).

T W e At the end of 'Fire-and Frost' in 'The Step Beyond‘

Livesay s dancer moves from one realm of existence to another.;“

£

fr;“'“:~" Beyond )._ The intricate patterns of the dance are woven '
i ' through the lyric by the use of long, then shorter 1ines :
‘ to suggest and sustain the slow, unhurried pace of tpe poem;
Wlth a dream-like motion similar to the subjective movement
of a ballet, the poem depicts the inner ten81ons and personal f;“‘ i

-

‘ rxﬂﬁ'i,ffz. conflicts of the speaker.~

Before her looms a threshold which beckon ﬁ her to
"entera Like an apparition 'The doorway appeared' as 1f
" \::lﬁ B out of- nowhere- it seemss-as‘if light were music / and musicﬂ" -

1ight' (PL, 'The Step”Beyond'). The open door represents a

“r
—n
-

e the possxb1lity of movement from one state of being to’ another;,'

) _Just ‘as’ the dance suggestsithe process of transformation,'
." \ X % ’ w5 B . . .._ ) h ,’ .3 " . * '}

- . -

4

- g v TN T R
. .o . s A

l‘in dance with no beginning o and ‘no end" (PL, 'The Step . [..mzf'ﬁ
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" ':\ ‘The title of the poem suggests death as "the great beyond" Ly
vaiCh leads eventually to wisdom, and to an understandlnq . ’
ofi the :~mysteries ot the .eni-verse..,.l B . a ;
\ : . ‘ Juxtaposed against ‘the se numerous. 1magesl of movement PR
' ’ and energy" in the £1rst stanza is the inertla of the persona .,

: -who remams . 1n a conf:.ned room ' unable to break Eree of : . .

old patterns" (PL, "The Step Beyond ).‘ Statlc, restrained
» by habxtual behavz.or,‘ she cannot yet feel the rhythms of i_
the musxc or take part in the harmon).ous movements of the’
dance." The repetltion of words end1ng in "ihg"'_. 1n th.l.s
sectlon creates a pattern of movement, evoking the rhythmic
.e’ffect of the musm and dance._, In contrast w1th the rhythms
of the dance, there 1.s the order whxch the speaker has 1mposed - ;:'-
; . upon her lee, evident in the c-hoice <:f J.mages whxch aﬁre |
L assoc1ated with her (1 €. confined' patterns v "seuvlng‘,f""
room'F). The images of fre‘edom and light (1.e.-"i'nusic"'f |
l";lig:ht:." "doorway ) create a tensxon withln the fxrst sect:.on
o of.—the poem for they emphasize the 1nher tensions of the ,'
Speagcer. o
et 'Providilngi a link between ;th'e room ‘and the spat:e
through the doorway beyond, hetween the dancer and the dance\, ‘;. .
, . is "the hand outstretched / to touch” (PL. *The Step Beyond").'-
When words fa11 to provxde adequate. expression. the poet .
N .reliesoln the,sen\se*ofl, touch ..to commun@t\:ate. The outstretched"

1 - : -

" Istandard’ College Dictionary, p. 136.




L ‘-hand suggests one who seeks the accompaniment of a. danc1ng ‘
-partner. . _ . . ' v
The sound of musxc and a b1rd s cry break the
, S rigld pattern of. the speaker S . life as the evenmg closes
‘ " in op-her;  She A - |
4 Baw. ealls glve‘wap
and the doorway. loommg

luminous o
there (PL, "'L‘he Step Beyond")

a e 'fhe "immed'iacy of the ekperien'c'e is‘ sugéesredf by ‘t'he words
:':". and the placeme/nt of the words "lummous / there (PL,. -rhé ,'.': .
Step .Beyond"). - ’rhe space towards which the speaker moves
"-'is now dlrectly confrontmg her. From the' stasis of a small'
. room' whlch symbollzes the d8main of prlvate thoughts. she

‘_,moves now toward the threshold, standing} she pos:.t1o\vs

erself ﬁor,the dance whlch 'is about to begin:

o DT

Eventually C o de o oeds DTG |
was able to stand T ] o

; unswaying . ' l - ' . :

‘~and blink away world's blackness - ' ' P '
_to discern the vlslon- ~ (BL,. "The Step Beyond ) , ' e LT

4

\No longer enclosed by the.""'blackness" of the stage, the
dancer awaits 1n an ever-w:.dening circle of llght._ With
g a flash of colour "blue green / essence_ of bird flas_hing "
/ hhi.,s." colours weaving"' (PL, "The seép‘ Beyond“), she hears
“the sound. of "a wild song". - This is the signal that the

speaker is about to make a transitmn from one level of ' g

% experience to a hlgher realm, ' '

A e e P e -, I

¥ ¥ smmiaen '!W“,""“'F-rm”", - B e . B s .'.' D e T T O I SRR
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‘The reference to birds ( sparrows .and "thrush" )‘....'"
and "bird song" serves a number of’ Eunctions w1th1n the o

-poem. Representatxve oE the soul of man, the bird suggest?

i

man' s potentJ.al for a spiritual flight to a’ higher realm /

of being. The swooping motion of the birds as they soar - '

L reflects the energetlc movements of the dancer, unlike the S iy -
stasis- of the speaker 51tt1ng in her "confmed" space., '

Thus the birds suggest that man, too, %hrough the flight

: of the 1magination and through the rhythms of song and dance,

may make the ascent from the mundane to a realm of 1mag_1nation 1"

- .and grace. The v1brant, extravagant colours associated L EER

.WJ.th ‘the’ movement mark the gene515 of the speaker s dance

el Y C e T

. as she’ moves swiftly from an enclosed and private world . '
"'-,of darkness to a more encompassing world of music and light.

No longer impeded by the ordered nature of her former existence

("I fell 1nto old patterns / took up my sewmg / in a confined

room"‘ [PL ' "The Step Beyo,nd‘]), she begins a danpe of w1ld .
abandonment. - o - H - R

Section two of the pOEm begins w1th the repet1t1on
of the poem S. openlng lines, ‘The doorway appeared / luminous'
,draw:.ng the. reader s attention to the importance of .the

threshold as the central focus of the poem. Still reluctant,

‘the- speaker realizes that she cannot have the v1s:.on she .

seeks unless she takes some risks. ’ ) L

but never was 1t meant . c
‘ 1'd enter in: e
for enter:ing, I knew, ’ ‘ sy

. L . 5, L




' The profuse use of compound words (i.e, "doorway®,

'for balance wh1ch the conjunctlon of oppos:.tes 1llustrates. .

_ ,‘lo ers.

g x 6
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o, would '5bé lossof all

ny dross and dress .
and need (PL, "The Step Beyond") Fu -

.

' Unllke the solitary dancer of the 1maglst1c lyrl.cs of t.he .' ,

1920 's, she puts asxde her reluctance for a more positlve
\ ' 'A~.,“ . T ) * .‘-
attltude. R '

I would f1nd not you
. but you- ness , L
and no necessity . | . L v R T ®
' to seize )’ possess “(BL, "The Step Beyond”)

"outstrett:hed". 'daylignht", and .'backwards") is a grammat1ca1

@

‘representatlon of the dualltxes whlch exxst, and’ the need .

As the masculme element of air comblnes with the . ‘

femin1ne element of water 1n the £1nal stanza, 'S0’ too does

man uni te thh woman in a dance of perfect harmony. The

- fe ale is no longer compelled "to seize possess‘ her- .’

.“~ - 6

' 'So through me in- that air e T e
.I1'd feel you flow : S P L e e
‘in dance with no beg:l.nning ' : ’ S ‘ o
‘and no end: (PL, "The, Step Beyond )

'I‘he dance of the speaker has leda her on’ thlS ]ourney whlch

1

extends far beyond time and space. Now the male and female

may dance as ,one‘ in the realms of eternity.v "I‘he:, use of

N the "cond‘i.ti‘o‘nali tense (",I"d. feel you f'lo‘w‘ /. in danqe') 'irnpl‘ie‘s ¢

-
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D ]

- that. the dance is not absolute,_tentatlve, lt depends on

_-a mutual agreement between the sexes..\.The multlple threshold
'symbols such as "t:he step beyond"' through an’ open vdoor-

ﬂthe 1mage of 31nk1ng 1n water whlch is expressed in the

phrase "our mouths drown"" a.nd the entry to a_ world of 11ght .

s

from a room of darkness all suggest the r1tes of passage
\

¥ Erom the profane to the sacred realm of true 1nnocence and

- understand 1ng.

' The "dance wlth no beqlnnlng / and no end" (PL,

) ""I‘he Step Beyond") 1mp11es,‘ by ltS/CYCllC pattern, the motJ.ons

.-of a round .dance whlch is qulte often assomated with sacred : .

: places. The place of passage or tran51t1on has become holy-

that door a mouth . “ ) L e | r
- where our.mouths drown - - '
that room-rio mirror - L. . 4 Ao N

. but holy now  ‘our own. (PL, "The Step Beyond")
.ﬁ"'l:::nclosed within the mégic circle ‘of the dance, the union
'of the male and’ female represents the speaker s regalnlng

‘of a-world once "well lost" (CP, 196) : ' ~‘

In the flrst stanza of the poem,. the ‘sp'ea}'cer‘ "sewing L

-.,/ in-a confined .room"™ suggests the princess Arladne. 'and

'the assoc:.at:.ons of the dark, mystermus world of the female .

psyche. Just as. the thread of the Cretan prlncess leads
the hero out of the underground Iabyrmthr so,  too, the

strains of blrd sonq lead the female speaker :m the poem

through the open doorway mto a realm of motxon and llght. :

z

| .The holmess of the place to.- whxch the male and female have -

.1.

O . ~

- S .
e S p——
. v s .
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a-

* come is suggested by the nature of the1r dance. " This is

i balance w1th nature that man has Ealled to~ach1eve.» She

no dance of sexual attractlon, w'hlch appears {e} often 1n'

the love lyrlcs of The Unquiet .Bed (1967) ’ but a "dance

w1‘th no beglnnlng / and no. end " (PL, "'The Step Beyond")
The dance does’ not}i’take place in the small. conflned space
of the openlng stanza, or 1n the Eemporal or: spat1a1 world

of reallty. - The doorway, 11ke the . "mlrror", is the gat.eway

to. truth.and self-reallzatlon. It prov1des the way oE ascent

. for. the male and female so that fmally, thi'oughf the- J-.mage

3

i “of the dance, they are‘~“0ne un 1t, as a‘ tr:ee or stone / wOman c

By

in® man, and man in- womb"l(CP, 236) .
o E A

e In “On, Seelng 'The Day of the Dolphin"' ’ t‘he man"r

3

E longs to recapture "that more v1brant / dance of 11fe" whlch"

§

he sees enacted by ‘the frollcklng movements of the 'dolphlns.;;, :

i

E‘or the speaker of the poem, the dolphms represent the ;
y ’

"Alpha ¢ OF the beglnnlng of llfe S- dance. -In the1r "‘body

«

actlon / ballet leap", the speaker r:ecognlzes a harmonlous
recogn1zes the klnshlp between herself and the dolphln..
The dolphms cormect wrth the woman through the 1magery
of water. Water s connotatlons of 11fe and rebJ.rth prov1de

‘\
a fur'ther assoc:!.atlon w1th the female and the womb The

llnkS are then completed through the assonance between delphls

(dolphln) and delphys (womb) 4 In the gr:aceful moven‘tents - ;‘-I
dcooper, ‘Illustrated Encyclopaedia, p. 54, : TN
roT
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of the animals, the speaker recognizes man's own capacity

"for communication through the sensation of touch. This

ability of the dolphins to reIatel$o each other'ensures

.

the speaker that “lov1ng surv1ves / even amongst hUmane

'/ always amongst dolphlns . Entranced by their Qlegant

3]
%y
3

.

‘two speakerf debatxng the nature of reallty andalllusion, g :ﬁ'“.

éance, she pleads:

O rub my éhoulderse
stroke my finny skin' .
‘convince me

;I am next of k1n (PL, "On Seeing 'The Day of the Dolphins' ")

L}

J
. . L Teai n td
L
i .\i__"

" "In Therapy-..a Dlalogue . in thehfinal sectfon[ o

“Voaces of women of The Phases of Love (1983), Preseﬁts

"life and its reflection -=- / art" Through the lnterchange

i)
o

'L1vesay s bellef that "both may exlst“ the world of the

1mag1nat1on.and the ‘world of reason. She malntaxns the

possihility that

Here again theﬁdance represents the speaker' s fllght or

there exists that stlll space
.utterly enveloplng : .
'where I may retreat . e .
" into green-gold gardens T e oo

" harmonious dances = - i 8 7 : T AL
humans moving interweav;ng ; A T
between thee and me (PL, "In Therapy a ',Dialog_ué",')

..

é-

escape : from the pain of the 1mmed1ate world (" therapy sugges‘:>

the need to remedy or allev1ate mental suffer1ng) 1n her

[y

attempt "to dlst1ngulsh / between the real / and the imitation

2 A : »

R

of ideas between a theraplst and the speaker, he-poem reatfxrms.

1

gp— -
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There has ‘to be a strlpp1ng away of all "falseﬁobjects / ya
1mages before the secrets of the self or the un1ver5e are'
known, and "we become one / thh its heart' (PL, “In. Therapy°
a“Dialogue” ). |
The t1tle of the. poem becomes paradoxlcal 1n the
ooen1ng line, 'Speech is of no. consequence From her-
earllest imagistic 1yr1cs, leesay has contlnued to emphaslze.
the 1nab111ty of language to-ever apprehend.real1ty adequately.
Always there are s11ences to be\contended with. The'rhythms
~of song and dance’ do more to fxll those, sxlences, and to

> ’

'convey meanlng,.thancwords whlch.should be "so much'mone
/’ than the"thind seen} touched™ (CP, 395). N
| 'Throngh the dance motif, the poet pursues some sense
:iJ . of onity or“connection. first with tbe-natural world as
in her imagistic lyrics of the‘1920's and early 1930's,

then with a- larger conscxousness, that of her Eellowman,

her polltlcal comrades of the 1930 s and 1940°'s. During

RN the 1940'5 and 1950° s, the circle of the dance becomes more‘”..nﬁ.f-

1

'." . ‘ rlgldly deflned as she begins to ra1se a family and establlsh
o -‘long lastlng relatlonshlps with a, husband‘and friends. |
. fo some degree, leesay most - perfectly f1nds the connectlon Pl
whlch she seeks in the b1rths of her two chlldren. ln ‘Serenade.
' for StrlngS' Pand in many of the poems which she wrote for g ®
children durlng this perlod, there is a sense of utter peace.

and contentment that one does not £ind in many of her other-

works. The simple act of-expre551on which she constantly
¢ | 1 to i = . N , . ‘
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’l‘strove for w1th1n her poetry manlfests ltself 1n the

- o

“uncompllcated world of chlldren and the1r games. Thxs revelatlén

is expressed 1n one of L1vesay [} most recent lyrlcs,'
' ¢

"Apocalypsg?,'from The Phases of Love (1983), in whlch the

speaker identifies her oQﬁ‘womanhobd,in'the,bongs oﬁ 'Luqy.

(PL, "Apocalypse") exqa&éted frbm the earth aﬁten'three
e Y NALed, .

million years. 1In these remains of the past, the poet recognizes

®

... .my desire to be human

to evolve from hate and love
desperatlon and despalr . . B .
‘into ‘'some marvellous connection . o e
three million years of being a ~woman # - '
of loving a man N AT
of creating children . : -

my desire establishes me . . Co e
inside your bones. . & R e Ch
. beside your cave and Elre --  (PL, "Apocalypse").

L
[
.

It is within herself, her own femaleness, and not’in associétionw

- with a man, that she finally finds "that sweet connection”

(IA, 35).. Only then does she-beéope that perfect dancer

which W.B. Yeats describesin his poem "A Crazed Girl®:

~

- o I T
e ' IPTRY. .

¥

. That crazed girl 1mprov151ng her musig, * - =~ . “4 R

Her poetry, dancing upon the shore,
Herw»soul in division.from itself

"Climbing, falling she knew not where, _ 5'7  _}fugf' : ':T;G

' Hiding amid {the cargo of a steamshlp,

‘Her knee-caf brokern, that’ gxrl I'declare S ':~‘,'; SR

A .beautiful thlng ces?

" ¥ -
- BY e ’ ’ = ' R : A " . o
. . Lo . 1 L o D
‘ : . = ) L
. . A s i )

v,
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H

Ce . 5W.B. Yéats,'New Poems: By W.B. Yeats iDublin,‘IreiandE.'
Cuala Press, 1938), p. 14, "A Crazed Girl". Ce . e
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. CONCLUSION - -

- . , ~

Throughda'close;reading of those poems in which

. the dance motif appears,.either directlyior indirectly,
. N - ° 4 M

certain patterns emerge in Dorothy Livesay's work. Although ~
! v

the thematlc importance of the elements of song and dance

-

’has been‘noted by many crxtlcs, there has been no thorough

exam1nat1on of the. 51gn1f1cant 11nk between the dance motlf

'and the patterns of sxlence and lsolatlon whlch occur throughout

"her work.: Only through a cr1t1cal analy51s of the poems

themselves does the meanlng of the dance motif become clearly

’ -connected to the poet s overwhelmlng sense of man s 1nab111ty

to always artlculate or share his sorrows and joys through

the medlum of language.' Thus the dance emerges.as.an alternate
form of human commun1cat1on.. This’form of artistic expression-
becomes one of the most effectlve ways for the poet - to pro;ect
. and ob]ectlfy, for the reader, the inner tensions which

she experiences.

——

In the lyrlcs of the 1920° s the female persona finds o

ecstasy in the movements of the dance. Wongxng *To walk

"o feet made aerlal' (CP 2) she percelves aloneness:with

the world of nature. The dance becomes the. lxnk between
the world of reallty and the world-of imaginat on.' Through

the rhythms of the dance, _she can tranacend the limltatlons:

3 .
oo, 4 Z R . . .

of’ t1me and space.

s
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.- Escape defiantly . S w oy Yy omor o o8 S S
. " All your infallible- S S U e R

. -Laws.of.- gravxty' (CPH 46) Tt ame 0 T e [Tek s el

S ; D . : : S,

. By the l930's and 1940'5. Dorothy Livesay s polltlcal
..J_‘Q__ :

commltments create 1n her poetry a Shlft in: the perspectxve f'

S 1
?.'of the - persona, “as well as a change 1n the form of hqr poetxc e

express1on. As leesay exper1ments w1th 1onger narratxve

'poems and the documentary form, the dance becomes both technlque

o

. and con ent. A poetlc seqUence such as"Depre551on Sulte'

contalns the rhythms of popular dance tunes which were Played 'f.“i?fi““

"fby the blg bands which domlnated the mu51c of the era.

There is a f1ne blend of jazz, polltxcs. lyr1c15m and rhetoric
'ln her poetry in thls per1od - Through the dance mot1f,~. ) j', f ) i

'L1vesay experlments with masculine as well, as feminlne personae,.
x5

she useés’ the .fast pace of jazz rhythms to convey the‘qu1ck C ;“ fg.wi
.. motions of the machlnes and the mechan1ca1 actlons of the B f'.;*;;“
"workers, and she lllustrates the urgent need for change “:'i:' R
’ by.u51ng the-1mage of  a choral or communal dance. Though |

conflned by the harsh, monotonous rhythms of an 1ndustr1a1: i
soc1ety, man could attaln freedom through the harmdhious 5

1nteract10n of the group. By sharlng the burdens of his.-

e T,

'7fellow-workers, he could make the system work for him, rather
“;than allow it to contlnue to control h1m.:

7 'Durlng the 1950's the dancer does not appear with
the.same 1ntens1ty or exuberance as she d1d in the earller

'poems, ThlS marks the end of leesay s youthful naivete

[ E » WY B O

4 T \
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"manner ‘in the poems from this phase which_Livesay°wrote"

- and the beginning of‘her"ooems‘from,exile'. 'The-dance

1

'ﬂhas two spec1f1c functlons in ths 1ntermediate perlod.

4

F1rst1y, in 1ts assocLatxon w1th xmages of confinement and
'space, it represents the- narrow1ng focus of the poet s llfe.

' In a poem from: The Phases of Love (1983), 1n the sectlon

entrtled 'V01ces of Women she celebrates the actlons of

}"women”who-"learnihow to suffer (PL,_'The House of W1nter §-

aware perlod of her llfe, leesay says 'Marrlage and children

fturned nme . away / Erom fr1ends and ccmrades" (PL,‘“The House~.

‘of WLnter ¥ Instead, the poet has to conteénd w1th ‘the

'ismaller sphere of husband and famlly.‘ At t1mes frustratxon

'_“and despair characterlze the dancer of the 1950"s.

R ,
Conversely,_the dance functlons in a more positive -

[
~

for childrenav”lf the female speaker's space'is‘cdnfining,

 the space of the child is limitless. Here the -poet often -

'flmakes a"consciqus attempt to integrate several complex image

patterns within a single-eric; The%image of the circle
beéins to abpearJ represent1ng the . eternal movements of'

the danceiand the cycllc nature of man and h1s world. The

.'c1rc1e mot1f is juxtaposed with the image of the square,

s

which is connected to’ the female persona 's feelings of loss. -

o

éf‘self._lIn'fThe Three‘Emily's?, SPe speaker says that .

these three women¢artists had the unlimited space of the

skyjﬁor their canvas, while she could onlx "move as motper

et ot “ s S S
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) for larger social causes.' In look1ng back to a more- p011t1cally
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in-a frame™ (CP, 202) - Yet-through the-process of giving

: b1rth and sharxng in the games and songs of.: her children,

L1vesay regalns the 51mp11c1ty and innocence oﬁ her ChlldhOOd.
A~ i )

Her poems. for chlldren reflect ‘this process, in the wh1ms1ca1,
'nonsensical rhymes of a simpler. more uncompllcated tlme.

In the 1960 s vaesay contlnues to use‘the~dance'

a2 g

: to experlment w1th form- and technique.' In'their association_'
’ xw1th the dance, the mot1fs of hands and touchlng whlch were
present 1n her earller poetry are now becomingﬂan 1mportant ’
. Eeature of her work Through touch the dance prov1des
‘:;j";; .iﬁ_ the lo;ers of the 1960 s lyrlcs w1th a means of brldglng
‘ | aithe "dlstances (CP, 301) whlch exxst between them. The

result is a more 1nt1mate and erotlc dance in whiéh the

b
!

d g
|

female persona embraces her male lover.- Also in the poetry.~‘}

~of the 1960's and. 1970'5 Livesay employs the dance motif

as she focuses on the poet1c process.r In the lyr1c "Maklng“
B .o oL ,

the Poem",- she describes the mysterious art of creatlng,

from out of ‘the silence, the rhythms.andzspacing_of‘a'poem

upon the pr1nted page.

F: c 1

By the l980‘s, leesay s dancer has exerted herself '
_to reach beyond the concerns of the 1nd1v1dua1 and the
11m1tat10ns of selﬁ In dblng so, he emerges wlth a deeper

understandlng of the human cond1t1on. In the lyrlcs of

—f~” . Ice Age (1975) and’ The Phases of Love (1983), the dance‘.

has an element of mysticlsm and holiness, sugqestlng that

~

— 2
the female persona has finally ach1eved .a sense of splritual

— o SR ¥

. ; % v .
S s 8w (v e e < 3 gt ven rgaras v e pE————



AE—

,/ The llght, 1ight.airv.(§£,. Yoo ,"* ' ‘ o (: o

oheness 'with’ her world. ."No l'onge.r:"\a "Mi/sbe‘go't'ten.'; (CP-} “ L 8 .
'f265) dancer, she has. learned, through the‘prq&g%s of ‘her E
own personal as well as poetlc developmenf "To recapture Y i .
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