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FOREWORD

The initial inspiration for this edition of the ‘Diin do Eimhir’
came from Ronald Renton, Deputy Headmaster of St Aloysius’
College, Glasgow, an enthusiastic proselytizer for Gaelic and, at a
stage more distant in the past than either of us now cares to
calculate, my own English teacher. It could not and would not
have been undertaken without the permission and support of the
poet’s family and in particular of his daughter Ishbel, to whom I
am happy to express a considerable debt. Michael Schmidt of
Carcanet Press generously agreed to the reproduction of relevant
texts from the 1999 collected volume O Choille gu Bearradh / From
Wood to Ridge, jointly published with Birlinn of Edinburgh.

The ‘Introduction’ to this edition sets out the background and
charts the complex publishing history of the ‘Diin do Eimhir’
(‘Poems to Eimhir’) sequence. The Gaelic text is then given in its
completest possible form, with facing English translations and a list
of ‘Copytexts and Variant Readings’. The ‘Commentary” looks
briefly at metrical practice, diction, and at the legendary figure who
gave her name to the sequence, before examining each single
poem in detail. A ‘List of Titles’ charts the appearance of items
from the cycle, in a different format, in MacLean’s 1977 and 1989
volumes. Significant passages from the poet’s correspondence with
Douglas Young are presented as a ‘Dating Letter’ and an *Autobio-
graphical Sketch’. The ‘Bibliography’ is divided into four sections:
unpublished sources, works by Sorley MacLean, works concerning
Sorley MacLean, and other works. Finally, an ‘Index’ of personal
and place names, topics and significant Gaelic terms from the
‘Introduction’, the ‘Dating Letter’, the ‘Autobiographical Sketch’
and the ‘Commentary’ 1s supplied.

The staff at the National Library of Scotland were consistently
welcoming, thoughtful and helpful. An especial thanks goes to
Robin Smith, to Kenneth Dunn and to Rachel Craig, who is
currently engaged in cataloguing the library’s extensive MacLean
holdings. [ also wish to thank the friends, colleagues and experts
who inspected the typescript at various points in its elaboration,
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offering opinions and corrections: Dr Ann Matheson, formerly of
the National Library of Scotland, Ian MacDonald of the Gaelic
Books Council, Professor William Gillies and Ronald Black of the
University of Edinburgh, Dr John Maclnnes, formerly of the
School of Scottish Studies, University of Edinburgh and my
colleague at Glasgow University, Dr Michel Byrne, whose
discovery of unpublished material by MacLean, copied into a
notebook by George Campbell Hay, represented a breakthrough
in work on the edition.

I am grateful to the Department of Manuscripts at the National
Library, and to the Special Collections Department at Edinburgh
University Library, for permission to reproduce material. I also
wish to thank all those at the Association for Scottish Literary
Studies who were involved in the project, notably Dr Christopher
MacLachlan, Dr Liam Mcllvanney and Duncan Jones.

I have taken the opportunity to correct several misprints and
errors which had crept into the 2002 edition and which escaped
both my attention and that of the proofreaders. Readers who wish
to learn about the manuscript of an earlier version of the cycle
deposited in Aberdeen University Library are invited to consult my
essay ‘Sorley MacLean’s Ddin do Eimhir New Light from the
Aberdeen Holdings’ in Michel Byrne, Thomas Owen Clancy and
Sheila Kidd (eds) Litreachas & Eachdraidh: Rannsachadh na Gdidhlig 2
Glaschu 2002 / Literature & History: Papers from the Second Conference
of Scottish Gaelic Studies Glasgow 2002 (Glaschu / Glasgow, Roinn na
Ceiltis 2006) pp. 183—199. The manuscript confirms several hypo-
theses put forward in the commentary to this edition, as well as
offering a range of early variant readings which integrate the
variants offered here.

INTRODUCTION
I

The present volume offers an edition with commentary of a
sequence of love poems which arguably constitutes the major
achievement of Scottish Gaelic poetry in the twentieth century.
Despite this fact, the sequence has never been published in its
entirety. Its author clearly took against it in the latter part of his
life, going so far as to claim, in the coume of a radio interview
broadcast in 1989, that ‘it’s not really a mmazmunmnu A strange fate,
then, was reserved for the ‘Diin do Eimhir’ or ‘Poems to Eimhir’,
one which is reflected in their chequered publishing history.

In MacLean’s 1943 collection Dain do Eimhir agus Dain Eile (that
is, Poems to Eimhir and Other Poems), the first item is numbered 1
and the last LX, followed by a short concluding ‘Dimitto’. Yet
twelve gaps are constituted by missing poems, so that only 49 out
of a notional total of 61 »Humummw.m Writing to Douglas Young on
February 22nd Eﬁ,w MacLean classified most of the deleted items
as “worthless as poetry and capable of misunderstanding’. A
notable degree of uncertainty about what to include emerges from
the letters. On May 3rd 1941, when LVII to LX were still to be
written, he communicates a change of heart about XXII and
XXXV, asks Young to use his discretion regarding XLI, and
instructs him to destroy his copies of V, XVI, and XXVI (also
XIX). Luckily Young did not comply, and so was able to supply
the first three of these 27 years later, when requested to do so by
the poet. On November gth of the same year, MacLean feels

1  Hendry 1991: 3. MacLean then qualified the statement by adding that
“The only part that could be called a sequence at all is that part called
The Haunted Ebb'. He is referring to the poems from XXIX to LIX
included in the third section of MacLean 1999,

2 The missing items were V, VI, VII, XII, XV, XVI, XXVI, XXXVI,
XL, XLI, XLVI, and XLVIL

j MacLean’s letters to Douglas Young are in the National Library of

Scotland, Acc. 6419 Box 38B.
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rather touchy about several of the Eimhir poems, even about
some | have not debarred from publication e.g. I, XXII,
d I think XII (‘Ceathrar ann”) but they, being pretty
worthless, would probably not be included by you at any rate
for any other reason than to fill up space. As for the rest [ asked
you to keep back I still want them kept back.

While VI and XV were moved from the main sequence to the
‘Diin Eile' (*Other Poems"), three more items (XL, XLVI and
XLVII) were withheld from publication until 1970, no doubt
because of the extraordinarily intimate, even prurient nature of
their subject matter.

MacLean reprinted 27 items from the sequence in his 1977
selected volume Reothairt is Contraigh / Spring tide and Neap tide,
adding a further 7 in the more generous collected admcam O
Choille gu Bearradh / From Wood to Ridge, first issued in 1989.° In
both cases, poems were given individual titles and allocated to
different sections within the book. In the 1989 volume, as if
grudgingly, items from the ‘Diin do Eimbhir’ had their place in
the original sequence indicated by an appended Roman numeral,
though this was omitted in two cases.

Yet Professor Derick Thomson was not alone in feeling that the
poems gain in power and meaning when read in their original
context. In an acerbic, if characteristically perceptive, review of the
1986 Critical Essays edited by Ross and Hendry, he observes that

what is most saliently missing is a sustained confrontation with
the original “Diin do Eimhir” sequence of 1943, which is the
core of MacLean’s work. When that work was published, it
passed out of the control of its author. It became a literary fact
not subject to distortion or second thoughts. It might be said

that the re-arrangement of the poems (and the suppression of

some) in Spring tide and Neap tide is another fact or artefact, but
it is subsidiary to the earlier one, and has subjected that earlier

4 Possibly VIL See note to this poem in the ‘Commentary’.

5 For details, see the ‘List of Titles’. Given the unsatisfactory nature of the
Gaelic text in the 1989 volume, the corrected edition of 1999 has been
taken as the point of departure for this edition.
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one to grave distortion. Criticism which does not recognise
this, and which does not consider seriously the necessity of
analysing the structure of the earlier work, is still a long way
from the starting line.®

The English versions of 36 items which lain Crichton Smith
published in 1971 under the collective title Poems to Eimhir (and
which there was a plan to w:_urmr alongside the originals for
Edinburgh University _uwmmu were an implicit homage to the
sequence as an organic whole. Wrting in 1994, boumwpw
MacNeacail would affirm that ‘the sequence “Diin do Eimhir”
remains central to [MacLean's] oeuvre’. 3

Drawing on manuscript as well as published sources, the present
edition features all but one of the 61 items pertaining to the
sequence, making the relevant materials available in their entirety
for the first time. VII (which possibly ought to be numbered VI)
has not been located. The Gaelic text is translated in full, the
poet’s own versions being complemented where necessary by
literal versions from the editor. This is, however, emphatically an
edition with commentary of the Gaelic text, and not of the
English versions, even when the latter have been prepared by
MacLean.

2

On March 3oth 1942 MacLean gave Young a comprehensive
dating of his poetic production till that time, excerpted later in
our edition under the title ‘Dating Letter’. Of the ‘Diin do
Eimbhir’, I was written in Raasay in August or September 1931, II
in Edinburgh the following summer (it was published in 1943
with the indication May 1932), Il in Portree in November or
December 1936 and IV in Mull in March or April 1938.

6 Thomson 1988: 40,

7 Young's letters to MacLean can be consulted in MNational Library of
Scotland Acc. 11572/6. This project is mentioned in a letter dated June
6th 1967,

8 MacNeacail 1994: 34.
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After this relatively slow beginning, the remainder of the
sequence was completed within two years. V to VIII were written
in Edinburgh in September 1939, IX to XVI in Hawick very early
in November. At this point in the letter, MacLean tumns to ‘An
Cuilithionn’ (The Cuillin’), and when he goes back to the ‘Ddin
do Eimbhir’, it is to say that XXIII was written between December
roth and 13th. No specific mention is made of XVII to XXII. Yet
as he had already told Young (on December 7th 1940) that ‘It will
be enough for you to refer to [items in the sequence] by my own
“chronological” numbers’ and had given him permission (on May
3rd 1941) to publish it ‘without numbers but in the order of the
old numbers which is merely chronological’, we have every
reason to assume that XVII to XXII were written between early
November and December 1oth 1939.

HXXIV to XXVII followed between the 13th and the 18th,
while X XVIII to XXXV, and almost certainly XZ3XVI, were all
written on the 20th December. The speed of production at this
stage is impressive, nearly a quarter of the sequence having been
composed in the space of just 10 days. Such rapidity was
facilitated by MacLean’s not being a poet who subjected his work
to laborious revision. Writing to Hugh MacDiarmid from
Hawick on May 25th 1940, he admits that “Usually a lyric comes
to me quite spontaneously as a whole and I don’t blot a line’.”
There is no real contradiction with the statement, in a letter to
the same correspondent from Catterick Camp on March 8th,
1941, that ‘As for writing verse I just cannot because I can’t get
the simmering time that is necessary for me’. A period of
‘simmering’ might regularly have been followed by a brief, rapid
spurt of transcription. Concerning XXVIII and XXIX, he told
Young that ‘I have never changed a word from that first writing
down. It seems to me that I composed them simultaneously in a
troubled sleep’ (letter of March 3oth 1942).

There was another burst of activity the following spring,
XXXVIL to LV being written around March, some possibly in
February and some in April. The ‘Dimitto’ was in existence by

g MacLean’s letters to MacDiarmid can be consulted in Edinburgh
University Library MS 2954.13.
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this time, as it figures in a list appended to a letter to Young dated
May 3rd 1941. LVI was written at Catterick Camp in Yorkshire
early in 1941. Though the ‘Dating Letter’ assigns them to ‘the last
days of July or first days of August’, it is clear from a letter of
Sunday 3rd August 1941 that MacLean wrote LVII to LIX in the
course of that weekend. LX followed early in September.

Joy Hendry’s essay “The Man and His Work’," which heads the
Critical Essays volume and gives the impression of being written in
close consultation with MacLean, differs from this earier
chronology at several points. I is assigned to August or September
1930 (rather than 1931), with the first and last verses being added in
December 1939. 111 is dated November or December 1935 (rather
than 1936). Hendry writes that the conflict inspired by the
Irishwoman (whose identity is discussed below) ‘dominates more
than half of “Dédin™ TV-3XII, written in 1938 and the first half of
1939. These poems are not ordered chronologically.” The statement
is ambiguous. Are all the poems between IV and XXII out of
chronological order? Or only those concerning the Irishwoman? Or
only those (thirteen out of nineteen) published in 19437 Hendry
assigns XXIII to X2XXVI, ‘which are arranged chronologically, as
are all the poems subsequently’, to the last three months of 1939.
KXV to LV were, according to her, completed by March 1940,
while LVI to LX date from late June and early July 1941.

Preference is given to MacLean’s earlier dating in this edition,
not just because more than four decades were to elapse before the
publication of Hendry’s essay, but because independent evidence
shows the later dates to be misleading in specific cases. MacLean’s
letter of August jrd 1941 concerning LVII to LIX has already
been mentioned. V survives only in a transeript made by Douglas
Young not later than February Eﬁ,: where it carries the
unequivocal indication September 1939 (‘an sultuine 19397, It is
hard to tell whether the poet’s memory failed him in the later
dating, or whether he had more complex reasons for wishing to
blur the chronology of the sequence. The relatively high number
of omissions between IV and XXII in the 1943 volume (only

10 Ross and Hendry 1986: 9-38.
11 Letter to MacLean of February 2nd 1941.
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matched between XL and XLVII) suggests that they represent a
crucial section of the ‘Diin do Eimhir'. We will return to this
point.

3

The poems at the start of the ‘Diin do Eimhir" date from the
poet’s days as an undergraduate at Edinburgh University, where
he studied from 1929 to 1933, graduating with First Class
Honours in English Language and Literature. Herbert Grierson
was professor, and ‘the poetry of most prestige . . . was that of the
seventeenth-century gnﬁmmrﬁ.wﬂmw,“z though MacLean observes
that ‘the great Grierson himself was not ‘half as pro-Donne as his
undergraduate admirers or rather the undergraduate admirers of
Eliot’, among whom ‘to suggest that Milton was as great a poet as
Donne or Yeats as great a poet as Eliot’ would have been ‘blatant

wmw_mﬂ_.,..a Grierson, after all, was ‘very very good on nineteenth-

. » 14
century Romantic WOWE.. too.

By this time MacLean was writing poetry of his own in both
Gaelic and English, ‘the latter in the manner of Eliot and

especially the “Hugh Selwyn Mauberley” manner of Pound’,”

but upon completing ‘A’ Chorra-ghridheach’ (‘“The I.w—.ond‘_m he
made a conscious decision to abandon English, because his aaﬂowm
in that language was ﬁo..«nwumo%?.mmnuﬁmn_. over self-conscious’"’
and also ‘for patriotic reasons’."” Friendships with James Caird and
with the philosopher George Davie began in the summer term of
EMM.E and it was they who introduced him to the lyrics in Hugh

12 MacLean 1999: xiv,

13 MacLean 1085: 10-11.

14 MNicolson r979: 25.

15 MacLean 1999: xiv.

16 Assigned to summer 1934 or 1935 in the ‘Dating Letter’, but to 1931 or
1932 in Maclean 1999:; xiv.

17 Ross and Hendry 1986: 12.

18 MacLean 1999: xiv.

19 Caird's contribution to Critical Essays assigns their meeting to the
following year, when MacLean *was doing teacher training atr Moray
House' (Ross and Hendry 1986: 39). In a letter to Douglas Young,
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MacDiarmid’s first two collections and to the long poem A Drunk
Man Looks at the Thistle. According to MacLean,

The intellectual stimulus of Davie and the literary stimulus of
Caird was very great, but the lyrics of Hugh MacDiarmid
might very well have destroyed any chances I ever had of
writing poetry had my reading of them not been immediately
followed by my reading of the Drunk Man, Cencrastus and Scots
Unbound.™

In the course of a single essay, MacLean rather confusingly
remarks both that “The long poem was always to me a faute de
mieux compared with the lyric' and that MacDiarmid’s Drunk
Man “converted me to the belief that the long medley with lyric
peaks was the great form for our age’”’ The latter sounds
remarkably like a rationale for ‘An Cuilithionn’ (*The Cuillin’),
the extended and outspokenly political poem which occupied
him during the time when many of the ‘Diin do Eimhir' were
being written.”” His ambivalence about the relative merits of
‘lyric” and ‘medley’ offers a tantalising glimpse of what may have
been the poet’s attitude to these projects. ‘An Cuilithionn” is a
radical, committed poem with a broad historical sweep which
never quite matched up to MacLean’s conception of it, while the
‘Diin do Eimhir’, which fell so markedly out of favour with their
author in the latter years of his life, emerged more spontaneously,
rather in the manner of the canzoniere which Petrarch defines in
his own opening poem as scattered rhymes, rime sparse, in contrast
to his more serious Latin verse.

After taking a postgraduate diploma at Moray House in
Edinburgh, MacLean began his career as a teacher at Portree
Secondary School. His letters to MacDiarmid give a vivid picture
of living conditions at Elgin Hostel. Writing on December 20th
1936, he complains that

however, MacLean writes that he ‘met Davie and Caird late in my
fourth year’ {September 7th 1941).

20 MacLean 1985: 11.

21 Maclean 1985: 13, 11.

22 It now forms the second section of MacLean 1999,
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If T am here much longer I shall be extinguished completely. I
can read here but that is about all. I cannot get the necessary
concentration for doing any real work. I suppose a teacher has
sooner or later to recognise the fact that he cannot use what
talents he has, however modest they are.

Conditions at Tobermory Secondary School on Mull, where he
was appointed teacher of English in January 1938, would appear
to have been easier. In a letter dated February 2nd 1938, MacLean
tells MacDiarmid that he now has more time to work at the
English versions of Gaelic verse he had for some time been
supplying to the older poet, and offers a sober appraisal of the
current state of poetry in his chosen language:

Of any other modern stuff I do not know anything even as
ﬂdn&% apart from Sinclair. You see apart from trivial Lttle
songs written by people like Old Bannerman and Cameron,
Paisley there is nothing being published in Gaelic verse at
w;.wmnmn. Of course by delving in certain places one has the
chance of hitting on talented stuff by some local bard.

In the same letter, MacLean confesses to disliking the work of the
Skye poet Neil Macleod, which appealed so much to Victorian
taste. His views of contemporary Gaelic scholarship were
similarly disenchanted. Praising MacDiarmid’s version of the
eighteenth-century poet Mac Mhaighstir Alasdair’s ‘Birlinn’, he
assures him that

you need not be perturbed by anything that the Gaelic scholars
may say. Which of them in Scotland has produced a piece of
caticism worth mentioning? The best of them are good
grammarians not literary men. And which of them has
produced a ﬂmﬁmwnmma_mmcs of a Gaelic poem that is not
beneath contempt?™

This Modemist sense of dissatisfaction with a decadent and
unambitious tradition is very reminiscent of MacDiarmid's own
stance early in the 1920s. After spending only a matter of weeks in

23 Letter dated April 1st from Churchton, Raasay. Though no indication
of the year is given, it can with some certainty be assigned to 1935.
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Mull, MacLean confesses (in a letter dated February 27th) to a
degree of homesickness for the island he had left:

- - . we had a good circle in Portree and with it and places like
Edinbane I had become a kind of fanatic for Skye or, perhaps at
any rate, for a false mystical idea of Skye. There were indeed
few places where one felt less cramped than in Skye. The
Radical tradition was strong enough to make the teaching of
Marxism unnoticed and Portree has no Puritanism about drink.
Perhaps your sojourn in Skye will have lessened your belief in
Tom MacDonald’s™ estimate of the hold of Secederism”™ on
the people of the west; at least it did not trouble us in Portree.
A renegade Seceder makes quite a good Marxist and renegades
are now very common.

It would be interesting to determine Jjust how far MacLean
succeeded in instilling Marxism into his Portree pupils without
attracting unwanted attention. Though it had a Skye basis, the
poet’s radicalism embraced the larger scale situation in Europe.
From 1933 onwards he was ‘obsessed with what I considered a
probable victory of Fascism’. Consequentially, the Scottish
nationalist cause had to take second place to ‘the immediate thing,
the question of immediate importance’, that is, ‘the fight against
Fascism, with Spain, the United Front, and all that’. %

The urge to become personally involved in the battle to defend
Spain from Franco’s ‘nationalists’ is an important theme in the
‘Diin do Eimhir’. On at least two occasions, in XVIII and XXI1,
the speaker implies that he has had to choose between pursuing
the woman he loved and commitment to that struggle. The latter

24 Thomas Douglas Macdonald (1906-1975), better known by his pen
name Fionn MacColla. His novels include The Albannach (1932) and
And the Cock Crew (1945).

25 A distinctly pejorative term for the Free Presbyterian Church, which
seceded from the Free Church of Scotland in 1893. The latter had in its
turn seceded from the Church of Scotland in the great Disruption of
1843. MacLean’s family worshipped in a church at Holman north of
Osgaig. A majority of the Raasay population were adherents of the Free
Presbyterian Church at the time the poet grew up.

26 Nicelson 1979: 20-30.
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of these two lyrics calls into question the very notion of a choice
with its insistence that, had he enlisted, he would surely have
died, whereas failing to enlist meant he could never hope to
&mmmwan her love. MacLean has, however, warned against the

dangers of identifying the man in the lyrics too closely with his

OWI eXperience:
the Spanish Civil War, and especially 1937, was a very important
vear for me because certain circumstances, family circumstances,
ananuﬁm& me from going to fight in the International m_u.wm_mn.
It wasn’t a woman fundamentally that kept me from going
though there was one.”’

Though he perhaps overstates his case, the words of the Russian
Formalist critic Boris Tomashewsky are relevant in this context:

The poet considers as a premise to his creations not his actual

curriculum vitae, but his ideal biographical legend. %rmwmmcam..

only this biographical legend should be important to the literary

historian in his attempt to reconstruct the psychological milieu
s 8

surrounding a literary work.

The circumstances which led him to hold back, to stay in
Scotland and write poetry, are listed in greater detail in the essay
‘My relationship with the Muse™:

My mother's long illness in 1936, its recurrence in 1938, the
outbreak of the Spanish Civil War in 1936, the progressive
decline of my father’s business in the Thirties, my meeting mﬁww
an Irish girl in 1937, my rash leaving of Skye for Mull late in
1937, and Munich in 1938, and always the steady unbearable
decline of Gaelic, made those years for me years of difficult
choice, and the tensions of those years confirmed self-

. - . 29
EXpPression In poetry not in acton.

27 Nicolson 1979 28.
28 Cited in Bethea 1994: 146.
29 MacLean 1985: 12.
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In January 1939 MacLean moved to Boroughmuir High School
in Edinburgh, living in digs in Polwarth, and renewed his
acquaintance with Robert Garioch, who in turn introduced him
to Sydney Goodsir Smith. Garioch issued from his own hand
press in December 1939 a joint collection entitled 17 Poems for 6d.
A corrected second edition appeared early the following year,
featuring five poems from the Eimhir sequence: III, IV, XIV, XV
and XXI1X,™ along with Garioch’s Scots version of II1.

Farmily reasons prevented MacLean from enlisting as a
volunteer, and between October 1939 and June 1940 he taught
evacuees in Hawick in the Scottish borders.’ Whichever
chronology is preferred, this was the period during which the
majority of the poems in the ‘Diin do Eimhir' were written. It is
intriguing to reflect that such a milestone in the history of
Scottish poetry should have been composed at a considerable
distance from the heartland where the Gaelic language was still in
everyday use. LVI was written subsequent to MacLean’s leaving
Edinburgh on September 26th 19407 for military training at
Catterick Camp, Yorkshire. By September 1941 the sequence
had been completed. He left Britain for active service in North
Africa as a member of the Signal Corps in December 1941,

4

From the information contained in Hendry's essay it would
appear that the cycle's notional dedication to Eimhir embraces
several different women, covered in the fashion of a senhal in the
work of a Provengal troubadour by this name drawn from Celtic
legend.

The first is the girl referred to in the second, third and fourth

30 XV, restored to the sequence in this edition, appears under the tide ‘Tt
Slighean’, which it also bore as ‘Dain Eile’ XV in the 1943 volume.

31 S0 Hendry (Ross and Hendry 1986: 27). The date 29.7.1040 pencilled in
to a letter to Douglas Young, addressed from Langlands Road, Hawick,
suggests, however, that MacLean was still in the Borders at the end of July.

32 See letter of Douglas Young to George Campbell Hay bearing this date
(MNational Library of Scotland Acc. 6419/'5).
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verses of I. II is an ‘abstract’ meditation, while III refers to a girl
from Skye who attracted the poet in 1934-35, without having
‘reason to suspect that MacLean had a strong, if transient feeling
for her’.

At a Celtic Congress held in Edinburgh in August 1937, he met
an Irishwoman who is said to be the focus of ‘more than half” of
the poems from IV to XXII. According to Hendry, he saw m._ r_.ﬂ.
‘a pious Catholic, from a pious family, and . . . conservative in
politics’. This presumably explains the Yeatsian mﬁwmﬁwr to aﬂ:.
and that poem’s attribution of Fascist or pseudo-Fascist leanings
to the beloved. Her name was Nessa Ni Sheaghdha (1916-1993,
MNessa O’Shea, later Mrs Doran) and she had noEmuno Scotland to
undertake research work in the National Library.” In December
1939 she married a man who had been training as a Jesuit priest
and who turned into ‘something of a socialist’. Hendry tells us
that MacLean’s poem about the wedding, XXII, was in fact
written before he got news that the Irishwoman intended to
marry.”’ Her husband is referred to both in XIX (‘is ged _urw.cm tu
aig fear-posta’)’ and in XLVI, Q.rnammmww is ‘té& nas rathaile ’s nas
boidhche / ’s i posta thall an Eirinn™.”

But the previous spring, most probably in May, MacLean had
met the ‘fourth’ Eimhir, a Scottish woman he had already known
when she was in her teens:

In August or September, 1939, he began to ﬁ_w& mnn.onw_ﬂ.
attracted to her, and by December 1939 had committed himself
by declaring his love for her. Her response gave him to
understand that because of an operation she had been left
incapable of enjoying a full relationship with a man. This took
MacLean by storm. Having declared his feeling for her, he
could do nothing but have the most passionate sympathy for
her, being acutely aware of what he saw as her qmm_n&,. and,
ultimately, his also. Her subsequent confessions to him that

33 Black 199p: xxxiii. - . ) A

14 See the note to XIX: 37-38 in the ‘Commentary’ for an evaluation of
this statement. _

15 ‘and, though you will be married to another’. ) ) _

36 ‘a more fortunate and lovely one / who is married over in Ireland’.
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their friendship served as a deterrent to suicide only increased
his sympathy and feeling of responsibility towards her.”’

The implication in XLVII that the woman has been incapacitated
as a result of relationship with another man, a Lowland Scot
(*Carson, a Dhia, nach d” thuair mi 'n cothrom, / mun d’ shrac an
t-digear Goill do bhlith’)*® would seem to offer 2 foundation for
the hypothesis that she may well have spoken of an illegal
abortion. What MacLean was subsequently to learn of the man
said to have been involved made it unlikely that he could in fact
have assumed the role assigned to him. He later considered that ‘I
should have appreciated [the] truth much earlier than I did’,
adding that ‘Even now I am not altogether sure of it’ (letter to
Young of May 27th 1943).

A reference to ‘the person, to whom my letters were the most
intimate of all my letters’ (writing to Young on September 11th
1941) hints that MacLean corresponded with the Scottish woman,
and the letter he received on Tuesday 1g9th December 1939 which,
he told Young, ‘meant for me the end of my period of great
activity in poetry” (letter of March joth 1942), would seem to have
contained what Hendry refers to as this woman's ‘confessions’. The
account he gave Young a year later, on December 6th 1040, 1s
couched in self-deprecating and rather guarded terms;

I talked to you of feeling my private affairs irreparably gone
wrong but don't be alarmed about that; that has been my
normal condition for a few years now. It is merely due to an
obsession with a woman and regrets [ cannot overcome. I am
afraid that I am one of those weaklings who have one love affair
that upsets their whole lives.

He returned to the question in a letter from Catterick dated
MNovember gth, 1941:

[ have never given you an explanation of what I hinted at in my
last letter. The truth is that before I ever met you, actually just

37 Ross and Hendry 1086: 25,

38 "Why, God, did I not get the chance / before the young Lowlander tore
your bloom'.
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when I finished ‘The Cuillin’ about New Year 1940 I had an
experience which has nearly driven me mad and not until July

CADNGLE

d.qwuw_mmmM_.,,mnuamuﬁw&gmﬁwﬂ:_uu;:.mﬁm:&mﬂmﬂﬂn:
have very frequent moods that approach the suicidal, ﬂrocmw
the real cause of these moods has been removed. That explains
the relative drought of my poetry from the early months n.uw
1940 until July of this year. Had it not been that now and again
I had moments free from the terrible fears which I had I could
not have written anything from early 1940 till the end of this
July . . . It is a matter which concerned primarily not me but

someone else, hence my reticence.

The situation does not develop beyond this within the confines of
the cycle. Indeed, he only saw the woman in question on one
occasion between December 1939 and late July or early b,:m.“:mﬂ
1941." The predicament is given more explicit expression in F___E
Cogadh Ceart’, set on the eve of the speaker’s departure for active
service. He announces his intention of marrying the woman in

question:

Bha an Gall 6g romham
is rinn e 'n do-bheairt olc.

Rinn e 'n t-ainneart air do cheolainn,
imghar do-labhairt ar broin,

air chor ’s nach eil thu 'n comas laighe
le fear eile ri do bheo.

Ach posaidh sinne, "ghaoil ghil,
ann an eaglais thaoin na bréige

air eagal "s gum bi 'n saoghal w
glé aognaidh mu do chreuchdan.

39 Nicholson 1986. i -
40 "The Proper War’: “The young Lowlander has been before me / and he

has done the evil deed. // He has done the violence to your w.,c&r / the
unspeakable anguish of our grief, / so that you cannot lie / with m.Emn_umH
while you live. // But we will marry, fair love, / in the vain m&w
church, / for fear the world will be / very chill about your wounds.
MacLean 1999: 198-199.
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Late in July 1941 MacLean was given to understand that the woman
had deceived him, and the effect was to induce ‘anger at his own
quixotic folly’*" A bitter quatrain dated June 1942 and entided
“Knightsbridge, Libya’ defines his beloved as ‘depraved and a Har’:

Ged tha mi "n diugh ri uchd a’ bhatail
chan ann an seo mo shac ’s mo dhiachainn:
cha ghunnachan s cha thancan Roimeil,
ach mo ghaol bhith coirbte briagach.*?

It is hardly surprising that a feeling of revulsion at the poems he
had dedicated to her should have set in. This helps to explain the
following declaration in a letter to MacDiarmid dated February
23rd 1942:

As for my own stuff, I have not done anything since September
or October and I know now that, if I am ever to write any
more verse, it will be very different from what I have written,
that it must be less subjective, more thoughtful, less content
with its own music, and above all that T must transcend the
shameful weaknesses of petty egoism and doubts and lack of
single-mindedness that now disquiets [sic] me in much of my
own stuff. Terrible things happened to me between 1939 and
1941 and my poetry was a desperate effort to overcome them
and that left its marks. But now I think I have overcome all that
and if I survive this fracas, I will certainly cut away everything
that deters me from a complete devotion to Scottish poetry and,
if I have no longer anything to give that, it will have to be for
me complete devotion to my political beliefs, which are now
more uncompromising and far more single-minded than ever.

The presence of different women behind the overarching figure of
Eimbhir is explicit in XLVI (quoted above), first published in 1970.
But it can also be detected in the poems published in 1943. XIX

41 Ross and Hendry 1986: 31.

42 "Though I am today against the breast of batde, / not here my burden

and extremity: / not Rommel’s guns and tanks, / but that my darling is
depraved and a liar,’ MacCaig 1950: 64-65. First published in Poetry
Scotland 2 in 1945. For a more extended. and equally bitter account, see
MacLean 1946.
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and X2 read very like a conclusion, with the latter specifying the
number of poems so far completed (‘chan e naoi deug an direamh /
no a leithid seo de dhiintean / a choisriginn . . 2. The speaker
believes that Eimhir is irremediably lost to him. The two poems
signal a caesura to the reader, even though the greater part of the
sequence is still to come. The war in Spain, first mentioned in IV
and discussed in some detail in XVIII, is not mentioned again after
XKXII (apart from a passing reference in XXXV), as if with XXIII a
new agenda had set in. The phrase ‘beothachadh tir an duain™ in
XXV may indicate the impulse to write new poems that resulted
from MacLean’s renewing acquaintance with the Scottish woman.
And yet there are risks in bringing what we know of the poet’s
life to bear too closely on the text. The stanzas added to the
opening poem in December 1939, which address Eimbhir as ‘A
nighean a’ chiil ruaidh oir™ produce a careful framing effect with
the poem which was subsequently to close the cycle, LX, where
the sight of her ‘cul ruadh™ reawakens old divisions in the soldier’s
flesh. XXXVI and XXXVIII take up the argument of XIV about
selling one’s soul, eventually dismissing the notion as foolish
blasphemy. Though the lyrics in question may belong to “different’
Eimbhirs, we are invited to read them as parts of a single discourse,
with a single addressee. The lines quoted above from XX imply
that all the preceding poems have been written with one woman in
mind. XVII, with its galactic imagery, offers an anticipation of the
imagery of stars and constellations which will come to the fore at a
later stage, in poems such as L and LII. The ‘deich bliadhna™’
referred to thrice in LII and again in LVI are not linked to any
figure from the poet's biography, but rather to a unitary view of
the sequence as a single, ongoing experience. Indeed, a significant
proportion of the poems lack any reference to an overall plot or to
external events, a fact which would facilitate MacLean's subsequent
extrapolation of them in his 1977 selected volume.

43 ‘nineteen would not be the number / nor these the kind of poems / 1
would dedicate . . ." {editor’s translation).

44 ‘bringing new life to the poem’ (editor’s translation).

45 ‘Girl of the red-gold hair’ (editor’s translation).

46 ‘red hair’,

47 ‘ten years'.
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This is a difficult critical problem, and it is possible to conceive of
two diametrically opposed responses to it. On the one hand, the
sequence can be read as directed towards a single, largely
imagined or fantasised addressee, more the expression of a poetic
gift than the effect of biographical experience. On the other, a
determined effort can be made to assign each individual item
from IV to LX to either the Irishwoman or the Scottish woman.
The latter approach, however, would be irrelevant to a large
number of poems, such as XVII or XLII, which require no
background or narrative framing for their understanding. On the
other hand, the former approach would lead one wilfully to
ignore the evidence of the text itself, what one might call the
traces left within the sequence by the circumstances of its
composition (its Entstehungsgeschichte), such as the mention of two
years at XV: 11, as against the ten years mentioned later.

What, for example, is to be made of the range of colour
adjectives applied to Eimhir, and specifically to her hair? In [V she
is ‘A nighean a’ chiiil bhuidhe, throm-bhuidh, &r-bhuidh’*®
while in V she is repeatedly addressed as ‘A nighean ruadh’.* Can
one woman have hair that is (from natural causes) at the same
time yellow and red? And what about the lines added to I in
December 1939, where she is ‘A nighean a’ chiil ruaidh &ir'?"

The question is worth asking because there is good reason to
believe that MacLean’s omissions from the cycle were motivated
by such inconsistencies and that, in the range of poems from V to
XXII, he deliberately withdrew those items too obviously
concerned with the ,Emrm.m: ruadh’, the Scottish girl, so as to Hmmﬂw
space for the Irishwoman.”' VI, for example, must have lived up to
MacLean’s aesthetic criteria, given that it appeared in 1943 among
48 °“Girl of the yellow, heavy-yellow, gold-yellow hair.’

49 ‘Red [-haired) girl".
50 “Girl of the red-gold hair’ (editor’s translation).
51 In conversation, the poet’s daughter Ishbel has offered a different

explanation, suggesting that MacLean withheld those items in the

sequence which he felt to be too overtly egocentric and personal in
nature.
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the ‘Ddin Eile' (*Other Poems’). The suspicion is that he removed
it from the cycle because of its tranquil yet schematic presentation
of the way one woman had tzken another’s place in his life:

Am bliadhna roghainn na h-Albann,
an nighean ruadh, clir na gréine;

's 2’ bhon-uiridh an nighean bhin,
roghainn ilainn na h-Eireann.”

But had she? This item dates from September 1939, and refers
unambiguously to the preparations for combat taking place on the
European mainland (“dpraid marbhaidh / anns a’ Ghearmailt no
san Euhmwmm.”_.w MacLean had renewed his acquaintance with the
Scottish woman in May or June, and would declare his love to her
in December. At the same time his imagination continued to be
possessed by the Irishwoman. Several of the finest poems linked to
her (XVIII, XIX and XXII) would appear to date at least from
eatly November and very possibly from December itself.

MacLean’s behaviour was honourable in every respect. The
evidence imphes, though, that when it came to publication, he
did all he could to ensure a smooth transition between the
Irishwoman and the Scottish woman, rather than having the two,
as it were, appear to cohabit in his poetic imagination. His
concerns may have been partly, or even predominantly, aesthetic.
Yet if he did tell Hendry that the poems from IV to XXII were
not chronologically ordered, the intention may have been to
provide himself with a retrospective alibi against the imputation
of a very human, purely mental infidelity, for which he alone
could have blamed himself. The issue of the different Eimbhirs,
then, cannot be ignored, because of its impact not just on the
sequence, but on the fate of specific items i it.

Even when restored to its place, VI does not offer a secure basis
for assigning items to different addressees. While mentions of
‘ruadh’ and ‘buidhe’ in the sequence can be taken as indications that
the Scottish woman or the Irishwoman respectively is intended,

52 “This year the choice of Scotland, / the red-haired girl, sun forehead; /
and the year before last the fair-haired girl, / beautiful choice of Ireland.’
53 ‘uproar of slanghter / in Germany or in France’.
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‘or’, ‘geal’ and ‘bin’ are more ambivalent.>* The Irishwoman 1s ‘bin’
in the quatrain cited above, but when the adjective recurs it is in
X1, .wmn ‘concert poem’, almost certainly inspired by the Scottish
woman.™ The addition of the opening and closing stanzas to I in
December 1939 would appear to be a conscious attempt on the
poet’s part to blur distinctions where possible, drawing the various
potential Eimhirs into one composite, if shadowy, addressee. And
the wisest critical approach may be to move between the two
opposite positions outlined at the beginning of this section,
combining elements from each in a flexible manner, according to
the demands of individual items or groups of poems.

6

Before proceeding further it may be helpful to describe the
landscape of the sequence in terms of its own peaks and centres of
attraction, its own acceleration and slowing down of rhythm. III
and IV set up a tension between love and political commitment
which will reverberate throughout. It is examined in depth in
XVIII “Umaigh’ (‘Prayer’) (with its theme of wholeness and
splitting, prefigured optimistically in II) and more pithily in 3XII.
XIX and XX indicate that his love can have no happy outcome,
but the concert poem, XXIII, offers a new burst of ENergy, so0on
followed by the haunting, dream-like imagery of XXVIII and
XXIX. The poems from XXX to XXXIX are briefer, more
polemical and comparatively light-hearted in tone, before tragedy
sets in with the unequivocal appearance of the wounded Eimbhir in
XL. Poems evoking the speaker’s love against a Highland
landscape (XLII, XLIII, XLIX, but also LIV) alternate with the
grimly cerebral knife poem XLV. From L onwards a new question
preoccupies him. How can the matter of the sequence be
safeguarded against the workings of time and forgetfulness?
Galactic imagery figures aptly (the planets being crucial to human
perceptions of time) with Eimhir becoming a constellation in the
54 ‘Red-haired’, ‘yellow-haired’, ‘golden’, ‘white’, ‘fair-haired’. See note

to VI: 58 for a detailed account of the application of colour adjectives

to Eimhir throughout the sequence.

55 See note to XXIII in ‘Commentary’,
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best classical style in LIL. This question underpins the heavyweight
poem LVII, the real point of arrival of the sequence. Increasingly,
the poet looks back on what he has achieved (LV, LVI, LIX) and
the closing item, LX, recapitulates the theme of splitting and the
motif of Eimhir’s red hair in an almost musical fashion.

As well as to important aspects of the sequence, too exaggerated
an interest in the poet’s life risks blinding us to the rich literary
heritage from which the work derives so much of its power. In
this context, the words of French critic Albert Thibaudet (1874—
1936) (even though he had novelists rather than poets in mind)
are instructive:

It’s unusual for a writer who reveals himself in a novel to
produce a convincing, that is, a living character . . . The true
novelist creates his characters from the infinite directions of his
possible life; the false novelist, from the single line of his actual
life. The genius of the novel is to bring the possible to life, and
not to bring the real back to life.*®

An admonition of this kind is comforting when dealing with poetry
so closely affected by the vicissitudes of one man’s fate. It warns us
that, rather than a confession, the poetry offers a ransmutation, a
turning of the material of experience into something different,
which cannot be predicated back into crude facts. In so doing, it
can hopefully absolve both critics and editors from the accusation
of prying unhealthily into the personal history of one individual.

The dichotomy between love and war which runs throughout
the ‘Diin do Eimhir’ was fundamental to male-authored European
love poetry from a very early stage. As much is evident from, for
example, the opening of Ovid’s Amores:

Arma gravi numero violentaque bella parabam
edere, materia conveniente modis.

Par erat inferior versus; risisse Cupido

. s R 57

dicitur atque unum surripuisse _u_nmn—.b....

56 Editor's translation. Quoted in Gide 1937: 62.

57 ‘Arms, warfare, violence — [ was winding up to produce a / Regular
epic, with verse-form to match — / Hexameters, naturally. But Cupid
(they say) with a snicker / Lopped off one foot from each alternate line.’
Orid 1982: B6.
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Ovid has planned to speak of weapons and violent wars in the
appropriate hexameter metre, when the God of Love intervenes,
lopping a foot off his second line to produce an elegiac distich in
which he will be forced to speak of love. Choosing an amorous
subject matter immediately centres attention on the obligatory, epic
topics which are being avoided. Part of the problem with love
poetry was that it foresaw a predominantly female (and therefore, in
Roman terms, inferior) readership. MacLean's sequence is, of course,
directed throughout to a female recipient, though a modem
audience is less likely to take this as implying it has inferior value.
Ovid’s approach is light-hearted and ironic. His immediate
predecessor Propertius presents a similar conflict in more
impassioned tones. In Book III, Elegy 3, he relates how he was
preparing to follow in the footsteps of the father of Latin epic poetry:

Visus eram molli recubans Heliconis in umbra,
Bellerophontei qua fluit umor equi,

reges, Alba, tuos et regum facta tuorum,
tantum operis, nervis hiscere posse meis

parvaque tam magnis admoram fontibus ora,
unde pater sitiens Ennius ante bibit . . >

The god Apollo intervenes in person, and Calliope, the muse of

epic poetry, warns him off subject-matter which is not suited to
his temperament:

Contentus niveis semper vectabere cycnis,
nec te fortis equi ducet ad arma sonus.

Nil tibi sit rauco praeconia classica cornu
flare nec Aonium tingere Marte nemus,

aut quibus in campis Mariano proelia signo

stent et Teutonicas Roma refringat opes . . 2

58 T dreamed that where Bellerophon bestrode / The horse beneath

whose foot a fountain flowed, / On Helicon's soft-shaded slopes [ lay, /
And felt within me power to sing and play, / With this momentous
subject, Alba's kings / And those kings’ deeds, to task my voice and
strings. / Were lips like mine to touch that mighty stream / Where
father Ennius drank . . . Propertius 1968: 127.

59 ‘A team of snow-white swans is yours for life: / No wadike steed shall
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MacLean may well have been familiar with both the passages 5
question, given the quality of the Latin instruction he received in
Portree, where the ‘Headmaster's teaching of Latin was marvellous,
and made me have 2 great love of Virgil, and a considerable love of
Horace’.” Sydney Goodsir Smith, a close friend and associate of
the poet’s, drew inspiration for his own love sequence Under the
Eildon Tree” from the free versions of Propertius done by Ezra
Pound.” Goodsir Smith’s sequence (which can in many respects be
read as an ironic reflecion on MacLean’s) articulates a similar

conflict in more flippant terms:

Forbye, there's ither subjecks for a makar’s pen
Maist wechtie and profund indeed,
Maitters o’ war and peace and dour debate
Of foreign levie and domestic malice,
As the preachers say
— But no for me!
As weill gie me the wale o skillie on_m_.mE_uan
As scrieve a leid o’ politics or thee!

What matters is that an underlying theme of MacLean’s sequence
was not only relevant to his own predicament but also a
characteristic strand in the tradition with which he took care to
establish such precise links.** Indeed, in deciding which elements
of his own experience to foreground, he may well have been
guided by his understanding of that tradition.

neigh you to the strife. / Not yours with trumpet’s battle-blare to jar /

The ear, or stain Aonia's groves with war; / Or tell, when Rome _on.u.

back the Teutons’ might, / What plains saw Marius’ standards locked in
... Propertius 1968: 129.

60 M.Hm”hnuu E.n_w” xiti. In conversation with Donald Archie ?___pn_unuu&n._,
MacLean recalled that, required unexpectedly to take Latin classes in his
second last year as Headmaster at Plockton (1970-71), he realised he could
still remember nearly all of Book 11 of the Aeneid by heart, ‘But oh, we
were taught Latin so well in Portree’. See Ross w_.ﬂ Hendry 1986: 215.

61 First published in 1948, and in a revised version in 1955.

62 Published in 1917 as Homage to Sextus Propertius. See Pound 1975: 79-97.

63 Smith 1975: 150, . i )

64 See further in this connection the discussion of Platonism, n_...“_n
Petrarchan tradition, and the influence these had on the sequence, in
the note to [X in the ‘Commentary’.
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For the “Diin do Eimhir’ are much more than 2 record of two
fruitless emotional involvements. They trace how a young poet
affirms the gift he is conscious of possessing, by creating a body of
work of whose real value he has a very shrewd notion™ The
mentions of William Ross, the eighteenth-century Gaelic love
lyricist (in the strictest sense, since his poems were intended to be
sung) occurring in the sequence are a further index of the
dimensions of MacLean’s ambitions, XXXI, though uncertain
about how Ross will respond to ‘na diin / a sgaoil mi ealain-
shriante, / eachraidh fhiadhaich bhird’® when the two meet after
death, suggests that MacLean’s lyrics might offer an adequate
counterweight to the earlier poet’s ‘Oran eile’. XXVI, a poem
MacLean withheld from publication, proudly claims that he can far
outdo his predecessor, provided he is suitably rewarded with kisses:

A nighean ruadh, nam faighinn do phog
airson gach duanaig luainich oir,
chuirinn na miltean dhiubh air ddigh
thoirt birr air Uilleam Ros le stor.®’

Tragic love and literary ambition go hand in hand. Their
interrelation can be traced (as so often in the sequence] in the
recurrence of key lexical items; in this case, ‘toir, torachd’,
meaning pursuit or ‘search’ (along with the related terms ‘ruaig’
and ‘sireadh’, the latter more properly ‘seeking’), and ‘faodail’,
which Dwelly (see ‘Bibliography’) glosses as ‘goods found by
chance’, ‘thing found’, ‘stray treasure’. The opening of [ informs
us that Eimbhir is as indifferent to the poet’s “toir’ as she is to his
suffering, yet there is a possible underlying ambivalence, an
implication that he seeks something beyond her and distinct from
her. XIX, which begins with a weighing up of accounts between
them, makes his debt explicit:

6i5 See, for example, the references to the poets of Scotland {among whom
the speaker presumably expects to take his place) in XVI and XXI.

‘the poems / 1 let loose art-bridled, / a wild cavalry for bards’.
Red-haired girl, were I to get your kiss / for every restless golden lyric,
/ 1 should fashion thousands of them / to excel William Ross with store.’

33
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A nighean bhuidhe dlainn

's ann shrac thu mo thredir-sa
gus dh’fhiaraich mo shlighe
bho shireadh mo thérachd;

4

ach ma ruigeas mi m’ lite,
coille ird luchd nan dran,
s tu griosach an diin dhombh,

rinn thu bird dhiom le dorainn.®

Although Eimhir has diverted his path from what he was seeking,
he will, paradoxically, reach his target (affirmation as a poet) thanks
to her. In a formulation which must have recalled to MacLean the
words of his beloved Mary MacPherson (‘Mairi Mhor nan Oran’),
the poet admits that the pain Eimhir has caused him made possible
the full exercise of his literary talents. If XXI (‘Dé dhomhsa m’ dite
/ am measg baird na _uub__umnn,u__% takes the trouble to assure the
reader that literary fame cannot compensate for her failure to
understand or to return his feelings, there is an undeniable
implication that, under different circumstances or for a different
speaker, such an exchange might just have been acceptable.

LII is 2 more extended and exhaustive summing up. It concludes
that the unexpected treasure or ‘faodail’ justifies everything that has
gone before. In LVI, the ‘faodail’ is poetry (‘riamh cha d’ thuair mi
din air faodail / cho suaimhneach ri do chuailean numowwmﬁw.u.é
while in LVIII it indicates her beauty for which, hopefully, the
Muses can offer a secure haven. Again, the function of poetry is
crucial to MacLean’s discourse. LIX indicates how wrong it would
be to read the sequence in uniformly tragic terms. MacLean, who
never made a secret of his admiration for the riches of Gaelic oral
tradition, does not hesitate to compare his own work with one of

68 ‘O yellow-haired, lovely gir, / you tore my strength / and inchined my
course / from its aim: / but, if T reach my place, / the high wood of the
men of song, / you are the fire of my lyric — / you made a poet of me
through sorrow.’

60 “What does my place matter to me / among the poets of Scotland’
{editor’s translation).

70 ‘I never happened upon a treasure poem /' as serene as your branching
head of hair’ (editor’s translation).
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its treasures, the ‘Hymn of the Graces’ noted down by Alexander
Carmichael for the Carmina Gadelica, arguably the most precious
‘faodail’ that particular collector happened upon:

agus air latha thirladh dhombhsa
ealaidheachd 6ir gun luasgan,

’s 1 coimhlionta, mar thiinig ortsa,
gun mheang, an Ortha Bhuadhach.”

Asa H.n&m story, the ‘Dain do Eimhir’ end unhappily. As the story
of a literary gift finding suitable expression, their conclusion is a
triumph.

7
The ‘Diin do Eimhir' offer a truly dazzling range of literary

references and intertextualities, indicative of MacLean's success in
turning his bilingual and bicultural situation to advantage. The
sections in the ‘Commentary’ on poems XIII and XIX, for
instance, do their best to pay tribute to the rich network of
references MacLean sets up, embracing not just the Celtic heritage
but also classical Latin poetry and the European tradition since the
time of the troubadours. The deployment of the carpe diem topos
in the last stanza of XTX has a characteristically modern harshness,
yet it is not fanciful to detect here reminiscences of Horace,
Shakespeare and Marvell, as well as Baudelaire. It is significant that
MacLean’s access to earlier literary forms, such as the ‘composite
beauty’ notion underlying XIII or the ‘Dimitto” with which the
sequence closes, is facilitated or at least influenced by a Modernist
sensibility, most specifically in the work of Ezra Pound.
Modernist, too, is the challenging, at times jarring, manner in
which MacLean pairs Celtic elements with elements from other
European traditions. In XXIII, the virgin huntress of the Greek
pantheon, Diana, twice appears in adjacent lines with Deirdre, the

71 ‘And one day there came to me / a peaceful golden lyrc, / complete, as
came to you, / flawless, the Hymn of the Graces.” The word translated
by MacLean as ‘lyric’, ‘ealaidheachd’, refers to the exercise of his art, and
implies that he has more than just one single poem in mind at this point,
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heroine of Ulster legend, while Beethoven rubs shoulders with the
celebrated piper Patrick Mér MacCrimmon (1595—1670). Iain
Crichton Smith has said of MacLean’s political stance that

in no previous Gaelic poetry is there this political European

commitment, though there is political commitment within the

Highlands as found, for instance, in the work of lain Lom . .

However, one of the important things that Sorley MacLean did

was to open Gaelic poetry out to the world beyond purely
. . T

parochial boundaries.

The juxtapositions in XXIII show that the same attitude
informed MacLean’s cultural stance. They articulate a claim for
the reintegration of Gaelic culture into a larger frame of reference
than it had enjoyed since the late Middle Ages, just as the political
agenda of the sequence looks beyond the immediate concerns of
those who speak the Gaelic language or even of Scotland as a
whole.

The trinity of poets envisaged in XX is made up of William Ross
and two contemporary poets, one Anglo-Irish, the other Russian.
As with the protagonist of the Eimhir cycle, it is crucial that these
figures should not merely be luckless lovers but at the same time
poets, and therefore able to express and even immortalise their
experience in metrically patterned language. The three have in
common a passion for a named woman and an associated body of
verse, in Ross’s case Marion Ross of mSBoEﬁ:ﬁ The Russian
poet’s situation was rather different. He had the good luck, or
more likely the misfortune, to marry the woman he had idealised
so intensely, and would appear to have been prodigiously
unfaithful to her later on in life. How familiar MacLean was with
such details is uncertain. It is more than likely that Blok was
brought to his attention because MacDiarmid incorporated
versions of two poems into A Drunk Man Looks at the Thistle.”

Of the three poets involved, MacLean has the most sustained and

72 See ‘Introduction’ to MacLean 1971.
73 See the note on X: 12 in the ‘Commentary’ for more detailed information.
=4 See note on ¥X: 18-19 in the ‘Commentary’.
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troubled confrontation with Yeats. It is interesting to note that he
figured alongside William Ross in an early draft of XXXIII. Few
readers familiar with the Irish poet’s work will read poems III or [V
in the ‘Diin do Eimhir’ sequence without recalling ‘Politics’:

How can I, that girl standing there,
My attention fix

On Roman or on Russian

Or on Spanish politics?

Yet here’s a travelled man that knows
What he talks about,

And there’s a politician

That has read and thought,

And maybe what they say is true
Of war and war’s alarms,

But O that I were young again
And held her in my arms!”

There are obvious parallels between Yeats’s protracted obsession
with Maud Gonne and MacLean’s own experiences. Yet the
protagonist of the ‘Diin do Eimhir' only arrives at the
indifference towards political matters, when set against amorous
or sensual passion, which is so unhesitatingly avowed by the Irish
poet, after the self-torment and laceration narrated in the
unmu.nmm.m, Yeats is not just a presence, but an influence through-
outit. It gave MacLean pleasure when Young found LI to be ‘in
the later style of Yeats’ and he freely admitted that a core
inspiration for LVII was “Where had her sweetness gone’ from
The Winding Stair and Other Poems. He told Young that ‘I did not
read Yeats at the university at all and only read him in bulk about
1936, and it is only in the last two years that his poetry has
become one of my obsessions. I now read and re-read him’.”
Writing on January 1oth 1940 he assured MacDiarmid that “all
the people whose opinions I value are now certain that this

75 Yeats 1983: 348.

76 Eﬁgﬁmﬂn&mm the following disclaimer from MacLean, listing
influences on him, in a letter to Douglas Young dated September 11th
1941: “Of course Yeats, but I don’t think stylistically . . .’

77 Letter of September 11th 1941.
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century has seen two major poets in the British Islands, yourself
and Yeats’. Fully three years earlier, however, he was already
characterising Yeats as ‘a man full of all sorts of misgivings and
indecisions, making half-hearted attempts to make the best of a
few worlds’ (letter to MacDiarmid of December 20th 1936). In
the continuation of a letter to Young already quoted above,
dated December 6th 1940, MacLean says of his own unhappiness
that

No doubt many a bourgeois Philistine is in the same predica-
ment but so were Yeats and William Ross. At least Ross was. I
now am come very much to doubt the depth of Yeats's feelings.
That’s not what [ mean. What I really mean is that most of his
finest poetry is just a specious camouflage for his feelings. He
had to erect the Anglo-Irish aristocratic myth to cover his self-
contempt. 1 even doubt the depth of his feelings to Maud
Gonne. After all he did not become a revolutionary for her
sake. He just remained a crossed troubled aesthete.

He found the Irish poet’s ‘aristocratic yearnings . . . very bourgeois
and vulgar’ (letter to Young of September 11th 1941) and, on
reading George Moore’s Confessions, wrote that he found the
book ‘a great commentary on Yeats's pretensions, being so much
more honest than Yeats. I think it gives the whole show away for
good’ (December 18th 1941). The problematics of the “Dain do
Eimbhir’ peep through in the private correspondence of the writer.
For Yeats's passion to be believable, it would have had to translate
itself into direct action, preferably at the risk of the poet’s own life.
There is an element of self-projection here, evident in this passage
from a letter to MacDiarmid of May 25th 1940:

I sometimes imagine that I could be a humble follower of the
Schoal of Yeats, who essentially is a very mundane poet
compared with you. I am especially interested in Yeats because
1 am certain a sense of inferiority is one of the main dynamics of
his poetry, though this sense of inferiority frequently, as in his
Anglo-Irish ascendancy aristocratic sense, i an inferiority
complex. 1 don’t think 1 have the complex but 1 have the
inferiority feeling quite clearly.
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One cannot help wondering if those words about the ‘crossed
troubled aesthete’ were a reproach MacLean directed, in private,
against himself. Perhaps the final word on his relationship to the
work of the Irish poet can be taken from an essay entitled ‘Some
Gaelic and non-Gaelic Influences on Myself” first published in
1981:

I have always believed that the highest poetry is either that
which is a passionate comment on life of ‘high seriousness’ or
that which gets near to saying the unsayable. MacDiarmid’s
lyrics said the unsayable. Some years later, I came to believe that
much of Yeats’s middle and later poetry was, of the modern
poetry [ knew, the most consistently and convincingly
passionate comment on life, much as [ disliked Yeats’s élitism
and some of his other attitudes.”

8

Given the active presence of such a wide range of references to

European culture in the ‘Diin do Eimhir’, it becomes hard to

define MacLean as a purely Gaelic poet in any simplistic sense.

Young told MacLean, in a letter of April 2nd 1943, that

my comment about your sprung rhythm . . . arose from your
brother John’s horror, expressed about last April, in being
confronted with your productions. He roundly denied they
were Gaelic poetry at all, and proceeded to propound a series of
utterly idiotic academic would-be emendations.”

Dr John Maclnnes insists that

when Dain do Eimhir appeared, it was not any traditional quality,
as that is more usually defined, which seized the imagination of

78 MacLean 1981: 501. See also the note on X: 12 in the ‘Commentary’.
79 Letter of April 2nd 1943. On this occasion George Campbell Hay

_”H.Emlwmm.r._ leapt to MacLean’s defence, observing, when Young told
him about the remarks made by the poet’s elder brother, that “General

ﬂoﬁmﬁn_ was quite enough of an assailant for one bard to contend with
at a time . .."
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his Gaelic readers. There were some who criticised the poetry
o pi i 80
for its strangeness; others for its difficulty.

L

ince many of those who have written and continue to write
about his work cannot read his Gaelic texts, or Gaelic texts of any
kind, a degree of projection must be hard to avoid. The English
translations the poet himself increasingly supplied mould
perceptions of a Gaelic culture, of which he is then cast as the
expression, but to which readers in this group have no direct
access. A closed circle of this kind risks being dangerously
solipsistic.

It goes, of course, without saying that MacLean was steeped in
Gaelic lore, poetic, musical and lexicographical, thanks to his
upbringing on Raasay. He was born at Osgaig on the island on
October 26th 1911, to Malcolm and Christina MacLean, the
second son of five sons and two daughters. His father’s forebears,
who most likely came from North Uist, had been on the island
for at least seven generations, his father’s grandfather John being
the sole member of the family not to have emigrated in the 1830s
or the 1850s. His father’s mother, Mary Matheson from Braes in
Skye, had a *vast store of song . . . not only from Skye and Raasay
but also from Lochalsh and Kintail’. She lived with the family,
dying in 1923 at the age of eighty-four or eighty-six, when the
poet was not quite twelve. From her he heard ‘Cumbha Iain
Ghairbh’, ‘Luinneag MhicLeoid’ and a host of other monwm.ﬁ His
mother’s brother Alexander Nicolson would make special trips to
the island for the purpose of taking these down from his
grandmother, along with herbal and other lore. His father's sister
Peigi, the eldest of that family, was a colourful figure who would
visit for 2 month each year:

. . . we had to go out fishing with her. I used to go out, and [ was
terribly keen on boats, and Peigi, she’d get up about eleven
o’clock and away out to fish. We'd come back home for dinner
and out again after that, and again in the evening . . . 1 used to go
out alone with her, and it was all songs. She was full of old songs.

80 Maclnnes 1981: 15.
%1 MacLean 1977b: 378.
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I used to threaten to go on strike unless she sang songs! . . . What
fights and arguments would be going on about politics . . . she
had become a Tory about that time because of the First World
War, though she had been a Socialist and a Nationalist and a
Suffragette before . . A

Something of the atmosphere surrounding her visits may be
gleaned from MacLean's recalling how ‘One forenoon in 1936
my Aunt Peggie announced that she had remembered three songs
that she had forgotten for many %mﬁ%.mu He believed her to be
‘almost as good, perhaps quite as good, as my grandmother in the
number of songs she had”.* Both Peigi’s younger sister Flora and
the poet’s father were also gifted singers. Of his father (also a fine
piper) MacLean wrote that 'in some songs his timing and weight
was such that I now find it difficult to listen to those songs from
anyone else’. He had a keen interest in the work of the great
eighteenth-century poets, the object of engrossing discussions
with MacLean’s Nicolson uncle, though sadly ‘in anti-Catholic
Free Presbyterian Raasay not even my father knew much about
Alexander MacDonald’.

Of his mother’s immediate family ‘two brothers were pipers,
two others were singers, one a bard, and one sister a very good
singer’. The network of MacLean’s sources for traditional Gaelic
song included his elder brother John, who had a prodigious
memory, as well as their great fnend from Portree School, John
Matheson of Kilmuir, an aunt and uncle in Braes, and another
brother of his mother’s, Angus Nicolson, whose ‘great store of
songs’ derived from his mother, Isabel MacLeod, from
neighbours in Braes, and from other sources on Skye and the
mainland.

The poet’s mother, however, was not a singer and neither was
he. Even though he ‘could not forget the words of any Gaelic song
I liked even if I heard it only once’, from about 1924 MacLean

82 Ross and Hendry 1986: 213. The interview with Dionald Archie
MacDonald featured in Critical Essays is an invaluable source of
information about MacLean's Raasay background.

83 MacLean 1977b: 391.

84 Nicolson 1979: 24.
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-

2 _ . T sy B g
looked upon himself as ‘a traditional Gaelic singer manque . ” He

would later comment:

onwards, but I think T was even fonder of old Gaelic song, and [
consider the fusion of poetry and music in those Gaelic songs as
it were the very last word in what the Gaels have done. And
there was a kind of impotence about me in the sense that I
couldn’t sing. [ was one of the few of our family who couldn’t

sing or play the Emﬁ% or something like that, but 1 was

I was fond of poetry of all kinds from the age of fourteen

passionately fond of it.

Though a significant tradition bearer, his maternal grandmother
was 2 devout Free Presbyterian, a member of a sect which con-
sidered ‘the secular arts dangerous vanities’.” Yet MacLean
would come to feel that he had overestimated the destructive
influence of religious radicalism on Gaelic lore which, rather than
vanishing, went underground.

Wherever the truth may lie, the church played a vital role in
supplying him with a more exalted and intellectual register of the
language. On the Friday of a communion ceremony, preaching
could go on for four and a half hours, with as many as twenty
elders, exhibiting distinctive varieties of the language, ‘speaking
to the question’. This encouraged an acute awareness of linguistic
variation, reflected in discussions of a philological slant between
the poet’s father and his Nicolson uncle, who was himself the
author of a Gaelic grammar. Among the preachers MacLean was
privileged to hear he singled out Ewen MacQueen, who had

a wonderful register, 2 marvellous Gaelic . . . with the kind of
ability to change the registers and to use the local colour, to use
everything . . . if his sermons could have been recorded in tofo

you would have a Gaelic prose amazing in its richness, variety

) 88
and raciness.

%5 MacLean 1985: 5-7.

86 Hendry 1991: L.

87 MacLean 1985: 10.

8% Ross and Hendry 1986: 218. For the influence of Gaelic sermons and
related intellectual debate on MacLean's work, see MacInnes 1981 and
the notes to poem XVIII in the ‘Commentary’.
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Writing to Douglas Young on September 7th, 1941, MacLean
would insist that

constant sermonising made me wvery familiar with Seceder
metaphysics and imagery and vocabulary. 1 have retained this
knowledge (in fact, at present I think I could make a very fine
Seceder sermon if my tongue were loosened with a little strong
drink).
Though he spoke no English when he first went to school aged
six, it would be a mistake to conceive of the Raasay environment
he grew up in as 2 uniformly Gaelic one. The workforce brought
from the Scottish Lowlands at the end of the previous century to
operate the local mine meant that the language of the school
playground (and not just of the classroom) was English (or Scots)
rather than Gaelic. And there are indications that, in the course of
time, both languages were used by the poet’s immediate mm_b.&,.@

9

MacLean was wounded three times in all while fighting in North
Africa. As a consequence of the serious injuries he received when
a mine exploded close to him during the battle of El Alamein on
MNovember 2nd 1942, he spent nine months in a series of military
hospitals, a period which coincided with the final preparations for
seeing the ‘Diin do Eimhir’ through the press. His letters to
Young allow us to trace his changing feelings about the sequence.
Indeed, to use Joy Hendry’s words, ‘so completely did he tum
against his own poetry that it spilled over to affect his appreciation
of other poe g

It was mooted that at least extracts from “An Cuilithionn’ might
be included in the volume, and on November gth 1941 MacLean
recommended using the closing section (beginning ‘Co seo, co
seo oidhche dhona’)’’ which Hay had ‘thought the very best thing

in it’. He spoke of his ‘very precise reasons’ for already deleting

89 According to Dr John Maclnnes, MacLean’s younger sister Mary had a
largely passive knowledge of Gaelic.

g0 Ross and Hendry 1986: 31.

91 “Who is this, who is this on a bad night’” MacLean 1999: 128-120.
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12 items from the sequence, involving ‘the other business’
presumably the ‘wounded Eimhir’) and proposed ‘extra
exclusions of poems’ if these would not ‘spoil your scheme’. His
painful uncertainty about what and what not to print (no doubt
provoked in part by his imminent departure on active service) is
unmistakable when he comes to the dedication ‘Do A. M." ("To
A M)

. .. I think you had better leave it out. I think I have advertised
the unsuccess of my love sufficiently without giving it ‘local
habitation and a name’. This is a point on which I change my
mind almost as often as I think about it but, unless you hear
from me to the contrary, just leave it out. But I may change my
mind before I go. If I do I'll tell you. I suppose it is something
which can be decided almost at the last minute at any rate.

In the same letter he asks for the ‘Dimitto’ to be omitted, but ten
days later is content to leave the decision up to Young. He must
have explained the circumstances surrounding the ‘wounded
Eimhir’ to both Young and his brother John in person before
leaving Britain, for on December 18th we read that he is

very grateful for our last meeting as I felt that you, as well as
John, should know the real reasons for my apparent weakness. I
may have been a bloody fool but, at any rate, I wasn't a
weakling in the business, but, for God’s sake, never think that I
feel any resentment against the other person chiefly concerned
and any vague doubts I may have expressed to you are very
probably my own fault and an injustice to a person of a very
open and unsuspicious nature, towards whom 1 have the same
feelings as ever . . .

This attitude was to change within six months, with
‘Knightsbridge, Libya' as eloquent testimony. In a letter from
North Africa dated March 15th 1942, Maclean expresses a
growing antipathy towards the cycle:

.. . nowadays [ am always finding my own stuff false, shallow and
meretricious . . . | am very much ashamed of my preoccupation
with my own private troubles and think of many of the other
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enthusiasms of my poetry as silly idolatries. I could now write a
pretty crushing review of all my own poetry, especially of my
*high falutins of love’ but they are probably fairly harmless.

Writing two weeks later with nothing but a thin canvas to protect
him from a sandstorm, MacLean inveighs against Yeats, whose
‘great lyrics’ are merely ‘the splendid expressions of a weakling’s
moments of self-realisation, hopelessly tangled with his posturings,
often just arrant nonsense . . ." If, as seems probable, the MacLean
who produced the ‘Diin do Eimhir’ had an unusually symbiotic
and tormented relationship with the Irish poet, it is understandable
that the revulsion the sequence had begun to inspire in him should
colour his attitude to Yeats. On October 6th, he tells Young that
many of his own poems ‘which formerly pleased me well enough,
now fill me with shame and disgust . . .” If he is to write more in
the future, it will not be after the manner of the ‘Diin do Eimhir’
but in the style of “Ban-Ghiidheal’ (‘A Highland Woman'),
‘Calbharaigh’ (‘Calvary’) or parts of ‘An Cuilithionn’. In other
words, a politically committed poetry of social responsibility.

MacLean corrected the proofs of the 1943 volume, where he
found that MacKechnie had ‘corrected a great many errors in the
original Gaelic texts which he would never have noticed
himself "> But he was now preoccupied with bringing out a
separate edition of “An Cuilithionn’, if necessary in Gaelic only, at
a price the average crofter could afford. Writing from Raasay on
May 2nd 1943, four days before he was due to return to Raigmore
Hospital in Inverness, he tells Young that ‘For the “Diin do
Eimhir”, I simply don’t care, but I expect they will be out fairly
soont . . . surely [the sequence] shows how tainted I am with
bourgeois-dom’. The same degree of antipathy transpires in a
letter dated June 15th, where he is ‘in no hurry’ for the ‘Diin’
‘but would like to see them off my hands as soon as possible, and
for good’.

Young, on his side, was alarmed when “your brother John threw
a spanner in the works by forbidding the atheistic stuff like Din

92 Letter from Young to MacKechnie dated March 31st 1943 (MNational
Library of Scotland Acc. 6419/6).
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X VIIT at a stage when ‘I had everything set . . . to start printing’
(airgraph, June 1942). The following January, in a further airgraph,
he wamed MacLean that Glasgow publisher William Maclellan
was advertising the projected volume at 10/6

with illustrations by William Crosbie, the ablest younger
painter in Scotland. It should be out any day now, but I have
had nothing to do with its final form.

Young’s term in prison, because of his repeated public opposition
to conscription by the London government, effectively removed
him from the scene, though he devoted part of his confinement
to making an English ‘projection’ of “An Cuilithionn”.” The
illustrations were a source of further headaches, as transpires from
Young’s letter of April 21st 1943:

With regard to illustrations, my own thought was for two
photographs, the ones you gave me, 1933 and 1940. John
thought of a third, in uniform with cap. It was at this stage
Emﬁﬂn&f introduced me to William Crosbie, with whom he
was staying. So far as my recollection goes . . . there was no
question of Crosbie illustrating the ‘Diin’; but I had mentioned
the notion of a handsome edition of “The Cuillin’ with your
parallel translation or another, illustrated by Crosbie . . . At any
rate I certainly had no conception that Maclellan was launching
into a big-page edition with a good half-dozen pieces by
Crosbie. You in the firing-line could not authorize that, nor
could I. Nor did either of us expressly authonze it.

93 See Mational Library of Scotland MS 14978 (Papers of James B. and
Janet Caird) and, for another copy, Acc. 10090/208 (Robert Mclntyre
Papers). National Library of Scotland Acc. 6419 Box 101 contains a
further, incomplete copy of the English version of *An Cuilithionn’
carried out by Young while incarcerated, between January 8th and
February 12th 1943. He proposed including a sample of his translation
in Auntran Blads, but MacLean had ‘the Gaelic readers first in mind’ and
did not wish ‘any version to precede the original by what would now
be most likely a great length of time . . " (letter dated May 2nd 1943
from Churchton, Raasay).

g4 Dugald MacColl: see section on Hugh MacDiarmid in note to poem
XV in the ‘Commentary’,
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Two days later Young had a meeting to discuss the legal aspects of
the question, and concluded that Maclellan had the right to
include the art work of his choice, while privately commenting
that ‘Crosbie’s illustrations resemble heavily blitzed telephone-
exchanges, but will doubtless rank five centuries hence with the
Book of Kells”.”

In the last but one of the letters to Young preserved in the
Mational Library of Scotland, dated June 6th 1950, the treatment
to be given the sequence in the 1977 and 1989 volumes is clearly
prefigured. While calculating the total number of lines of his
work which are to appear in an anthology Young is editing,
MacLean instructs him: ‘Do not use the name “Diin do Eimhir”
or the numbers thereof; just give the poems[’] first lines if there is
no title . . .’

10

The Gaelic text of the ‘Diin do Eimbhir’ is presented here in the
currently accepted form of Gaelic mm.mﬁmm& but with absolute
respect for the phonetic and phonological particularities of
MacLean’s originals. Exhaustive use is made of the poet’s letters,
our primary source of information as to his work and his views,
and in particular of his correspondence with Douglas Young
between 1940 and 1943. In quoting letters, spelling and punctu-
ation have been silently normalised where this appeared desirable.
The English translations opposite the Gaelic text have been re-
produced from the 1999 collected volume, supplemented where
necessary from the 1943 volume, from manuscript sources, and by
the editor's own translations (clearly marked with an asterisk).

The translations to be appended to the 1943 Gaelic text were a
source of some disquiet for MacLean. On July 2sth 1942, he tells
Young that he is

g5 Letter to George Campbell Hay, March jist 1943 (INational Library of
Scotand Acc. 6419/6).

g6 For further details of the solutions adopted, see the introductory note to
the *“Copytexts and Variant Readings’ section of this edition. Quotations
of MacLean’s work not from the sequence reproduce the spelling of the
source being cited.
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a bit perturbed at the idea of the appearance of my versions of the
things. I should much have preferred yours in, leaving those not
done by you as untranslated, as some of them are terribly poor in

the original and in my bald English will look awful scarecrows.

Five days later, the situation has changed. MacLean is ‘terribly
pleased that your translations and not mine will appear’, since ‘the
idea of the appearance of my bald translations left me sick’, and he
thanks Young ‘for your stand in that matter’. On March 22nd,
1943, however, matters have changed again, and the publisher
William Maclellan wishes to use ‘either my own literal versions or
MacKechnie's". The proofs which arrived five days later included
versions by the latter which, on examining them, MacLean found
he objected to no less than he had to earlier versions by MacColl.
He was also unhappy with the choice of poems translated. On
March joth we find him ‘plodding through’ versions of his own
which are ‘hellish at best, especially when I see yours of the rant’
(that is, ‘An Cuilithionn’). He is ‘keeping quite a lot of
MacKechnie’s and MacColl's ideas’ and asks Young to ‘touch up
what I do myself’. He has no alternative, as Maclellan refuses to
print Young's Scots versions, while Young himself was convinced
that “there must be English versions’ and that ‘they must be in
straightforward prose’, as he wrote to MacLean on March 31st. It
would appear, then, that the English versions featured in the 1943
volume were a collaborative effort, even if the principal con-
tribution was MacLean’s.

He had the enviable good fortune to see items from the
sequence translated into Scots by poets (and friends) of
considerable stature in their own lwwn.ﬂ The fact that the 1g77
and 1989 volumes were accompanied solely by the poet’s own
English versions indicates how much the cultural climate had
changed in the intervening years. Discussing three recent bilingual

97 For Scots versions of LIV, ‘Calbharaigh’, XLIII, LI, ‘Dain Eile’ XVIIL,
POV, XKL, 3CXXKTV, LI, LV, ‘Gealach dr', ‘Ban-ghiidheal” and
XLII see Young 1943: 11-19; of ‘Reothairt’ and LVII, Young 1947: 33-
37; of I1I, Garioch 1983: 120; and of “An Trom-laighe’, Goodsir Smith
1946: 19. A fine, unpublished Scots version of LVII by Sydney Goodsir
Smith is in National Library of Scotland Ace. 10397/3.
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publications in a polemical essay published in Chapman magazine,
Wilson McLeod highlighted the perils of a situation where Gaelic
poets are required, as a matter of course, to provide parallel
English texts if they desire to see their work in print:

All the poems in all three volumes are given in Gaelic and in
English, with the English on the eye-catching right, with both
languages printed in the same typeface. The English texts are
not described as translations of the Gaelic — their presence is not
explained at all — and no translator is identified: one may assume
that the poets themselves provided the English texts as well as
the Gaelic.

Presenting this poetry in such a fashion has serious con-
sequences. The two texts can be understood as two functionally
equivalent versions of the same thing, the same ideal ‘original’ —
the difference being essentially one of format . . . Or the two
texts can be seen as two distinct and different compositions, two
‘originals” of essentially identical legitimacy and importance, each
the fruit of the author’s labour, and not necessarily dependent on
each other. What no longer seems a realistic interpretation is the
most obvious one — that the Gaelic texts are the originals, and
their English translations are ancillary and mediated compositions
in whose production ‘something has been lost’ ™

The temptation to regard the English versions as an acceptable
substitute for, even an equivalent of the originals, is much greater
when the poet has himself provided them. Who better than he
could extract and convey in another language the quintessence of
his own productions?

The damage brought about by such a practice is at least twofold.
First of all, studies of the poetry are prone to a kind of slippage by
which it becomes unclear which texts are the focus of discussion,
the Gaelic originals or the author’s versions. Vagueness of this
kind is a serious defect of the 1986 Critical Essays, which fail to
make a hard and fast distinction between contributors who deal
with MacLean's originals, and those whose knowledge is limited
to translations. Secondly, it brings about a distortion in the coTpus

98 McLeod 1908:149.
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of the poet's work, a distortion from which the ‘Diin do Eimhir’
sequence of love poems has suffered notably. MacLean’s poetic
output is identified, to all intents and purposes, with his own
translations into English. Those paris of the 1943 collection which
were not available in English could, it seems, be ignored.

Poetic translation of any kind involves selection among a range of
possible resonances and at least a degree of interpretation. When it
is the poet himself who does this, the danger is that he may be held
to have produced the definitive interpretation of his text, whereas
in fact the choice of a2 word or shade of meaning may well have
been a question of elegance and naturalness of expression in the
target language, and therefore irrelevant to the original poem. In an
engaging essay, where he describes the effect of hearing his own
work lectured on by 2 professor at the Sorbonne, no less a figure
than Paul Valéry implies that the one person who should never
translate a poem is the poet himself, given that his experience of the
process of writing blinds him to the nature of the end product:

If [ am questioned, then; if someone is perturbed (as people can
be, and sometimes quite deeply) about what I ‘wanted to say’ in
such and such a poem, I reply that I did not want to say, but
wanted to do, and that it was the intention of doing which wanted
what 1 said . . . As to his interpretations of the letter, I have
already explained my views on this elsewhere; but one can never
insist too much upon this point: There is no such thing as ‘the real
meaning’ of a text. The author has no special authority. Whatever
he may have wanted to say, he has written what he has written.
Once published, a text is, so to speak, a mechanism which
everyone can use in his own way and as best he can: it is not
certain that its constructor uses it better than the next man.
Besides, if he really knows what he wanted to do, this knowledge
always interferes with his perception of what he has done.”

One could argue that it is a condition of creative work of any
kind that one should never be fully conscious of the implications
of one’s choices, or of the nature of the artefact one is producing.
And the idea that the poét can offer an authoritative rendering, a

99 Valéry 1g971:87, 03.
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sanctioned and therefore exclusive interpretation of the original,
is inimical to the very notion of translation, which rests on
multifariousness and the possibility, indeed the necessity of
constant repetition, re-translation.

The audience for MacLean’s poetry goes far beyond the restricted
body of readers who have access to it in the original language. In
view of this fact, Gaelic citations are in this edition provided with an
English translation in a footnote. The resulting transparency is,
though, a double-edged sword. It is likely to exacerbate the slippages
and inaccuracies discussed in the preceding paragraph, Yet there is
another possibility. At the close of an interview with the poet
published in 1979, Aonghas MacNeacail referred to those ‘who have
leamed Gaelic so that they could read the poems of Sorley
MacLean’.'™ The editor was inspired to do just that, not by the
poet’s own translations, but by infinitely freer versions from the hand
of lain Crichton Smith. If the deeper understanding of MacLean's
love poetry which this edition aims to facilitate can spur on even a
handful of readers to take him at his word (den Dichter beim Wort zu
nehmen), encountering him in the language of his choice, then the
effort that went into it will have been richly rewarded.

100 Nicolson 1979:36.
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Girl of the red-gold hair, 2" chiil ruaidh oir,

far from you, o love, my aim; dh, mo thoir;

girl of the red-gold hair, ruaidh oir,

far from you my sorrow. 2 mo bhron.

Tonight on the Sound of Raasay .

my hand is on the helm, 5 § g,

listlessly the wind shakes the sail, e ach 2’ crathadh an t-siil,

my heart is dumb, aching for your music,
today and tomorrow indifferent to my expectation.

Grey is the mist that creeps over Dun Caan,
fretful the coarse moor grass and bog cotton,
the west wind touches the surface of the sea,
my hopes are gone, gloom overshadows me.

A white cleft to the bottom of the wave,
the wind skirls round the tip of the mast,
but let it blow, I am indifferent

to a battle awakening on a bare sea.

Girl of the red-gold hair,
far from you, o love, my aim,
girl of the red-gold hair,
very far from you my sorrow.

II
Reason and Love

If our langnage has said that reason
is identical with love,
it is not speaking the truth.

When my eye lighted on your face
it did not show the reason in love,
I did not ask about that third part.
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Girl of the red-gold hair,
far from you, o love, my aim;
girl of the red-gold hair,
far from you my sorrow.

Tonight on the Sound of Raasay

my hand is on the helm,

listlessly the wind shakes the sail,

my heart is dumb, aching for your music,

today and tomorrow indifferent to my expectation.

Grey is the mist that creeps over Dun Caan,
fretful the coarse moor grass and bog cotton,
the west wind touches the surface of the sea,
my hopes are gone, gloom overshadows me.

A white cleft to the bottom of the wave,
the wind skirls round the tip of the mast,
but let it blow, I am indifferent

to a battle awakening on a bare sea.

Girl of the red-gold hair,
far from you, o love, my aim,
girl of the red-gold hair,
very far from you my sorrow.

II
Reason and Love

If our language has said that reason
is identical with love,
it is not speaking the truth.

When my eye lighted on your face
it did not show the reason in love,
I did not ask about that third part.
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A nighean a’ chiiil ruaidh oir,

fada bhuat, a luaidh, mo thoir;

a nighean a’ chuil ruaidh oir,

gur fada bhuatsa mo bhron.

Mi nochd air linne Ratharsair 5
s mo limh air an stitiir,

a’ ghaoth gu neo-airstealach a’ crathadh an t-sitil,

mo chridhe gu balbh, criiteach an déidh do chiil,

an ld an-diugh ’s a-miireach coingeis ri mo dhuil,

Ciar an ced éalaidh air Dun Cana, 10
frionasach garbh-shliabh is canach,

a' ghaoth an iar air aghaidh mara,

dh’fhalbh mo dhiil is diiseal tharam.

Am bristeadh geal gu lir an tuinn,

a’ ghaoth 'na sgal mu bhirr 2 chroinn, I§
ach séideadh sgal, chan eil mo shuim

ri cath a dhaisgeas air muir luim.

A nighean 2’ chuil ruaidh éir,

fada bhuat, a luaidh, mo thoir;

a nighean a’ chuil ruaidh é&ir, 20
gur glé thada bhuat mo bhron.

I
A Chiall ’s a Ghraidh

Ma thubhairt ar cainnt gu bheil a’ chiall
co-ionann ris a” ghaol,
chan fhior dhi.

Muair dhearc mo shuil air t° aodann
cha do nochd e ciall 2° ghraidh,
cha do dh’thedraich mi mun trian ud.

LA
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When I heard your voice it did not make
this division in my flesh;
it did not the first time.

But that came to me without my knowing
and it tore the root of my being,
sweeping me with it in its drift.

With all [ had of apprehension
[ put up a shadow of fight;
my reason struggled.

From the depths of this old wisdom
I spoke to my love:
You are not worthy of me, nor from me.

On the inside my love,
my intellect on the elegant side,
and the foolish door was broken.

And my intellect said to my love:
Duality is not for us;
we mingle in love.
May 1932

IIT

Newver has such turmoil

nor vehement trouble been put in my flesh
by Christ’s suffering on the earth

or by the millions of the skies.

And I took no such heed of a vapid dream —
green wood of the land of story —

as when my stubborn heart leaped to the glint
of her smile and golden head.

And her beauty cast a cloud

over poverty and a bitter wound

and over the world of Lenin’s intellect,
over his patience and his anger.

Dviin do Eimhir

47

Nuair chuala mi do ghuth cha d” rinn

e 'n roinneadh seo "'nam chré;

cha d’ rinn a’ chiad uair.

Ach dhitichd siud dhomh gun aithne dhomh
15 reub e friamh mo chré,

gam sguabadh leis "na shiaban.

Leis na bha dhomh de bhreannachadh
gun d’ rinn mi faileas stri;

gun d’ rinneadh gleac lem cheill.

Bho dhoimhne an t-seann ghliocais seo

s ann labhair mi rim ghaol:
Cha diti liom thu, cha diti bhuam.

Air an taobh a-staigh mo ghaol,
mo thuigse air an taobh ghrinn,
is bhristeadh a’ chombhla bhaoth.

Is thubhairt mo thuigse ri mo ghaol:
Cha dhuinn an dubailteachd:
tha 'n coimeasgadh sa ghaol.
an céitean 1932

I

Cha do chuir de bhuaireadh riamh
no thrioblaid dhian *nam chré
allaban Chriosda air an talamh

no milleanan nan speur.

S cha d’ ghabh mi suim de aisling bhaoith —
coille uaine tir an sgeoil —

mar leum mo chridhe rag ri tuar

a giire 's cuailein oir.

Agus chuir a h-illeachd sgled

air bochdainn s air creuchd sheirbh

agus air saoghal tuigse Lenin,

air thoighidinn ’s air fheirg.

Io

5

20
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v
Girl of the yellow, heavy-yellow, gold-yellow hair,

the song of your mouth and Europe’s shivering cry,
fair, heavy-haired, spirited, beautiful girl,
the disgrace of our day would not be bitter in your kiss.

Would your song and splendid beauty take

from me the dead loathsomeness of these ways,
the brute and the brigand at the head of Europe
and your mouth red and proud with the old song?

Would white body and forehead’s sun take
from me the foul black treachery,

spite of the bourgeois and poison of their creed
and the feebleness of our dismal Scotland?

Would beauty and serene music put

from me the sore frailty of this lasting cause,
the Spanish miner leaping in the face of horror
and his great spirit going down untroubled?

What would the kiss of your proud mouth be
compared with each drop of the precious blood
that fell on the cold frozen uplands

of Spanish mountains from a column of steel?

What every lock of your gold-yellow head

to all the poverty, anguish and grief

that will come and have come on Europe’s people
from the Slave Ship to the slavery of the whole people?
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v

A nighean a’ chiil bhuidhe, throm-bhuidh, dr-bhuidh,
fonn do bheoil-sa 's gaoir na h-Eorpa,

a nighean gheal chasarlach aighearach bhoidheach,

cha bhiodh masladh ar latha-ne searbh *nad phoig-sa.

An tugadh ¢’ fhonn no t” dilleachd ghlérmhor
bhuamsa griinealachd mharbh nan déigh seo,

a’ bhriiid ’s am medirleach air ceann na h-Edrpa
s do bhial-sa uaill-dhearg san t-seann oran?

An tugadh corp geal is clir gréine
bhuamsa cealgaireachd dhubh na bréine,
nimh bhuirdeasach is puinnsean créide
is diblidheachd ar n-Albann &itigh?

An cuireadh boidhchead is cedl suaimhneach
bhuamsa breéiteachd an adhbhair bhuain seo,
am meéinear Spdinnteach a’ leum ri cruadal

is 'anam morail dol sios gun bhruaillean?

Dé bhiodh pog do bhedil naibhrich

mar ris gach braon den thuil luachmhoir

a thuit air raointean redta fuara

nam beann Spdinnteach bho théirne cruadhach?

Dé gach cuach ded chual ér-bhuidh

ris gach bochdainn, amhghar ’s dorainn

a thig s a thiinig air sluagh na h-Eorpa

bho Long nan Dacine gu daors’ 2’ mhér-shluaigh?

I

I3

20
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v+

Red-haired girl, heavy the burden
that depleted my vigour

and, white love, harsh the afflicion
that cleft my heart;

[ plan no feats of valour

since your bright features rose,

my spirit has lost its winning way,
thrown in turmoil with your essence.

Many long anxious nights

my eagerness was darting

and [many] evenings of torment
iron entered my hopes,

my rigid, steeled heart

set tottering by your gaze

and my swift, strong blood
agonising for your love.

O, beautiful, red-haired girl,
you mutilated a strength

that was haughty and proud
before your tranquil splendour:
your beauty wounds me

with a numbing grief

and your white, kindly face
has chased me from my aim.

And, red-haired girl, my burden is not
that I am a ransom for Europe,
and my abundant weeping is so bitter
not because I no longer know myself,
but because I failed to get your love
through the foolishness of conventions,
through the vanity of the world,
through the obliqueness of my approach.
September 1939
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v

A nighean ruadh, ’s trom an éire

rinn an léireadh "'mam chli,

s, a ghaoil ghil, cruaidh an t-amhghar
rinn an sgiineadh 'nam chridh:

cha bhi m’ aigne ri treuntas

bhon dh’éirich do li

no mo spiorad ri suairceas,

air a bhuaireadh led bhrigh.

'S iomadh oidhche thada iomagain
bha iomaluas 'nam shiird

agus feasgar na h-iargain

bha an t-iarann "nam dhaiil,

mo rag chridhe cruadhach

ann an luasgan led shail

agus m’ fhuil shiabhlach, laidir
ann an cridhlot led mhirn.

O, a nighean ruadh alainn

rinn thu méibadh air tredir

a bha irdanach, uallach

ro shuaimhneas do ghloir:

tha do bhoidhchead gam chitirradh
ann an diiseal is bron

agus t" aghaidh gheal, shuairce

air mo ruagadh bhom théir.

'S, a nighean ruadh, chan e m’ éire
mi bhith an &irig na h-Eorp’,
s chan e goirteas mo shath-ghal
mi bhith figte gun m’ eol,
ach nach d’ fhuair mi do ghaol-sa
tre bhaothaireachd dhoigh
agus faoineachd an t-saoghail
agus claoine mo shedil.
an sultuine 1939

10
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VI
In spite of the uproar of slaughter
in Germany or in France

I shall remember a table in this house
two nights and I there:

this year the choice of Scotland,
the red-haired girl, sun forehead;
and the year before last the fair-haired girl,

beautiful choice of Ireland.
VIII
The innocent and the beautiful
Have no enemy but time.
W. B. Yeats

I thought that I believed from you

the shapely words of that little poem,

and it seems to me that I did not think

that [ would see the declension of their deceit.

But I understood that your thought was idle
when I saw on that Monday,

with my own eyes, the steel helmet

on my darling’s very beautiful head.

X

I spoke of the beauty of your face
yesterday and today, not often but always;
and I will speak of the beauty of your spirit
and death will not say it is idle talk.
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VI

A dh'aindeoin tpraid marbhaidh

anns a’ Ghearmailt no san Fhraing

bidh mo chuimhne air bord san taigh seo

di oidhche "s mi ann.

Am bliadhna roghainn na h-Albann, 5
an nighean ruadh, clir na gréine;

's 2’ bhon-uiridh an nighean bhin,

roghainn ilainn na h-Eireann.

VI

The innocent and the beautiful
Have no enemy but time.
W. B. Yeats

Bha duil leam gun do chreid mi bhuatsa
briathran cuimir an duain ud;

agus ar leam nach do shaoil mi

gum faicinn aomadh an cluaine.

Ach thuig mi gum b’ fthaoin do smuain-sa 5
nuair chunnaic mi an Diluain sin

lem shiiilean fhin an clogad stiilinn

air ceann ilainn mo luaidhe.

X

Rinn mi luaidh air dilleachd t* aodainn
an-de ’s an-diugh, cha thric ach daonnan;
s ni mi luaidh air dilleachd t’ anama

's cha chan am bds gur h-e an arraghloir.
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HM

Maybe the variously swift lyric art

is not part of my predicament,

eloquent as the clamour of bagpipe drones,
with sounding strings, or mild and restful,
though there came to me as much love,
as many restless thoughts,

as much anxiety, as much pain

as would suffice a band of poets,

as would suffice the band lacking stillness,
lacking succour, patience or rest,

who are assigned a place here

together with Yeats and William Ross.

XI

Often when I called Edinburgh

a grey town without darting sun,

it would light up with your beauty,
a refulgent, white-starred town.

XIi*

There were four to whom I gave love,
four allegiances triumphing in turn:

the great cause and poetry,

the beautiful island and the red-haired girl.

Dain do Eimhir §s

X

Theagamh nach eil i 'nam chis

ealain iomaluath an diin,

labhar mar ghleadhraich nan dos,

teud-mhodhanach, no caoin le fois,

ged a thirr dhomh uiread griidh, 5
uimhir smuaintean gun timh,

uiread iomagain, uiread criidh,

s a dh'fhoghnadh do chémhlan bhird,

s a dh’thoghnadh don chémhlan gun tost,

gun thurtachd, gun fhoighidinn, gun fhois, 10
dha bheil an t-dite seo a-bhos

cuide ri Yeats is Uilleam Ros.

XI

Tric s mi gabhail air Dun Eideann
baile glas gun ghathadh gréine,

s ann a lasadh e led bhoidhche,
baile loghmhor geal-reultach.

XII

Ceathrar ann dan d’ thug mi luaidh,

do cheathrar seirbheis caochladh buaidh, —
an t-adhbhar mor agus a’ bhirdachd,

an t-Eilean dlainn ’s an nighean ruadh.
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XIII

To my eyes you were Deirdre

beautiful in the sunny cattle-fold;

you were MacBride's wife

in her shining beauty.

You were the yellow-haired girl of Comnaig
and the Handsome Fool’s Margaret,

Strong Thomas’s Una,

Cuchulainn’s Eimhir and Grainne.

You were the one of the thousand ships,
desire of poets and death of heroes,

you were she who took the rest

and the peace from the heart of William Ross,
the Audiart who plagued De Bom

and Maeve of the drinking horns.

And if it is true that any one

of them reached your beauty,

it must have been with a gracious spirit
shaped in a beautiful face.

And therefore I ought

to fashion for you the Din Direach
that would catch every beauty

that has kindled the imagination of Europe.
There ought to appear in its course

the vehemence of Spain complete,

the acuteness of France and Greece,
the music of Scotland and of Ireland.

I ought to put every effect

that Norway and Ireland

and old Scotland gave to my people
together in mellowness

and to offer them to the wonder
that is fair and shapely in your face.
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XIII

Deom shiilean-sa bu tu Deirdre

s i boidheach sa bhuaile ghréine;

bu tu bean Mhic Ghille Bhrighde
ann an dilleachd a lithe.

Bu tu nighean bhuidhe Chornaig

1s Mairearad an Amadain Bhoidhich,
an Una aig Témas Liidir,

Eimhir Chii-chulainn agus Griinne,
bu tu té nam mile long,

tidh nam bard is bis nan sonn,

s bu tu an t& a thug an fhois

's an t-sith bho chridhe Uilleim Rois,
an Audiart a bhuair De Born

agus Maebhe nan com.

Pm_mﬁm.mnpmrwmcumnnm.w&bmm
aon té dhiubhsan t* dilleachd,

tha thios gum b’ ann le spiorad grismhor
air a dhealbh an aghaidh ilainn.

Agus uime sin bu chdir dhomh

‘n Din Direach a chur air doigh dhut
a ghlacadh gach uile bhoidhchead

a las mac-meanmna na h-Edrpa.

Bu choir nochdadh 'na iomchar
dianas na Spiinne gu h-iomlan,
geur-aigne na Frainge is na Gréige,
cedl na h-Albann ’s na h-Eireann.
Bha coir agam gach uile &ifeachd

a thug Lochlann is Eire

is Alba irsaidh do mo dhaoine

a chur cuideachd an caoine

agus an iobairt don ioghnadh

tha geal dealbhte an clir ¢’ aodainn.

I
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And since I am not one of them —
MacBride or Naoise,

Thomas Costello or MacDonald,
Bertrans or the Handsome Fool,
Cuchulainn or great Fionn or Diarmad —
it is my dilemma to seize

in tormented verses the longing

that takes the spirit of sad poets,

to raise and keep as I would like,

direct and well-formed in the poem for you,
old and new and full,

the form and spirit of every beauty:
together in the image of joy,

paean-like, deep, jewel-like,

the acuteness of France and Greece,

the music of Scotland and of Ireland.

XIv
The Selling of a Soul

A poet struggling with the world’s condition,
prostitution of talents and the bondage

with which the bulk of men have been deceived,
I am not, [ think, one who would say

that the selling of the soul would give respite.

But I did say to myself, and not once,

that I would sell my soul for your love

if lie and surrender were needed.

I spoke this in haste without thinking

that it was black blasphemy and perversion.

Your forgiveness to me for the thought

that you were one who would take a poor creature
of a little weak base spirit

who could be sold, even for the graces

of your beautiful face and proud spirit.
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Agus a chionn nach mise aon diubh —

Mac Ghille Bhrighde no Naoise,

Témas Ua Custuil no MacDhémhnaill, 35

Bertrans no 'n t-Amadan Boidheach,

Cii-chulainn no Fionn mor no Diarmad —

‘s e mo chas-sa an jargain

a ghabhas spiorad nam bird cianail

a ghlacadh anns na ranna pianta, 40
a thogail 's a chumail mar a b’ aill leam

direach, cuimir anns an din dhut,

sean agus ur is linmhor,

cumadh is meanmna gach iilleachd;

comhla an iomhaigh an éibhneis, 45
luathghaireach, domhainn, leugach,

geur-aigne na Frainge 's na Greige,

cedl na h-Albann is na h-Eireann.

XV
Reic Anama

Bard a’ stri ri cis an t-saoghail,

sitirsachd bhuadhan 15 an daorsa

leis na mhealladh mér-roinn dhaoine,

cha mhise fear a chanadh, shaoil leam,

gun tugadh reic an anama faochadh. 5

Ach thubhairt mi rium thin, s cha b’ aon-uair,

gun reicinn m’ anam air do ghaol-sa

nam biodh feum air bréig is aomadh.

Thubhairt mi an deifir sin gun smaointinn

gum b’ e an toibheum dubh s an claonadh. 10

Do mhaitheanas dhomh airson na smuaine

gum b’ thusa t& a ghabhadh truaghan

de spiorad beag lag suarach

a ghabhadh reic, eadhon air buadhan

t' aodainn dlainn 's do spioraid vallaich. I35
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Therefore, I will say again, now,

that [ would sell my soul for your sake

twice, once for your beauty

and again for that grace

that you would not take a sold and slavish spirit.

XV
Three Paths
To Hugh MacDianmid

I could not keep within sight

of the narrow high-mountain road

that was indicated across the core of your poetry:
and, therefore, MacDiarmid,

farewell: but, if T liked,

I could comfortably follow that petty,

dry, low road

that Eliot, Pound, Auden,

MacNeice and Herbert Read and their clique have:
I could were it not for the twist,

put in my heart for two years

by my own land, the fate of Spain,

an angry heart and a beautiful girl.

XVr*

How could I deserve

such choice conversation?

How on earth did [ encounter

a gift of this sort?

How on earth did I find

in the shifting unsteadiness of the world
good fortune of this sort

opened at my side?
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Uime sin, their mi rithist, an-drista,
gun reicinn m’ anam air do sgith-sa
da uair, aon wair airson t* ailleachd
agus uair eile airson a’ ghriis ud,

nach gabhadh tu spiorad reicte triilleil.

XV
Tr Slighean
Do Ulisdean MacDhiarmaid

Cha b’ urrainn dombhsa cumail fiire
air slighe chumhang nan ird-bheann

a nochdadh thar cridhe do bhirdachd:
agus, uime sin, MhicDhiarmaid,
soraidh leat: ach nam bu mhiann leam
b urrainn domh an t-slighe chrion ud,
thioram, iseal, leantainn torail

th' aig Eliot, Pound agus Auden

MacNeice, is Herbert Read 's an comhlan:

b’ urrainn, mur b’ e am fiaradh

a chuireadh 'nam aigne di bhliadhna
lem dhiithaich thin is cis na Spainnte,
cridhe feargach is nighinn ilainn.

XVI

Carson a bhithinn-sa dligheach
air an roghainn de chomhradh?
Ciamar idir a thachair

leithid de thabhartas dhdmbhsa?
Ciamar idir a fthuair mi

an crath huasgain an t-saoghail
a leithid de thortan

air fhosgladh rim thaobh-sa?

20
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What thrust of the wheel

brought my degree the highest?
Even for one night

what did [ deserve of its triumph?
How on earth did it come about
amidst the ill fortune of my circuit
that my wish and my intellect
reached high-spirited exultation?

O gitl, o gir,

what misfortune was in the laughter
that mocked your bright,

shapely, comely visage?

What set you at my side

where I thought of you being?
What gave me one night

the joyous glory of your laughter?

O girl, o girl,

the fever of the turning,

the movement of the wheel

has set me reeling with longing:
how on earth was I borne

to alight on its summit,

though all 1 did was fall
speedily and completely?

I desired the dream

though that was all it was:

I desired the glimmer

of joy in the troubled mist:

but what on earth set your shadow,
bright, red-haired girl, there?

You had not an inkling

of the poets of Scotland.
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D¢ an spiirn air a" chuibhle

thug m’ uidhe air uachdar? 10
Eadhon aon oidhche

dé thoill mi de "buaidh-se?

Ciamar idir a thainig

am measg anradh mo chuairt-sa

gun deach mo mhiann agus m’ eanchainn 15
gu meanmnach ri luathghair?

A nighean, a nighean,

dé tubaist 2’ ghaire

rinn fanaid air t' aghaidh

ghil fhoinnidh alainn? 20
D¢ chuir thu rim thaobh-sa

far an do shaoil mi a bhi thu?

Dé thug dhombhsa aon cidhche

gloir aoibhneach do ghaire?

A nighean, a nighean, 25
tha breisleach an tionndaidh,

tha iomairt na cuibhle

air mo ruidhleadh le ionndrainn:

ciamar idir a thirr mi

air a barr-se le iomchar, jo
ged nach d’ rinn mi ach tuiteam

gu clis is gu h-iomlan?

Bu mhiann leam an aisling

ge b’ e aisling a bh’ ann dith:

bu mhiann an t-aiteal 15
de aiteas an allacheo:

ach dé idir chuir t' fhaileas,

a nighean ruadh gheal, ann?

Cha robh agad fiti s fathann

air filidhean Albann. 40
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xXvi

Multitude of the skies,

golden riddle of millions of stars,
cold, distant, lustrous, beautiful,
silent, unfeeling, unwelcoming.

Fullness of knowledge in their course,
emptiness of chartless ignorance,

a universe moving in silence,

a mind alone in its bounds.

Not they moved my thoughts,

not the marvel of their chill course;

to us there is no miracle but in love,

lighting of a universe in the kindling of your face.

XVIII
Prayer

Since there is no God

and since Christ

is only the vain reflection of a story,
there is only: Let me strengthen

my own spirit against agony.

For I have seen Spain lost,

a sight that has made my eyes salt,

and a tingling cry that has slowed

the movement of my heart of pride

with the nothingness and the death of the great.

We see again, now,

the oppression of the heart and the death of pride
and the miserable nothingness

of every brave generous hope

by which we are separated from chill death.

Dain do Eimbhir
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XVII

Lionmhoireachd anns na speuran,
or-chriathar milleanan de reultan,

fuar, fad as, loghmhor, ilainn,

tostach, neo-thaireachdail, neo-fhiilteach.

Linachd an edlais man ciirsa,
failmhe an aineolais gun ial-chairt,
cruinne-cé a’ gluasad simhach,
aigne leatha fhéin san drainn.

Chan iadsan a ghluais mo smaocintean,
chan e miorbhail an iomchair aognaidh,
chan eil a” mhiorbhail ach an gaol dhuinn,
soillse cruinne an lasadh t* aodainn.

XVIII

Urnaigh

A chionn nach eil Dia ann

agus a chionn nach eil Criosda

ach 'na fhaileas faoin sgialachd,
chan eil ann ach: Déanam lLaidir

m’ aigne fthin an aghaidh damhghair.
Oir chunnaic mi an Spiinn caillte,
sealladh a rinn mo shdilean saillte,
agus gaoir a chuir maille

air iomchar mo chridhe irdain

le neoinitheachd is bas nan sir-fhear.
Chi sinn a-rithist an-drista

claoidh cridhe s bas an irdain

agus neoinitheachd neo-ighmhor
anns gach dochas treun faoilidh

len sgarar sinn bhon bhis aognaidh.
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Young Cormnford had this in his heroism,

the fear of the thought of his love being near him
when Spain was a fast-day for him:

fear of his loss in the man,

fear of the fear in the hero.

What fear will [ have

before the chill floods of the surge
now since | have heard their murmur?
It is said that a nightmare will be seen,
death and famine choking gladness,

that famine will be seen in the fields,
the mighty feebleness in her leanness
that will take life and love from us,
that will lay low to the grave

with hunger and spiritless despair.

But do you think I will pray

to my own spirit against my own desire,
stoppage of my heart, blinding of eyes?
Will I beg that love of you be torn
from the roots of my choked heart?

Will T ask that my heart be purified

from the weakness of my pure white love,
will I ask for a flayed spirit

even in order that I be found in the madness
as brave as Dimitrov or as Connolly?

Just now I understand

that a fragmentation has come in this case,
the struggle of deathless humankind:

the being before the hardest choice,

death in immortal life or a death-like life.

My life the death-like life

because I have not flayed the heart of my fullness of love,
because I have given a particular love,

because I would not cut away the love of you,

and that I preferred a woman to crescent History.
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Bha seo aig Cornford g 'na ghaisge,
eagal smuain a ghaoil bhith faisg air
nuair bha an Spiinn 'na latha-traisg dha,
eagal a challa air an duine,

eagal an eagail air 2’ churaidh.

Dé an t-eagal a bhios ormsa

ro thuiltean aognaidh an onfhaidh

a-nis on chuala mi am monmhar?
Theirear gum faicear trom-laighe,

am bis ’s a’ ghort a’ tachdadh aighir;

gum faicear a’ ghort air na racintean,
an eislig chumhachdach "na caoile,

a bheir a’ bheatha is an gaol bhuainn,
a leagas sios a dh’ionnsaigh uaghach
le acras is eu-déchas neo-uallach.

Ach saoil sibh an déan mi tirnaigh

rim spiorad fthin an aghaidh m’ tidhe,

stad mo chridhe, dalladh shuilean?

An guidh mi do ghaol bhith air a shracadh
i fmamhaichean mo chridhe thachdte?

An iarr mi mo chridhe bhith glainte

bho anfhannachd mo ghaoil ghlain ghil,

an iarr mi spiorad "s e air thaileadh

eadhon gum faighear anns a’ bhoile mi

cho treun ri Dimitrov no ri O Conghaile?

Tha mi a’ tuigsinn an-drista

gun tdinig lionsgaradh sa chis seo,

gleac a’ chinne-daonna neo-bhasmhoir:

an neach mu choinneamh roghainn sir-chruaidh,
bas sa bheatha bhiothbhuain no beatha bhasail.

Mo bheatha-sa a’ bheatha bhisail

a chionn nach d’ fhail mi cridhe mo shith-ghaoil,
a chionn gun tug mi gaol draidh,

a chionn nach sgarainn do ghridh-sa

s gum b’ thedrr leam boireannach na 'n Eachdraidh fhismhor.
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I saw the branching blood rising,

the bonfire of the spirit on the mountains,

the poor world losing its wounds:

[ sensed and understood the meaning of the cry
though my heart had not been flayed.

He whose heart has been washed

will go through fire without turning;

he will ascend the great mountain without homesickness;
I did not get such a spirit

since my heart is only half flayed.

This prayer is the hard and sorry prayer,

the blasphemous imperfect prayer,

the crooked perverted prayer that turns back,
the prayer that I may pray

without praying to reach the substance.

I have heard of unhappy death

and about the hunger of loathsome famine
coming in pursuit of treachery.

How will I stand up against their cavalry
since my heart is but half flayed?

When the spirit has been flayed,
it will lose every shadow,

it will lose every faintness.

But who will call my white love
surrender, faintness or shadow?

No catechist or examiner is needed

to see that there is not in my prayer
Effectual Calling or Sincerity,

and though I am clear-sighted in scripture
that my spirit is not one-fold.

Since the blame will not be put on gods,

who are only the shadow of desire,

and to avoid the man Christ,

I do not feel kindly towards Nature,

which has given me the clear whole understanding,
the single brain and the split heart.

Chunnaic mi 'n fhuil chraobhach ag éirigh,

tein-aighir an spioraid air na sléibhtean,

an saoghal truagh a’ call a chreuchdan:

thuig is thiir mi fith an langain

ged nach robh mo chridhe air thaileadh, 55
Esan dha bheil an cridhe air ionnlaid,

théid e tro theine gun tionndadh,

diridh e bheinn mhér gun ionndrainn;

cha d’ fhuair mise leithid de dh’anam

's mo chridhe ach air leth-fhaileadh. fio
'S e 'n urnaigh seo guidhe na duilghe,

an guidhe toibheumach neo-iomlan,

guidhe cam coirbte an tionndaidh,

‘an guidhe gun déan mi guidhe,

gun guidhe 'n t-susbaint a ruigheachd. 65

Chuala mi mu bhis nec-aoibhneach

agus mu acras gorta oillteil

a' tighinn an torachd na foille.

Ciamar a sheasas mi rim marc-shluagh

's gun mo chridhe ach leth-fhailte? o]

An uair tha ’n spiorad air thaileadh,

caillidh e gach uile thaileas,

caillidh e gach uile fhannachd.

Ach co a ghabhas air mo gheal ghaol

aomadh, fannachd no faileas? 75

Cha ruigear a leas ceistear no sgridair

a dh’thaicinn nach eil *nam tirnaigh

a" Ghairm Eifeachdach no ’n Dirachd,

‘s ged tha mi soilleir anns an thirinn

nach eil mo spiorad aon-fhillte. 8o

A chionn nach cuirear coire air diathan,

nach eil ach 'nam faileas iarraidh,

agus a sheachnadh an duine Criosda,

chan eil mo chaomhachd ris an Nidar

a thug an tuigse shoilleir shlin dhombh, 85
an eanchainn shingilte ’s an cridhe sgiinte.
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XIX

I gave you immortality
and what did you give me?
Only the sharp

arrows of vour beauty,

a harsh onset

and piercing sorrow,
bitterness of spirit

and a sore gleam of glory.

If I gave you immortality

you gave it to me;

you put an edge on my spirit

and radiance in my song.

And though you spoiled

my understanding of the conflict,

yet, were I to see you again,

I should accept more and the whole of it.

Were 1, after oblivion of my trouble,
to see before me

on the plain of the land of youth

the gracious form of your beauty,

1 should prefer it there,

although my weakness would return,
and to peace of spirit

again to be wounded.

O yellow-haired, lovely gir,

you tore my strength

and inclined my course

from its aim:

but, if I reach my place,

the high wood of the men of song,

you are the fire of my lyric —

you made a poet of me through sorrow.
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XIX

Thug mise dhut biothbhuantachd
15 dé thug thu dhdmhsa?

Cha tug ach saighdean

geura do bhoidhchid.

Thug thu cruaidh shitheadh

15 treaghaidh na dorainn,

domblas an spioraid,

goirt dhrithleann na gloire.

Ma thug mise dhut biothbhuantachd
‘s tusa thug dhémhs’ i

’s tu gheuraich mo spiorad

's chuir an drithleann "nam dran;
's ged rinn thu mo mhilleadh

an tuigse na comhraig,

nam faicinn thu rithist

ghabhainn tuilleadh 's an corr dheth.
Nam faicinn mum choinneamh
air magh Tir na h-Oige

an déidh diochuimhn’ mo dhragha
clir foinnidh do bhoidhichid,

b’ thedrr leam an siud e

ged thilleadh mo bhrediteachd,

s na suaimhneas an spioraid

mi rithist bhith ledinte.

A nighean bhuidhe ilainn

's ann shrac thu mo thredir-sa
agus dh’thiaraich mo shlighe

bho shireadh mo thorachd;

ach ma ruigeas mi m’ dite,

coille ird luchd nan Sran,

's tu griosach an diin dhomh,
rinn thu bird dhiom le dorainn.
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I raised this pillar

on the shifting mountain of time,

but it is 2 memorial-stone

that will be heeded till the Deluge,

and, though you will be married to another
and ignorant of my struggle,

yvour glory is my poetry

after the slow rotting of your beauty.

xX*

If 1 had the capacity I would wish,

with art entwined in my abundant love,
nineteen would not be the number

nor these the kind of poems

I would dedicate to your beautiful face
and to your proud, gracious spirit.

They would only be poems intertwining
music and mildness and thoughts

and a marvellous imagination

with sun’s vehemence and sky's swiftness,
gentle as the falling of night

and mild as the breaking of brilliant day
and new as the onset of joy,

exultant poems without seeking,

deep, elegant and playful,

poems where would be united

the plaited qualities of that threesome,
poems where one would see the cross
bomne by Yeats and Blok and William Ross.
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Thog mi an calbh seo

air beinn fthalbhaich na time
ach ’s esan clach-chuimhne

a bhios suim dheth gu dilinn,
is ged bhios tusa aig fear-pdsta
is tu gun edl air mo stri-sa,

s e do ghldir-sa mo bhirdachd
an déidh cnimhachd do lithe.

XX

Nan robh an comas mar a b’ iill leam,
le ealain fuaighte n mo shith-ghaol,
chan e naoi deug an direamh

no a leithid seo de dhiintean

a choisriginn do t" aodann alainn

agus dod spiorad uallach grismhor.
Chan e ach diintean sam fuaigheadh
cedl is caoine is smuaintean

is mac-meanmna na mhiorbhail

le dianas gréine 's iomaluas iarmailt,
citlin mar chamhanaich na h-oidhche
s caoin mar bhristeadh latha boillsgeadh
agus Ur mar thoiseach aoibhneis,
diintean luathghaireach gun shireadh,
doimhne, finealta, le mire,

diintean sam faighte singilt’

buadhan an tritir 's 1ad fillte,

daintean sam faicte chrois

bh’ air Yeats is Blok is Uilleam Ros.
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XXT*

What does my place matter to me
among the poets of Scotland

even if I put into Gaelic

a transient elegance and beauty?
You will not understand my love
or my lofty vain prattling,

beautiful yellow girl,

though you are my transient beauty.

XXII

I walked with my reason

out beside the sea.

We were together but it was
keeping a little distance from me.

Then it turned saying:

Is it true you heard

that your beautiful white love

is getting married early on Monday?

I checked the heart that was rising
in my torn swift breast

and I said: Most likely;

why should I lie about it?

How should I think that I would grab
the radiant golden star,

that [ would catch it and put it
prudently in my pocket?

I did not take a cross’s death
in the hard extremity of Spain
and how then should I expect
the one new prize of fate?
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XX1

D¢ dhémhsa m' dite

am measg baird na h-Albann

ged chuireas mi an Gaidhlig
loinn is dilleachd fhalbhach?

Cha tuig thusa mo ghridh bhuam
no m’ irdan arraghloir,

a nighean bhuidhe lainn,

ge tu m’ dilleachd thalbhach.

XX11

Choisich mi cuide ri mo thuigse
a-muigh ri taobh a’ chuain;

bha sinn combhla ach bha ise

a’ fuireach tiotan bhuam.

An sin thionndaidh i ag ridha:

A bheil e fior gun cual

thu gu bheil do ghaol geal ilainn
a’ posadh trath Diluain?

Bhac mi 'n cridhe bha 'g éirigh
‘nam bhroilleach reubte Iuath

is thubhairt mi: Tha mi cinnteach;
carson bu bhriag e bhuam?

Ciamar a smaoinichinn gun glacainn
an rionnag leugach &ir,

gum beirinn oirre "s gun cuirinn 1

gu ciallach 'na mo phoc?

Cha d’ ghabh mise bas croinn-ceusaidh
an éiginn chruaidh na Spainn

is ciamar sin bhiodh diil agam

ri aon duais tir an diin?
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I followed only 2 way

that was small, mean, low, dry, lukewarm,
and how then should I meet

the thunderbolt of love?

But if T had the choice again

and stood on that headland,

I would leap from heaven or hell
with a whole spirit and heart.

XXIIT

Deaf, agitated, angry,

anguish in the great heart,

the sweetness of the dawn music of birds,

the young morning of the music of Beethoven.

Dear, in the close packed hall,

dumb under the new art of the great one,
there rose together before my desire

the piercing music and your beauty.

Girl, fair-haired girl,

the great music was folded in your beauty,
the great choir was wound in your grace,
the big house surged with my love.

My eyes shut before the music
that was in pursuit of joy,

Diana appeared in smooth stone,
Deirdre by the side of Loch Etive.

It was your image and the music

that gathered the company of the lustrous ones,
that sent Deirdre to Glen Da Ruadh,

Diana to the rout of the Greeks.

Girl, girl of my love,

the joy of the big music was your face,
Beethoven and Maol Donn

extended on the bare plain of a heart.
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Cha do lean mi ach an t-slighe chrion
bheag iosal thioram thlith,

18 ciamar sin a choinnichinn

1i beithir-theine ghriidh?

Ach nan robh 'n roghainn rithist dhomh
s mi ‘m sheasamh air an ird,

leumainn i néamh no iuthama

le spiorad 's cridhe slin.

XXII1

Bodhar, neo-shuaimhneach, am feirg,
amhghar an cridhe na mérachd,
binneas cedl camhanaich nan eun,
og-mhadainn cedl Bheethoven.

A luaidh, anns an talla dhlath,

balbh fo ealain tir an t-sir-fhir,
dhitichd cédmhla fa chomhair mo riin
gathadh a’ chiuil is t ailleachd.

A nighean, a nighean bhin,
dh'thilleadh an cedl mor 'nad iilleachd,
shuaineadh a’ choisir *nad loinn,

bhirc an taigh mor lem ghridh-sa.

Dhiiin mo shiiilean ris 2" cheol

a bha air térachd an éibhneis,
dhitichd Diana an cleich chaocimh
agus Deirdre taobh Loch Eite.

B’ e t" iomhaigh-sa agus an cedl
a chruinnich cémhlan nan leugach,

chuir Deirdre do Ghleann Da Ruadh,
Diana an ruaig nan Greugach.

Nighean, a nighean mo luaidh,

b’ e anibhneas a" chitiil mhoir t' aodann,
Beethoven agus Maol Donn

air magh lom cridhe sgaoilte.
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Deaf, agitated, angry,

the anguishing and suffering of the Muse:
fair, very beautiful, with mild pride,

the girl fresh in her beauty.

Will one neatly set up

in the synthesis the world’s deceit,

the distress of the great and of the wretched,
and the mild paean of your face?

Will a synthesis be made of Fate,

of the misery and glory of the universe,
the frail bruised loathsome wretched filth,
your beauty and the nobleness of lyrics?

Fever has choked many a poor one

and has left many a father bruised, sore and frail,
but the music of Patrick’s Lament

left the distress of his children glorious.

There have died in misery with no illusion
child and old man together,

but there came no music or poem

to put beauty on sorrow.

High-headed Deirdre in the grave,
in the unsought eternity,

and my love in the great choir
graced above poet’s paean.

No synthesis will be made of fortune,
the glory and the distress of the universe,
the feverish wasting and Patrick Mor,
slavery, Beethoven and you.

Deaf, agitated, in anger;

sweet, stormy, gentle, glorous music,
fair, beautiful, calm, with no flaw,
unexcelled the aspect of your beauty.
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Bodhar, neo-shuaimhneach, am feirg,
amhghar, allaban a’ Cheolraidh:
geal, dlainn, le uaill chitin

an nighean ur 'na boidhche.

An cuirear gu cuimir suas

anns a’ chochur cluaineas saoghail,
anradh an duine mhoir ’s an truaigh
agus citiin luathghair t’ aodainn?

An déanar an cochur dhen din,

de thruaighe 's de ghloir na cruinne,
a’ bhréine bhredite oillteil thruagh,
t dlleachd is uaisle luinneag?

Thachd an thiabhras ioma truagh

is dh'thig i ioma athair bredite,

ach dh'thig cedl cumha Phidraig Mhair
imhghar a chloinne glérmhor.

Bhasaich an truaighe gun sgled
leanabh is seann duine comhla,
ach cha diinig ceél no din

a chur dilleachd air ddrainn.

Deirdre ghuanach anns an uaigh,

anns an t-siorraidheachd gun shireadh,
agus mo ghaol sa choisir mhoir
buadhmhor thar luathghair filidh.

Cha déanar an cochur dhen chis,

gloir agus dnradh na cruinne,

an eitig thiabhrais 's Pidraig Mar,
daorsa, Beethoven is thusa.

Bodhar, neo-shuaimhneach, am feirg,
ceol binn, gailleanach, citiin, glormhor,
geal, dlainn, socair, gun aon ghiamh,
gun bharrachd fiamh do bhoidhche.
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XXIV

When you said that beauty

was only relative and with a defect
what I thought was:

Think, lovely fool,

would that be said to Naoise
when he approached Argyll?

XXV*

I would rather than the theft of fire
from heaven for people’s sake

the theft that did not make a spoiling

in the seeking of what it found,

the theft of beguilement from your eyes,
bringing new life to the poem.

XXVI

Red-haired girl, were I to get your kiss
for every restless golden lyric,

I should fashion thousands of them

to excel William Ross with store.

XXVIIT*

The critic said that my art

was getting overblown, its clusters
radiant, gracious, flashing.

But, o love, from your face

it got its beguiling brilliance,

its joy of musical laughter,

its serenity of aspect.

Diin do Eimbhir 81

XXIV

MNuair thuirt thu nach robh bhoidhche

ach cosambhlach is le fiiling

's ann bha mise smaointinn:

Saoil, dinseach ilainn,

an cainte sin ri Naoise §
nuair thaobh e Earra-Ghiidheal?

XXV

B’ fhedrr leam na goid an teine

& néambh air sgith an t-sluaigh

a’ ghad nach d’ rinn am milleadh,

aig sireadh na fhuair,

gad meallaidh bho do shuilean, 5
beothachadh tr an duain.

XXV1

A nighean ruadh, nam faighinn do phog
airson gach duanaig luainich oir,
chuirinn na miltean dhiubh air déigh
thoirt barr air Uilleam Ros le stor.

XXVl

Thubhairt an sgrudair gu robh m’ ealain

a’ dol gu laomadh le meallan

drithleannach, foinnidh, caoireach.

Ach, a ghaoil, 's ann bho t" aodann

a thuair i mealladh a leugachd, 5
a thuair i cedl-gaire h-éibhneis,

a fhuair i suaimhneas a h-aogais.
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KXVII
The Ghosts

If I had won your love,

perhaps my poems would have

no empty waste of eternity,

the sort of immortality which fate accords them.
From far-off, forlorn shores

my love, their cry will come,

yearning, shouting for your love.

They will take the way of the high mountain-tops
of generations, ever wailing,

ever mouming for your love,

ever making mention of your beauty.

They will go naked on the streets

of History and Poetry:

they will be seen on the highways

of the heart, ever marching;

they will meet in the night

poets in their white shrouds of art:

they will keep the candlelight wake;

the horizon, breaking for day, will not smother their gleam.
They will stand about the coffin

where the clay is lying,

the grey clay of the love of joyless poets.

They will stand beyond the grave,

without the ruddiness of life, their cheeks grey.

They will go, a rose, on mountains
where the sun of the poets is tsing,
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XXVIII

'Na Samhlaidhean

' INan robh mi air do ghaol thaotainn
theagamh nach biodh aig mo dhiintean
“an t-siorraidheachd thalamh fhasail,

2" bhiothbhuantachd a tha an din dhaibh.

'S ann, a ghaoil, bho na taobhan
fad s, cianail a bhios an glaodhaich,

-ag largain, ag éigheach air do ghaol-sa.

(Gabhaidh iad mullaichean nan ird-bheann

l ghinealach, a’ sior rinaich,

a' sior iargain do ghriidh-sa,
a' sior dhéanamh luaidh air t* dilleachd:

_ falbhaidh iad nochdta air sriidean
na h-Eachdraidh agus na Bardachd:

Jchithear iad air rathaidean drda

nan cridheachan a’ sior mharsail:

tachraidh iad anns an oidhche

s na baird 'nan suaineadh loinn-gheal:

ni 1ad caithris solas choinnleir;

.cha mhich bristeadh fiire 'm boillsgeadh.
‘Seasaidh iad mun chiste-laighe

far a bheil 2’ chré "na laighe,

‘cré ghlas gaol nam bird gun aighear:
seasaidh iad thar na h-uaghach,
gun rudhadh, glaisneulach an gruaidhean.

Falbhaidh iad 'nan ros air sléibhtean

far bheil grian nam bird ag girigh.
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XXIX
Dogs and Wolves

Across eternity, across its snows,

[ see my unwritten poems,

I see the spoor of their paws dappling

the untroubled whiteness of the snow:
bristles raging, bloody-tongued,

lean greyhounds and wolves

leaping over the tops of the dykes,

running under the shade of the trees of the wilderness,
taking the defile of narrow glens,

making for the steepness of windy mountains;
their baying yell shrieking

across the hard barenesses of the terrible times,
their everlasting barking in my ears,

their onrush seizing my mind:

career of wolves and eerie dogs

swift in pursuit of the quarry,

through the forests without veering,

over the mountain-tops without sheering;

the mild mad dogs of poetry,

wolves in chase of beauty,

beauty of soul and face,

2 white deer over hills and plains,

the deer of your gentle beloved beauty,

a hunt without halt, without respite.
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Coin is Madaidhean-allaidh

Thar na siorraidheachd, thar a sneachda,

chi mi mo dhiin neo-dheachdte,

chi mi lorgan an spog a’ breacadh

gile shuaimhneach an t-sneachda:

calg air bhoile, teanga fala,
gadhair chaola *s madaidhean-allaidh
4" leum thar mullaichean nan garradh,
@' ruith fo sgiil nan craobhan fasail,
@' gabhail cumhang nan caol-ghleann,
2 sireadh caisead nan gaoth-bheann;
“an langan gallanach a’ sianail

thar loman cruaidhe nan im cianail,
-an comhartaich bhiothbhuan *na mo chluasan,
‘an deann-ruith a’ gabhail mo bhuadhan:
réis nam madadh ’s nan con iargalt
luath air torachd an fhiadhaich
tro na coilltean gun fthiaradh,
thar mullaichean nam beann gun shiaradh;
‘coin chitiine caothaich na birdachd,
-madaidhean air toir na h-ailleachd,
dilleachd an anama ’s an aodainn,
fiadh geal thar bheann is raointean,
fiadh do bhoidhche citiine gaolaich,
fiadhach gun sgur gun thaochadh.

I0
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XXX

A Bolshevik who never gave heed

to queen or to king,

if we had Scotland free,

Scotland equal to our love,

a white spirited generous Scotland,

a beautiful happy heroic Scotland,
without petty paltry foolish bourgeoisie,
without the loathsomeness of capitalists,
without hateful crass graft;

the mettlesome Scotland of the free,

the Scotland of our blood, the Scotland of our love,

I would break the legitimate law of kings,
I would break the sure law of the wise,

I would proclaim you queen of Scotland
in spite of the new republic.

XXXI

William Ross, what should we say
meeting beyond death?

I should mention your ‘Oran Eile’.
What would you say about the poems
I let loose art-bridled,

a wild cavalry for bards?

XXXII

Let me lop off with sharp blade every grace
that your beauty put in my verse,

and make poems as bare and chill

as Liebknecht’s death or slavery,

let me burn every tree branch

that grew joyous above grief,

and put the people’s anguish

in the steel of my lyric.
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'S5 mi 'm Bhoilseabhach nach tug suim
.H_: h do bhinrainn no do righ,

- man robh againn Alba shaor,

‘Alba co-shinte ri ar gaol,

 Alba gheal bheadarrach fhaoil,

“Alba dlainn shona laoch;

- gun bhiiirdeasachd bhig chrion bhaoith,
. gun sgreambalachd luchd na maoin’,

s gun chealgaireachd oillteil nEuEP

~ Alba aigeannach nan saor,

.u.:_:..‘ﬂmw.._n. Alba 't gaoil,

ristinn lagh dligheach nan righ,
EHEEE lagh cinnteach shaoi,
‘dh’gighinn 'nad bhinrainn Albann thu
- neo-ar-thaing na Poblachd tir.

.E

Uilleim Rois, d& chanamaid

‘2’ coinneachadh taobh thall 2’ bhiis?
'Dhéanainn luaidh air £ Oran Eile;
dé theireadh tusa mu na diin
“asgacil mi ealain-shriante,

%m._u thiadhaich bhird?

‘Sgatham le faobhar-roinn gach iilleachd
a.n?.ﬁ do bhoidhche "nam bhardachd,
s déanam diin cho lom aognaidh

1 bas Liebknecht no daorsa;

loisgeam gach meanglan craoibhe

‘a dh’fhis aoibhneach thar duilghe

s cuiream diachainn an t-sluaigh

‘an 1arann-cruadhach mo dhuain.
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XX

The lot of poets 1s not

divorced from others’ dispensation:
fortune was with Duncan Ban

and William Ross got his fill

of anguish, of consumption and death.

XXXIV

When I speak of the face

and of the white spirit of my fair love
one might well say that my blind eyes
had not lighted on the moss,

on the loathsome ugly morass

in which the bourgeoisie is drowning;
but I have seen from the height of the Cuillin
darts of glory and bruised frail sorrow:
I have seen the gilding light of the sun
and the black morass of filth;

I know the sharp bitterness of the spirit
better than the swift joy of the heart.

XXXV

Come before me, gentle night,

starred blue sky and dew,

though there is not purged from any airt
the world’s poverty and Spain’s shivering cry,
a night when Maol Donn sings

a cedl mér of gentleness on the mountain,

a night with my love in her beauty,

a night whose completeness hides

from my own eyes the shadow

I cast on the horizon;

come to me blue and round,

and I will thoughtlessly comprehend

the piercing music of Maol Donn’s theme.

‘dealzichte bho fhreastal chaich:

‘bha 'm fortan le Donnchadh Ban

is fhuair Uilleam Ros a shath

“den amhghar, den chaitheamh 's den bhas.

XXX

w..ﬁ..‘.“ wair 2 labhras mi mu aodann

' agus mu spiorad geal mo ghaoil ghil

"% ann a theireadh neach nach d’ rlinig

' mo shiiilean dalla air a’ chithar,

air 2’ bhoglaich oillteil ghrinda

sa bheil 2’ bhitirdeasachd a’ bathadh:

ach chunnaic mi bho dird a" Chuilithinn
gathadh gloir is brediteachd duilghe:
chunnaic mi 6radh lainnir gréine

agus boglach dhubh na breine:

% edl dhomh seirbheachd gheur an spioraid
nas fheirr na aoibhneas luath a’ chridhe.

599

‘Thig am chombhair, oidhche chiuin,
- gorm reultachd adhair agus driuchd,
zed nach glanar bho aon dird
_bochdainn saoghail, gaoir na Spainn;
‘gidhche is Maol Donn a’ seinn

" cedl mor cinine air 2’ bheinn,
gidhche is mo ghaol 'na 1i,

pidhche air nach fhaicear mi

' Jem shitilean fhin, a chionn linachd,
2’ cur dubhair air an fhaire:

thig am chomhair gorm, cruinn,

is cuiridh mi air déigh gun shuim
gathadh trlair citiil Maoil Duinn.

o
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XXXVI

I should have sold my soul

without pricking of conscience for your sake:
because of your refusal I shall make of it steel
to split the rock of vicissitudes.

XXXVII

It is not the beauty of your body,
the beauty shaped in your face,

the beauty blinding my eyes

though it has gone beyond thought;
but the beauty of the spirit

that took form in vour face,

the beauty of the spirit,

the heart-marrow of my love.

XXXVIIn*

I spoke about selling a soul

for your sake, o love:

blasphemy, blasphemy, ugly blasphemy,
a blasphemy of foolish rigmarole:

the soul sold for your sake

would not become free,

the soul sold for your sake

would become enslaved.

KXXIX

As the slow embers of the fire
become a pure sparkling flame,
so my love for you

becomes a white adoration.

.H.E: do Eimhir 91

‘Bhithinn air m’ anam a reic

gun bhioradh cuimbhseis air do sgith:
achionn do dhitltaidh ni mi dheth
‘cruas sgoiltidh creag nan cis.

(Chan e dilleachd do dhealbha,

dilleachd cruth t' aodainn,

illeachd mo dhallabhrat

‘ged a dh’fhalbh i thar smaointean;

ach iilleachd an anama 5
‘bha dealbhach "nad aodann,

Adilleachd an spioraid,

smior cridhe mo ghaoil-sa.

XXXVII

Labhair mi mu reic anama

“air do sgath, a ghaoil:
tpibheum, toibheum, toibheum grinda,
toibheum ribhain bhaoith:

an t-anam a reicteadh air do sgath-sa, 5
chan e a dh’thisadh saor,

an t-anam a reicteadh air do sgath-sa,

‘sann dh'fhasadh e daor.

 XXXTX

Mar théid griosach mhall an teine
'na caoir-lasair ghlain,

‘s ann tha 'n gaol a th’ agam ortsa
2’ dol 'na adhradh geal.
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XL

I am not striving with the tree that will not bend for me,
and the apples will not grow on any branch;

it is not farewell to you; you have not left me.

It is the ebb of death with no floodtide after it.

‘Chan eil mi stri ris a” chraoibh nach lub rium

chinn na h-ubhlan air géig seach geug:

oraidh slin leat, cha d’ rinn thu m’ thigail:

‘traigh a’ bhaiis 1 gun mhuir-lin "na déidh.

Dead stream of neap in your tortured body, ' Marbh-shruth na conntraigh "nad chom citirrte 5
which will not flow at new moon or at full, i lion ri gealaich 1ir no liin,

in which the great springtide of love will not come - ‘anns nach tig reothairt mhér an t-siigraidh —

but a double subsidence to lowest ebb. “ach sioladh dubailt gu muir-traigh.

XLI

My love for you has gone beyond poetry,
beyond imagination, beyond pride,
beyond love-talk, beyond hummed song,
beyond art, beyond laughter-music,
beyond joy, beyond loveliness,

beyond grief, beyond agony,

beyond reason, beyond nature,

h mo ghaol ort thar birdachd,

r mac-meanmna, thar ardain,

sigraidh, thar manrain,

ealain, thar cedl-giire,

Ll ﬂ.n—_umun_w—u. ﬂ#mw w.w_.m.wmn_.-n_.. 5
thar dolais, thar mhﬁmwum_._b._.—u

thar cgille, thar nadair,

beyond the great surging world. B L ¢ cooohail mbdic bhircaich,

XL XL

Shores /

v e o Tt o e o o T i i
far a bheil am bial mor ban

opens between two hard jaws, . i :
) 4 fosgladh eadar di ghiall chruaidh,
Rubha nan Clach and the Bioda Ruadh, Rubk:; Clach ’s am Bioda Ruadh,

I would stand beside the sea inn-sa ri taobh na mara ]
renewing love in my spirit . ;
CWIG . wrachadh gaoil *nam anam
ﬁEn the ocean was filling ‘fhad *s a bhiodh an cuan a’ lionadh
Talisker bay forever:

Thalasgair gu siorraidh:
inn an siud air lom na trighad
‘gu 'n cromadh Priseal a cheann digich. o

I would stand there on the bareness of the shore
until Prishal bowed his stallion head.
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And if we were together

on Calgary shore in Mull,

between Scotland and Tiree,
between the world and eternity,

I would stay there till doom
measuring sand, grain by grain,

and in Uist, on the shore of Homhsta
in presence of that wide solitude,

I would wait there forever

for the sea draining drop by drop.

And if T were on the shore of Moidart

with you, for whom my care is new,

I would put up in a synthesis of love for you
the ocean and the sand, drop and grain.
And if we were on Mol Stenscholl Staffin
when the unhappy surging sea dragged

the boulders and threw them owver us,

I would build the rampart wall

against an alien eternity grinding (its teeth).

XLIIT

But for you the Cuillin would be

an exact and serrated blue rampart

girdling with its march-wall

all that is in my fierce heart.

But for you the sand

that is in Talisker compact and white

would be a measureless plain to my expectations
and on it the spear desire would not turn back.

But for you the oceans

in their unrest and their repose

would raise the wave-crests of my mind
and settle them on a high serenity.

Agus nan robh sinn cuideachd

ir triigh Chalgaraidh am Muile,

gadar Alba is Tiriodh,

lar an saoghal 's a’ bhiothbhuan,
dh'fhuirichinn an siud gu luan

g&& gainmhich bruan air bhruan.
us an Uibhist air triigh Homhstaidh
mhair farsaingeachd na h-dnrachd,
munn_,.._uEbluu an siud gu siorraidh

n air bhraon an cuan a’ sioladh.

igus nan robh mi air triigh Mhiiideart
comhla rut, a nodhachd didhe,
‘chuirinn suas an cochur gaoil dhut
i cuan s 2’ ghaineamh, bruan air bhraon dhiubh.
'S nan robh sinn air Mol Steinnseil Stamhain
s an fhairge neo-aoibhneach a’ tarraing
nan ulbhag is gan tilgeil tharainn,
.w..\‘u..".&.._.lmu am balla mb.._._umnnbh
1o shiorraidheachd choimhich ’s i framhach.

KLII

Mur b’ e thusa bhiodh an Cuilithionn
'na mhiir eagarra gorm

‘4 crioslachadh le bhalla-criche

' na tha ‘'nam chridhe borb.

Mur b’ e thusa bhiodh 2’ ghaineamh
B "5 Talasgar dimbail geal

‘'na clir biothbhuan do mo dhiilean,
air nach tilleadh an riin-ghath.

'S mur b’ e thusa bhiodh na cuantan
‘nan fuasgan is "nan timh

3" togail cdir mo bhuadhan,

g2 cur air suaimhneas ard.
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And the brown brindled moorland
and my reason would co-extend —
but you imposed on them an edict
above my own pain.

And on a distant luxuriant summit
there blossomed the Tree of Strings,
among its leafy branches your face,
my reason and the likeness of a star.

XLIv*

Though I put from myself the garment
of deceitful feeling

and set off bare and trim

as a firebrand of triumphant reason,
there I would reach the love-core

of my ardent devotion

and would deliver to your joy

the firebrand of triumphant reason.

XLV

The knife of my brain made incision,
my dear, on the stone of my love,
and its blade examined every segment
and my eye took its colour.

I turned every jewel fragment
under a sharp cold glass

and under the flame of my reason,
which tried them hundreds of times.

After knife, glass, fire,
and the sharp-pointed blades,

lopping, cutting, burning, scrutiny,
there was no change on its aspect.

97

.‘u”‘.“”.._..._‘E.Q chiall co-shint’ —
ach chuir thusa orra daghladh
‘05 cionn mo phianaidh fthin.

Agus air creachainn chéin thasmhoir
' chinn blithmhor Craobh nan Teud,
'na meangach duillich ¢" aodann,

-mo chiall is aogas reil.

Ged chuirinn dhiom éideadh
faireachaidh na cluaineis

s pam falbhainn lom gleusta
'nam chaoir céille buadhmhoir,
' ruiginn an sin cré-ghaol

- mo chéille luaidhe

' litbhrainn do t’ &éibhneas

. caoir na céille buadhmhoir.

XLV

‘Rinn sgian m’ eanchainn gearradh

air cloich mo ghaoil, a luaidh,

is ghabh mo shiiil a thuar.

 fo ghloine gheur thuair
15 fo mo lasair chéille,
- adh'fhiach iad ceudan uair.

_b& déis sgeine, gloine, teine

ﬁw» robh caochladh air a fiamh.

'S bhiodh am monadh donn riabhach

s sgrud a faobhar gach aon bhearradh

“Thionndaidh mi gach mirean léige

1§
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The charm-stone cut in a thousand fragments
as whole as it ever was,

ground into a powder

but dense, jewelled, sharp.

As it increased in the number
of cut and britte fragments,
so it took unity,

alone hard and taut.

It swelled to the size of a thousand oceans
and every fragment became a drop,

but it was a water that went to hardness
with the tightening swelling of love.

The stone that was cut

out of my own narrow spirit

was clipped to the greatness

that would contain the land of the world.

Pick-axed out of my body, its great size

was above my farthest measurement,

and like a fragment, its mother-rock crouched
in the star Betelgeuse.

The love-stone that came from my brain
took on the strong mettle

that 1t was a mother-spirit

to its own mother brain.

The love begotten by the heart
is the love that is in free chains
when it takes, in its spirit,

a brain love of its love.

And the stone that is broken

is the clear whole jewel

when it is pounded by a brain
to a greater hardness of its love.

Diin do Eimbhir

An t-sian-chlach gedrrt” am mile mirean
cho skin ’s a bha i famh,

air 2 prannadh ann am fudar

ach diimhail leugach giar.

Mar a rachadh i an direamh
nam bruan geirrte prann

‘s ann a ghabhadh i aonachd
'na h-aonar cruaidh teann.

Dh’at i gu meud mile chuantan

is chaidh gach bruan 'na bhraon,
ach b’ i uisge chaidh an cruadal

le teannachadh at gaoil.

Bha a’ chlach a thuair a gearradh
am’ aigne chumhang thin

air a bearradh gus a” mhorachd

a thoilleadh dombain-thir.

Pioct’ s mo chom, bha a miadachd
05 cionn mo thombhais chéin

*s mar bhruan chriib a creag-mathar
am Betelgeuse nan reul.

A’ chlach ghaoil a thiinig 4 m’ eanchainn,
's 1 ghabh am meanmna treun
gu robh 1 'na mathair-meanmna
da mithair-eanchainn fhéin.

‘S & 'n gaol ginte leis 2’ chridhe
an gaol tha 'n geimhlich shaoir
an uair a ghabhas e "na spiorad
gaol eanchainn air a ghaol.

Agus s e 2’ chlach tha briste

an leug shoilleir shlin

nuair phrannar i le eanchainn
gu barrachd cruais a griidh.

15

25

3o

35

40




100

Poems to Eimhir

Deear, if my heart love

of you were not like the hardness of the jewel,
surely it could be cut

by a hard sharp brain.

XLVI

We are together, dear,

alone in Edinburgh,

and your serene kind face

hides the hurt of your wounds.

I have as my share of you

a beautiful head and a torn body.

My misery is small tonight

beside the evil of your wounded body,
but with your misery my love

turns to white leaping flame,

burning in the turmoil of my head

my memory of the other,

of 2 more fortunate and more lovely one
who is married over in Ireland.

XLVII

Remorse after the kisses

wounding me all the night:

that the pride of my love

is mocking your unhappy fate;

that the young strength of my body

was mocking the cause of your sorrow,
and your sad beauty going away, a ghost
on the grey broken road of your agony.

Why, God, did I not get the chance
before the young Lowlander tore your bloom,
before your beauty was made a thing of pity,

and before a golden banner was laid to the ground?

- Diin do Eimbhir

I0I

- A luaidh, mur biodh gaol mo chridhe
~ort mar chruas na léig,

tha fhios gun gabhadh e gearradh

le eanchainn chruaidh gheur.

XLVI

Tha sinn combhla, a ghaoil,

leinn fhin ann an Diin Eideann,

15 ' aodann suaimhneach coir

a' falach ledén do chreuchdan,

Tha agamsa mar chuibhreann dhiot
ceann grinn is colainn reubte.

Is beag mo thruaighe-sa a-nochd
seach olc do cholainn creuchdaich,
ach le do thruaighe-sa tha m” ghaol
air dhol 'na chaoir ghil leumraich,
a' losgadh am bruaillean mo chinn
mo chuimhne air an téile,

air t& nas rathaile °s nas boidhche

s 1 posta thall an Birinn.

XLVl

Aithreachas an deaghaidh nam pog

ga mo ledn fad na h-oidhche:

gu bheil uabhar mo ghaoil

2’ magadh air do chor mi-aoibhneach;
gu robh neart 6g mo cholainn

a’ fanaid air adhbhar do thirsa,

is t’ dilleachd bhroin 2’ falbh "na manadh
air rathad briste glas do chitrraidh.

Carson, a Dhia, nach d’ fhuair mi 'n cothrom,
mun d’ shrac an t-digear Goill do bhlith,

mun d’ rinneadh culaidh-thruais dhed bhoidhche

s mun d’ leagadh suaithneas oir ni lar?

45
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O God, the beauty of the garden,

though the grey canker is under the sheen of its blossoms,
which will not stay for the yellow gratitude of autumn

since time and root and top are plucked.

XLVIII

With you my humility

is equal to my pride

and my submission and pride
are a permanent laughter-music.

Prostrate at your feet

my spirit is on high tip-toe

and my mind’s pain and unrest
are an imperuous serene repose.

And with you the meeting

that I have with myself

is as near me as my heart’s marrow
when it goes on a far-off peak.

I have burst from the husk

which my life’s condition imposed,
and my spirit’s blossom has come
out of distress an adamant.

XLIX

My boat was under sail and the Clarach
laughing against its prow,

my left hand on the tiller

and the other in the winding of the sheet-rope.

On the second thwart to windward,
darling, you sat near me,

and your lit rope of hair

about my heart, a winding of gold.

'Diin do Eimbhir
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‘A Dhia, ’s e boidhche a’ gharraidh
'ged tha 'n giamh glas fo li nam blith,
pach than ri buidheachas an fhoghair
‘on bhuaineadh tim is bun is barr,

‘Mar riutsa tha m’ irisleachd
‘co-ionann ri m” uaill

agus tha m' amblachd is m’ irdan
“nan cedl-giire buan.

Sleuchdt’ aig do chasan tha mo spiorad
air chorra-bhioda ird

agus tha pian is luasgan m’ aigne
‘nam bras shuaimhneas tiimh.

'S 'nad fhaisge tha a’ chémbhail

a th’ agam rium théin

cho dlith rium ri smior mo chridhe
's ¢ falbh air binnean céin.

Fhuair mi faoisgneadh is a’ chochall
a fnn cor mo réis

15 dhitichd barr-giic m’ anama

bho arraban "na léig.

XLIX

Bha 'm bit’ agam fo shedl s a’ Chlirach
a' giireachdaich fo sroin,

mo limh cheirr air falmadair

‘s an téile 'n suaineadh sgoid.

Air dara tobhta 'n fhuaraidh

- shuidh thu, luaidh, 'nam choir

~ agus do rop laist’ cuailein

-mum chridh "na shuaineadh oir.

15
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God, if that course had been

to the desdnation of my desire,

the Butt of Lewis would not

have sufficed for my boat under sail.

L

Grief is only a nothing

and love is only a crumb

in the face of the stars extending
and the Earth going round.

And the many millions of years
since the Earth has gone as a flame
and the many million times

its course has encircled love.

What do [ care for its circuits,

for its distant ancient course

since it will not give with its sunlight
any kind of permanence to my love.

Let it romp for the race of its permanence
through the grey fields of the skies

since it cannot be triumphantly fashioned
as a form of love to my reason.

Since there is no heed of our desires
in the perverse eternal circlings,

1 do not heed 1ts hundreds

or millions of tales of love.

If the face of my love could be
beautiful and lasting forever

I would defy Time with its powers
with its novelty and paean of growth.

Diiin do Eimbhir
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‘A Dhia, 'nan robh an ciirsa ud
‘gu mo cheann-uidhe dedin,

cha bhiodh am Biita Leddhasach
air foghnadh do mo shedl.

L

‘Chan eil anns a’ bhrén ach neoini
's chan eil anns a’ ghaol ach bruan
fa chomhair nan reul a’ sgaoileadh
s an saoghal a’ dol 'na chuairt.
Agus liuthad millean bliadhna

‘on thriall an Talamh "na chaoir
‘agus liuthad millean iadhadh

2 thug e le thriall air gaol.

D¢ dhomhsa a mhillean iadhadh,
dé dhomhsa a chian chirs’ aost

a chionn nach toir e le ghrian-leus
‘gné shiorraidheachd do mo ghaol!

‘Seatadh e fad réis a bhuantachd

tro chluaintean glasa nan speur

‘a chionn nach dealbhar le buaidh e
‘na chumadh luaidhe dom cheill!

‘A chionn nach eil suim dar miannan
anns an 1adhadh bhiothbhuan chlaon,
‘chan eil mo shuim-sa ra chiadan

no mhilleanan sgialachd gaoil.

Nam b’ urrainn aodann mo luaidhe

bhith ilainn is buan gu brith
bheirinn dibhlan do Thim le bhuadhan

e nodhachd ’s luathghair fais.
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LI

My prudence said to my heart

when the very stars were being spoilt:

you are adding to a beauty

that will be your own wound;

it’s on you that the wearying oppression will come
when the skies burst and stream with terror.

My spirit, bruised and decrepit, lay
in the loneliness of its pain,
shuddering before the monster

of the sharp cold floods,

and the chill cry of death choked
the brave green blossoming,

I myself would understand the torment
that is in the mere drowning

and the power of mutilation

that is in the roaring of the waves,

if you did not raise your face

to put the change of death on reason.

LII

To my steady gaze you were a star
alone in the skies;

and you were given the two rays
by my fertile spirit and my grief.

And then you shone with a three-
in-one direct trinity of rays;

but my own vehement rays were

only the children of your beauty in grief.

I was waiting for the blow

that would spoil your sway with its blight;
but I gave you the three for yourself

at the end of the course of ten years.

E: do Eimhir
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L

Thuirt mo chrionnachd ri mo chridhe
'n dm milleadh nan reul:
‘Tha thu cur o boidhchid

-2 bhios gud lednadh théin,

'sann ortsa thig an claoidheadh

' le macim-shruth nan speur.

- Laigh mo spiorad breoite

ann an onrachd a phéin,

2’ plosgartaich ro uilebheist
an tuiltean fuaraidh geur’,

15 thachd a’ ghaoir aognaidh
- an gorm-fthaoisgneadh treun.

Gun tuiginn fthin an cridhlot
ath’ anns a’ bhathadh lom
agus brigh a” mhabaidh

th’ an giirich nan tonn,

mur togadh tusa t” aodann
chur caochlaidh air conn.

LI

Dom dhiir-amhare bha thu 'nad reul
' tu leat théin san iarmailt:

15 thugadh dhut an di leus

le m’ aigne thorrach 's m’ iargain.
'S an uair sin bhoillsg thu le tri-
an-aon leus direach trianaid;

ach cha robh 'nam ledis dhian thin
ach clann do lithe ’n iargain.

Bha mi feitheamh ris 2° bheum

a mhilleadh do réim le chrionadh;
ach thug mi dhut na tri dhut théin
an ceann reis deich bliadhna.

10
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For if it were only my own begotten rays

that created beauty in your ray,

it was certain that they would lose their power
with the greying of ten years’ time.

O frankness and o generous heart
luminous in a face;

O charm of heart and of eye,
your loved image her face!

The pursuit was not long

that took more than ten years

when the treasure-trove was more
than would suffice for an eternal hope.

LIIT

I lightly hold the great revolution
that will suffice the lot of man

since I have seen the image of all that is generous
fashioned in the beauty of a face.

LIV

You were dawn on the Cuillin
and benign day on the Clarach,
the sun on his elbow in the golden stream
and the white rose that breaks the horizon.

Glitter of sails on a sunlit firth,

blue of the sea and aureate sky,

the young moming in your head of hair
and in your clear lovely cheeks.

My jewel of dawn and night

your face and your dear kindness,

though the grey stake of misfortune is

thrust through the breast of my young morning.

109

‘Oir nam b’ iad mo ledis gin thin

‘2 bheothaich li "nad lias—sa,

‘bu chinnt gun cailleadh iad am brigh
e glasadh tim deich bliadhna.

‘A shuilbhireachd s a chridhe chéir
Yssibh léghmhor ann an aodann;
‘amheallaidh cridhe 's 2 mheallaidh siila,
ur n-iomhaigh riin a h-aogas!

‘Cha b’ ann fada bha an toir

‘2 thug corr ’s deich bliadhna

‘an vair a bha an thaodail corr

s na dh’fhoghnadh dochas siorraidh.

LI

Gur suarach leam an t-ar-a-mach mér
‘a dh’thoghnas do chor nan daoine,

‘on chunnaic mi iomhaigh na tha céir
s i dealbhte 'm boidhichid aodainn.

uv

‘Bu tu camhanaich air a’ Chuilithionn
% latha suilbhir air a’ Chlaraich,

grian air a h-uilinn anns an ér-shruth
‘apus 105 geal bristeadh fiire.

Lainnir sheol air linne ghrianaich,
‘gorm a’ chuain is iarmailt dr-bhuidh,
‘an o0g-mhadainn 'na do chuailean

s 'na do ghruaidhean soilleir ilainn.

‘Mo leug camhanaich is oidhche

't aodann is do choibhneas gridhach,
ged tha bior glas an dolais

tro chliabh m” dg-mhaidne sithte.

15
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LV

I do not see the sense of my toil

putting thoughts in a dying tongue

now when the whoredom of Europe

is murder erect and agony;

but we have been given the million years,
a fragment of a sad growing portion,

the heroism and patience of hundreds
and the miracle of a beautiful face.

LVI*

In my ten years of labour

I never happened upon a treasure poem
as serene as yvour branching head of hair,
as beautiful and open as your face.

LVII

A face haunts me,

following me day and night,
the triumphant face of a girl
is pleading all the time.

It is saying to my heart

that a division may not be sought
between desire and the substance
of its unattainable object;

that mischance will not come on beauty
in spite of the growth of failings
because a day that has declined

is as free as the day tomorrow;

and that this period of time is
above every change and denial
that will shout insurrection
against its rule tomorrow;

‘Ddin do Eimhir

III

thaic mi fith mo shaothrach

.a-nis is sitirsachd na Roinn-Edrpa
'ma murt stdite 's 'na cridhlot;

gaisge 's foighidinn nan ciadan
‘agus miorbhail aodainn dlainn.

LV
"Na mo dheich bliadhna saothrach

cho ilainn fosgailte i t’ aodann.

Tha aodann ga mo thathaich,

tha aodann buadhmhor nighne

s e sior agairt.

‘Tha e labhairt ri mo chridhe

‘nach thaodar sgaradh a shireadh
‘gadar miann agus susbaint

@' chuspair dho-ruighinn,

nach tig tubaist air dilleachd

‘4 dh'aindecin cinntinn nam fiiling
2 chionn gu bheil 1i aomte

cho saor ri 1 maireach,

‘agus gu bheil an trith seo

‘08 cionn gach caochlaidh "s dichidh
‘a ni ceannairc éigheach

ra réim a-mdireach,

cur smaointean an cainnt bhasmhoir,

‘ach thugadh dhuinn am millean bliadhna
'na mhir an roinn chianail fhismhoir,

‘mamh cha d’ thuair mi din air faodail

cho suaimhneach ri do chuailean cracbhach,

ga mo leantainn dh’oidhche ’s latha:

10
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because it now is

that its form and being will always be,
and that change cannot

maim its unity;

that the choice of the eye’s desire
is as eternal as the secret thoughts
that have taken their lasting shape

in new words;

that it is quite as full of grace

as the art of the two Patricks
though it may not be expressed
by melody or cut stone,

and though the pictured board may not
offer its shape and colour

to the new generations

without the smooring that perverts.

O face, face, face,
will you lose, will you lose the wonder
with which your beauty has seized

a generous joy?

If stone or board will not take your likeness,
what will the art of music or verse do

if there is no way of putting this time

in a circumscribed predicament;

if there is no way of checking
this hour and holding it

in the sand of change

with the fluke of an anchor,

before it raises the new sails
on a course to oblivion
and before its sails are lost
to the sight of eye.

Diin do Eimhir
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a chionn gu bheil i "n-drista
gum bi "cruth 's a bith gu brith ann
agus nach urrainn caochladh

a h-aonachd a mhabadh,

gu bheil roghainn miann na sila
cho biothbhuan ris na riiintean
a ghabh an cumadh siorraidh
am briathran fira,

gu bheil i cheart cho dghmhor
i ealain an da Phadraig

ged nach cuir an ceill i

ceol réidh no clach gheirrte,

's ged nach fhaod clir dealbha

a cruth ’s a dreach a thairgsinn

do na gineil tra

gun smiradh coirbte.

O aodainn, aodainn, aodainn,

an caill, an caill thu 'n t-ioghnadh
leis na ghlac do bhoidhche

solas faoilidh?

Mur gabh clach no clir do shamhladh
dé ni ealaidh chitil no ranntachd
mur eil sedl an trith seo

chur an cas staimhre,

mur eil sedl air bacadh

na h-uarach seo 's a glacadh

an gainmhich a’ chaochlaidh

le faobhar acrach,

mun tog i na sitil ara

gu diochuimhne air chiirsa

‘s mun caillear a bréidean

bho leirsinn sula?
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O face that is haunting me, 0 aodainn a tha gam thathaich
beautiful face that is speaking, aodainn dlainn a tha labhairt, 50
will you go away with this time an triall thu leis an am seo
in spite of your pleading? neo-ar-thaing t' agairt?
When the hoard of every memory decays Nuair chrionas tasgadh gach cuimhne
that will give you love or thought or care, a bheir gaol no smuain no suim dhut,
will you lose the delight of your unity, “an caill thu mealladh ¢’ aonachd 3
vain and forgotten? 5 tu faoin gun chuimhn’ ort?
For you I would never seek ‘Chan iarrainn-sa gu brith dhut
any lastingness for your beauty ‘aon bhiothbhuantachd do t’ dilleachd
but what would render it complete ach na linbhradh slan i
exactly as it is. direach mar a tha 1. 60
I would not seek the action of music Chan jarrainn gniomhachd a’ chiiil
that speaks many things to one’s care: 's e ioma-bhriathrach ri tidh
I would not ask for one new thing iarrainn aon ni ur
that I myself did not see in your face. fhaca mi thin 'nad ghniis
And painted board would give Agus cha tugadh clir dathte 65
memory only one gleam do chuimhne ach aon aiteal
though a third of your graces were kept ged chuimteadh trian ded bhuadhan
stored in its colours. *na thuar an tasgadh.
Thus, o time and face, Mar sin, a thrith is aodainn,
you must be always together feumar ur cuideachd daonnan 70
50 that at the end of the hour los nach bi 'n ceann na h-uarach
graces are not surrendered. buadhan aomte.
O tract of time, when your reign A thrith de thim, nuair dh’thalbhas
departs like the troubled mist, do réim mar an allacheo,
to what newly lit consciousness dé am breannachadh tr-laist 75
will your agitated motion be manifest? don ditichd t* fhalbhan?
O tract of time, and what ceases O thrith de thim, ’s na thréigeas
of us with your steps, dhinne le do cheuman,
where is the course ciit 2 bheil an clirsa
that will care for us or tell of us? bheir tiidh dhuinn no sgeul oirmn? 8o
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What was and what is now of us,
though they would last forever,
how would a tale of them come
from distant shores?

What eye will see them

or what ear will hear them

on their exposed forlorn journey
beyond a mind’s thoughts?

What is the fourth dimension

that will bring this beauty to the ken
of eye, reason or any sense-perception
over the wastes of the abyss?

And what sense beyond senses

will perceive their beauty

when neither eye nor ear will show it,
nor taste nor touch nor smell,

and when it is not folded

in a living memory or near
the swift-journeying thoughts
that renew their treasure?

If there is not found, for perception,

one other sense or dimension,

will your beauty have form or being

in the bounds of time and the eternal deep?

O face that is haunting me,

o eloquent marvel,

is there any port in time for you
or march-wall but earth?

O shapely human paean,

is there a dimension in the universe
that will give you a greater wholeness
than music, board or lyric?

117

.Eun s na tha an-drasta,
%ﬁ»&u iad gu brith dhinn,
ar thigeadh sgeul orr’
nﬂnﬁlﬁﬂﬁrmnbu

“n t-stiil a ni am faicinn
nEEﬁ a ni an claisteachd
's EE air turas faondraidh

bharr smaointean aigne?

an ceathramh sedl-tomhais
an dilleachd seo fa chombhair
sula, reusain no aon chiileachd

thar fasaichean glomhair?

" Isdé a’ chiil thar chiiltean

a2 mhothaicheas an iilleachd,
ir nach nochd stil no cluas 1,
blas, suathadh no fiileadh,

s nuair nach bi i paisgte

an cuimhne bhed no 'm faisge
s na smuainteannan siabhlach
a dh’iiraicheas an tasgadh?

Mur faighear, air chor 's gum mothaich,
aon chail eile no sedl-tomhais,

am bi cruth no bith aig ¢ dilleachd

an drainn time 's domhainn?

0 aodainn a tha gam thathaich,
a mhiorbhail a tha labhar,

a bheil aon phort an tim dhut
no balla~crich ach talamh?

0 lnathghair dhaonda chuimir,
4 bheil sedl-tomhais sa chruinne
: dhut barrachd slinachd
na cedl no clir no lninneag?

Bs

93

100

10§

I10




118

gam"..im.

Déin do Eimbhir

Though the Red Army of humanity is

in the death-struggle beside the Dnieper,

it is not the deed of its heroism
that is nearest my heart,

but a face that is haunting me,
following me day and night,
the triumphant face of a girl
that is always speaking.

LvII*

O girl who enriches

a fleeting moment,

how are we to detain

the swift running of its flowing step?
How are we to seize

the showering blossom of its May?
How are we to store it away

in baskets of jewels?

O girl and your pale forehead
inflamed with beauty
together with the half-light
inflamed with its youth,

it is you who make all of

my faculties impetuous

and kindle in a rush

the cavalry of the Muses.

O calm, open gaze,

inspiring right feelings,

how am I to check

the flowering thicket of your roses
when you reveal to me

the poverty of my skill

as [ seek to suck out

the steadiness of its beauty?

119G

Ma tha Arm Dearg a’ chinne
Enmn bais ri taobh an Dniepeir,

n e euchd a ghaisge
mqum air mo chridhe,

ach aodann a tha gam thathaich,

2 mo leantainn dh’oidhche s latha,
‘aodann buadhmhor nighne

wn sior labhairt.

A nighean s tu beairteachadh
" clamar a bhacar leinn
mHL..En_u a cheum-shruth?

- Ciamar a ghlacar leinn
fras-bhlith a chéitein?

- Ciamar a thasgar leinn

‘m basgaidean leug e?

- O nighean 's do mhala gheal
- laiste le boidhichid

- mur ris 2’ chamhanaich
luiste le h-oige,

s tu chuireas brasadh air

- m’ aignidhean comhla

£ m_umcaum gu cabhagach
arc-shluagh a’ chedlraidh.

- aeus tu nochdadh dhomh

" bochdainn mo shedleachd
*s mi fiachainn ri deocadh is
" socrachd 4 bhoidhichid?

IT%
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120 Poems to Eimhi Diin do Eimhir 121
Abundantly chiselled face 0 aodainn shir-shnaidhte 25
under your white joyous gladness, fot' aighear geal &ibhneach,

how are we to seize glamar a ghlacar leinn

the fashion of its enchantment; sheuntachd;

how are we to store away a thasgar leinn

its showers of jewels a leugachd 30
before it is hidden bi e falaichte

across in a far land? iris an céin-thir?

O pure face, face, 0 apdainn ghlain, aodainn,

could your beauty not be freed pach saoirteadh do bhoidhichead

from the power of every foolishness, bho chumhachd gach baothalachd 35
decline and iniquity! aomadh is do-bheairt!

Could it not be kept as a chance treasure ch cuimteadh mar thaodail e

stowed away tenderly caoin air a storadh

in the shelter of every free am fasgadh gach caomhalachd

mildness the Muses possess! saoir th' aig a’ chedlraidh! 40
LIX

Carmichael, T often think Mhic Gille-Mhicheil, 's tric mi smaointinn

of every treasure you chanced on; air gach faodail a fhuair thu;

and of your wealth every day agus do shaoibhreas gach aon latha

without bitter wrestling and delirium: gun charachd gheur, gun bhruaillean:

that you got the grace and happiness of the Muse gun d’ thuair thu agh is sonas cedlraidh 5
without struggle against loneliness and terror, gun ghleac i onrachd s fuathas,

and that it will be very different for us %s nach ann mar sin a bhitheas dhuinne

against the venomous blast to windward. fi sgal guineach an fhuaraidh.

But, Alexander Carmichael, Ach, Alasdair Mhic Gille-Mhicheil,

there came to me without striving thiinig gun stri dhomh luathghair 10
a paean in the fair beauty of a girl’s face ann an geal mhaise aodann nighne

in spite of its troubling; a dh’aindeoin brigh a bhuairidh:

and one day there came to me agus air latha thirladh dhombhsa

a peaceful golden lyric, ealaidheachd oir gun luasgan,

complete, as came to you, ' i coimhlionta, mar thainig ortsa, I§
flawless, the Hymn of the Graces. gun mheang, an Ortha Bhuadhach.
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LX*

When I saw the red hair last night
and the joyous, beautiful forehead,

beneath the king's wretched coat
the foolish heart leapt.

As far as human company went,
no-one else, my love, was like you:

as far as sharp perception went,
you alone were my company:

as far as greatness of intellect went,
you alone could satisfy me:

as far as great sincerity went,
it was not that which pained my flesh:

I saw the red hair last night
and the opulent, beautiful forehead.

I saw the red hair and an old
new division awakened in my flesh.

Dimitto

Go, little ineffective book,

look into her shining eyes:
though lame, you are no liar:

in the time of wing spreading you will be over mountains.

123

‘Nuair chunna mi 'n ctl ruadh a-raoir
% 4’ bhathais aoibhinn bhoidheach,
‘s ann fo chota truagh an righ

‘a leum an cridhe gorach.

_Air na bh’ ann a chomhlan sluaigh
cha robh, a luaidh, do shedrs’ ann:
air na bh' ann a dh’aigne gheur

b’ & thus’ thu théin mo chémbhlan:
“air na bh' ann a dh’'inntinn mhoir

& s fhéin a dh’thoghnadh dhombhsa:
“airna bh’ ann a dhirachd mhoir

“cha b’ i siud dérainn m’ theola:
chunna mi 'n ciil ruadh a-raoir

‘s 2’ bhathais shaoibhir bhoidheach.
- Chunna mi 'n cil ruadh is dhuisg
“seann roinneadh tir "nam thedil-sa.

Thalla, a leabhair bhig neo-euchdaich:
-amhairc a-steach ‘na siilean leugach:
. ge bacach thu, chan eil thu breugach:

'n am sgaoileadh sgiath bidh tu thar shléibhtean.
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[E GAELIC TEXT

What might be called a ‘conservative
practice, in general lines with current
Acute and grave accents over long
el a6 grave. The neutral ‘schwa’ vowel is
W' Personal forms of the preposition have
g of ‘ann’ (' 'nam’, * 'nad’ etc.) but not
The careful distinction made in Mac-
Ltexts berween diphthong (‘bial’) and
peiations of the same word has been
represented by a colon followed by a
deccents as appropriate. Separate forms
{rather than ‘s’ or ‘sann’). The cluster
i standardised to -st(-).

pse all the poet’s surviving poems can
process of standardisation and
ptaining absolute respect for the
al integrity of the text.

ificant spelling variants (such as the
3 hyphen) are not noted in the list that
id, variants in punctuation have been
they offer an insight not just into the
eath and rhythm of lines as perceived by
enitly at different stages in his lifetime).
has been used as a point of departure,
wprints in the Gaelic text of the first,

poems.




NOTE ON THE GAELIC TEXT

Thi fext nmwwﬂnha what might be called a ‘conservative
modernising’ of MacLean’s practice, in general lines with current
m. ci .—R om Gaelic spelling. Acute and grave accents over long
yowels have been unified as grave. The neutral ‘schwa’ vowel is
written ‘a’ rather than ‘u’. Personal forms of the preposition have
mnitial apostrophe in the case of ‘ann’ (* 'nam’, * "nad’ etc.) but not
of aig’ (‘gam’, ‘gad’ etc.) The careful distinction made in Mac-
Lean'’s later versions of his texts between diphthong (‘bial’) and
ophthong (‘beul’) pronunciations of the same word has been
ed. Direct speech is represented by a colon followed by a
capit: Dp?n: letters bear accents as mﬂﬁﬂcmiuﬁm. Separate forms
\._ﬁn and * s ann’ are used (rather than ‘se’ or ‘sann’). The cluster
5d(-) has generally been standardised to -st(-).
mnﬁ hoped that in due course all the poet’s surviving poems can
md_HEﬂnm to the same process of standardisation and
sation, always maintaining absolute respect for the
_mnnu.— and phonological integrity of the text.
, ,E&SQE errors and insignificant spelling variants (such as the
presence or absence of a hyphen) are not noted in the list that
ws. On the other hand, variants in punctuation have been
d scrupulously, since they offer an insight not just into the
¢ but also into the breath and rhythm of lines as perceived by
the poet (sometimes differently at different stages in his lifetime).
‘The Gaelic text of 1999 has been used as a point of departure,
n the frequency of misprints in the Gaelic text of the first,
‘1989 edition of the collected poems.




COPYTEXTS AND VARIANT READINGS

A Somhairle Mac Ghill Eathain Ddin do Eimhir agus Dain Eile
. (Glasgow, William MacLellan 1943) 103pp

B Sorley MacLean / Somhairle MacGill-Eain Reothairt is Contraigh
[sic): Taghadh de Dhdin 1932-72 / Spring tide and Neap tide:
Selected Poems 1932—72 (Edinburgh, Canongate 1977) ix + 181pp
C Somhairle MacGill-Eain / Sorley MacLean O Choille gu
Bearradh: Dain Chruinnichte / From Wood to Ridge: Collected
Poems (Manchester, Carcanet and Edinburgh, Birlinn 1999) (a
reprint of the 1989 and 1990 editions, with corrected Gaelic
text) xvi + 317pp

2 Somhairle Mac Ghill-Eathain and Robert Garioch 17 Poems
for 6d (Edinburgh, The Chalmers Press 1940) (Second edition
with alterations and corrections)

b The New Alliance Vol. 1 No. 5 New Series (Aug—Sept 1940) p. 6
¢ Lines Review 34 (1970) ‘A special issue devoted to Sorley
MacLean’ pp. 32—34

m Letters from Sorley MacLean to Douglas Young (National
Library of Scotland Acc. 6419 Box 38b)

n  Manuscript notebook of poems compiled by George Camp-
bell Hay in the late 19305 (National Library of Scotland MS
26722)

o Transcripts of eight items from the cycle accompanying a letter
of April 3rd 1968 from Douglas Young to Sorley MacLean
 (National Library of Scotland Acc 11572/6)

1 2 ghaol,] B ghaol
copy text A 10 6 do dh’thedraich] A d

sgal,] A sgal fhedraich
20 oir,] A oir 8 ’'n]Aan
11 friamh] A freumh
i~ Sxt C chré,] B chre
4 6 dhoimhne] A
1 2’ chiall] A an ciall ! © c]

dhoimhneachd




128 Poems o Copytexts and variant readings 129
III X XV ghaire] ros aoibhinn do
copytext C 6 copytext A 13 copytext A 82 ghriidh dhomh [cancelled
B 'sjais 11 dha] Ad am 4 nochdadh] 2 nochd and corrected to] ghriidh-
11 Lenin] aAB Leninn XT bhirdachd:] a bhiardachd sa
v 4 Muhic Dhiarmaid,] a Mhic 32 gu clis is] ’s tu bris
Copyue o oy " Dhiarmaid [cancelled] s thusa briste

copytext C 8 3 bhoidhche] A bhoidhichid B ch] 2 ach
1 throm-bhuidh,] B throm- 4 ldghmhor] A loghmbhor, E Benla __n. XVII

bhuidh -~ -+ dorail] 2 MWH, copytext C 16

or-bhuidh,] a ér-bhuidh § Eliot,] a Eliot § man]n §9r ‘nan
3 gheal chasarlach coytee wnm_ M M: den 8 leatha fhéin san] A leis

aighearach] a gheal, XTI e : fhéin anns an

9 MacNeice,] a Macneice A
n.rpmnh_bnr. copytext C 12 ~ Macneice, XVIII
HM_,H. ah b, JAB & m«:w_bnu h_w ghreine: ¢omhlan:] a comhlan. copytext C 16
e each] 5 nighean bhuidhe 10 b]aB 1 Dia] so m May 2nd 1943;

bhoidheach . Chornaig] m May z5th i ABC dion
7 meirleach] A méirleach 1oy Morg VI 2 Criosda] so m May 2nd
8 bhial-sa] aA bheul-sa, Mhic Dhomhmnaill copytext n 58v-59r . 1943 ABC m’ farrtas

uaill-dhearg] aA uaill- (deleted) 4 dhombsa] no dhomh-sa 25 aighir;] A aighir.

dhearg, 7-8 m May 25th 1941 shows 10 air] 0 an 28 is] A ,m ’
19 redta] @Hn.w.u. o that these lines were 19 rinn] o a rinn 32 tidhe,] A idhe?
21 or-bhuidh] a or laist (sic) initially placed after 12, 20 ghil thoinnidh] o ghil, 33 stad] P Stad
vV with 11 ,nnm.ﬁhﬁm_ ‘agus’ FJEEQF . shuilean?] A shailean.
copytesto rather than ‘bu tu o _.u_u.u_moauﬂ.wru 55 famhsichsan] A
v pouddhi] o nuadh 10 wm_m_ m May z5th 1941 WM HH_...“_MFMWH Mw-muunw»n Sennibnichean

. . gradh il,] A ghil?
.H.q_. %HMWM.H ° o 14 Maebhe] B Maoibhe 36 allacheo:] alla—cheo ww MﬂnE_W L___Em_ub
3 .MM o _m 21 .—uwwm.ﬁu.._u,ﬁ—u.ﬂﬂ& A ._.mm u—uﬂm.&”_ (8] H._._h.nm.._u.u 40 O OQHHW.T.DMHWH_ hﬁ. OQE@E
3 bhoidhichead eal,] n gheal
siadh.}osadi 10idhichead gheal.] n gh 3 niso-bhasmihoir] A neo-
L Diarmad -] A ¢
37 Diarmad -] A Diarmad,- | v— - bhismhor, B neo-
V1 4344 m May 25th 1041 April 3rd 1968 as follows: bhasmhor:
copytext A 83 shows that the order of B = chiire] dnmidh 45 'sa’] B'sa’
3 chuimhne] o chuimhn’ these two lines was mH - bhiothbhuain] A
6 gréine;] o gréine, initially reversed uu Y s o shail s Bha bhiothbhuan
VIII XIV thu] le d’ fhaoilteachd 52 ﬂ.amww_ A WMMHWE
cof C 10 co C 14 choir 56 | A d am, am
pytext ; _unmm "nﬁu un o aghmhor w.wmummm&,u AB mﬁ.EH.._mmnH

X 13 beag lag suarach] aA beag, 23 dhomhsa aon] dhomh 57 tionndadh,] A Jﬂuh&nm,ww
copytext C 10 58 ionndrainn;] A ionndrainn:

4 arraghloir] A arraghldir

lag, suarach,

20 reicte] aA reicte,

?coma [illegible]
‘24 gloir aoibhneach do

59 dh’anam] A anam
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65 guidhe] AB ghuidhe 49 an cochur dhen] A a’ che=
71 faileadh,] A fhaladh B chur de 'n
thaileadh 52 is] A’s
81 diathan,] A diathan 56 bhaidhche] A bhoidhichid
82 iarraidh,] A iarraidh

8 iarann-cruadhach] A

iarunn cruadhach

XXIII
copy text C 136

13 na mo] a ‘'nam
 chluasan,] B chluasan

14 bhuadhan:] A bhuadhan;
16 an fhiadhaich] a na
fiadhach A na fiadhaich,

85 a thug] A thug ﬂwﬂa Gz B¥ shizradh:] a shiaradh, XXXIV
XIX 1 thuirt] A thubhairt p cothaich na bardachd] ad - copytext C 136
- - cuthaich mo bhardachd 7 Chuilithinn] A Chuilthinn

copytext A 20 bhoidhche] A IS Nidhchie ciine gaolsich]
26 -ann] Aoy bhioirithead = bhoidhichid chitin XXXV
XX 4 Oinseach] A.Sinsicl ghaokiich A bhoidhichid ~ copytext C 138
copytext A 21 5 syl Bsgoriely chitiin, ghaolaich 4 Spainn] A mﬁEﬂhm_u
XXI XXV 24 sgur] A sgur, 12 cuiridh] A cuire
copytext A 21 copynsse XX i
6 arraghloir] A arraghldir XXVI copytext C 134 BppTaR

copytext m April 15th 1942 2 bhinrainn] A bhin-righinn  xwxVII
i 1 ruadh,] m ruadh 6 ahinn] so AB; C gheal copytext C 138

copytext C 22

s nidha) A idh XXVII loch;] A laoch,

4 smaointean;] A smaointean,

‘7 bhaoith] n 6or mhaoith
i an Bamnan copyteat Ay " (influenced by ‘mhaoin’ in  XXXVIII
15 gpemonlBeninl. vt  following line?) copytext A 34
21 chrion] A chrion, B 2 rmacin’] A o mhasin
22 bheag josal thioram copytext A 29 A XXXIX
Ew&__ A _u_,unum.u iosal, XXIX m._‘.. .WW.—HEM_ A um.mMHm copytext C 140 .
thioram, thlith: copytext C 134 'r gaoil] A ar gaoil = ghliin] A ghliin
beithir-theine] A bheithir- TgAOL] AArgAOl 3 agam] A’gam
4 ; sneachda,] a sneachda ‘15 bhinrainn] A bhian-righinn
theine . neo-dheachdte,] a neo- ~ thi] ABC thu 5 4
27 neamh] A néamh dheachdte; A neo- copytext C 140
XXIII dheachdte: A 5 ciurrte] c ciurrte,
Mawﬂn_abn 24 “Mwmwnww._ e 3 di ADé XLI
Sar sair N =
11 choisir] A chéisir mhér fala,] .m_mnw ) XD copytext m April 15th 1942
27 le] A socair le Bmmm&wnubnpunmwﬂ A “copytext C 136 XLII
28 boidhche] A boidhichead nEmernubuumEn..F 2 bhoidhche] A copytext C 140
33 an cochur] A a’ cho-chur garradh,] a girradh AB bhoidhichead 6 ag tirachadh gaoil 'nam| n
35 bhredite oillteil] A garadh bhirdachd,] A bhirdachd; 6or 2’ ddrtadh mo ghaoil
bhredite, oillteil, fasail,] B fasail 4 daorsa;] A daorsa: 'nad
43 dainig] A tiinig caol-ghleann,] B caol- 5 craoibhe] A craoibhe, 10 Priseal] n Gor Preasail A
45 uaigh,] A uaigh ghleann 6 duilghe] A duilghe, Preiseal
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13 Alba] A Albainn

16 bhruan] A bhruain

17 Hémbhstaidh] n 6ov
Hostaidh

20 bhraon] A bhraon,

25 Mol] A Moll

XLII

copytext C 142

1 Cuilithionn] A Cuilthionn

14 co-shint’ -] A co-shint’

17 fhismhoir] A fhismhor

XLIV

copytext A 37

XLV

copytext C 144

6 fo] Afo'n

7 isfo mo] A a tha 'nam
chéille] A céille

9 sgeine] A sgine

13 gedrrt’] A gedirrt

18 geirrte] A gedirrte

26 3] A as

33 a thainig] A thiinig
eanchainn,] AB eanchainn

46 léig,] AB léig

XLVI
copytext C 146

XLVl

copytext C 148

4 mi-aoibhneach] c¢B mi-
aoibhneach

10 bhlith,] c¢B bhlith

15 fhoghair] cB thaghair

XLVIII

copytext C 148

15 birr-gic] A barr-guc B
barr-giic

XLIX

copytext C 150

6 luaidh] n 6ov ghaoil

8 chridh] so AB; C chrid

9 Dhia,] A Dhia
'n] A an

10 mo cheann-uidhe dedin]
A ceann tidh mo dhedin

7 chuailean] b chuailein
10 is] A’s
12 og-mhaidne] b dgalachd

L

copytext C 152

4 saoghal] A t-saoghail copyt
7 dhombhsa] A dhémhsa 28 mﬁﬂﬁd& AB gheairrte
30 dreach] AB a dreach

8 dhomhsa] A dhdmhsa (
40 staimhte] B staimhnte

12 ghaol!] A ghaol?

18 chlaon,] A chlaon 46 diochuimhne] B
diochuimhne
L 35 bhoidhche] A
copytext C 152 B bhsidhichiead
2 Hﬂﬁﬁu A reul. m..“.“.m .n_u.u.._ AB tha
3 Thalso A; BC tha 73 thim,] B thim
boidhchid] A béidhichid 74 allacheo] AB allached

4 théin,] A théin:

7 annan] A an

10 geur’,] A geur

LII

copytext C 154

6 trianaid;] A tranaid;

14 bheothaich] A bhedthaich
lias—sa,] A lias-sa

18 aodann;] A aodann:

19 sula,] A sula

LIII
copytext A 43

LIV

copytext C 156

1 Chuilithionn] A
Chuilthionn

6 ar-bhuidh,] b ér-bhuidh’

88 bharr] A bhirr
95 L] AB1i
106a] A o

LVIII
copytext A 48

LIX

copytext C 164

1 Gille] A Ghille

thu;] A thu:

gheur,] A gheur

Ach,] A Ach

Gille] A Ghille

13 dhoémhsa] AC dhomhsa
1§ ortsa,] A ortsa

16 mheang,| A mheang

LX

copytext A 5o
Dimitto
copytext A 50

=l




COMMENTARY

The following commentary is rather more than a seres of
explanatory notes about places and people whose names crop up
in the poems. It is intended to accompany the reader through the
sequence, indicating anticipations and echoes, recurring words
and themes, so as to render more visible its gradually emerging
shape. To this extent, the best thing would be to read it from
beginning to end, in parallel with the poems, though hopefully it
will also be of help when only single poems are consulted. Full
wse has been made of the standard reference works, both the
Micropaedia and the larger version of the Encyclopedia Britannica,
the Dictionary of National Biography (where the ‘Missing Persons’
volume proved particularly helpful), and The Companion to Gaelic
Scotland. Unless otherwise indicated, English translations are
reproduced from MacLean's 1999 collection.

MacLean’s metrical practice in the ‘Diin do Eimhir' is relatively
conservative. Generally speaking he eschews free verse, favouring
a basic line of three or four stresses with a variable number of
intervening unstressed syllables. Some thirty years afterwards he
would write that

.. . however slack the rope of auditory shape may be, there
nevertheless has to be some kind of tightrope onto which the
poet goes. [ am not prepared to allow to the word ‘rhythm’ the
vagueness sanctioned by much contemporary theory in Britain,
Europe and America. Metre does not make poetry, but I am
not satisfied that poetry can exist without it.!

He makes abundant use of end-rhyme, as well as of rhyme
between the final stressed vowel in a line and an internal stressed
wvowel in the line immediately following, which is known in
Gaelic as aicll. Faithful to Gaelic practice, his thyming takes no
account of the following consonant or consonants. To this extent,

1 MacLean 1985 113.
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another occasion; for the moment it is enough to say that
practically all the available registers of Gaelic, ranging in quality
from the demotic to the arcane, are included at some point or
another. There are times, naturally, when the ordinary reader
requires industry combined with ingenuity to unravel the
Bn»&um.q

poetry. But no confident answers can be offered for sucl
interrogatives until a thorough and competent study of the
prosody of MacLean’s poetry has been undertaken.

While MacLean’s account of his own metrical practice
convincing and fundamentally accurate, the same cannot be said
of the claims made regarding his diction in a letter to Douglas
Young dated April 20th 1943:

As to your ‘note on the making’® the only points I noted that
might need adjusting are that you exaggerate the ‘difficulty’ of
my Gaelic. Indeed I use hardly more than [*half’ scored out] a
dozen words at most that won’t be at once understood by a
crofter of average intelligence and knowledge of Gaelic. Hence
you also exaggerate the ‘atrophy’ of the Gaelic of Gaelic-
speaking Skye and my work of ‘revitalisation’ and on the score
of language 1 certainly have not done ‘something unattempted
for generations in Gaelic’ . . .

One detects a strain of idealism in MacLean’s estimate of the
accessibility of his poetry, as well as a modest wish to distance
himself from Young's more outspoken words of praise. John
Maclnnes has written that ‘A large part of Somhairle MacGill-
Eain’s greatness as a poet lies in his restorative work: this can
properly be celebrated as a triumph of regeneration’, insisting, on
the next page of the same essay, that

Simply by reading an English translation, no one could ever
guess at the nature of MacGill-Eain’s Gaelic diction. There i
nothing very difficult — nor, in purely linguistic terms, anything
very egregious — in the English. By contrast the original Gaelic
exhibits virtually an entire spectrum of language. Transparent
simplicity is to be found side by side with a formidable density
of verbal texture. A full linguistic commentary must await

Fimbhir is the wife of Cuchulainn, the principal hero of the Ulster
ﬁ__.n_n in early Irish literature. The spelling Emer has given rise to
an erroneous contemporary pronunciation without lenited ‘m’.
“Tochmarc Emire’ or ‘“The Wooing of Emer’, existing in several
versions, the oldest of which dates back to the eighth century,
tells how her father, Forgall Manach (‘the wily’) initially rejects
ﬁﬂnﬁg as a suitor. Returning from his training in Scotland
under the female warrior Scathach, Cuchulainn slaughters
Hﬁnw»bu followers, prompting him to commit suicide, before
mnmﬁnuw triumphantly with Eimhir. ‘Serglige Con Culainn’,
known in English as both *The Wasting Sickness of Cuchulainn’
and “The Only Jealousy of Emer’, tells of Eimhir's plans to kill her
wﬁﬂ_ for Cuchulainn’s love, Fand. Realising, however, the depth
of Fand’s attachment, she resolves to give up her claim to the
hero. Showing equal magnanimity, Fand then returns to _unu. own
husband Manannan, and the affair is magically maumonnb The
tale is a compilation of different versions of a single story, from
which a certain clumsiness of narrative movement results. Gantz
‘describes it as ‘part myth, part history, part soap opera’. Hw_.mmm_u in
Macpherson’s Poems of Ossian (1760—3) is based on Emer.’ She
also plays a major part in Yeats's drama The Only Jealousy of Emer
(1919), further redacted in a prose version, Fighting the Waves, 'so
arranged as to admit of many dancers mun 8 be immediately
intelligible to an average theatrical audience’.’

7 Ross and Hendry 1986: 137-138.

§ Sydney Goodsir Smith devotes the fifteenth elegy of his Under the
Eildon Tree sequence to this incident (Smith 1975: 173-174).

g McKillop 1998: 160—161, 338-339; Cross and Slover 1936: 153—17I,
176-198 and Gantz 1981: 153-178.

10 Yeats 1982: v.

6 As printed in 1943, Young's prefatory ‘Note . . . on the Making of this
Book® includes no reference to the points raised in this letter by
MacLean.
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tell. The line is taken up and extended in the opening of IV (‘A
an a’ chiiil bhuidhe, throm-bhuidh, ér-bhuidh”).

s the motif of her hair, the added quatrains introduce a
concept crucial to the sequence, the ‘toir’, a pursuit or search. It is
entirely clear what the speaker is seeking: Eimhir's love, an
expression for his political commitment, or realisation as a
There is a possible further ambivalence: has his search no
e of reaching her, or is she diverting him from his true aims?
{XIX: 26—28) Cf. Yeats's “Words':

I had this thought a while ago,

‘My darling cannot understand

What I have done, or what would do
In this blind bitter land.”"?

. The Sound of Raasay, whose width varies from 1 to 5% miles, lies
en MacLean’s native island and the east side of Skye.
e ‘citiil’ (genitive of ‘cedl’) echoes ‘a’ chiil’ of the opening
as if music and head of hair were related elements of the
ed one’s beauty.
443 metres, Dun Caan is the highest point on Raasay,
anding fine views of the Hebrides, Wester Ross and north
Inverness-shire. Its characteristic, sliced-off top is wisible
a considerable distance.
cLean glosses ‘sliabh’ as ‘moor grass (a sense not found in
ca)’ (letter to Douglas Young, February 22nd 1941).
awakening battle reads like a hint of the two wars, the
¢h Civil War and the Second World War, which will
tute the historical backdrop to the sequence. It may also be
ence to the conflict within the speaker.
e insertion of a single word ‘glé’ provides a sense of closure,
shting both the poet's isolation and his awareness of
ir's indifference to his suffering.

I 1

The core of this poem consists of its three central sections (lines §=
I7), written in Raasay in August or September 1931. It is a un
survival from the body of verse MacLean wrote in his teens
wrote to Douglas Young from London on September 7th 1
‘From about sixteen I had been writing verse mostly in Eny
but some in Gaelic and I had a suitcase (small one) full of it
never published it or showed it to anyone. About the age
twenty or twenty-one I destroyed it all except “Din do Eimhir™
written when [ was about nineteen. Much of this containe
competent exercises i la Eliot.

Hendry sees the girl in this poem as ‘a personification of th
ideal object of desire, perhaps a symbol of his love for mmumﬂ: for.
the Western Isles, his love specifically for a people, a culture,
way of life, a langnage which is disappearing’. "It can be read
part of a narrative, with a situation (Eimhir is indifferent to
love for her) and a setting (the speaker is steering a boat across the
Sound of Raasay). The beloved is identified with her ‘music’ (‘do
chitiil’, line 8). In lines 14—15, there is a brief flurry of activity
which, however, cannot galvanize the overriding atmosphere of
torpor and indolence. Editor’s translation,

The opening and closing quatrains were added in December
1939, qualifying this unique survival from MacLean’s juveniliz m
stand at the head of the ‘Diin do Eimhir'. The beloved i
addressed directly at the very start, identified by her hair, which
will become a leitmotif of the sequence. The paired colour
adjectives suggest a precise desire on MacLean’s part to blur any
distinctions subsequently implied between the different Eimhirs,
See note to VI: s—8 for a broader review of colour adjectives
occurring in the sequence.

In a list of poems drawn up at the beginning of May 1941 (for
which see also VI), a deleted version of this line reads ‘A Em_uﬂn
ruadh a’ chuil dir’. Whether this represents the original form, o
was merely a slip of memory on the poet’s part, is Ewnaﬂw_nﬁ

quatrains (though the second has an additional line) with a
basic pattern of four stresses per line (though even lines in the

11 Ross and Hendry 1986: 21. 12 Yeats 1983:00.
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added stanzas tend to three). End-rhyme in all lines, changing ‘Note the careful parallelism between this and the preceding
with each quatrain. 1 star
on or ‘roinneadh’ is 2 major preoccupation of the sequence,
closes with the paradoxical awakening of 'seann roinneadh
iir *nam fhedil-sa’ (LX: 15-16)." See XVIII, XXII and the ‘knife
poem’, XLV. Here the division has already occurred.

Jivision uproots the self, producing instability and a sense of
essness or alienation.

o

Written in Edinburgh in May 1932, in its intellectual precision
and punctiliousness, and its rﬁhnwﬁrnnuw play with ab
concepts (‘ciall’, ‘gradh’, ‘tuigse’, ‘gaol’)," this poem betrays th
influence of Donne and the English Metaphysical poets, so m ._..,‘.. ean’s English version does not do justice to the
in vogue when MacLean studied English Literature at Edinbun ambivalences of the Gaelic, which could also mean ‘a struggle
University. He explained to Young in a letter dated Septem .; took place with [against] my reason’ but also, of course ‘with
11th 1941 that ‘Curiously enough the influence of Donne came {against] my beloved'.
very late and many years after I had read Donne. It is, I think, in n i§ Inability either to integrate psychologically or fully to reject his
“Eimhir” II, written in my third year at the University, G.ﬂ.. experience of love characterises the poet’s situation throughout
The theme of internal division achieves a positive resolution the “Diin do Eimhir’.
belied by what ensues in the remainder of the sequence. mﬂnw.__ 3 o If the poet’s intellect is on the ‘elegant’ side, is his love therefore
placed optimism can seem an indication of immaturity. See inelegant, unaesthetic?
XXIII for a further, unsuccessful attempt at synthesis. The poen I The remaining poems in the sequence will suggest that the
outlines an internal dialogue, perhaps an instance of ‘a’ chomhai ‘comhla bhaoth’ is indestructible.
/ a th’ agam rium fhéin’ (XLVII: 9-10)"* and curiously remin- @ The intervention of ‘mo thuigse’ renders a synthesis possible, at
iscent, in its way, of the psychomachia of medieval drama. least in prospect. It has a very different role in XXIIL
The title brings together two nouns, ‘ciall’ and ‘gridh’, * i
and ‘love’ respectively, but in the vocative form (preceded 3_, nnu”
with no apostrophe), where they both function as endearments
addressed to the loved one, an effect which cannot be rendered

adequately in English.

Gaelic idiom is responsible for the misleading impression that
reason can be reconciled with love. !
It is as if the speaker ought to be able to read deeper truths in
Eimbhir’s face. See the note to IX for discussion of MacLean’s
Platonism.
The reason for love is an untraceable third party, the original pair
being constituted by the poet’s eye and the loved one’s face.

Eight stanzas of three lines with between two and four stresses.
End rhyme is replaced by the hypnotic effect of recurring terms
such as “ciall’, ‘gaol’ and even ‘taobh’.

m

The conflict between love and political commitment outlined in
this poem underpins the entire sequence. Written in Portree in
November or December 1936, the poem was inspired by ‘a Skye
girl, to whom [MacLean] had been strongly attracted in 193436,
- but the circumstances and his feelings had soon changed . . . [she]
never had reason to suspect that MacLean had a strong, if

13 Rendered on this occasion by MacLean as ‘reason’, ‘love’, “intellect’ uun
‘love’ respectively.
14 ‘the meeting / that I have with myself’. Dwelly also gives the meaning.

nmﬂﬂn_.-ﬂ.mﬂﬂ_.. ﬁm.d_.a uﬂ%-w. 15 .E .Dm.@ new &ﬂ.mﬂ.mﬂ-ﬂ 1 my .m.m.m“_u.. EOH.M ﬁnﬂ.ﬂ-m._.n.nwﬁpu
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transient feeling for her’."® The much longer IV expands upon

z ; Soraidh le Nic Ualraig-Friseal,
the basic conflict expressed here.

bean uasal ise gun chron;

. | spoth i ar Cedlraidh lithmhor
Though consistently translated “suffering” by MacLean, ‘“allaban®is 8 hiiis st Sedh Top
more commonly rendered as ‘wandering, deviation’. .
The word ‘millean’ recurs in the first star poem of the sequence,
XVII (see also L). The wonders of the material universe are placed
on the same level as Christ’s life. Neither can compete with
Eimbhir's beauty.

The ‘aisling bhaoth’ referred to is presumably the Celtic Twilig
debasing of Scottish Gaelic culture at the hands of a writer
William Sharp (who wrote under the pseudonym Fiona MacLeod,
1856~1905), and which can be traced back to the prose poems of
James Macpherson (1736~96), which purported to be translations
from the Gaelic originals of the legendary poet Ossian. For Derick
Thomson ‘The “Celtic Twilight” style derived from a false idea of
Gaelic literature, which is objective, concrete and free from’
mysticism. In place of the robust heroes of Gaelic mythology and
tales, “Celtic Twilight” gives us the rather wan and ethereal young
men and women who appear in Pre-Raphaelite paintings."
MacLean may also have in mind the versions of Gaelic folksongs
prepared by Marjory Kennedy-Fraser (1857-1930), with the
assistance of Kenneth Macleod, whom she had met in 1908, the
first volume of which came out in 1909 as Songs of the Hebrides. In
an essay first published in 1970,"" he writes that ‘In 1920 the
“image” of Gaelic song was to almost all articulate Gaels only as'
mediocre Victorian Gothic is to the Gothic of the 12th or 13th
centuries’, and that ‘The Celtic Twilight of the 1890s and it
cultural product, the Somgs of the Hebrides, were to the realities of
Gaelic song poetry as Victorian Gothic is to the North French
cathedrals’."” A scornful quatrain on Kennedy-Fraser is among the
unpublished items transcribed by George Campbell Hay:

n a congratulatory letter on MacDiarmid’s translation of the
Birlinn' by Alasdair Mac Mhaighstir Alasdair, written from Raasay
om Ist Gmm_m MacLean revels to think “What a confusion
nald and your translation must be to our Twilightists and
latter-day successors!” He adds that “Very likely those who
Mrs Kennedy-Fraser’s fooleries as good poetic reproductions
Gaelic originals will dislike your translations. They will also
dislike Alexander MacDonald if they care to read him.” Kennedy-
Fraser is further mentioned at the end of the satirical piece ‘Road to
', whose speaker promises that ‘boillsgear follais aig gach
/ carnar leam tuis mar dh’fheumar / air altairean Khennedy-
/ seinnear duanagan . . e

h MacLean translates ‘head’, ‘cuailean’ properly means
He consistently avoids ‘falt’, preferring the phonetically
terms ‘cul’ and ‘cuailean’.

ir Tlich Lenin (originally Ulyanov) (1870-1924) was the
of the Russian Communist Party. He inspired and
the Bolshevik Revolution of 1917 and ruled the new
state until his death, though hampered by serious health
ns after 1922. The political philosophy he formulated,
went under the name of Marxism-Leninism, was the
governing ideology of the Soviet Union and its satellite states
until the crisis of the later 1980s.

It was he, along with Litvinov, who in 1917 named the Scottish

20/ NLS MS 26722, sir. 1 am gratefal to Dr Michel Byme for bringing
these lines to my attention. They may be translated: ‘Farewell to
Kennedy-Fraser, / an untarnished gentlewoman; / she gelded our vigo-
rous Muses / and put sugar on the wound."

21 The letter carries no indication of the year, which can, however, be
~ arrived at by deduction.

22 MacLean 1943: 95. The lines are translated on p. 1o3: T will shine at
every “ceilidh”, heap incense, as is fitting, on the altars of Kennedy-
Fraser, I'll sing ditties . . ." This piece was among those included in 17
Poems for 6d.

16 Ross and Hendry 1986: 21—232.

17 Thomson 1g9g4: 265.

18 In Memoirs of a Modem Seotland ed. Karl Miller (now MacLean 1985
I0G—IIg). .

19 MacLean 1985: 107.
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revolutionary John Maclean™ as the first Bolshevik consul if ndicate an interest in the concept of the Christ-like heroic
Great Britzin, based in Scotland, The poet felt a perso ndividual who can function as a saviour for humankind. Writing

connection with this working-class hero and martyr, havin
‘occasionally heard hints from two of my uncles that they ha¢
come into contact with a saint and a hero — John Maclean’ (l
to Young, September 7th 1941). MacLean’s treatment of
may well have been influenced by MacDiarmid’s example.
older poet draws an explicit parallel between Christ and
Russian leader in his ‘First Hymn to Lenin’, expounds Le
achievements to a relative working in the mills in “The Sean
Garment' and, in ‘The Skeleton of the Future’, evokes
eternal lightning of Lenin’s bones’.* There is a reference to *
Lenin’ (there translated ‘the judgement of Lenin’) in Part III
‘An Cuilithionn’, next to ‘taobh dearg Chriosda’, though the
is less than sanguine about the possibilites for harmonising
two teachings: ‘chan fhaicear an dithis comhla / a dh’ai
farsaingeachd na mointich; / chan fhaicear ann an aon ait’ iad £
ach air mullach lom nan ird bheann’.

MacLean confesses, in the letter mentioned above, that ‘the
great Socialists for some time appeared to my inmost mind a5
splendid Titanic humanitarians fighting a battle certainly
God was on the other side. At this stage the Titanic humanita
was everything to me even if he were certain to be wrong.” W
it is hard to conceive of Lenin as in any sense a loser, the words

23 John Maclean (1879-1923), grandson of a crofter evicted from Mull

24
23

o Young on October 27th 1940, MacLean explains, in connection
vith the above-cited passage from ‘An Cuilithionn’, that ‘I am not
at all interested in “great minds” of the emotionless contemplative
. especially the scientist. Christ and Lenin to me are only
st random examples of great minds realising emotionally as
well as intellectually the “miseries that will not let them rest”.”
The poet was certainly more concerned with the fate of
ordinary working people than with any cult of a great leader: ‘I
feel there is something which people like Muir, Grieve, seceder
evangelists, myself etc. have experienced that neither you nor
Davie nor ?amnganum have experienced, which is poverty or
ness to it. Therefore it is not Stalin whom I am really
e of, but the millions in Russia and elsewhere to whom he
olises hope, no matter how many fine “bewildered patriots™
sends to Siberia, no matter how many Kulaks he has
‘ idated”. Hence Lenin, Stalin and Dimitroff now mean more
to me than Prometheus and Shelley did in my teens.” (Letter to
Douglas Young, September 11th 1941).

ag after religion, the marvels of astronomy and cultural
politics takes the crucial place in the list of concerns
i Eimhir’s beauty casts into shadow. MacLean makes no
et, here or in his correspondence with Young, about his
iration for the achievements of the Bolshevik Revolution. He
perhaps had fewer opportunities than other Western intellectuals
o acquire a balanced understanding of the grim realities of life in
19305 Russia. While he approved of Young’s initiative in applying
MacCaig’s Trust for a subsidy towards the cost of publishing
his verse, MacLean doubted whether ‘they would publish much
my stuff, because of religious and political objections which
they, as trustees of such a fund, would have to face. And if such
“objectionable” matter, that is, practically the whole of “The

» 25

during the Highland Clearances and of migrants to ing
Strathclyde, a schoolteacher who held open classes in Marxism
campaigned against military and industrial conscription during the
World War on a pacifist basis, was imprisoned for his beliefs in 1916
again in 1918. While before the war his closest political contacts
with followers of Trotsky, his championing of soldiers’ and wor
councils led to his appointment as first Bolshevik consul for Britain
the aftermath of the October Revolution, The battle for a distin

Scottish Communist Party which he waged in 1920 was, Foﬂmaﬂh
to a coaliion which, with Lenin's backing, formed the Com :
Party of Great Britain. Maclean died of pneumonia in Zn._ﬂn.H._wn-. wmﬁw.

MacDiarmid 1993:1, 207, 311, 386.
‘the red side of Christ’; “The two may not be seen together / for all th
expanse of the morass / they are not to be seen in one place / excepton
the bare tops of the high mountains.” MacLean 1999: go-91.

26 MacLean has in mind the poet Edwin Muir and the philosopher George

‘Davie. Robert Douglas Mclntyre (1913-1998), son of a United Free
Presbyterian minister, was Chairman of the SNP 1948-1956, and
President 19581980, He was his party’s fist MP, winning the
 Motherwell election in 19435.
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Cuillin™ were eliminated, there would be little left except the
Eimhir poems, and perhaps not all of them’.”

See also XIV: 2—3, X2OXII: 7, and *An Cuilithionn’ Part V (% 08
Lenin an Ruisia, / ceann-uidhe nan mwnlw.gm_n._um and passim.

whether it can be justified or not. The poem contains the first
references in the sequence to the political situation on mainland

MacLean expressed on more than one occasion his contempt
_ for W. H. Auden and the English poets associated with him (see
Three quatrains with a rhythm similar to ballad metre. End rhyme " motes to XV). Writing to MacDiarmid from North Africa on
in the second and fourth lines of each stanza, with aicll in Il. 1-2 ‘February 23rd 1942, he comments that recent work by Sydney
and 7-8. At the end of line 9, ‘sgled’ echoes the rhyme of hmwgma

and ‘oir’ in the previous stanza.

sir Smith, in both English and Scots, ‘marked a very great
“advance on his earlier stuff which was so influenced by the
_contemptible verse of the Auden clique and the (to me)
‘unsuccessful aspirations of Dylan Thomas and his followers of the
surrealist or near-surrealist type’. During the voyage out, he had
”.E... d time to send Goodsir Smith himself a detailed evaluation of
N _u_..wnp. s collection Skail Wind. ‘I know you will not mind my
* he writes, ‘that here and there in your earlier stuff I
ﬂw_n n_cdmu hoof of Auden or Spender’, adding that ‘Poetically
I am often jealous of Grieve, Yeats, Lorca, Valéry and D. H.
.:, wrence but not of Eliot, Auden, Spender who have neither
...... eat moral passion nor great sensibility but are competent
”:.... king —umHm.m_.u 4.w—

Yet there may have been a greater similarity between Auden’s
concerns and his own, during the run up to the Second World
m,....w ar, than MacLean was willing to acknowledge. Anthony Hecht
s written of the ‘dilemmas’ which ‘are blown through’ Auden’s
wwq collection On This Island ‘on a steady and ominous wind’,
mas which he articulates as follows, and which have an
unmistakable pertinence to poem IV, as well as to the ‘Diin do
Eimhir’ sequence in general:

v

Written in Mull in March or April 1938, this poem is one of the
pillars holding up the larger scale structure of the sequence. Joy
Hendry states without gualification that “The woman in “Gaoir
na h-Eodrpa” (“Dan” IV) is an Irish woman whom [MacLean] met
in Edinburgh while attending a Celtic Congress in August
Hm__..__.q..ma MNessa Ni Sheaghdha (or O’Shea, later Mrs Doran) was
working in the National Library of Scotland on texts
subsequently published as Leabhair ¢ Laimhsgribhnibh by the
School of Celtic Studies of the Dublin Institute for Advanced
Studies. Although MacLean felt ‘irresistibly drawn’ to her, he
‘could never make any kind of advances’, being ‘under the
mistaken impression that one of his greatest friends, who was
responsible for the poet first Ewmmum the woman in question,
wanted to marry her himself”.*
gﬁp&mﬂnﬁnmmﬁw&w?nmﬁmﬂngnabﬁnm in a series
of questions to which the use of parallelism gives an effect of
crescendo. TIT acknowledged her pre-eminence calmly, in an almost

intimate tone. Here she is called upon to give her opinion as to i« =2y one hope to erjoy, or even el R ol

personal happiness in a world filled with omens or actual
- ) - bove been wii . o . ‘instances of horror and danger? What, indeed, is the proper
7 Hmﬁwnuwwu“ HWnF Muﬂ.MMmH rﬂ-.“ are taken nH“n“ﬂM mﬂ“ﬂmnﬂnmﬁvﬁanm. w "Hnw__m.oﬂm_u.mw.. i€ any; betwter G_.u_n..m ﬁﬂﬁ_ﬁw u..n.n mbmhﬁwmn ey
1940 and, rather puzzlingly, Februaiy 1941 lover or a friend, and one’s social and civic life as a citizen, both
28 “. .. Lenin in Russia, / where great judgements go." MacLean 1999t of a nation and of what may loosely be called Western
T04~T0S. civilization? The answers to these questions were easy if one was,
29 According to Dr John Maclnnes, it was Angos Matheson who
introduced the two, on the platform at Waverley Station.
30 Black 1999: xoxxiii, Nicholson 1986, Ross and Hendry 1986: 22. 31 Mational Library of Scotland MS 26153 £8.
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on the one hand, a left-wing political activist, or, on the other,
poet in the Romantic tradition, but what if one were both?™

The accumulation of adjectives (for which see also note to 3}
emphasises the abundance and heaviness of Eimhir’s hair. G:

tradition in Scotland and Ireland is so rich in precedents for
concentrating on this aspect of a woman's beauty, almost a
commonplace of amorous poetry, that to single out any one

example risks misleading. These lines from Uilleam Ros’s sof

‘Oran air gaol na h-dighe do Chailein’, which happen also to!

contain the compound ‘6r-bhuidhe’, are however typical:

Bha falt cama-Itibach, baidheach,
Bachlach, ér-bhuidhe, 'na dhuail,
Cas-bhuidhe, sniomhanach, fiinneach . . .

The two elements, both auditory, competing for the poet’s
attention are her ‘fonn’ and the (presumably inaudible) "gaoir’
Eimbhir is singing. In I: 7 the poet spoke of her music.

Writing to Douglas Young on September 7th 1941, MacLean
explains that while at school ‘I had no time for the heavily
adjectival stuff of which we got a plethora. For instance I di iked

“Allt an t-Siticair” (MacDonald) though after my school days, in
the university, I came to realise the wonderful sensuous unrunﬂ i

it. Fumg&omggﬁkﬁgm%wonﬁ Derick

Thomson takes a more sympathetic view of the strings of

adjectives which were a recurrent feature of Gaelic poetry until
the eighteenth century and even after.

According to Angus MacLeod, though Mac Mhaighstir A

*has been blamed for starting this itemising characteristic of Dﬂnﬁ

poetry’, such *stringing of adjectives was in vogue long before his
day’. MacLeod attempts to justify the practice as follows:

32 Hecht 1993: 48.

33 Calder 1937: 30, there translated as “Her hair cross-looped, pretty,
Crook-like, golden, in curl, / Crisp-yellow, twisted ringlets . . ",

34 See Derick Thomson ‘Mac Mhaighstir Alasdair’s Nature Poetry and its
Sources” in Thomson 10g0: goff.
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The restriction of the old bardic metres compelled the bards to
- compress ideas within narrow limits; and the simple device of
‘expressing a thought by adding -ach to a substantive was not
without its temptations . . . This piling of adjectives no doubt
produces many tedious and unmusical verses; certainly, it is
‘often difficult to show in English any differentiation between
successive epithets. But Gaelic poetry was composed for Gaelic
speakers, in the Gaelic manner, as in the Gaelic idiom . .
‘when skilfully executed, each stroke adds some detail, and 15
‘mot mere repetition . . . One might raise similar questions after
an  examination of the intricate designs and elaborate
 decorations that adorn the pages of the Book of Kells . . A

ean himself was not above deploying the convention (of
the accumulation of abstract nouns in the closing lines of
uilithionn' may well be an nﬁnﬂ.&cﬂu_g here and at XIV:
13, AV: 6—7 or XXII: 21—22.
w = rest of the poem contradicts or corrects this statement.
he parallelism of this and the following stanza (‘An tugadh . . .
nsa’) is taken up in the fourth ("An cuireadh . . . bhuamsa’).
gh no names are given, it is tempting to read ‘a’ bhriid s
‘medirleach’ as a reference to Hitler in Germany and Mussolini
Italy. The definitive victory of Franco and the nationalists in
did not take place until about a year after this poem was
n. In his memoir of the poet, J. B. Caird interprets the line

referring quite simply to Hitler. m._,

; October Revolution in Asturias, northern Spain, broke out

1934 in response to the entry into the government of the

wing CEDA (Confederacién Espafiola de Derechas Auto-

s). Headed by the well-organised local miners (among the
paid workers in Spain), it was initially successful, until the
d government summoned Generals Goded and Franco to

suppress it, with the help of Moroccan and Foreign Legion

_M..Wu..“u___un—.ham 1933: 28,
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Tales of people from the islands being carried as slaves to nort
America are extant, but have not been substantiated. Macles
may have had one of these in mind when he informed Diouglas
Young (letter of August 19th 1940) that the ‘emigrant girl p ‘
is guite original, based only on the story that such
kidnapped from Gesto shore, was responsible for the rhymed list
of Skye names of which I have two lines in “The Cuillin” . I
MacLean additionally told Douglas Sealy that, when asked the
time by a Highlander in the King’s army in America, unable @
answer in either English or French, the girl was able to
communicate with him in Gaelic.*’ The girl has a monologue at
the opening of Part VI of ‘An Cuilithionn™:

Bha mi ‘n Geusdo a’ buain maoraich

an uair a ghlacadh mi ’s mi "'m aonar.

Dh’thuiling mi daorsa nan stric,

an dubh-chosnadh is grian le din

a shearg m’ thedil air mo chnamhan . . M

Gesto is at the northern end of Loch Harport in Skye.

v

Young wrote to MacLean from Old Aberdeen on February rith
2 ”.._\...__ that he

had some things in your poems to be explained to me. I copied
all, to get a good legible text (forgive me! but your
‘handwriting plus an unfamiliar language and strange notions is
too much even for my not unnimble brain). On returning here I
had your stuff bound with Deorsa’s, also my own in a separate
volume. The binder was told to do yours in sky-blue with the
title Dain le Dedrsa is Sombhairle, which made a pretty pattern in
on the blue; and mine in bright scarlet with the title Antrin
(‘Occasional Leaves’). Of course, he did them the other
way about, so you and Dedrsa are the ‘antrin blads’. But perhaps
the symbolism is alright; we are all the voice of Scotland.

There follows a list of places in the text Young has had difficulty
) understanding, and he continues:

1 think that is all I noted meantime of places where I couldn’t
even read the original. There will be a score or so, no doubt,
where I have miscopied and not had enough grammar to
correct wrong forms myself. I still know the declensions etc.
very poorly.

He is concerned that the material should be lodged in safe hands,
given the wartime conditions:

Six quatrains with final thyme, ‘0’ in stanzas 1, 2 and 6, ‘i
stanza 3 and ‘ua’ in stanzas 4 and 5. The internal rhymes and high
level of assonance within lines suggest an echo of ‘amhrin’ style.
Four stresses per line. ‘

] am anxious, doubtless unnecessarily, but L have a Fife canniness,
to have these things put in order against the eventuality of an
utter chaos in which we all might go to hell. 1 shall tonight give
Macdonald®® your own book of mss. to keep; he is an accurate
scholar, to judge from his edition of the Gaelic Homer, and
would edit it Huﬂﬂm_&m. if it was left to him. When nry bound
copy of yourself and Dedrsa is fully corrected and amplified, I

on MacDonald of Sleat / and on Norman of Unish / the skipper of the
brutes’ ship’. They come between lines 13 and 14 in Part VI of the
published version {(MacLean 1999: 106—-107).
44 The lines in question are ‘Beinn Thota-Gormuil nam fear sgiamhach,
Beinn Dubhagraich, m’ ionam 's mo chiall’. (‘Ben Thota-Gormuil of
the handsome men, / Ben Duagraich, my dear dear love!’) MacLean
1999: 7071,
45 Ross and Hendry 1986: 59.
46 ‘1 was in Gesto gathering shellfish / when [ was seized, being alone. /'
suffered slavery with strokes, / the “black labour” and a sun with a heat
/ that withered my flesh on my bones . . " MacLean 1999: 104—105.
47 I am indebted to Dr Michel Byme for this observation.

48 John Macdonald (1886—1970), Lecturer and then Reader in Celtic at the
University of Aberdeen, 1922-1956, and first editor of Seottish Gaelic
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thought of committing it to John Knnﬂnnrbmnwu although he# .. tas’, no doubt influenced by the preceding line), comparison

liable to have his papers searched by the police (his lain ; n_un typescript copies of XXVI and XLI conserved with

purloined and some valuable researches lost); or J. L. Ca faclean’s letters to Young indicates that he was a reliable

whom I once knew slightly and have corresponded with; ¢ . The transcripts are at present enclosed in a folded sheet

Carmichael Watson,”' whom I don’t actually know . . . .um E Donald Archie MacDonald in April 1997, where he
: oly describes them as autographs by MacLean.

'The survival is all the more striking given that, writing on May
follows, from his home at Makarsbield, Tayport, to a Teque yrd 1941, MacLean had instructed Young to destroy his copies of
from MacLean: poems, among them V, XVI and XXVI. Writing from

re Hospital, Inverness on April 20th, 1943, he expressed
In the matter of Gaelic manuscripts, in which Tayport i ise that V still figured in the Gaelic text of the sequence.
unexpectedly rich, I have your ‘Diin do Eimhir’ bound in red foung Eﬁnnmﬂ& to assure him the next day that the item
boards with George Hay's stuff. I have snipped out and enclose
the texts of those ‘Dain’ that I copied, _uE” which are not if
your Maclellan print of 1943: V, VIL? XII, XVI, XXV,
XXXVI, XXXIII early version, and XLI. XV became one
the ‘Diin Eile’. I never had XL, and you told me you ha
forgotten what it was. I never had XLVT and XLVIL. So I think Wh mnoupwﬁn_ MacLean to seek out these poems? Had the issue
that accounts for them all. ‘of Lines Review which was to give such generous coverage to his
w.._.,..‘ and which eared in 1970, bringing XL, XLVI and
Ho:bw s transcripts constitute the anly surviving copics knowiig KLVII into print mouﬂww_um first time, already _uﬂnmm mooted? Is this
e editor of V and the early version of XXXIII, as well as of all by .
the first lines of XII and XXXVI. Although they do cont ..._. _he began drafting a revised version of XVI, making
o e e s S A - =i 3= iz o e i
has ‘bhithinn-se’ for ‘bhithinn-sa’, and replaces ‘tabhartas’ w fid he succeed in tracking down copies of them?

49 Revd John MacKechnie (1897-1977), it Glisgow and B The translations of V and XVI which MacLean promised

in Celtic at the University of Aberdeen. Author of Catalogue of I ¥oung in a letter dated b,_uﬂm— 15th 1942 are untraced. V is a
Manuscripts (1973). MacLean wrote to Young on March 27th 1943 tha are for the translator, with its semantic concision, its use of
“The more I see of the Gaelic text [of the 1943 volume] the more | like . of abstract nouns for qualities or mental processes, and its
its correctness and for it [ have nothing but gratitude to MacKechne ess for paradox. It is the Fimst of fout iems witber i

and yourself.’ .
50 John Lorne Campbell of Canna (1906-1996), indefatigable collector m..” DT 1939 mwm marks the entry of the Scottish woman, m_un
Gaelic oral tradition, author and editor of many works on aspects dl an ruadh’, into the sequence of love poems. Hendry writes
Scottish Gaelic language and literature. having known her ‘briefly when she was in her teens’,
51 James Carmichael Watson (1910-1942) succeeded his father in the an ‘began to feel strongly attracted in August or
Chair of Celtic at the University of Edinburgh, and edited qd_"a_ . .
and 5 of Carmina Gadelica, material his grandfather had collected {see nber, and by December 1939 had compiftted himselt by
note to LIX). _ ng his love for her’.” The ‘chance meeting’ which
52 EﬂcﬂnﬂﬁmﬂﬁnﬂzﬂvﬂﬁEﬂvnﬁnE@&namgaﬂh :
the following poem. 53 Ross and Hendry 1986: 25.

It was thanks to what came to be christened the ‘Red Book’ tha
fully 27 years later, on April 3rd 1968, Young was able to reply:

was marked by me as not for publication, and I don’t know
. it got in. I would have excised it when reading proofs, but
4 Bﬂ@ got proofs the day or so before I heard of your return,
1in fact did not seriously read them, much less correct them.
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- service in September 1939. I did that because I took it to &
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‘brought back the old passion’ and led to ‘An Cuilithionn" beis
‘completely interrupted’ (letter to Young of March joth 104
occurred in late May or June.

is copy of the latter poem to MacLean in April 1968, it was
‘.‘..m. ed VII. The number given in MacLean’s letter is, however,
d here. Young would appear never to have possessed a
a. the one item missing in this edition. As a result confusion
een VI and VII was possible.
poem depicts one woman taking the other’s place in
tranguillity, a perspective which is belied by the
gl oned lyrics MacLean would continue to dedicate to the
rishwoman, until possibly as late as the first half of December.
This may have motivated the removal of VI to the ‘Diin Eile’ in
the 1943 volume. MacLean's translation is reproduced from a
etter to Young dated April 15th 1942.

he reference to slaughter in Germany and France should not be
it ST A B PR 6 ¢ T an dffiid Ldid oot H..m aken literally. Not untl May 1oth 1940 did German troops break

BT through the Netherlands and Belgium to attack France.
thag Lagked the Bdinbusgh Corporation to release sis el _ﬂ The ‘bord’ is unlikely to have been in a private house. Perhaps

the poet had in mind a favourite pub, or even a restaurant.

e light of these lines it is worth turning attention to the
cation of colour adjectives to Eimbhir, and specifically her
in the course of the sequence. She is ‘ruadh’ at V: 1, 17 and
6, XVI: 38, XXVI: 1 and LX: 1, 13 and 15, all items
there is no difficulty in assigning to the Scottish woman.
: 25 and XXI: 7 she is ‘buidhe’, a term linked with the
man, and introduced in IV: 1, where Eimhir's hair is
bhuidhe, throm-bhuidh, ér-bhuidh’ (see also line 21). *Geal’, on
the other hand, has a2 more neutral application (XVI: 38, XVIII:
37, XXII: 7, XXIII: 27, XXXIV: 2}, as does ‘or’ (III: 8, XLIX:
#). The single recurrence of ‘bin” at XXIII: g can hardly function
ce for the addressee of this item (see note on this poem),
e composite ‘ruaidh dir’ in the lines added to [ in 1939
probably represents a wish on the poet’s part to blur distinctions
and propose Eimhir as a unitary figure.”

The long vowel is an idiosyncrasy, the standard form being ‘eire
The line could be metrically improved by the introduction of
relative ‘a” after ‘bhon’.

Cp. XIX: 26.

Cp. I: 2, 4 and XIX: 25—28.
A reference to the imminence of MacLean's departure to fight in
the Second World War. Commitment no longer hangs in th
balance (as in the poems concerning Spain {e.g. IV and XXII}
but has become an inescapable reality. MacLean told Young
(letter of October 1st 1940) that

Clommunist] Pfarty] line then. At that time T did respect the
political line of the Clommunist] Plarty]. [ am afraid [ don’t now.

The parallelism of the three closing lines indicates a simplification
in both syntax and thought, with the fourfold occurrence of the
‘a0’ vowel bringing a fine sense of closure.

The underlying pattern is of two anapaests per line with alter
feminine and masculine endings. Consistent aiall in each co plet
Even lines rhyme within each stanza,

VI

Writing on May 3rd, MacLean instructed Young to put VI among
the ‘Diin Eile’, “as in the list’. The list referred to survives in tw
copies, one of which was sent to John Macdonald. Of the 17 items
it contains, all but three can be excluded, given that they figum
independently in the ‘Dating Letter’. ‘Clach air cirn’ is cited as ar
independent item in a letter to Young of February 22nd 1941
The two remaining poems, which interestingly come at the end of
the list, are “Tri Slighean’ (here restored to its rightful place as XV in
the sequence) and ‘An Din-Eideann 1939". When Young returned

§4 The variant ‘or-laist’ (for ‘6r-bhuidh’) occurs in the iy Poems for 6d
* yersion of IV: 21, as well as in a line from ‘An Cuilithionn' Part II: *mar
chiabhan ér-laist ceann mo luaidhe’ (". . . like the clustered gold-lit hair
‘of my beloved', MacLean 1995: 78—79), which has the interesting manu-
script variants ‘chuachan’ {for ‘chiabhan’) and (for the whole line) ‘mar
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are “bréagha”, “boidheach”, “eireachdail”, “ilainn™." (Letter to
Douglas Young, August 19th 1940.)

Two quatrains resembling ballad metre. In each, lines 1, 2 and
have final rhyme, while the closing vowel of 3 is O
internally in line 4 (aidll).

- Not just Shakespeare in his sonnets, but the Metaphysical poets
too and, given the renewed fascination of the Romantics with
onism, Shelley, Blake and Wordsworth all show a debt to
theories, in greater or lesser measure. All are cited, at one
or another, as influences by MacLean. Yeats mentions his
siasm for Plato and Socrates while still a schoolboy, though
not engage seriously with texts by Plato and Plotinus until
after completing the first version of A Vision in Bu.m.&

This is the first of the series of poems written in Hawick duri MacLean’s Platonism is evident in his fondness for pairing
the last two months of 1939, which extends as far as XXXVL In “aodann’ and ‘spiorad’ (‘face’ and ‘spirit’) or their analogues, as
his ‘Dating Letter’ to Douglas Young (March 3zoth 1942), as in the notion that the fundamental components of his
MacLean assigns poems [X—XVI to very early November. There v are drawn from Eimhir. The Platonic theory of beauty
was to be a second burst of creativity in the spring of the holds that

following year. .

The wwwwnw of Eimhir’s face is a manifestation of the beauty of ".ﬂ_u.wnvunﬂ_..__« om..nrn _uO&.W e .
her soul, and the poet proudly asserts the immortality of the praise i Acconding e mnﬂw.u. n_uﬁ,... gotil tnlssnded ..mdnu _unwdn,ﬂ
which he i planning, The pairing of face and soul in Uil .s._m:uﬁ framed u._u.o&« in which to n_,__u.qnz. Before its n—n@nnnn it
epigrammatic quatrain is the first striking instance of the jonceives a certain Euﬂ for the moém of a body; ubm._m on
Platonism which underpins MacLean’s sequence. .%Hn_H u_n. B il @dﬂﬂr_w m..n:. " v ork u.n.i sufficiently

In the Republic Plato made no secret of the suspicion with which __ﬁgn _H.ﬂhmw_ww body is very similar to its celestial one, hence
he regarded poetry, since it was for him little more than i eautifil
imitation of an imitation. Aristotle, however, did his best in the .
Poetics to regain lost ground by claiming value for poetry as the
imitation of a divine archetype. The theory of platonic love
elaborated by Neoplatonic philosophers such as Plotinus,
basis of the Symposium and with an input from Oriental mysi
became a powerful force in the literature of the Renaissance,
the aid of the fifteenth-century Latin translation of Plato’s works
by Marsilio Ficino. In terms of this theory

physical beauty was an outward expression of the inward grace
and spiritual beauty of the soul, and this spiritual radiance was
an extension of the e t beauty of God Himself. The
Platonic lover therefore paid devotion and adoration to a
physical beauty of his mistress only in so far as that beauty
reflected her soul . . % )

X

‘Harrison cites Spenser’s ‘An Hymne in Honour of Heavenly
' Beautie’ as an instance of such an approach:

 Which powre retayning still or more or lesse,

- When she in fleshly seede is eft enraced,

- Through euery part she doth the same impresse,

- According as the heavens haue her graced,

- And frames her house, in which she will be placed,
- Fit for her selfe, adorning it with spoyle

 Of th’heauenly riches, which she robd erewhyle.*®

In the sequence, it is as if Eimhir’s soul were capable of informing
“and moulding in its likeness not only her body but also the poetry
‘of the man who loves her (see, for example, XXVII).

1
61 See Brian Arkins’ weatment in Baldwin and Hutton 1994: 279—289.
62 Harrison 1903: 112—113.

60 Cuddon 1998: 674. 63 Lines 117-123, in Spenser 1912: §91.
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As well as to Platonmism MacLean is indebted to Petrarchis
which conventionally viewed the beloved as

Such distrust of sensory data, however, also alerts one to a
ant, more modern strand in the poetry which cautions

our too glibly labelling MacLean a Neoplatonist. While
Ty of pomt boauty B6S feoicm e, ._s...r Inishwoman conformed to the Petrarchan ideal, the Scottish
correspondingly great cruelty. Hence the subjects of & d the * ded Eimhir' wh & her in th
Petrarchian love poem were either the praise of the mist s WRO Tepresents her in the

beauty or an account of the torment of the soul caused w_m% T b el i MM.“.. In Wﬂ”w“w M _mSEn moEM-u af
heartless indifference. ™ endence, of beauty as having i eing on another,

’ erial sphere, is rejected in favour of immediate sensory
Stylistically, the characteristic markers of Petrarchism ﬂnmn the ption. The speaker refuses to acknowledge any reality
use of antitheses, puns, and especially of conceits’. 5 If the d it, and the Platonic hierarchy of substance and shadow is
influence of Platonism and Petrarchism lends MacLean’s poetry
an attractive aura of archaism, the same can be said of El
Pound, similarly drawn to earlier idealisations of love in, for
example, Dante, Guido Cavalcanti and the Italian ‘stilnovisti’.”
When Socrates argues in the Phaedo that

reversed, privileging the latter over the former.

Two rhyming couplets with four stresses in each line.

X

Experience is seen as the fuel of poetry. Though he may lack their
alent, the speaker’s material would be sufficient for a number of
like Yeats or Ross. The lyric proceeds by accumulation

. teud-mhodhanach . . . caoin, uiread . . . uimbhir . .
Enmun and so forth). m&_ﬁu 5 n.mum_pnon

the soul, when using the body as an instrument of perceptio
that is to say, when using the sense of sight or hearing or
other sense (for the meaning of perceiving through the body s
perceiving through the senses) — were we not saying that the
soul too is then dragged by the body into the region of the
changeable, and wanders and is confused; the world spins rou
her, and she is like a drunkard, when she touches n_ﬁumnuﬁ

one cannot help recalling MacLean’s words, in the abow
mentioned ‘Dating Letter’ to Douglas Young:

Is there a further instance of Platonism in the suggestion that
poets of yearning are confined to the earthly sphere (‘a-bhos’) and
‘never penetrate beyond it?

fist mention in the sequence of the Gaelic poet who was
an important model for MacLean, eager to find ‘a symbol for
momﬂ.__q mnn for a life determined by a grand and tragic
fic passion’. % An interesting sidelight on the respect in
Eﬂ poet was held in MacLean’s Raasay comes in the
ote included in an essay first published in 1970, where he
of ‘an old woman of impeccable Free Church antecedents’
who ‘once said of the Psalmist: “David, the dirty blackguard,
“what was he compared with William Ross!” e

I try to avoid writing anything now as it reminds me of the joie-
de-vivre | had during the last two months of 1939, and makes me"
feel that all my best stuff is the product of a drunkenness that
won't return and that if [ can write any more it will only be the
dreich poetry of ‘wisdom’. I liked my drunken idolatry . .

64 Harmson 1903: 105.

65 Harrson 1903: 126.

66 For Platonic influences on these poets, see the chapters “Plato an i
Eliot's earlier verse’ by Dennis Brown, and ‘The Cantos of Ezra Poand:
“to build light™ by A. D. Moody in Baldwin and Hutton 1994: 208~
307, 308—318.

67 Phaede 79, quoted in Harrison 1903: 48.

68 MacSioméin in Ross and Hendry 1986: 113.
fig MacLean 1985: 111,
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Bom in Skye in 1762, William Ross was educated at Forre
where he acquired some knowledge of the Classics, and i
most of his life in Wester Ross, dying of 2 consumptive col
in 1791.° The tale of his unhappy love affair is
John Mackenzie in The Beauties of Gaelic

It is not to be wondered at, that a being so highly gifted as was
Ross, should be extremely susceptible of the influence of
tender passion. Many of his songs bear witness that he
During his excursions to Lewis, he formed an acqua
with Miss Marion Ross of Stornoway (afterwards Mrs
of Liverpool,) and paid his homage at the shrine of her
He sung her charms, and was incessant
still he was rejected by the coy maid; and the disappointmes
consequent on this unfortunate love affair, was thought to have
preyed so much on his mind, as to have impaired his health ané
constitution, during the subsequent period of his life.™

In its fullest form, however, the legend is found in the “Shost
Memoir of the Life of William Ross’ prefixed to Calder’s edition

of his songs:

He was all his life a traveller not merely in his packman days but
when settled as schoolmaster in Gairloch . .
made to Stornoway, while yet heart-whole, he met !
Ross, perhaps a kinswoman of his own, and fell in love wit
her. From his songs one would conclude that the passion or
infatuation was only on his own part, not on hers; but friends of
his, it is affirmed, declared that he told them of an engagement
between himself and Marion at which she invoked fire f
heaven to consume her if she proved unfaithful . . . Not
afterwards she married a sailor, a sea captain named Clough,
went to Liverpool, his port, and took up her abode there. She
had compared the rural schoolhouse, the hens on one side and
the cow on the other, with the comforts and attractions ofa

70 Thomson 198¢: 200ff.
71 Mackenzie 1904: 277.

in his addresses

. In a tour which he
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great city, and she chose the latter. But time and experience
raised doubts in her mind as to the wisdom of her choice, and

thoughts turned to Ross, her constant lover. It is generally
ed that when her husband was away on a long voyage she
to Gairloch suggesting that Ross should meet her; and,
sterous as the suggestion was, he fell in with it, and
ook the long and toilsome journey, till he reached
g. Here he paused, and common-sense came to his aid.

Did he actually, he asked himself, propose to take another

n's wife and appear with her before the world? And this in

Gairloch of all places? The idea would not bear examination.

therefore retraced his steps, and, in the course of his long

journey homewards, had to spend a night in the open before he
could reach the shelter of his father's cottage. Bruised and

ken in body and spirit he took to bed for the last time . ..

‘When the unhappy Bard was breathing his last breath, his

sith winged its way to far off Liverpool to make claims on
jon which she could not refuse, the fulfilment of her
se to wed, or the end which she had invoked heaven to
pon her if she proved unfaithful. She was at the moment,
the help of her maid, dressing herself in white in
ration for a ball she was about to attend. A knock was
at the door which blanched her face with fear. The maid
wered, and announcing that a tall young man in Highland
was waiting, she heard her mistress whisper, “William

Ross”. Marion herself then went to the door, but no one was to
‘be seen. At that instant the flame of the candle she held in her
‘hand was blown inward and lit her flimsy garments, and her
_screams soon ceased in the agony of death.”

Derick Thomson is at pains to insist on the broad range of Ross’s

¢ work (he is reputed to have destroyed a number of his
pointing out that only three specifically concern Marion

Ross. As she moved to Liverpool with her sea-captain husband in

72 Calder 1937: xoovi—aoviid.
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title role in his play Cathleen ni Houlihan, a part written with W.“..m.
specifically in mind. The effect of her performance was uﬁ.&
years later the poet would ask himself ‘Did that play of mine se
out / Certain men the English shot?’ "™ In 1903 she was recei
into the Catholic Church and married John MacBride (see It
3), who had fought alongside the Boers against Britain and wh
was one of the few participants in the Easter Rising of 1916 to havt
the benefit of military experience. The French courts granted the
couple a legal separation in 1906. In 1916 Yeats proposed oncs
more, and it was not until after Maud Gonne's daughter Iseult had
also refused a proposal that he finally contracted Enﬂnwn
George Hyde Lees, on October 2oth 1917. If the Scottish poet’
love for Eimhir represents a dangerous deviation from a ch
political affiliation, Yeats saw political involvement as ultimately
damaging to the woman he loved. This is borne out by HB.um m
‘The Circus Animals’ Desertion’ (‘I thought my dear _HEnn
own soul destroy, / So did fanaticism and hate enslave it')™ 2
a further passage from the Autobiography:

X1

other epigrammatic quatrain. The mention of Edinburgh is the
St indication of a metropolitan setting for at least some
pems in the sequence.

The metrical pattern is the same as in VIIL

XII

far the survival of this item, see note to V. The quatrain bears a
fistinct resemblance to the close of XV. MacLean told Young in
dated September 11th 1941 that ‘I have in one Eimhir
accurately, I think, enumerated the four chief emotional
cs in my life’, and quoted the last two lines of this poem,
dding that ‘T am afraid the last has been far more important than
you or anybody else has ever imagined’. Editor’s translation.

I told her after meeting her in London I had come to undet- .. Jﬁﬂw mi luaidh’ can also mean ‘I praised’ or ‘I mentioned’.
stand the tale of a woman selling her soul to buy food for a q d line of difficult interpretation. Alternative readings
starving people as a symbol of all souls who lose their peace, ot m.n._._H allegiances which called forth different virtues’ or
their fineness, or any beauty of the spirit in political service, but four to which I gave allegiance with varying success’.

chiefly of her soul that seemed so incapable of rest.”! is common in Gaelic to refer to Skye simply as ‘the Island’.

A considered and compassionate verdict on Yeats can be found in
MacLean’s poem ‘Aig Uaigh Yeats” (At Yeats's Grave'), when
he tells the Irishman: *. . . tha leisgeal air do bhilean, / an leisgeal
nach do mhill do bhardachd, / oir tha a leisgeal aig gach .“_HEM,.

Four lines of basically four stresses. End rthyme in Il 1, 2 and 4 and
il in 1. 3—4.

XIr
Lines of three (occasionally four) stresses each. There are two
rhymes in the poem, ‘4’ in lines 1—2 and 58, and ‘o’ in lines 3~
and g—12.

Though Bertran de Born (r150—.1215) is slipped unobtrusively

into MacLean’s list of unfortunate lovers, this poem was clearly

mspired by Pound’s ‘Na Audiart'™® (included in Personae (1908,
1909, 1910)), loosely based in its turn on de Bomn’s ‘Dompna,

70 See ‘Man and the Echo’ from Last Poems, Yeats 1983: 345.

80 Yeats 1083: 347,

B1 Yeats 1972: 47.

82 ... there is an excuse on your lips, / the excuse that did not spoil you

poetry, / for every man has his excuse.” MacLean 1999: 260—261. 3. See Pound 1975: 17—18.




172 XIII Diin do Einshi X111 173

Is tu meanm na Meabha Laidir,

puois de mi no us chal’ (‘Lady, since you don’t care for me
Is tu taladh Binne-bheul.*

Where Bertran had written of 2 ‘dommna soiseubeuda’ or ‘co
posite woman’, MacLean adumbrates a composite poetry wii
will embody the virtues of different European traditions. I vo transcripts of this poem are appended to a letter to Douglas
Bom’s notion can be traced back to an anecdote in the Eld foung dated May 25th 1941. The earlier of the two carries
Pliny, telling how the Greek painter Zeuxis put tog deletions and makes it possible to recover previous readings in
portrait of Helen by combining the finest qualities of five : veral places.

girls.” The idea that terrestrial beauty is of its nature im
and that true beauty can only be attained by selecting
reassembling, is of course Platonic in nature. The
evidence of MacLean's debt to the Modernist poetry of ‘
and Eliot, which he consciously rejected as a model mﬂnum ] n), has survived in versions which can be dated, on
university years. He would later write that ‘T am greatly attra evidence, as far back as the eighth or ninth centuries.
by Pound’s Provencal versions, whether they are relativel cluded in both the Book of Leinster (compiled after 1150) and
genuine or not. [ consider him now the best of all those e Yellow Book of Lecan (compiled around 1390), it constituted
English or Anglo-American poets. His virtuosity is, I think, one of the “Three Sorrows of Storytelling’, and was a prologue
and more varied and more satisfying than the meagre mosaic} e to the major Irish epic Tdin Bé Cuailnge (‘The Cattle Raid of
whinings of Eliot and the flat slicknesses of Auden etc. etc." (le "), serving to explain why Fergus Mac Roig, Cormac the
to Douglas Young, February 22nd 1941). ; Conchobar and other Ulster heroes find themselves at n_un

At the same time, the opening paragraph of XIII may usefully H. court of Queen Medb of Connacht when the epic starts.”’

be compared with the fourth section of the ‘Ora nam Buadh’ (g 'The elements of her story can be briefly summarised. While still
‘Hymn of the Graces’, see LIX) in Carmichael’s version, with its her mother's womb, Deirdre utters a cry which prompts
mention of Helen of Troy and, near the end, Queen Maeve: d the druid to foretell both her great beauty and the
tion she will bring about. Refusing to have her killed,

eirdre is the tragic heroine of the Ulster Cycle, with a role
! to Helen of Troy in ancient Greek tradition. Her story,
Mac nUislenn (“The Exile of the Sons of Uishu’ or

Is tu gleus na Mnatha Sithe, obar King of Ulster arranges to have her brought up in
Is tu beus na wnmw _Hn_u.n. planning to make her his companion in due course of
Is tu Dd_u_m na Moire mine, . ut with a mixture of threats and flattery she persuades
Is tu WE._“.EE na Eumﬁrm _ﬂn_ﬂm_ ise, eldest of the sons of Uisneach, to run away with her. No
Is tu mmﬂn_b na h-Eimir aluinn, ! able to find refuge in Ireland, the couple, along with
Is tu mein na Dearshul agha, Naoise’s two brothers, eventually go into exile in Scotland, until

they are lured back by a treacherous invitation from Conchobar,
for which Fergus and Conchobar’s son are among the guarantors.
B4 See Whyte 1996 for a detailed account. Regarding Audiart,
refers Douglas Young to ‘the poetry of Bertrans de Born tro
Englished by Pound’ (February 22nd 1941). r
85 Pliny the Elder, Historiae Naturalis XXXV, 36. Pliny speaks of the city of
Girgenti, though the painting in question was destined for Croton, and
does not name Helen at this point. Domenico Beccafumi (1486-1551]
painted a fresco of this scene in the Palazzo Bindi Sergardi at Siena..

86 ‘Thine 15 the skill of the Fairy Woman, / Thine is the virtue of Bride the
calm, / Thine is the faith of Mary the mild, / Thine is the tact of the
woman of Greece, / Thine is the beauty of Emir the lovely, / Thine is
the tenderness of Darthula delightful, / Thine is the courage of Maebh
the strong, / Thine is the charm of Binne-bheul.” Carmichael 1928: 1, §.
#7 Caerwyn Williams and Ford 1992: 130-131, MacKillop 1998: 117,




174 HKII: 1 Dain do Einthir XKII: 2 175

The sons of Uisneach are killed and, a year later, Deirdre succe Glend Eitci! O’n Glend Eitci!

Ewnnuhwubmﬂns_uﬂ.rmmmm Ann do togbhus mo chét tig;
Deirdre’s story features prominently in Anglo-Irish ki Alaind a fidh iar néirghe 0
the nineteenth and twentieth centuries, making her ﬁnmﬂ.mﬁ : Buaile gréne Glend Eitchi . . .

best-known of all figures from Celtic mythology. It was reworke
in dramatic form by Yeats and Synge, by James Stephens as &
novel and by Lady Gregory as part of her retelling in
“Kiltartanese’ of the Irish mythological cycles.” It also survived
until modern times in remoter districts of Ireland and
On two successive days in March 1867, Carmichael transc
from the lips of a cottar and a smith on the island of

jee also note to XXIII: 16.
Gonne (for whom see note to X: 12) married Major John
ride (1868—1916) in Paris on February 215t 1903. The pair
ne child, named Sean, but separated after only two years.
he event prompted a bitter quatrain from Yeats, which remained
ung ublished in his lifetime:

versions of the story of Deirdre and of ‘Lacidh Chlann My dear is angry that of late

(*The Lay of the Children of Uisne’) which he then publis I cry all base blood down

(after some touching up) as a combined volume. P As though she had not taught me hate
‘At the head of Glen Etive is a plain called “Dail-an-eas”, m&n By kisses to a clown.”

the waterfall . . . A gentle declivity looks down on the waterfal
and on the n_n.&. crystalline water running on the boulders,
away down between the mountains and down the course of the
loch. A spot upon this declivity is called “Grianan Deard .,.
“Grianan Dearshula” — the sunny bower of Dearshula. The
remains of some building are indicated in the green grass om. e
slope. The old people of the place had a tradition . . . that the
sunny bower of Dearshula was thatched without with the long-
stalked fern (royal fern) of the dells and the red clay of the poals,
and lined within with the pine of the mountains and the down
feathers of birds. Here the deer of the hill could be shot from the
window and the salmon of the stream could be fished from the
door of the bower. The spot is most beautiful and the p .
most Ehm.E,mnmnﬂ.m_
Carmichael gives Dearshula as the commonly used form of
Deirdre’s name in local oral tradition. A poem from the fifteen th
century Glen Masan manuscript, set in the mouth of Deirdre, has
the verse:

Though not involved in planning the Easter 1916 upmsing,
q mn lost no time in joining the insurgents. He was court-

aig / Gu robh thu buidhe béidheach / Mo nighean donn a
ig" was among those collected by H.m. C. Craig from Miiri
ean Alasdair and published in 1949. * The Cornaig girl was
by her brothers to prevent her marrying a man they did not
ve of. They left her dead on the moor, and the speaker
s that he could not have been there with a bare sword to

try his strength on them.”

92 ‘Glen Etivel / There [ raised my first house, / beautiful are its woods in
" the morning, / Glen Etive, the fold of sunlight . . ." Quoted in Ross and
Hendry 1986: 64. For the original, see Camercon 1894, II: 467.

g3 Yeats 1972: 145.

J See Craig 1940: 108. MacLean later expressed the view that this version
contained ‘disturbing accretions’ in its words (1985: 121).

95 An English translation by MacLean of one version of this song can be
found in NLS Acc. 12022. It reads as follows: ‘My brown-haired girl
from Cornaig / you were golden beautiful / my brown-haired girl from
Cornaig. / It was an evil tale I heard / on Monday after Sunday. / When
~ the rest went to the sermon / the hunters went to the moorland. / And
your hair was trailing and your finely spun shirt in shreds, / and your
smooth white breasts / dripping blood together / my golden heavy-

88 See Cross and Slover 1936: 239—247, also Gantz 1981: 256—267.
89 See "Fate of the Sons of Usnach’' in Gregory 1970a: g2—-117.

90 See Carmichael 1914.

g1 Carmichael 1914: 139,
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An earlier version of this line (see ‘Copytexts and ﬂ I
Readings’) cited ﬁ_un heroine of Alasdair Mac Mhaighstir 2 .
‘Moladh Mbraig’.* Writing to Young on February NE,.&
MacLean had glossed ‘MacDhomhnaill’ (see line 35) as “Alex:
Mac Mhaighstir®,

6 The note preficed to ‘Oran an Amadain Bhoidheich’ ?nm. it
Sinclair’s An t-Oranaiche explains how, when a young man fell in lov
with his father’s milkmaid, a girl named Mairearad or gﬁmﬂnﬂ
mother, knowing the girl had gone to wash herself in the rives
tricked him into shooting her by claiming to have seen a fine whi
swan swimming at the place. The song is said to have been compaose this and the following line after line 12.
as a conseguence of the wwpﬂo_mﬂm.ﬁ In a letter to Uﬁ.ﬂ.%ﬂw Young | m.—Hn_._H—H wife of Cuchulainn, who gives her name to MacLean's
dated February 22nd 1941, MacLean names the Handsome Fo w mun_nnunn of poems, see the note at the beginning of this
the author, the song as ‘A Mhairead dg’, and refers to its English _ y. Cuchulainn, the greatest hero in early Irish literature,
version by Marjory Kennedy-Fraser, the ‘Mull Fisher's Song’. Ina dominates E.w Ulster cycle and Tdin Bé Cuailnge. Originally named
paper on ‘Domhnall Donn of Bohuntin’, however, read after the wa Bt _un gained his nickname (the ‘hound of Culann’) when,
to the Gaelic Society of Inverness, while considering this to be by fit ed seven, he smashed a guard dog belonging to Culann the smith
the most famous poem’ attributed to the seventeenth-century scis a mcoam:umn The boy agreed to serve as the mnpm animal’s
of the Keppoch MacDonalds, MacLean writes that ‘two .Bumm av re until a whelp could be raised to take its place."”
been inextricably confused’ in Sinclair’s version, one by Domhnall ne, Diarmad and Fionn Mac Cumhaill are the principal
Donn, the other ‘ultimately a variant of the international m..__w ters in ‘Téraigheacht Dhiarmada agus Ghriinne’ (The
used in “The Swan Lake” '. According to a different tradition, the of Diarmad and Grainne’) which, though it must date
girl in the song was the poet’s ‘illegitimate daughter, who visited him least to the tenth century, has survived only in an Early
in prison’”® 1 Irish redaction. Griinne, promised in marriage to Fionn,

7 Témas Liidir (Thomas the Strong), also known as Thoma Diarmad, who is a member of Fionn’s warrior band, to
Costello (which may mean ‘of the shapely feet’), famed in Irelas elope with her. Its theme, ‘the tragedy of a young girl betrothed
for his deeds of physical prowess, fell in love with Una ‘an old man and of the conflict between passion and mn_..m on
MacDermott. His love was returned, but her father disdained him the part of her love’, 0 s basically that of Deirdre’s mg
as a suitor and, although Témas was able to come to her sick bed, In Scene xviii of Christopher Marlowe’s Doctor Faustus, Helen of

‘ Troy enters the stage a second time, after Faustus has begged

foolish vow prevented him returning when she summoned him,

: m..._n_w as a consequence. In the song entitled ‘Una bhin’ he

her, she is referred to as ‘blossom of the amber locks’ (‘a
_,, na ndlaoidh émra’), having ‘ringletted cooleen upon which

grew the melted gold’ (‘ciilin fiinneach air ar fhis suas an t-6r
.m:. a"), terms which notably resemble the depiction of Eimhir
n MacLean’s sequence although, as stated in the note to IV: 2,

such descriptions are commonplace in love poetry of both the
rish and Scottish Gaelic traditions.”

An earlier version (see ‘Copytexts and Variant Readings’) placed

haired girl / sleeping on the moorland. / It is a bad morning’s work for
me / to be putting the men in order, / and it is a bad evening’s work for
me / to be preparing your burial. / And the ale that went for you
wedding /at your funeral was drunk. / I wish to God that T was at grips
with the young men who did the evil deed. / With a long naked sword
I would try the strength of my fists on them.’

96 For a recent edition see Mac Mhaighstir Alasdair 1996: 56—74.

97 Sinclair 1879: §22.

98 MacLean 1985: 211, 232—233.

‘99 Hyde 1969:46-61.

‘100 MacKillop 1998: 10zff. For ‘The Boyhood Deeds of Cu Chulainn’
(which form part of the Téin) see Cross and Slover 1936: 137-152 and
‘Gantz 1981: 134—146.

101 Caerwyn Williams and Ford 1992: 130-131.

102 MacKillop 1998: 230, Cross and Slover 1936: 370—421, Gregory 1970b:
260—309.
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Mephistophilis to let him enjoy her embraces. Faustus greets he
with the famous words: “Was this the face that launch’d a thousa
ships / And burnt the topless towers of Ilium?"'* Yeats had asks
of Maud Gonne ‘Was there another Troy for her to burn?"™®
For William Ross’s unhappy love affair, see note to X: 12.
MacLean’s idea of the relationship between the troubadous
Bertran de Born and Lady Audiart comes from Pound, w.
the Provengal phrase Que be-m vols mal as epigraph for his

which opens ‘Though thou well dost wish me ill /
Audiart’. Pound’s longest De Born poem, ‘Near Perigord:
includes a summary of ‘Dompna, puois de mi no us chal’.™ .

Maebhe or Medb, whose name means ‘she who intoxicates’, is the
principal antagonist of Cuchulainn in Téin Bi Cuailnge and the
architect of his eventual downfall. It is she who sets the action
moving in the initial pillow-talk, when she discovers that he
husband possesses a white-horned bull she cannot match. She also
spurs on Cuchulainn’s friend Ferdiad to confront him in a series of
one to one combats. When she and the hero come face to
she is menstruating, and he mockingly spares her. Referred to &
"Medb of the friendly thighs’, she claimed to require the attention
of thirty-two men if she was to be satisfied in bed."*
Rather than designating a specific metre, ‘Din Direach’ indicates
the strictness with which rules of rhyme, consonance and
alliteration are observed in syllabic verse composed in Classical
Gaelic roughly between the end of the twelfth century and
beginning of the seventeenth.'”
For a similarly eclectic approach, drawing together the qualities of
different national traditions, see ‘Craobh nan Teud' lines 45-56.
Before becoming identified with Scandinavia and specifically

orway, ‘Lochlann’ was E—wwu mysterious realm from which
: s invaders originated.'

Bride see note to line 3, and for Naoise to line 1 (also
s 5—6).

to lines § and 6.

ulainn, Fionn and Diarmad, see note to line 8.

earlier version the order of these two lines was reversed (see
Copytexts and Variant Readings’).

ines of varying length, between two and four stresses, rhyming

frequently in pairs, though the rhymes at 15, 19, 37, 41 and
45 embrace four lines, and at 29 six (if *ioghnadh’ is incorporated).

XIv

he second poem in the 1943 volume to have a title. The theme of
he poet selling his soul in order to gain Eimhir’s love returns in the
quatrain XXXVI and in XXXVIII, where the very idea is
bed as blasphemous. The casuistical nature of the argument,
the poet’s aggressive display of intellectual brilliance, again
a debt to the English Metaphysicals. This is one of a group of
yoems in which MacLean explicitly acknowledged the influence of
Donne (letter to Douglas Young of September 11th 10471).

The bondage to which MacLean refers is presumably the victory
of capitalism and the consequent enslavement of the industrial
classes. See IV: 24 and XXXII: 4.

ing his own translation of a passage in “The Cuillin’,""
1 told Douglas Young (May 12th 1941): ‘Somehow I had
that “deifir’” meant “defiance” whereas, of course, it means
s™. That the same misunderstanding applies here is evident
letter written later in the same year (November gth): ‘In Din
{IV you can leave “deifir” in and translate “‘hastiness”. That is
dishonest but convenient.’

103 Marlowe 1965: 139.

104 ‘No Second Troy’, beginning ‘Why should I blame her that she filled
my days / With misery . . " in Yeats 1933: o1.

105 See Pound 1975: s7if.

106 MacKillop 1998: 288—290.

107 See Knott 1994: xi, 2ff.

108 MacLean 1943: 64. These lines are omitted from the 1999 reprintingof
the poem. ;

oy MacKillop 1998: 268.
110 Presumably 0, 48 (MacLean 1999: =8).
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"2 The poet, whose

This line leads the reader to anticipate a retraction. But th Second Hymn to Lenin and Other Poems (193 5).
blasphemy here could be as much his failure to respect Eimhir a8 m name was Christopher Murray Grieve (1892-1978),
swerving from political commitment, and it paves the way for SEEEatunch ed and spearheaded the Scottish Renaissance Movement,
further assertion of his readiness for self-betrayal. d at regenerating Scottish literature on a basis of independ-
Four five-line stanzas with three or four stresses per line and .ﬂ: .m.on— the English tradition, with due weight being given to
consistent end-rhyming. The first two stanzas both have rhym he two ‘indigenous’ languages, Scots and Gaelic. From 1922
in ‘ao’. rds he was prodigiously active, editing The Scottish
hook (1922—23), The Scottish Nation (1923) and The Northern
w (1924), producing two volumes of Scots lyrics, Sangschaw
Young added in pencil, between XIV and XVII in his copy of the ) and Penny Wheep (1926) as well as the long poem in Scots
list of poems already mentioned in the note to VI, ‘N.B. XV T ink Man Looks at the Thistle (1926), while also evaluating the
Slighean not placed here’. It appears in the 1943 volume as XVIII current state of Scottish literature in Contemporary Scottish Studies
among the ‘Diin Eile’. The implication that it originally formed pathered together in 1926) and indicating the way forward in
part of the ‘Diin do Eimhir’ sequence is unmistakable. Writing to Albyn, or Scotland and the Future (1927). From this point on
MacDiarmid from Hawick on January 1oth 1940, MacLean tel MacDiarmid became increasingly marginalised in m.ownnmr:m
him that the poem on p. § of 17 Poems for 6d (a joint effort with ral and eventually even in geographical terms. From May
Robert Garioch) is ‘a slight thing but technically it satisfies me. It 933 he resided in a sort of internal exile on the Shetland island
is really one of 40 poems I have written for a woman whom I eall of Whalsay.
Eimbhir in the booklet.” The poem in question is “Tri Slighean’, George Davie introduced Maclean to MacDiarmid in
turther evidence that the item originally formed part of the loy erford’s Bar, off South Bridge in Edinburgh, in May 1934.
sequence. It is therefore inserted at this point in our edition. two worked together on English versions of Gaelic poems,
Like X and XX, XV is concerned with poetics, with the king ding Mac Mhaighstir Alasdair’s ‘Birlinn of Clanranald’ and
of poetry MacLean would like or is able to produce. The three can Bin Macintyre’s ‘Praise of Ben Dorain’. MacLean visited
paths of the title are, to follow MacDiarmid's example; to follow Diarmid on Whalsay in the first week of August 1935, making
that of the English poets of the ‘MacSpaunday’ group; and the a trip to West Linga with the poet and his son. Though MacLean
path MacLean follows almost against his will, dictated by a ran noted that his physical and emotional condition was poor, he
of personal and political loyalties. d that ‘there was nothing wrong with him mentally’.
etheless, on August 17th MacDiarmid was admitted to the
Hospital in Perth for psychiatric treatment. In a letter dated
v 26th 1937, MacLean extended a warm invitation to
WacDiarmid to visit Raasay, and in September the older poet
made a trip to the islands in the company of W. D. MacColl.
They spent one night on Raasay with the MacLean family, then

XV

Hugh MacDiarmid is, along with Mac Mhaighstir Alasdair, on
of the dedicatees of ‘An Cuilithionn’, Part V of which closes with
a Gaelic adaptation of ‘If there are bounds to any man’ from

111 MacLean is referring to the first edition of the pamphlet, where the
Gaelic text appeared without accent marks. In the second, corrected
edition, “Tri Slighean’ appears on page 8, while page 5 is cﬁn_._m.ﬁw
one of Garioch’s poems. A copy of the first edition, with manuscri
corrections by MacLean, may be consulted as National H._._Hﬂ.w.. a ~
Scotland MS 26630, ‘

112 MacLean 1999; 64—65, 104—105; MacDiarmid 1978:1, 555.

113 Due to his Communist sympathies, he was expelled from the National
Party of Scotland in May 1933, while the Communist Party of Great
Britain expelled him for ‘nationalist deviationism’ in November 1936.
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spent the weekend in Portree with the poet before travelling onta attention to his utterances on politics when he began to use The
Barra to visit Compton Mackenzie.'™* largely to fulminate against his literary enemies in
MacLean had been introduced to MacDiarmid's pio nary quarrels.
Davie and James Caird ﬁgn. still at m&u_uﬁ_.mw GEﬂ Golden Treasury of Seottish P A
expressed on numerous occasions throughout his life the i ) 2 < ; ; <
o i sdited, and which contained translations on which the two poets
admiration and even reverence he felt for the older poet's earh : . . . .
Iyfice, Trva letter-ts ¥ Fiirenibisih il collaborated, MacLean claimed to be ‘much disappointed
) ¢ © Toung of Seprember 7th 1941 we 5 as [ expected from reports . . . By the way what a bad
I immediately recognised the lyrics of Sangschaw and Penny he evidently is of his own poetry’ (letter to Douglas Young,
Wheep as supreme. I regarded them in much the same way _ nber 7th HE.&.:M,
regarded the greatest things of Blake’s, things completely ‘MacLean's translation is reproduced from a letter to Young
and unbelievable. I still do that. There is nothing on earth like ated April 15th 1942.
the greatest of those lyrics . . . Grieve’s greatest lyrics are alway
a miracle and mystery to me . . . They are completely ‘n
and unable to be emulated.

A distancing had, however, already taken place, as is evident in these
lines from a letter to Douglas Young written on November 23rd of
the preceding year:
I am afraid that something or everything has gone out of Grieve's
poetry. [ suppose it indicates that Grieve’s political “line™ is what
I had taken it to be but Grieve’s Anglophobia strikes me as a bit

Where the hell did you get the idea that Auden etc. have meant
ything to me? When I first read a little of the crowd (about 1934)
| was willing to agree that they were probably good fellows but
ery poor poets. And now I think them contemptible as fellows
ad 25 poets. I have never been able to memorise a single line of
ny of them and I take away poems by Yeats, Grieve and even
Eliot and Pound whole. I think your finding of this influence in
e is like your accusations of my socialism or communism as being
of the Gollancz brand, which I think nonsense.” (Letter to Douglas
hollow. That may be because for a long time I have not paid Young of September 7th 1941.) Earlier in the same letter MacLean
much attention to his politics. As early as the Drunk Man I had had written: ‘I think you exaggerate Grieve's influence on my
resented an arty attitude to politics, and I gave up paying much yle. He has very little and it is very superficial but he constantly
emotionally and intellectually.’

Diarmid expresses a contempt analogous to MacLean’s in his
Leftist Poetry, 1930—40", which begins ‘Auden, MacNeice,
Day Lewis, I have read them all, / Hoping against hope to hear the

114 Letter in Edinburgh University Library MS 295413, Bold 1988: 323,
330, 332, 345. MacColl, described by Bold as ‘a Gaelic revivalist wha,
like MacDiarmid, had been expelled from the National Party of
Scotland in 1g33’, kept MacLlean informed of Dougls Yo
fortunes in 1942 and was one of those who prepared English ves
for the 1943 volume (not utlised in the event). Writing to

ic- 115 The Voice of Scotland was a quarterly magazine aimed at offering a
Diarmid from Egypt on February 23rd 1942, MacLean comments that

 platform for ‘Scottish Republicanism and the Leninist line in regard to
“Scotland of the late John Maclean, and the detailed analysis of Scottish
issues in the light of dialectical materialism'. The first issue was dated
June—August 1938 (Bold 1088: 372—3, quoting a letter of MacDiarmid’s
to Neil Gunn dated May oth 1938).
116 Though it would appear to have been written at a single sitting, this
letter rather confusingly is also marked ‘(Feb.)’. The date 1941 has
“subsequently been added in pencil.

“When 1 was in London in July and early August and again in
September [1941] I had news of you from MacColl with whom
some very pleasant meetings’, adding towards the end of the same |
that ‘I learned much from my delightful meetings with MacColl w
I got to know properly. My friendship with him I consider, along with
my friendship with you, as one of the two or three greatest things in
my life.” See also note to X{VII: 1.
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authentic call’ and ends *You cannot light a match on a crumblis
wall’.'" J. B. Caird says of his discussions with MacLean, at the
time of their first acquaintance in Edinburgh, that while the
included ‘the emerging MacSpaunday group’, the poet’s ‘crofte
radicalism, nourished on memories of the Battle of the Braes and
Glendale, was poles removed from the affected English public
school communism of these gentlemen’.!® .

For T. S. Eliot (1888-1965) and Ezra Pound (18851972} m
relation to MacLean, see further the ‘Introduction’ and the un_ﬁ
poems I and XIII. The poets Wystan Hugh Auden (1907-1973) and
the Ulsterman Louis MacNeice (1907-1963) were contemporaries
at Oxford University and, with Stephen Spender and
Lewis, members of the group laughingly nicknamed MacS
by its detractors. The critic and poet Sir Herbert Read (1893
was Professor of Fine Art at Edinburgh University at the same
as MacLean studied there. His poetry was strongly influenced by
Imagism, and his experiences on active service in the First Wodld
War are reflected in his earlier collections.
The idea that Eimhir has diverted the speaker from his true
purpose will recur in XIX: 27—28. 1
Cp. XII 3~4. The specification ‘two years’ and the reference to
Spain indicate that MacLean has the Irishwoman in mind.

grations in pencil which indicate he was working towards a
ased version of the lyric, never completed. In both copies the
it 16 lines form quatrains, the remainder octaves, lines being run
ogether on three occasions. In this edition the text is presented in
etaves throughout. MacLean himself may have been undecided,
fat least inconsistent, in the presentation. Running to 40 lines,
V1 1s the largest single recovery in the present edition and, like
nificant addition to the canon of MacLean’s poems.
37 and 39 are quoted, along with English translations, in a
etter to Douglas Young of February 22nd 1941. MacLean's
ersions of them have been incorporated into the editor’s
anslation. In a letter to Young dated April 15th 1942, MacLean
s to ‘send versions of Diin V and XVT and the other four
hort pieces as soon as I can’, which are so far untraced.
If the poem refers to a specific incident, it could be that Eimhir
ed unexpectedly close to him throughout a social gathering
2, 11, 15—16) during which the poet painfully witnessed
the subject of mocking laughter (lines 13—14). He insists
ose of the poem on the illusory nature of the exultation

\‘”.“.”....‘m‘. E _HWH Uﬂrb.dm_.oﬂ.—.v EH—NW 13—34, m?.ab_“_..

he image of the Wheel of Fortune, which with its turning
. . the helpless individual good or bad luck, is medieval in
Thirteen lines of three or four stresses, thyming in pairs except for and chimes in with the archaising tendency evident
the first three. out the sequence. See also lines 27ff. and especially 20—32,
where the poet emphasises the bad luck he is subject to. The
image also occurs in Part VI of “The Cuillin’.'"

UIn 1968 or after, “a’ ghiire’ was altered to ‘an anraidh’ (‘of storm,
....h_.....r“_,. misfortune’).

The sense of ‘shaoil mi’ is difficult to interpret. The idea may be
that Eimhir surprisingly found herself at the poet’s side, where he
had so often fantasised about her being. Altered in pencil in 1968
or after to ‘le d’ fhaoilteachd chéir 3ghmhor’ (‘with your honest,

x ng welcome”).

XVI

Dr Michel Byme, of the Celtic Department at the University of
Glasgow, very kindly drew my attention to a transcript of this
poem made by George Campbell Hay, included in a no

among his papers in the National Library of Scotland. A trans
of it was also among the items Young sent the poet on April
1968 (see note to V). After receiving this copy, MacLean ma

117 MacDiarmid 1993: II, 1060,

118 Caird 1995: 198.
119 See Il 218ff. (MacLean 1999: 116-117).







188 XVIII Diin do Bl XVIII 189

conscience-searching that the teachings of the Church invite
In the most general terms, Maclean’s debt to the Church i
confidence of language; the unconfined deployment of
enormous range of vocabulary, abstract and concrete. .. T
sermons of the Evangelicals. .. whose ministers and I8
members came almost entirely from the common people, we
enormously vital and passionate and drew on every aw
linguistic register of Gaelic . . . It was a theatrical display . .
Evangelicals were never guilty, in this sense at least, of
down to their audiences. The point made earlier about dif
and obscurity is equally applicable here . . . this magniloques
prose, or poetry, or whatever it is, settled easily into the pattem
of Maclean’s verse. It is demonstrably there in “Prayer’. ..

peat part of his life’.'* ‘Urnaigh’ is clearly a case in point.
acLean himself told Young that

I never read tracts in Gaelic (or Seceder tracts at all) but
onstant sermonising made me very familiar with Seceder
hysics and imagery and vocabulary. I have retained this
ledge (in fact, at present I think I could make a very fine
er sermon if my tongue were loosened with a litde strong

drink). (Letter of September 7th 1941.)

hn MacInnes speaks of the ‘authentic pyrotechnics’ with which
1 here exploits the linguistic and intellectual inheritance of
Presbyterian sermons, whose * “sometimes racily colloquial”
could move imperceptibly into the arcane language of
cal disputation’, or else ‘with disconcerting abruptness from
bovant to the austere’. According to MacLean, if even “only
erate fraction’ of ‘the almost wholly extempore and
To do justice even to this [the influence of Free Presbyteria ded sermons and prayers of ministers and “men” to whom
eloquence] would require an analysis of the connection, an and song except the Psalms of David was one of the more
disjunction, between the Marxist view of history and the world o vanities of this vale of tears’ had been Hnnon_nn_., _ﬁwﬁﬁ
view, in the Gaelic Evangelical context, of history and if Gaelic would have a great nwunnnmuﬁw..ngg prose’. =
meaning, as that has been interpreted in Christian thought MacInnes, XVIII ‘moves in an indirect way ﬂ?n_u .m.
From childhood Maclean was accustomed to hearing dis to the genre it imitates’ and he ngm it as ‘a
on these subjects — and he heard them in his native Gaelic. It prayer of the unconverted, no less H.Eum_uﬂn for being a
impossible to over-emphasise the unparochial nature of such s prayer, which constantly turns aside E.H_ returns as
views, even when they involve a tunnel-vision of history. Sty in a hopeless search for one fixed chn of _HE
Maclean was not the only Free Presbyterian Marxist in nce’. If ‘at ome level it is incoherent’, nww m.n_nn,w is
. . . if Sorley MacLean had been born in 1811, instead of 191 ately so’ because ‘belief in the eternal Hﬂmﬁ is HBwomem”
would he have become not a Gaelic poet but one of the leadi ot be accepted, but neither can they be m&mﬂﬁm P | is
figures in the Evangelical Movement? Would the tremendous eristic of such extempore prayers to ‘use ma_cHﬂun
passion and anguish of his poetry have flowed instead into the ats and biblical quotations to give structural mﬂnumnr :
channels of ‘the peasant religion’? And if so what kind of prayer poet here undertakes a stringent examination of
and sermons would he have delivered?'>" ‘ : ence, using vocabulary derived from a Christian religious
iadition in a context that is declaredly atheist (witness the

This influence, according to MacInnes, is not exclusively or eve
primarily linguistic, but intellectual and ideological:

For Terence McCaughey ‘stretches of Sorley MacLean’s poetry
are richly furnished with the terminology of that Protestantism i ) . .
which he was reared and by which he has been surrounded fora 23 Ross and Hendry 1936: 127. I am indebted to McCaughey's essay in
the notes to lines 16, 18, 22, 56 and 6g.

j25 MacLean 1985: 108.

121 Maclnnes 1981: 16—17. 124 Maclnnes 1981: 16.
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st change the first two lines of “Urnaigh”, not only because it
ld give pain to some, but also because your propositions are
matic anyway. The end of the first stanza must be kept

original reading of lines 1—2). The provocative denomina
‘prayer’ is symptomatic. This is a kind of laying bare, and inag
of flaying recur throughout the poem, along with |
fundamental idea of an irreconcilable division between w
poet ought to be and what he is.

Concerned about his brother’s reaction, MacLean asked Youw
(July 30th 1942): "What others besides Dan XVIII did John obje
to?’ And, earlier in the same letter: ‘

As for my stuff, [ am rather disturbed by John's attitude to th
publication of my godless stuff [sic]. It means of course that fo
various reasons John is terribly afraid of its effect on my nothe
and father who are Seceders of a kind. My mother, I know, w
be especially worried by a new manifestation of my godlessng
at this time.

original reading is restored here not only because the
nges were made in response to external pressure, but also to
the careful framing effect with the last stanza, where
" and ‘Criosda’ recur in rhyming position. The translation
from National Library of Scotland MS 14978.
of Barcelona was occupied on January 26th, 1939, sealing
pse of resistance to Franco’s troops in Catalonia. Madrid
March 27th, and by the end of the month Alicante and
Almeria, Murcia and Cartagena had been occupied. Thus
objectives of the nationalist troops were attained. .Hrn
States recognised Franco’s nationalist regime on April st
For Maclnnes, the poem ‘opens abruptly, as extempore prayer ere is a clear element of self-projection in the speaker’s
frequently do, with a conclusive statement . . . as if it had bee trayal of Comnford as having to banish any thought of the
preceded by vehement but silent spiritual Eﬂnmhrbmm_ﬁ ; he loved, if he were to serve his chosen cause effectively.
In an airgraph dated June 1941, Young told MacLean how' the Professor of Ancient Philosophy at Cambridge
had everything set weeks ago to start printing when your brothe ity and of the poet Frances Comnford, John Cornford
John threw a spanner in the works by flatly forbidding the 915-1936) (also named Rupert, in memory of Rupert Brooke)
atheistic stuff like Din XVIII'. Writing on May 2nd 1943, the a great-grandson of Charles Darwin. He refused to join the
poet informed him that ‘I have altered the first two _Enn Training Corps, and at the age of fifteen was already
putting “dion” “refuge” for “Dia” and “m’iarrtas” “my asking® poetry under the influence of Eliot, Graves and Auden. A
for “Criosda”. All very disingenuous but it will remove ___un of the Young Communist League, he went up to
worst nightmare to my mother.” Thus he arrived at the version g dee in 1033 at the age of seventeen and became a full
the opening as it has appeared in all printed texts until now: of the Communist Party of Great Britain in March 1935.
A chionn nach eil dion ann outbreak of the Spanish Civil War, he left Britain without
agus a chionn nach eil m’ jarrtas . . m.nmﬂn_m to his family, and was rumoured to have been the
to join the International Brigade in the fight
Franco. Severely injured in the battle for Madrid, he wrote
his finest poems, including ‘Heart of the Heartless World’
ee note to lines 19—20), during the last weeks of his life. The
‘ date and circumstances of his death in the shambolic battle
gar Lopera are not known.

126

On April 20th he had written, from Raigmore Hospital: ‘I myse
am afraid those two lines . . . will give [my mother] a n
breakdown. The effect of the last verse I do not fear so
she certainly won't bother reading the piece to the end!”
replied (April 25th) that ‘I am more and more convinced that you

125 Maclnnes 1981: 16.

126 ‘Because there is no refuge / and because my desire . . 37 Thomas 1977: 873, 913, D15,
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John MacInnes writes that the formula ‘Bha seo aig . . .}
common in the frequentative ‘Bhiodh seo aig . . .’) ‘often
moﬂwnmunn:EcHEuﬁE enshrining a rum_nﬂ.nn_uommﬁ
life”, ma:oﬁ_bm on from Maclnnes, Terence McCaugh
ments that it traditionally refers to ‘some memorable

emory ‘whatsoever of fasting, of actual fasting’, or of traditions
JHCErTIin n this.
] ‘WEEE being is afraid of losing the one he loves, but the hero
s that to experience any kind of fear is unacceptable. A
e or less direct translation of the lines ‘T am afraid to lose you,
saying of a godly person from the Evangelical past’, a Ol am afraid of my fear’ in Comford’s poem ‘Heart of the
“Such a godly person would, of course, belong to that small peartless world’, of which MacLean would later publish a Gaelic
of “Members”, or communicants, who would actually p: Bon 2
the Sacrament’, a group which, in this poem, includes C T mm_nuw_uﬂ moves directly from Cornford to himself, the
Dimitrov and Connolly, all belonging to ‘the secular Elect am ition made all the starker by the fourfold repetition of the
whom the “unregenerate” might pray eventually to be found’, eagal’ (‘fear’). This and the next stanza give an impression of
In the same volume, MacLean confirms these insights when he tel ‘what the remainder of Europe (Britain included) can expect from
Donald Archie MacDonald how, on the Friday of the communia definitive victory of Fascism, which appears unavoidable at
celebrations which took place once (sometimes twice) each year this point. MacLean dedicated a whole poem to ‘Comford’, in
the contributions from a range of preachers forms, with Virginia Woolf's nephew Julian Bell and the
osexual poet Garcia Lorca, a trio of fallen heroes, comparable
o that formed by the poets presiding over the Eimhir sequence.”
En second part of Jeremiah 12, 5: ‘agus ann am fearann sith,
ed robh agad dochas, ciod a ni thu ann an onfha Tordain?’ (‘and if
ﬁ—n land of peace wherein thou trustedst, they wearied thee,
then how wilt thou do in the swelling of Jordan?") See also note
mn_n 69.
w _uomm&:uq of ridding himself of his feelings for Eimhir is
. ed in tum as uprooting, purifying and flaying.
MacLean deploys in this poem in the sense of ‘flay’ a word whose
‘h ecise meaning is ‘scald with boiling water in order to remove the
umﬂanrn_ungmncmum_m The normal Gaelic term for ‘flaying’
d be ‘“feannadh’."** The term “faileadh’, which returns obsess-

would vary from a purely theological discussion, to a giving
their own particular experience and of course you wo
so much, even long quotations transmitted orally from
as far back as Maighistir Lachlainn, Maighistir Ruairi
Mhér Loch Carann, “Blind Munro®, the woman called Bean 3!
Chreideamh Mhéir, and so on. And, as I use in one of the
poems, you would hear a phrase like ‘somebody had ;
meaning that some point had come home to him and he ha
illustrated and so on . . .

The ‘latha-traisg’ is ‘the Fast-Day which is normally held on
Thursday’ and ‘precedes and helps to prepare communicants foy
the sacramental celebration on the following Sunday . . . The Fag
Day then . . . has become the purifying time of self-denial in Spain
n_:hm_% ﬂ?nr John Cornford was prepared for the sacrifice of his

MacLean told Donald Archie MacDonald, in the intervie

i Emun remainder of the poem (see lines 47, 55, 60, 70 and 71),

.u lash with which the speaker can sting himself, one capable of
garing the skin from the flesh it hides and protects, does, however,
thyme with “faileas’ (‘shadow’, returning at 75 and 82 and anticipated
at 3), thus forming one of those clusters of phonetically related terms

cited above, that “The Thursday was the Fast-day: there would
be a sermon in the morning: two sermons’, although he had no

128 Maclnnes 1981: 16.

129 Ross and Hendry 1986; 128.

130 Ross and Hendry 1086: 217,

131 Ross and Hendry 1986: 128—-1209.

132 Comford 1986: 40, MacLean 1999: j04.
133 MacLlean 1909: 44—47.
134 [ am indebted to Dr John MacInnes for this observation.
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for which MacLean shows such fondness (phonetical similarity being
exploited as a basis for semantic enrichment). For the link beties
flaying and shadow, one could cite the apostle Saint Bartholomew,
so often depicted carrying his detached skin like 2 shadow of himself
In the 1943 volume, both terms are (mis)spelt with ‘broad I (‘faladht
‘falas” and related forms).

Two further heroes against whom the speaker can measure himself
and be found wanting. Georgi Mikhailovich Dimitrov (also;
‘Dimitroff’ in MacLean’s English versions) (1882-1949), a ?..‘..m..‘..“.
and trade union leader, played an important part in founding the
Communist party of his native Bulgaria and in 1921 joined :_m
executive committee of the Communist International. He
secretary-general from 1933 to 1945. The revolt which he org:

in Bulgaria in 1923 was put down with ferocious reprisals, Res

in Berlin from 1929, he was among those accused of plotting
burning of the Reichstag on February 27th, 1933, and g
acquittal, famously triumphing over his Nazi prosecutors at the

He then moved to Moscow, and was responsible for the
solidation of a postwar Communist regime in Bulgaria, in whid
he assumed the office of prime minister. In Part VI of ‘A
Cuilithionn’, Clio, the muse of history, proclaims that |

Bha mi 'n Leipzig le didh

nuair sheas Dimitrov air bialaibh ctiirt . . |
Chunnaic mi "na chaoir bhed uile
spiorad beadarrach an duine,

anam aigeannach a’ churaidh,

eanchainn eagarra nam mullach,

aigne sior-bhuadhach an duine,

cridhe geal-ghathach an t-saoi.'>

See also Part VII of the same poem: ‘. . . chunnaic mise leumraich

135 ‘I was in Leiprig, with eager hope, / when Dimitrov stood before th
court . . .,_,:mﬂmbounmﬁhmmuanxﬂw_nmn.ﬂmmbmww&ﬁcmgx:uh”
spirited hero soul, / the exact brain of the summits, / the éver
triumphant irrepressible spirit, / the white-darting philosophic heart)"
Maclean 1909 116—117.
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sit sliabh 2” Chuilthinn le &ibhneas / ri faicinn Dimitrov . . '

_ ford names him in ‘Full Moon at Tierz™:

Three years ago Dimitrov fought alone

And we stood taller when he won.

But now the Leipzig dragon’s teeth

Sprout strong and handsome against death,
And here an army fights where there was one.

Bom in Edinburgh in 1868, James Connolly helped found the Irish
ist Republican Party shortly after arriving in Dublin in 1896
while in New York between 1903 and 1910, was one of the
nizers of the Industrial Workers of the World. At Clonmel
with James Larkin in 1912 he founded the Irish Labour Party and it
was he who led the Irish labour movement to oppose the Allied
\war effort when the First World War broke out. If it had not been
sfor Connolly’s insistence, plans for a revolt centred on the General
Post Office in Dublin on Easter Sunday 1916 might have been
ped. After its failure, severely wounded and affected with
e, he was executed by a British firing squad. See further
Cuilithionn’ Parts V, VI and VIL"™* Caird writes that both he
and the poet were ‘interested in and sympathetic to Irish
' mationalism’. While ‘Pearse and Connolly played a prominent part’
in their discussions, it was Connolly ‘the socialist’ who ‘above all
‘appealed to Sorley’s imagination, an appeal that has lasted’."” The
‘poet’s major tribute comes in the later poem ‘Ard-Mhusaeum na
-Bireann’ (‘The National Museum of Ireland’), inspired by the

dstained shirt exhibited there, worn by Connolly at the time
140

137

is execution.
understanding of irrevocable division is a prelude to the choice
o the speaker at 44, one in which he will take the losing part.

_ﬁ ote the careful chiasmus or mirror structure of this line: ‘bas . ..

136 °. . . Isaw a leaping / on the Cuillin mountain for joy / to see Dimitrov
. ." MacLean 1999: 120—121.,

137 Cornford 1986: 38-39, cited by Sealy in Ross and Hendry 1086: 57.
138 MacLean 1999: 102-103, 112113, I24-125.

139 Caird 1995: 108,

140 MacLean 1999: 258—2359.
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org sin g'ar deanamh dednach agus comasach air Iosa _..U_.mumm a
ilithghabhail thugainn, mar a ta e air a thairgseadh dhuinn gu
- T— Wn_._._.._t

‘ never a “converted” seceder who had experienced “con-
of sin, repentance into life, effectual calling, .mnmmmn»nnmr
on and sanctification” as [Edwin] Muir probably was in
ways’ (letter to Douglas Young, September 11th 1941).

bheatha . . . beatha bhisail’. Eternal life awaits the Calvinist Eleg
but the concept is not used here in a Christian sense. Such r&
deployment of religious terminology also typifies MacDiarmid!
practice in his poetry of the 1920s and 1930s.
The speaker’s mistake would appear to have been that he dared &
feel love for a human individual rather than a sublimated love fi
mankind as a whole, which would have manifested ielf it L
political commitment, heroic action, and death for the sake of the rachd’, which MacLean Hbm_uﬂnw., ﬁabnmﬂﬂ , is rendered
cause. MacLean wrote to Young from Catterick on June 21 ace’ in the English answer to question 90 1n ...Wn. SShayler Late:
1941 that *To be a revolutionary one ought to have no children, “That the Word may become effectual to mm?uﬁomr SRt
parents or any close relatives, in fact no ties at all except with thereto with diligence, preparation, and prayer, TeCEve _m Mwnr
other revolutionaries . . .’ and love, lay it up in our hearts, and practise it in our o

It is history that is pregnant with new life, not Eimhir. are a fantasy of human longing, and Christ was Ennn_wq
The ideal hero is characterised in terms drawn from religiot 1. The only possible entity that can be blamed for the poet's
discourse. Cf. John 13, 10: “Thubhairt losa ris (.i. ri Peadar) : a vaguely conceived Nature. . _

a tha air ionnlad, chan eil feum aige ach a chasan ionnlad, ach tha MacLean’s rhyme (‘shlin’ / ‘sgdinte’) ..Ewwmﬂcmnm mum. ..umwomﬁm
e gu h-iomlan glan’. (‘Jesus saith to him, He that is pts of unanimity (health) and &ﬂmnmn.nmm _“,wmwnmbﬂ. the
needeth not save to wash his feet, but is clean every whit.") The d but unattainable condition being emphasised in the phonet-
g.m_ub.rmum_ﬁ»&oﬁnﬂﬂnnwnmmﬂwmmﬂqu.
__m

ically related adjectives ‘shoilleir’, ‘shingilte’.
Repetition of the term ‘guidhe’ produces a sense of being trappe :
The poem moves towards a conclusion. This stanza echoes and
compresses lines 21—30.
CE. Jeremiah 12, 5: "Ma ruith thu leis na coisichean, agus gun do
sgithich iad thu, cionnus idir a ni thu stri ri eachaibh?' (‘If thou
has run with the footmen and they have wearied thee, then how
canst thou contend with horses?’) "The weighing up of accounts in this lyric, which is particularly rich
Having articulated a consistent position, the speaker th ‘m.”“.‘._‘muﬂn rtextual references and echoes, anticipates the provisional

interrogates it again. Can his love really be described as surrender, sense of closure offered by the following poem. MacLean's beloved
faintness or shadow? For ‘aomadh’ see XIV: 8; for ‘fannachd’, line -

73 of this poem, and for ‘faileas’ the note on line 38 above. See
note to IX for the Platonic idealism underlying this challenge.

The speaker is divided within himself, and rejects external help in
clarifying the point. All that remains is for him ruefully and
resentfully to iterate his divided state.
The answer to Question 31 in the Gaelic Shorter Catechism explaing
that * ’Si a2’ ghairm &ifeachdach, obair Spiorad Dé; [I]eis am bheil &
dearbhadh oirnne ar peacanna agus ar truaighe; a’ soillseachadh ar
n-inntinn le eolas air Criosd; ag ath-nuadhachadh ar toile; agus an

L snteen stanzas of five lines, with the exception of the con-
o one, which has six. The first three and the last two mhm..n. in
‘each stanza rhyme with one another. Basically four stresses per line.

XIX

141 See Domhnullach 1903. ‘Effectual calling is the work Dm. God’s Spirit,
1 whereby, convincing us of our sin and misery, n_mhm_uﬁn.ﬁm our minds
in the knowledge of Christ, and renewing our wills, He doth ﬂﬁamﬂmmm
and enable us to embrace Jesus Christ, freely offered to us in the
! n s.d.
T4 .mo"uﬂ.rh 4WM:4H bi HW- focal gifeachdach chum sliinte, MEH.E.E_H mEb
aire a thoirt da le dilrachd, ulluchadh, agus wrmuigh; a ghabhail thugainn
Je creidimh agus gridh, a thasgaidh "nar cridheachaibh, agus a chur an
gniomh 'nar caithe-beatha.” (Editor’s italics.)
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Shakespeare sonnets may have prompted his confident cl: e the hero Ossian spent 300 years with INiamh om. nrm Golden
have conferred immortality on Eimhir, while Horace, Baud ....m.. .ﬂmmaoﬂﬂ experiencing sickness or physical decay."*
and the Metaphysicals all contribute to the closing stanza. s love of paradox emerges again. Though Eimhir has
The ‘Diin do Eimhir’ are not just 2 narrative of m.nmﬂmﬁa.. him from his true path, if he achieves his aim, it will be
but also a conscious record of the realisation of a literary vocat her. The word ‘térachd’ recalls ‘toir’ in the sequence’s
In a letter to MacLean dated December 8th 1941,"? %.._umhw poem (I: 2). His aim here is to realise his literary am-
of the sequence that ‘Over ten years the dominant thought is. 5. Political commitment, or the lack of it, is not at issue.
course the infatuation with the face of Eimhir, as a .{ a possible interpretation be that Eimhir has diverted him
thought the feeling of revolution; as a third thought the self the kind of poetry his political convictions prompted him to
consciousness of being a poet . . .’ (‘An Cuilithionn") towards poetry of a very different nature,
The echoing of Miiri Mhor at the close of the fourth stanza ¢ d from him through intensity of suffering, almost against his
hardly be accidental. Both poets had an innate talent g the ‘Diin do Eimhir’)? The clear echoes of V: 18, 24 in these
fruition by their experience of grief. are indicative of how identical notions are evoked by
On May 3rd 1941 MacLean ordered Young to destroy his cap ent” Eimhirs.
of XIX{ (as well as of V, XVI and XXVT), while on March 27t rather vague formulation may conceal a reference to
1943 he referred to “Eimhir XIX which you remember I , the poets’ grove on Mount Olympus in Greece.
changing my mind about so often but at last agreed to haw er definition of Eimhir's role in his poetry. She is its
included’, unhappy to see it among the items selected for tr: “griosach’ or ‘fire’ (more exactly, ‘burning embers’).
lation into English. The poem was not reprinted in the poe ‘may be a conscious echo of the famous lines from "Eilean a’
lifetime., The translation is reproduced from the 1943 volume " by MacLean’s beloved Mairi Mhor nan Oran here: Eu._m ¢
where it appears as prose. ‘fhuiling mi de thimailt / A thug mo bhirdachd beo.’
ean told Young that while at school he ‘liked Virgil and
Immortality enters the poem as a gift the speaker has noumunﬂm e (odes) very much’ (letter of September 7th 1941),
his beloved, sharply contrasting with the pain she has caused him reites Eum in the ?dwnn to his collected volume his ‘considerable
Now the balance shifts, for without her he would never have .w ve of Horace’.'*® So there may be a conscious echoing of the
managed to attain, far less make a gift of, immortality. It was she last ode of Horace’s third book here:
who gave his poems their ‘drithleann” or ‘radiance’ and whetted

is spiri : Exegi umentum aere perennius
his spirit to the necessary keenness. Who then do the poems egi mon p

.. regalique situ pyramidum altius,
N_Momm to? Wﬂm i_u.u,._u Enuwn.nm to ﬂ._.wom_m = 3 quod non imber edax, non Aquilo impotens
e note of masochism here is unmistakable, and is reiterated in possit diruere aut innumerabilis

lines 23—24, where the speaker insists he would choose repeated 1%
wounding rather than spiritual calm.
“Tir na h-oige’ (more usually “Tir nan Og’), the land of e
youth, is the best known of the otherworlds of Celtic Eu..ﬂwa_ 2y,

often imagined to be off the west coast of Ireland.

annorum series et fuga temporum.

144 MacKillop 1998: 358.

See Meek 1998: 110.

f MacLean rgog: xii.

q Odes 111 xxx 1—5: ‘T have achieved a monument more lasting / than
bronze, and loftier than the pyramids of kings, / which neither
gnawing tain nor blustering wind / may destroy, nor innumerable

143 A typescript copy is to be found in the same box as MacLean’s lett
series of years, /nor the passage of ages.” Cf. Horace 1983: 164.

to Young,
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There are of course direct reminiscences of Shakespeare’s Sonmet . . . then worms shall try
which MacLean spoke of as ‘perhaps more important than any That long-preserved virginity:

other English influence’ (letter to Douglas Young, Septemby And your quaint honour turn to dust;
11th 1941). See, for example, Sonnet 18: ‘ And into ashes all my lust.

The grave’s a fine and private place,
But thy eternall Sommer shall not fade, .
Nor loose possession of that faire thou ows't, But none, I think, do there embrace.
Nor shall death brag thou wandr’st in his shade, The spectacle of Eimhir's putrefying corpse is evoked for her
When in eternall lines to time thou grow’st, electation somewhat in the spirit of Baudelaire’s "Une Charogne’:
S0 long as men can breath or eyes can see,

- emblable i cette ordure,
So long lives this, and this gives life to thee. Et pourtant vous serez s e

A cette horrible infection,
Etoile de mes yeux, soleil de ma nature,
Vous, mon ange et ma passion! | ... ]

Or Sonnet 81;

Your monument shall be my gentle verse,
Which eyes not yet created shall ore-read,

And toungs to be, your beeing shall rehearse
When all the breathers of this world are dead . . .

Or again, Sonnet 107 ("And thou in this shalt finde thy monument,
/ When tyrants crests and tombs of brasse are mm__nuﬁ..%ﬁ
Hendry writes that mention of a wedding in XXII preceded

MacLean’s actually receiving news, in December 1930, ) Simhir can never be his. What matters is the certainty that her
Irishwoman’s intention to marry. For problems with her ; beauty will survive longer as enshrined in his verse than it will in
and with her claim that poems IV to XXII ‘are not ordered the flesh. She is more truly and lastingly herself in her verbal
chronologically’," see note to XVII. 2 sanifestation than in physical reality, though the degree of relief
The last quatrain is a bitterly ironic recasting of the carpe diem topic, offered by the prospect of such vicarious possession is
which would be well known to MacLean from his reading onable. Douglas Sealy has written of the ‘spiritual affinity
English Metaphysical poets. The tag has, of course, a Horatian petween MacLean and Baudelaire’™ and, in a letter to Douglas
Ewmmb.ﬁe Convention dictated that a female addressee should be loung (September 11th 1941), MacLean admitted that “in one or
reminded of the physical decay awaiting her beauty so as to con-
vince her to yield without further delay. See Marvell’s “To His Cay.
Mistress’-'! 1

Alors, 6 ma beauté! dites i la vermine
Qui vous mangera de baisers,

Que j'ai gardé la forme et 'essence divine
De mes amours mmnouuwommmiuu

fhile Baudelaire addresses a woman with whom he may well be
mjoying a physical relationship, MacLean now knows that

52 Poemn XXIX in Les Fleurs du Mai. See Baudelaire 1997: 76, where
' these lines are translated as * — And yet, someday, you too will come to
this, / Angel of light, and love, and lust — / Undressed, unloved,
unloveable, unmissed; / A stench. A pile of dust. [ . . . ] But don't
forget to tell the fervent worms / That kiss away those lips of yours, /1
keep the sacred essences and forms / Of my corrupt amours!’

153 Ross and Hendry 1986: 53—54.

148 MacLlean may well have been familiar with Baudelaire’s i onj
application of the convention in Je te donne ces vers afin que ;
nom . . ." ("These lines I give to you . . .") (Baudelaire 1997: 104~108).

149 Ross and Hendry 1986: 24. d

150 Odes [ xi 74,

151 ‘I liked Marvell immensely, still do.” (Speaking of his university daysin.
a letter to Douglas Young dated September 7th 1941.)



3

202 HIM: 3040 Dain do Eimbi Commenta XX:3 203

two places Baudelaire has influenced me stylistically, the “sousk mong the ‘Diin File’. The line indicates a clear awareness of the
griffe effroyable de Dieu” manner’.'>* a5 2 structural unit.
pairing of ‘aodann’ and ‘spiorad’, compare MIV: 18, 20
hd’, ‘spiorad’), XXXIV: 1—=2 (‘aodann’, ‘spiorad’) and
: 2, § (‘aodann’, ‘anama’). The note to IX discusses
ean’s Platonism in detail.
Like the main body of XIII, these lines constitute a poetics, an open
avowal of the kind of poetry MacLean would like to write.
the words ‘singilt’ and ‘fillte’, which denote the tragically
nattainable in the closing lines of the last two stanzas of XVIII,
n here in a more promising context.
potentially celebratory tone of this lyric comes adrift in its
g lines, where the speaker identifies himself with those poets
carried the cross and experienced the suffering of unsatisfied
n. For Yeats and Ross, see note to X: 12.
o Russian Symbolist poet Aleksandr Blok ?mmﬁTku: was
the son of a law professor. His maternal grandfather was rector of
St Petersburg University. Strongly influenced by the philosophy
: imir Solovyev (1853—1900) (which so fascinated Mac-
1id in the early 1920s), Blok was rhythmically innovative in
ork, which is characterised by an outstanding musicality. His
idealistic collection, the Verses to a Most Beautiful Lady (1901—
takes a strongly Platonic approach to love and eroticism. In
he married Lyubov Mendeleyeva, daughter of the famous
jist, in whom many, not least Blok himself, were tempted to
the embodiment of the sublime figure of his poems.
equent  disillusionment led Blok possibly to celebrate a
itute in his poem ‘The Stranger’, a Scots version of which is
sorated into the text of MacDiarmid’s poem A Drunk Man
at the Thistle (1926)."” In Blok’s case, differently from
Lean’s, we have some indicaton of how the woman in
ion responded to the poet’s idealisation of her. In a letter of
ry 1902, Lyubov’ told Blok that

Five eight-line stanzas with either two or three stresses, freq
tending to an underlying anapaestic thythm with closing
thyme. Even-numbered lines have end rhyme, on ‘d" throu
the first four stanzas. Internal rhyme is deployed with iner
consistency as the poem progresses. Dr Michel Byrne HPEH
that this is one of very few among the ‘Diin’ which could be s
to a traditional tune, as it tends very closely to standard Gaelic so
form.

D, 9.4

Another poem in which the political theme is dormant. It marksa®
kind of closure by enumerating (at line 3) the poems written up
to this point. Maybe this betrays MacLean’s realisation that his
infatuation with the Imshwoman could lead nowhere. On the
other hand, he may have contemplated rounding off a much
shorter version of the sequence here. With the mention of
Alexander Blok in the closing line, the trinity of unhappy po
presiding over it is complete. Editor’s translation.

What matters here is the harmonising of art and love. Political
commitment is forgotten, and images of splitting and divisios
disappear for the time being,
Only 14 of the 19 poems MacLean had so far completed were to seg
publication in the 1943 volume, one of them (XV ‘Tri Slighean’]’

154 Maclean is quoting, not quite accurately, the conclusion of pos
u.ﬁ_nu_ of Les Flewrs du Mai, ‘Les petites vieilles™: ‘O serez-vous d
Eves octogenaires, / Sur qui pése la griffe effroyable de Dieu?” (©
will you be tomorrow, ancient Eves, / Now that His monstrous clas
is set to fall?”’ Baudelaire 1997: 238-239). The poem in g 0
expresses a mixture of repelled fascination and compas
identification with the socially derelict and marginalised. Pech
Maclean comes closest to this in ‘Ban-Ghaidheal’ ("A Hi
Woman’) (MacLean 1999: 26—29), though his sober nobility of ton
establishes an unmistakable distance from Baundelaire.

155 See MacDiarmid 1993: I, 88-89. Fora Scots adaptation of a lyric to the
. Most Beauntiful Lady see go—g1.
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I can no longer remain in the same friendly relationship wi
you as before; up dll now I was completely sincere in it, I g
you my word. But now, if I were to keep it up any lo
should have to begin pretending. Suddenly, quite une;
and for absolutely no particular reason on your side or n
became quite clear to me to what extent we are alien
another, how little you understand me. You look on
though I were some kind of abstract idea; you have i agi
kinds of wonderful things about me and behind that fanta
fiction which existed only in your imagination you have fiil
to notice me, a live human being with a living soul . . . I am}
live human being and that is what I want to be, even with 4
my faules. '

XXI

he possibility that the lyrics he has written may have gained him
2 honoured place among Scottish poets cannot compensate him
e failed to secure Eimhir’s attention. Editor's translation.

fote how the opening echoes the close of XVI.

t [X: 4, the poet had defied death to label his words as
oir’. Here he repeats the slander and makes it his own.

ect citation of XIX: 25.

e content of his poems. It is her beauty for which he has
pund an equivalent in Gaelic, yet she is excluded from his
e. Platonic theory implied that Eimhir’s soul was respons-
Quite probably it was MacDiarmid’s enthusiasm which fiss the beauty of her face. MacLean suggests that his poems
brought the Russian poet to MacLean’s attention. Though ¢ a further manifestation of the same entity. (See note to IX).
welcomed the Bolshevik Revolution, the incomprehension
which his work was treated, combined with the harsh m
conditions obtaining in post-revolutionary St Petersburg, ha
the poet’s death. MacLean’s close friend Sydney Goodsir
made a Scots version of Blok’s most celebrated poem,
Twelve’, which ends with the ambivalent image of
hovering above a band of Red Army soldiers who are
pillaging St Petersburg during a snowstorm.”’ In Part VI
Cuilithionn" Blok keeps company (rather incongruously) w
Lenin, Marx and Nietzsche.'®

Bight lines thyming in couplets and having aicill on ‘3’ through-
sut. Basically three stresses.

XX

for Douglas Sealy, this poem combines ‘a Baudelairean
ophistication with the directness of the Gaelic songs’ and he
es its ‘quatrain form, the outwardly dry tome, and Hw_m
self in conversation” to the Frenchman’s ‘Tout entiére’.
Lines varying between three and four stresses, with end flers a dialogue where the speaker is divided against
in the following pattern: ‘4" (1-6), ‘uai’ (7-8), ‘o / ia’ (g-1 MacLean devises an intellectual double-bind ﬂ?&.ﬂ
(11-13), i’ (14-17), ‘0’ (18-19). All except the last pair of thymes ghile altering biographical reality, gives memorable and dramatic
are feminine. ] to an underlying tension of the sequence. In order to
ve Eimhir's love, he would have had to immolate himself
in Spain, but would thereby have lost any possibility of
g her. Failing to enlist has equally meant losing her.
ay jrd 1941 MacLean wrote to Young that “XXII of the
Eimhi poems | desire to include though before I wanted it cut

156 Pyman 1979: 96. It appears that Blok ‘would not (or could ne
consummate his martiage to Lyubov Dmitrievna Mendeleeva . . - yet)
he willingly sought out the company of St Petersburg prostitutes . . *
See Bethea 1994: 1854,

157 Smith 1975: 100-118 (originally published in 1959).

159 Ross and Hendry 1986: 55; Bandelaire 1997: 108—100 (poem XLI in Les
158 MacLean 1909: 114—115.

 Fleurs du Mal, translated in the bilingual editon as “Total Harmony”).
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 Sgaly, the ‘final verse affirms an heroic resolution, but the
e I T had the choice again!™ betrays a subconscious fear that
g's second choice might be no different from the first. There are
d chances in life. It is this hint of uncertainty behind the
n that gives the poem much of its poignancy.”® See note
r MacLean’s intention to modify the last verse.
ng line. One might expect a leap to either heaven or hell,
the speaker envisages abandoning both for an unspecified
stination. Ronald Black suggests interpreting ‘whether my life
were a heaven ora hell . .
lhe poem ends with a talismanic word in the sequence, “slin’,
ganing both ‘whole’ and ‘healthy’ (as well as ‘saved’ in the
ligious sense).

out’ and, on December 18th of the same year, ‘I have notp
changed the last verse of Eimhir XXII. As it is, it now 2
me lamentably crude and stupid and I leave it entirely to
whether to include the poem or not. My own preference
be for its exclusion.” There is no reason to believe that the linesi
question were in fact modified. :

2 The dialogue has a liminal setting, at the edge of the sea.
4 The distance which his reason (here ‘tuigse’) maintains, the
his side, symbolises the impossibility of integrating it with oth
elements in his personality. _
sff. His reason addresses him in tones of challenge and defiance,
verging on contempt. Sealy cites the words of an old uoaw

possible influence:
’S olc an sgeul a chuala mi Jeven quatrains with basically three stresses per line, end-rhyme
Di Luain an déidh Dhi Démhnaich, i the second and fourth lines (the second quatrain also rhyming

Sgeul nach bu math lium e — : d third) and frequent, but not consistent, use of aicll.

Mo leannan dol a phésadh.'®

11 The speaker refuses to show surprise or alarm, or to rebel Zains XX

his fate. He claims to find the situation eminently ‘reasonable’.

17 The heroism of those who opposed Franco is again desc ibed in

Christian terms.

20 The word ‘din’ carries of course the double meanings of *fate’ any

‘song’. Therefore Eimhir might also be the one new prize of:

21-22 These lines are an echo of XV: 6—7 (*. . . an t-slighe chridn

thioram, iseal, leantainn tiorail . . ."). There they refer to 2

of poetics, while the choice here lies between heroism and death

on the one hand, and a safe life with unrequited love on the

other.

24 MacLean glosses ‘beithir’ as ‘dragon or thunderbolt’, the over

all meaning being ‘something like “fire-dragon” * (letter to Do
Young, May 26th 1940).

espite its length and its importance for the sequence (as the
where the Scottish woman appears definitively to oust the
oman from MacLean’s imagination), this item has received
ely little attention. Though he spoke to Young of ‘the
oven poem which is almost my own favourite’ (letter of
it 1gth 1940), MacLean did not reprint it until the 1989
ted edition.

practice of concert-going and the associated Viennese
lassical music tradition had not previously figured in Gaelic poetry.
facLean deliberately pairs Gaelic and non-Gaelic elements, in a
nging and potentially dissonant fashion (see lines 15—16, 19—
. 51—52). While redolent of the Modernist determination to
e existing canons, the strategy also shows his wish to restore
culture to its rightful place among more fully developed
ean traditions.

160 T heard bad news / on the Monday following the Sunday, / news that “ g was remarkably precise about this poem in the “Dating
- Jviaclean

brought me no pleasure — / my sweetheart was going to be mar
{Sealy’s translation.) Ross and Hendry 1986: 55. The song is in 1

19409: 100, 161 Ross and Hendry 1986: 56.
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Letter: ‘By the 13th December I know “Eimhir” XXII ¥
written, sometime between the roth and the 13th.’ On r¢
December gth, the Reid Symphony Orchestra, condu
Adrian Boult, performed Beethoven’s 8th Symphony as
concert which comprised works by Wagner (the Mas

In two stanzas from ‘Craobh nan Teud’ (written at some point
| n November 1939 and the early months of 1940) the
seloved is depicted as playing a stringed instrument:

Chunnaic mi a’ chraobh ag éirigh,

'na meanglannan an cedl leugach,
overture}, Dvorak and Elgar (the Enigma Variations). The mo ghaol geal thin 2’ gluasad theudan,
reviewer regarded the Beethoven symphony as ‘perhaps the bérr-glic air iomhaigh an éibhneis.

thing of the afternoon. The playing of the Allegretto moven
particular, deserved high praise.” The orchestra was compas
members of the University Music Faculty. This was the last
series of three Saturday afternoon concerts, given at the un
early time of 2.30 pm because of wartime lighting restrictions. Tt
only other Beethoven item featured in the short season wash
Egmont overture,

It is hard to connect lines 1 and 2 of this poem with w
perhaps the most lightweight and lighthearted of Beethoven'
symphonies. The English of lines 11 and 47 (first published i
1989) implies the presence of a choir, as if the gth and not the th
were being performed, and indeed, the optimistic and
humanitarian sentiments of Schiller’s ‘Ode to Joy', set to music i
its final movement, would certainly have appealed to ean's
instinctive socialism. Nonetheless, in an autograph trar
from n._m.ﬁ,_s ‘coisic’” (line 11) is rendered ‘orchestra’. W
the word occurs again (line 47), MacLean has deleted the
part of the line so energetically as to make a hole in the p
substituting ‘stood in the great choir’. The Scottish woman
violinist'® and would appear to have played in the first v
section of the orchestra during the previous season.'® There &
therefore good reason to believe that she was in the orchestra:
December gth, that the poet was in the audience, and that the
occasion provided the basic inspiration for XXIII.

Chunnaic mi a2’ chraobh an céin thir

's a ceol cianail 'na phéin dhomh,

mo ghaol geal fhin ’s a medir air teudan;
bu luaineach ér-ghuth gldir an éighich.'®

XVII emphasised division, and XXII made wholeness seem an
ble task. XXIII tells of a vain attempt at synthesis. The
of the opening lines, like a refrain, at the beginning of the
h and the last stanzas underlines the speaker’s inability to
form the given situation.

MacLean told Young (letter of September 11th 1941) that in this
n he could ‘hear the influence of Shakespeare’s Sonnets’
ch he believed to be ‘perhaps more important than any other
sh influence’ on him), adding that ‘It has rounded cadences
have come from God knows where’. He originally believed it
1o be ‘very untranslatable’ (letter to Young dated April 20th 1943).

By 1802, when he wrote the letter to his brothers known as the
genstadt Testament, the symptoms of Beethoven's deafness
become unequivocal. The composer was tempted to take his
own life, becoming more and more of a recluse, though his
ess would not become rotal until 1819. His surly and irascible
erament was a further factor in his increasing isolation as his

life drew to a close.

‘Though more than a century has passed since the composition of the

162 Preserved in National Library of Scotland MS 14978.

163 Information from the poet’s daughter.

164 See programme for concert of March gth 1039, preserved in the Hesd
Music Library, University of Edinburgh. The programme for
concert of December gth has not been preserved. Beethoven's C
Symphony had been given at the last concert of the 193738 ses
though there is no indication that MacLean attended this.

(165 'I saw the tree rising, / in its branches the jewelled music, / my own
~ fair love moving strings: / the image of joy blossoming. // [ saw the
tree in a distant land / and its far sad music sore for me, / my own fair
love with her fingers on harp strings, / restless the gold voice of their
crying speech.” MacLean 199g: 52—53.
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Deirdire and the sons of Uisne. The old people who lived on
the sides and at the head of Loch Etive, in the glens which run
some of them for miles, among the mountains, spoke
) of Deirdire . . . Alas, hardly one of these native people is
now left on the —Bu...m all having been cleared away. o7

music, the art deployed in it continues to be new, _.E?dn..,
The composer became deaf: the audience is stuck dumb .
rnusic,

The word ‘gathadh’ implies that the music is also a source of pa
Compare XXXV: 13 (‘gathadh tirdair citil Maoil U..:.ub.u‘w& :
It is unlikely that the occurrence of the adjective ‘ban’ in this ling
is a reference to the Idshwoman (see ‘Introduction’ and note tg
VI: 6-7).

The key term ‘torachd’ (Beethoven's music is in search of joy—

possible reference to the last movement of the gth symp Glend Daruadh! O'n Glend Daruadh!

spoem from the fifteenth century Glen Masan manuscript, set in
be mouth of Deirdre, cites Glendaruel, in Kilmodan parish in
Sowal, Argyllshire, as one of her places of exile in Scotland:

ndmwﬂ the Greek virgin huntress Diana, who in turn Mo chen gach fer da na ddal;
Deirdre (the object of a hunt on the part of her rejected suitm Is binn guth cuaich ar craib nmﬁu.b
Conchobar). Ar in mbinn os Glend Daruadh.'®

Diana is the classical Italian goddess of wild nature, Wﬁﬂaﬁw
the moon. She was soon identified with the Greek godde
Artemis. MacLean mixes Greek and Italian in line 20.

See notes to XIII: 1 and 2. The notes to Carmichael’s version ¢
the legend include the following passage: b

Loch Edve is in Argyll, a land greatly studded with fresh-water
lakes, and as greatly severed with salt-water lochs. Loch Enve
runs in from the sea for twenty-four miles, lying between hills
all the way . . . It is the most varied, the most storied, the most
stormy, and the most beautiful loch in Scotland. Its
divisions differ greatly. Lower Loch Etive is wider and n
varied, expanding here and there into broad bays, and proje
into here and there by long peninsulas. On each side, betw
the edge of the water and the base of the mountains, runs a
of arable land, irregularly broad, studded with trees and fi
houses and churches. In Upper Loch Etive the bases of
towering mountains on each side descend immediately down®
the water. They continue thus for twelve miles to the head of

Loch Etive, and for six miles more to the head of Glen Et ive: fiom the same pocu, sec Tiote to XTI 2.

=N S i — tfig ?_uhh”ﬂ mﬂ”@“ﬁumﬁ.ﬂ of sorrow’ who ‘went ashere in Glen Etive'.
which the winds blow up or down during the years and the 170 ‘1 will not leave them in the same grave / for the whole long night . ..
ages . . . The district of Loch Etive is deeply identified wit ~/ the night would be longer than in Glen Da Ruadh, / sleep in Glen
‘Etive was unrest . . ." MacLean 1999: 48—40.

i71 Ross and Hendry Gmn 63. Haddow 1982: 119 suggests that the original
Gatlic title may have been ‘Mo Ghaol Donn'. Ronald Black disagrees,

Wacl ean returns to this material in ‘An Ceann Thall’, where he
ons ‘ceathrar ainmeil 2’ bhrdin’ who ‘chaidh air tir an
1 Eite”."® See further the short poem ‘Conchobhar’, which
links the two places: *Chan fhig mi san aon uaigh iad / fad
in-shuaineach na h-oidhche . . . b’ thaide 'n oidhche na 'n Gleann
Ja Ruadh, / bu Iuasgan cadal _D_nmnh Eite .. """

further Platonic equivalence. Eimhir's physical beauty is
fied with the content, the import of the music.

?rmonw tune ‘Maol Donn’ (‘the brown polled cow’), known
glish as ‘MacCrimmon’s Sweetheart’, is attributed to one of

Waﬁm MacCrimmon family of pipers (see note to lines 39—40,
17

167 Carmichael T914: 136—137.

168 “Glen Da Ruadh! / My love to everyone who inherits it; / sweet is the
cry of the cuckoo on the bending branch / on the summit above
Gleann da Ruadh.'! Quoted in Ross and Hendry 1986: 64 from
‘Cameron 1894, II: 467—468. For an earlier stanza about Glen Etive

166 ‘the piercing music of Maol Donn's theme’.

Al
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. The elements whose synthesis the speaker vainly attempts to a
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The opening returns, with a different sequel, yet this stan ‘..‘.m”..\.

the first, groups its material in two strongly contrasting couple

MacLean commented to Young (letter of March joth 1942)

..... L always hanker after a restrained, calm manner that would express

depth and not fire, a manner that would belie an intensity of
. something that would suggest or be in some way like the
of Mozart and of the MacCrimmons, and [ look with
at some of my own too patent subjectivity . . . when I
ik what kind of poem I should ideally like to write, it would
‘one not like anything [ know in Shakespeare, Blake, Yeats or
Grieve [Hugh MacDiarmid] but rather like “Cumha na Cloinne™
or “Maol Donn” or one or two things I heard in Mozart . . .

frequently glossed as ‘wandering’ or ‘deviation’.
Now it is the girl who is “0r" rather than Beethoven’s art, as if shé
were absorbing its qualities through a kind of osmosis (cf. |
There may also be a reference to the Scotswoman having re,
the Irishwoman as the addressee of MacLean’s love poems.

are art, political catastrophe, human beauty and human suffes
The word ‘bréine’ recurs significantly in XXXIV, where
denotes the degradation of the bourgeoisie in capitalist soci
According to differing accounts, the MacCrimmon family

in Skye from Harris, from Ireland or from Cremona in
(though this may well be little more than a fanciful interpreta
the patronymic). They were hereditary pipers to the Macle
Dunvegan from the sixteenth until the early nineteenth ces
Patrick Mér (1595-1670) was the greatest composer of the

urther mentions of the MacCrimmons and of the *Maol Donn’
can be found in ‘An Cuilithionn', Parts I1, V (‘stoirm / is
h gairm / duis fhoirmeil bhrais / o Phidraig Mér / ,m:_w
g Og: / an gaol’s am bron / 's a’ phrois mhor ait’) and VI,

a5 in the extended poem ‘Craobh nan Teud'."™

ck Mor's success in immortalising the deaths of his sons
According to tradition, within a year of the piper’s going to orts the possibility of a synthesis between art and human
with his eight sons, seven of them had been buried in Kilmug which is immediately dashed by the thought of the countless
churchyard (see line 51). Only Patrick Og survived. They ma adividuals whose sufferings and death have not been so
died of smallpox, which reached Skye on a visiting ship.'” elebs

the traditional account of what led him to compose his ‘C
Cloinne’ or ‘Lament for the Children’. The tragedy is also re
to in MacLean’s poem ‘Craobh nan Teud’: ‘A chlann marb
teasaich dhobhaidh / agus Padraig Mér gu cedlmhor’.'”
attributes to him a love affair with the poetess Mairi Ni
Alasdair Ruaidh. His tunes are characterised by ‘length of m
line’, and the ‘Lament for the Children’ has been claimed
contain ‘the longest and best line of melody in European music’,

1 in versions of her tale, Deirdre is so distressed by the
lling of Naoise that she throws herself upon his grave and dies.
Note the insertion of the politically loaded term ‘daorsa’ (IV: 24
and XOXCXII: 4).

The second recurrence of the opening lines does not this time lead
stanza equally shared between the positive and the negative.
flawless quality of Eimhir's beauty is almost blasphemous,
" n for its apparent indifference to the realities of human
suffering, with which it cannot be reconciled.

citing a reference to his wife as Maol Meidhe in ‘M’ anam do s
riomsa aréir’ by Muiredhach Albannach.
172 Haddow 1982: g4.
173 Maclean 1999: 52 ("His children dead in the raging fever / and Patrick
Mér in his music’).
174 MacNeill and Richardson 1996: 21—22, Thomson 1904 sv. B
Crimmons,

‘175 ‘the storm / and shouting cry / of stately impetuous drone / from

" Patrick Mor / and Patrick Og, / love and grief / and great joyous
pride’. MacLean 1999: 78—79, 98—99, r1o—IIL.

476 MacLean 1000: 48—57. For the longer original version see MacLean

1943 G2—68.
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Fourteen four-line stanzas with lines of three and four stres
The second and fourth lines have feminine rhymes, while these
frequent but not consistent aidll within couplets.

¢ Cancasus nan sgurra gibhaidh’.'”’ Shelley is not named until
nning of the following paragraph. Note the play on the
cally similar ‘milleadh’ and ‘meallaidh’, contrasted in
. while the word for ‘theft’ appears as two variants (‘goid’
"), Editor’s translation, but see the note to lines 3—4.

flacLean’s own translation of these peculiarly compressed lines is
For another disagreement about the nature of beauty, see VI porporated here, from a letter to Douglas Young of February
with its epigraph from Yeats. Here the roles of Eimhir and 1042.

speaker are reversed, and he maintains the stance articulated at th her reference to the emergence of a ‘mew’ Eimhir, the
close of XXIII. sh woman who succeeded Nessa Ni Sheaghdha as the focus
of MacLean's affections, and to the burst of poetry she inspired?

XXIV

More fully, the line asks whether Deirdre would have said the
words to Naoise when they landed as fugitives on the west coa

i lines with three stresses each (except for line 4). Lines 2, 4 and
of Scotland. (See notes to XIII: 1 and 2 and XXIII: 16.)

6 have end rhyme, while the second two couplets have aicll.

Effectively free verse, with ‘4’ rhyme in lines 2, 4 and 6 and ‘10

rhyme in 3 and §. ZRVI

gblished here for the first time. A typed copy is included in a
to Douglas Young of April 15th 1942. One reason for leaving
of the printed volume may have been its vaunting of a
tal superiority to William Ross, while 23XXT merely implies
parity. The translation is MacLean’s, given in the same letter.

XXV

MacLean had come to admire the work of Shelley in his teenags
years, and he may well have had the English Romantic poet!
verse drama Prometheus Unbound at the back of his mind wheg

for William Ross see note to X: 12. A possible alternative
writing this lyric. He told Young (September 11th 1941) that

ation of the latter part of this could be *"William Ross with

Portree school only confirmed a sort of anti-Secederism latent in s store/abundance [of songs]'.

my childhood and made it quasi-Promethean or Shelleyan . .
my Promethean view of Socialism is an inversion of the careg
of the “saved”, in the sense that it was a justification of th
“lost”, “damned” Promethean. I had to find a humanist, hence
Promethean substitute.

‘Four-stressed lines with ‘6’ end-rhyme.

XXVII

A further poem insisting that the qualities of his art are drawn
Prometheus functions as a type of the hero who sacrifices hi§ Eimbhir's face. See note on [X for an extended discussion of
own interests to those of humanity as a whole. In that case, this Maclean's Platonism. Editor's translation.

lyric is yet another rejection of political commitment and its
attendant sacrifice in favour of love, beauty, and the art they can
inspire. The opening of Part VII of ‘An Cuilithionn’ refers

i77 ‘the likeness / of hero-man-god hanged, lacerated / on Caucasus of
initially to Aeschylus for ‘aogas / suinn-dé-duine crochte mabte

the dangerous peaks’. MacLean 1999: 120-121.
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The identity of the critic concerned (if indeed a specific person of bed and very quickly wrote down “Samhlaidhean” and
intended) is uncertain. In a letter dated from Ardlogie, Leuchas “Coin”, of which, as far as [ remember, I have never changed
on December 8th 1941, Douglas Young asked MacLean if hek one word from that first writing down. It seems to me that I
W. D. MacColl in mind."™ gomposed them simultaneously in a troubled sleep.

The choice of words establishes links with preceding and
following lyrics in the sequence. Cf. XIX: 8 ‘goirt drithleann i
gldire’ and XLIV: 8 “caoir na céille buadhmhoir’. See also line 5.
For ‘mealladh’, see XXV: 5 (‘gad meallaidh bho do shii
Note the careful parallelism of these lines. In XXIII: 22 h
was identified with the joy (‘acibhneas’) of the music. H
joy (‘¢ibhneas’, an alternative form of the same word) of
MacLean’s own art has its source in her face. Cf. Shakespeare’s
Sonnets 103 (‘For to no other passe my verses tend / Then of
your graces and your gifts to tell’) and 78:

ﬂo_unw._n that the letter in question contained a revelation of
he Scottish woman’s physical condition and of the limitations
/ ﬁa&..._ place on any relationship with MacLean.

two poems have in common a haunted, wvisionary, even
rish quality. Here MacLean's poems figure as ghosts, while
they are wolves and mad dogs engaged in a symbolic hunt.
elieved the metrics of this and the following poem to be related
t not indebted) to the experiments of the nineteenth-century
flay-born  poet * Uilleam MacDhunléibhe (William Livingston
[ 870)) (letter to Douglas Young of September 11th 1941).
‘The translation is reproduced from the 1943 volume, where it
] ..H..M._‘._r a5 prose.

Yet be most proud of that which I compile,
Whose influence is thine, and bomne of thee:
In otheres workes thou doost but mend the stile,
And Arts with thy sweete graces graced be.

But thou art all my art, and doost advance

As high as learning, my rude ignorance.

Seven lines with mainly three stresses, thyming aabbech.

fom poems XL, XLV and XLVT it is clear that the Scottish
‘woman, who stands behind the figure of Eimbhir at this point, had
: d she was incapacitated and therefore unable to have a
relationship with the poet. This line could therefore be
preted in a direct, sensual way as well as more Platonically.
consistent use of syntactical parallelism produces a ritualistic,
st liturgical effect, while also making the lines flow in a
on appropriate to the movement of fleshless ghosts.
Gabhaidh iad’ is followed by ‘falbhaidh iad’ (12), ‘chithear iad’
{14). ‘tachraidh iad’ (16), ‘ni iad’ (18), ‘seasaidh iad’ (20, 23) and
again ‘falbhaidh iad’ (25). Note also the lesser parallelism in the
sequence of verbal nouns: ‘ag iargain’, ‘ag éigheach’ (7), ‘a’ sior
anaich’ (9), *a’ sior iargain’ (10), ‘a’ sior dhéanamh luaidh’ (11).
For History, cf. XVIII: s0. MacLean’s poetic ambition comes to
the fore here and in the following poem. History (the victories of
Fascism throughout mainland Europe) made major claims on his
‘soetic talent, though in the end they were to yield to the claims
i AOVE.,

It is tempting to compare the ‘bird gun aighear’ with the

178 Typescript copy in NLS Acc. 6419 Box 38b. For W. D. McColl, see o T o
Bold 1988: 345 and introductory note to poem XV, 4 ‘chomplan gun tost, / gun fhurtachd, gun fhoighidinn, gun

XXV
In response to Douglas Young’s curiosity about this and th
following poem, MacLean wrote (March joth 1942) that

As to “Samhlaidhean” and “Coin” this is all I can say. On
Tuesday 19th Dec 1930 (I remember the date because I travellet "“
home to Raasay on Christmas Day 1939, which was ?__Qnﬁ_nm_
got a letter that meant for me the end of my period of gr
activity in poetry. All Tuesday I was depressed and v
nothing but about 2 or 3 a.m. on Wednesday 20th I got ..ﬁ‘....x
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fhois’'™ mentioned in X, whose members include Yeats 4
William Ross. This is 2 nocturne, a poem filmed in blagk
white. Line 24, in particular, offers a striking contrast ¥
abundance of colour adjectives used to describe Eimhir els
in the sequence.

25 There is an implication of transcendence in this final coup nes with four or three stresses rhyming in groups of tweo or
though the rising sun cannot restore vitality to the lifeless bods ur. Note the double rhymes in 9-10: ‘caol-ghleann’, ‘gaoth-
of the poets. heann’.

jote the recurrence of the words ‘toir’, ‘torachd’, for a pursuit
hat is ruthless and life-threatening.

mer and manifest beauty, ‘anam’ and ‘aodann’, are paired
atonically as the reader has come to expect.

Lines of three or four stresses, with mnEu.E.bn end rhyme on ‘0
(1, 5-7), ‘2" (2—4, 7-15), ‘oi’ (16-19), ‘ai’ (20-22), ‘va’ (23~24) ak
‘e (25—26).

KXX

When I got up on Wednesday [20th December 1939] I felt more
and that day I wrote Eimhir XXX-XXXV and perhaps
XXV as well.” (Letter to Douglas Young, March joth 1942.)
his and the next five, or even six poems, were Wwritten in a
er frame of mind, but still in the aftermath of the letter from
wounded Eimbhir’ with its tragic revelation (see XL and note
) XLVI: 9—10). The light-hearted treatment of the conflicting

of love and political allegiance in XXX belies the
nstances of its composition. For Mac Sioméin, MacLean
‘gives a new twist to an old love convention wherein the
ved is preferred even to God by replacing the _mﬂ..nn with the
in this case a fantasised Scottish mn.m:m_w_u % Were the

XXIX

Like XXVIII, this poem was the result of a process as cl
MacLean ever came to automatic writing (with the
exception of the final section of ‘An Cuilithionn”). The e
plangent quality of ‘Na Samhlaidhean’ gives way to a frenzied ang
bloodthirsty chase, the kind of unresolved pursuit which is a nol
uncommon element of dreams. The use of parallelism and list
gives the poem an obsessive intensity and speed, as MacLeas
redeploys the rich Gaelic vocabulary of landscape and hunting|
portray a psychological state. The dogs and mad wolves are hi n Scotland here envisaged ever to become a reality, love
unwritten poems, and there can be no doubt that, were they eve for Bimhir would lead the speaker to flout its ideology. Such a
to catch up with their prey, the deer that stands for Eimhirh otent brew of nationalist fervour and Bolshevik enthusiasm is
beauty would be torn to pieces. ‘mare in twentieth-century European poetry.

ean is responsible for introducing this coinage to Gaelic

2 It is unclear whether these are poems the speaker stll intends: i
. See also “An Cuilithionn® Part V1.

write, or poems that will never now be written. Eimhir &
unattainable in his dream of the hunt. The letter M fourfold repetition of ‘Alba’, followed by three lines
mentioned to both Young and Hendry had, it would appear, ing ‘gun’, another three ‘Alba’s and then the conditionals
rendered the Scottish woman unattainable in a different, momn an . . . bhristinn . . . dh’gighinn’ create an effect of speed
carnal sense. splendidly prepare the irreverent conclusion of the poem.

7 Four lines of the strictest syntactical parallelism. See also 12 and npare the lines in ‘An Cuilithionn® Part II (where ‘Alba gheal’
18, 13 and 14. o “'na brochan bréine’):

179 ‘the band lacking stillness, / lacking succour, patience or rest’ (edror
translation).

'i80 Ross and Hendry 1986: 114.
81 MacLean 1999: 116.
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Seo latha eile air na sléibhtean

is Alba mhér fo bhinn bhéistean, _

a miltean bhochdan air an spiilleadh,

air am mealladh "nan cuis-bhiirta,

air am briagadh, air an ungadh

aig maithean is bliirdeasach dhiadhaidh

tha deanamh buiirdeasach de Chriosda.'®
The implication may be that the poet would break the trad
of masculine succession to the throne.

ew Poetry’, MacLean considers it “one of the very greatest poems
i any language in the islands once called British’, while
whether ‘I nor anyone else can ever hope to persuade the
ic world that Willilam Ross’s last song is comparable in
y to the best of Shakespeare’s Sonnets’."™ In a list of tunes for
songs which ‘seem like exhalations from the words, as if the
yords created the tunes’ he cites ‘the version of Ross’s “Oran
as sung by my father’. 18 Eor Thomson, it is the ‘barest, most
splate of his love-songs, the one most firmly pruned of
traneous ornament . . . without bravado . . . short, and tightly
ned, so that the emotion which sets it in motion is kept compact
d ¢ Hman&mmi._ﬁ Did such starkness bring it close to the ideal
acLean expressed in the poem immediately following this one?
the dual, paradoxical implications of control and restraint
> and ‘shriante’. For all the undeniable sincerity of these
,. they are reined in, controlled by art.

I the preceding lines have 8 or 7 syllables, while this one has 5.
uch compression heightens the impact of this new metaphor for
dCLE n's _ﬂ.l.nm

Lines of three or four stresses, two-thirds of which have fin
thyme in ‘ao

XXX

A further stage in the speaker’s ongoing dialogue or rivalry wif
William Ross, implying a degree of parity between the two, nt
just in the pain of their loves, but in poetic achievement. As
interesting comparison is offered by the rather more chast
lines from Part I1I of ‘An Cuilithionn’, where MacLean sp asically three stresses. End rhyme in even lines, and aidill in lines
as to the circumstances in which he might have equalled uﬂm 5-6.
of that poem’s dedicatees, MacDiarmid and Mac Mk
Alasdair, but is content to remain at the level of Mary
(*Miiri Mhor').'®

The translation is reproduced from the 1943 volume, where it s possible that the images of lopping and mutilation which
appears as prose. gmerge in this poem (recurring in XL, XLV, XLVI and XLVII)
prompted by the contents of the letter the poet received on
nber 19th 1030 (see note to XZXVIIL). His aspirations here
to mind the doctrine of Socialist Realism, which was to
ate aesthetic discourse in the Soviet Union and its satellite
. maE 1932 to the 1980s, with its hostility towards ‘bourgeois’
formalist’ inclinations to foreground aesthetic considerations.
The citing of the Communist martyr Liebknecht, whom MacLean
airs with Ernst Thaelmann in a passage from ‘An Cuilithionn’ (see

p. 0. 0. 41

Iain Crichton Smith has produced a fine English version of Ros
‘Oran eile air an aobhar cheudna’.'™ In his essay ‘Old mo.um

182 ‘our choice Scotland a porridge of filth’. ‘Another day upon th
mountains / and great Scotland under the doom of beasts: / b
thousands of poor exploited, / beguiled to 2 W:mw_bmlﬁanw. [
flattered, doctored and anointed / by the nobles and godly bourgedis £
who make a bourgeois of Christ." (MacLean 19g9: 82-83),

183 MacLean 1999: go—g1.

184 See Thomson 1989: 215216, Gaelic original in Calder 1937: 172-1
Watson 1995: 362—365 prints the original and Iain Crichton Smith
translation side by side.

85 MacLean 1085: 111, 114.
86 MacLean 1985: 120.
187 Thomson 1989: 214.



222 XXX Diin do Eim ary XKL 8 223

i as 1f the poet’s task could be compared to that of an iron
der. The foundries of a Communist society would hopefully
means of liberating the masses rather than enslaving them, as
der Capitalism.

note below), is appropriate in such a context, though the poe
concern with the plight of the masses brings him closer tal
critical realism of nineteenth century Russian authors than to |
rigidly optimistic and idealised approach demanded by Seili
regime.
In terms of the “Diin do Eimhir’, little would come of
resolve expressed here. Tree imagery recurs notably at th
XLIII, and again in LVI. MacLean’s words in a letter to Y.
February 22nd 1941, following on from criticism of Eliot,
Auden and associated poets, are illuminating in this respect:

gdominantly three stresses, rhyming aabbbcdd. Note the aicill in
ies § and 6.

KXXIII

he speaker’s suffering cannot be laid to the account of his being
poet, since they experience good and bad fortune just like
people. There can be no doubt about the speaker’s
cation with Ross rather than Macintyre at this juncture. An
arly version of this item'> fai

All this contemporaneity [ think just nonsense. Contempos
likenesses can be only in very superficial things, just as

sophistication is merely superficial. Why should you or .
mechanisms, tractors or anything of the kind if we are
moved by them? A poet’s imagery can in the main come on
from what moves him, unless of course he files images.

fails to contrast good and ill fortune
i sets the two Williams, Ross and Yeats, side by side:

Her influence is to be excised from his poetry, as if it were mere LCarson.a bhiodh cis nam bird

d ; . ; y atharraichte air mo sgith?
ecorative, an excrescence (an attitude at the opposite pole fro Cha d' fhuair Uilleam Yeats a ehradh
the explicit Platonism of so many lyrics in the sequence). T T——
Contrast the characterisation of MacLean’s poetry by an unnamed den imhghar, [den] chaitheamh 's den bhis

critic in X2(VII: 2—3.
Karl Liebknecht (1871-1919) was assassinated along with Resa
Luxemburg in Berlin on January 15th 1919, in the course of
revolutionary uprising which it was hoped would spes
Communist takeover on the model of what had happ
Russia. He had been one of the founders of a
organisation in Berlin known as the Spartacus League, w
came to form the nucleus of the Communist Party of
His killers were counter-revolutionary volunteers who clai
and Luxemburg had tried to escape while under arrest. See
‘An Cuilithionn” Parts II (‘fuil Liebknecht’), V (‘Liebkned
Ghearmailt, / marbh ach neo-bhasmhor’), VI (‘Liebknecht, Thal
mann is daorsa’) and VIL'® ‘

Juncan Ban Macintyre (Donnchadh Ban Mac an t-Saoir) (1724—
#12) was born in Glen Orchy, fought on the Hanoverian side at
he Battle of Falkirk in 1746 and, after spending twenty years as a
er in Glen Lochay, Ben Dorain and Glen Etve, was a
er of the Edinburgh City Guard from 1766-1793. He was
r a renegade because of his political and religious affiliations
Mac Mhaighstir Alasdair) nor a poet of unrequited love (like
m Ross) but rather the author of songs written both for the
shed monarch and for the London Highland Society’s
ompetitions and, most importantly, of ‘Moladh Beinn Dobhrain’

189 See note to V for the survival of this vadant. The original has a full
* stop rather than a question mark after ‘sgith’ and ‘griidh’ rather than
‘gridh’. Editor’s translation: “Why should the predicament of poets /
' be altered on my behalf? / William Yeats did not get his love / and
- William Ross got his fill / of anguish, [of] consumption and of death.’

188 ‘Liebknecht’s blood’, ‘Liebknecht in Germany / dead but undying'
‘Liebknecht, Thaelmann and slavery' Maclean 19og: Bo—81, 104-108
[14-TT5, T24-125.
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and ‘Oran Coire 2’ DWmnn#mwnr.,_E splendid descriptions of 's.a Thi mhéir, b’ e siod an t-imhghar,
landscape and wildlife of the area where he grew up. Macls gun d’ shluig sibh gaisge na mm.wwﬁn.zm
chooses him as a Gaelic example of a poet living in compans
g to Douglas Young on September 7th 1941, MacLean,

peace with contemporary society, apparently alien to deep
currents of anguish or uncertainty. In a later essay he describe y ) g .
Duncan Bin as ‘not a contentious man’, one who lacked ‘any ve Hﬂ , was amused to find mﬁ.&b .muﬁ_. HhHEw occupying wall
strong political, social or religious convictions . . . naive ce with D—mdn_.u and ﬁouﬁcmn ..m_,qmn that ‘my place for the
servative, accepting the dictates of his social and politie - g auld be m”&n_% #cﬂ it Maczalin’
superiors . . . until it came to the Clearances’.””! first mention in the sequence of MacLean’s beloved
ains on Skye, which were to play such an important role in
Predominantly three stresses per line, end-rhyme throughouta momﬂ.w Usualty Hmmﬁ.nm. e E:Huh and wucﬁﬁ Alsgartne
30 15’ or even ‘Cuchullins’. There is a fine description of them
i the 1894 Ordnance Gazetteer of Scotland:

d in a very comfortable pub where I enjoy all civilian

XXXIV ! Rising from the sea-shore to the E of Loch Brittle and N of
‘Loch Scavaig, and extending north-eastward to Glen Sligachan
The speaker insists that his understanding of the catastre ohi .. they occupy an area of about 35 square miles, and are a
political situation is sufficiently acute for his praise of Eimhir n ised assemblage of barren heights, from 2000 to 3000 feet
to be invalidated as a consequence. i h, distinguishable, by striking differences in outline, feature,
‘and colouring, into two great sections. The southern and larger
.. consists of smooth, conoidal masses, that rise from a
Here, and in line To, MacLean is thinking of the marh/g _ I h of low m_”n..ﬁ.m ... nearly all mnun&nnn from summit to
Maraulin, at the top of Glen Brittle north of the Cuillin hills, 8 base with w".d‘um reddish sheets of w.__m.w:.r and many of them
the physical equivalent of the degradation of the bourgeoisier’ abrupt, acclivitous, and rounded like vast bare cones Lhe
This marsh appears in the closing section of Part II of ‘An morther section, on the other hand, consIsts om. singularly
Cuilithionn’ and functions as the dominant image of Parts m an ,__. gged and m ecrited ranges .NE_ Em.wmnm. omEQ:hmuEm, initenected
IV, i Bines such a5 these: by wild ravines, and shooting up in sharp and jagged peaks . . .
“whose dark metallic aspect is relieved by scarce one blade of
Och, a bhoglaichean sanntach, yegetation . . . strongly attracting rain-clouds from the ocean, it
shluig sibh an t-Ar-a-mach mor Frangach, often is lashed with storms. Always, even amid the blaze of
shluig sibh a” Ghearmailt is an Eadailt, summer sunshine, a region of desolation, without any play of
is thad’ on shluig Alba 's Breatainn; ' colours, it looks under a wreathing of clouds to be little else

shluig sibh Aimeireaga ’s na h-Innsean,

an Aiffic is magh mér na Sine,

‘Aodann’ and ‘spiorad’ are paired, here as elsewhere (see note
).

‘O greedy morasses, / you swallowed the great French Revolution, /
you swallowed Germany and Italy, / long ago you swallowed Scotland
190 ‘Praise of Ben Dorain’ and ‘Song of the Misty Corrie’. and Britain, / you swallowed America and India, / Africa and the great
191 MacLean 1985: 131. phin of China, / and, great One, that is the anguish, / that you
192 Ross and Hendry 1986: 54. swallowed the heroism of Spain.” MacLean 1999: 86—87.

193

|




II~T2

226 XXXIV: 7 Diin do Eimh Commentary XXV: 34 227

than an assemblage of deep and horrible abysses, which the ey

At g XVIII, purification and flaying were seen as moral imperatives,
vainly endeavours to penetrate . . .

and in the previous poem the bourgeoisie was viewed as
In conversation with Donald Archie MacDonald, Macle drowning in a black morass. Here &m&.._mubm is not .,m.._muﬂ._u_n, yet
discrbies thaie fnotntainas uﬂ“mﬁgoﬂ. can be invoked. For ‘gaoir na Spdinn’, see IV
a very, very spectacular landscape . . . the kind of landscape that - Maol Donn, see note to XXIII: 23. The notion of the
easily resolves itself into what you might call heroic symbols.. h itself as ‘singing’ (‘a’ seinn’) is unusual. Ronald Black
in my early twenties, [ went to teach in Portree School an out that the word can mean ‘playing’ as well as ‘singing’ in
started going to the Cuillins. In those days I could get v dialects, while finding that ‘a” seirm’ would sound more
people to go with me, practically nobody in those days, in this context.
used to wander about alone on them, ridge-wandering and sbling and splitting recur throughout the sequence. But here
some rock-climbing to avoid detours and being there in all he speaker is unable, thanks to the darkness, to see his own
of conditions. To me the whole thing was bound up with shadow and can, temporarily, be at one with himself.
history of Skye and Raasay . . . my symbols came mostly from cLean translates ‘comprehend’, though at XIII: 20 and at
immediate environment, because in many ways my imm - 3 the same words are used in the sense of ’fashion,
physical environment was very varied. The Cuillins na compose’.
became a symbol of difficulty, hardship and heroic quali Cf ‘fonn / Maoil Duinn nan gath’ in Part V of ‘An
against, as it were, the sofiness and relative luxury of the Wilithionn” """
of Raasay with all their own contradictions. I grew up at the ‘
time, when symbolism was such a thing in Europe
poetry . ..and my symbols almost automatically became th
landscape of my physical environment."

\Lines with predominantly four stresses and end-rhyme for each
‘pair, extended to three lines at the close.

His comments are, of course, equally relevant to ‘An Cuilithions
and ‘Coilltean Ratharsair’ (“The Woods of mmmwmw.w.ﬁ
Spinit and heart are contrasted, rather than being in harmony.

KXXVI

‘Young sent his transcript of this poem to MacLean in April 1968
: note to V). An English prose translation, in pencil and in
cLean’s hand, is among the Caird papers in the National
rary of Scotland.'™® Along with XIV and XXXVIII, XXXVI
ms a group concerned with the motif of selling one’s soul
ich, for the purposes of the sequence, can be considered as
“having a single addressee. It is worth noting that the refusal
_spoken of here does not correspond to the biographical situation
‘s far as we know it (see note to XXVIII).

Lines of three or four stresses with end-rhymes in couplet
istretched over four lines at 3—6).

XXXV

Another nocturne, calling on night to descend, dreamier and
more restful than XZXVIIL

Four lines with three or four stresses, thyming abab.
194 IO, 315.
195 Ross and Hendry 1986: 218—220.

197 ‘the melody / of the piercing Maol Donn'. MacLean 1999: 98—99.
196 See MacLean 1999: 170—183. i

1g8 MS 140978,
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of the other possible meaning of the adjective ‘daor’, that is,

XXXV dea ..- .ﬂﬂﬂﬁwﬂﬁm.m

This and the lyrics that follow, as far as LV, were ‘written §
Hawick about March 1940, possibly some in February and somé
in April, I am not sure’ (letter to Douglas Young, March 3o
1942). A notion of MacLean's faithfulness to the Plato
characteristic of the Petrarchan tradition may be gained
comparing the present poem with sonnet XLVIII of Ro
‘Amours de Cassandre’." Though there may be no direct te
connection, Maclean’s poem reads like a compression an
paraphrase of the French sonnet.

in alternation of longer (8 or 10 syllables) and shorter (5 or 6
yllables) lines. Even lines rhyme in ‘ao’, while there is consistent
‘with the ‘4" end-rhyme of odd lines (note the anomalous
half-rhyme with ‘anama’).

XXXIX

For the fire imagery in this poem, cf. MacLean’s ‘Prometheus
m’, XXV, as well as XLV: g—10. Also the following passage
from ‘An Cuilithionn’ Part III:

Bha deuchainn na mo spiorad aognaidh
nuair a smaoinich mi gum b’ e t’ aodann
a chunnaic mi sa mhointich bhaoith ud.
A luaidh, m’ annsachd is mo ghaol geal,
tha fhios nach dii leatsa 'n taobh ud.
Lion mo chridhe "na lasair caoire

ri t* fhaicinn air 2’ mhullach fhaoilidh. ™

The speaker wishes to make clear the nature of the beauty which
affects him like a blindfold. MacLean glosses ‘dallabhrat’ a8
‘blinding mantle’, *veil’ or ‘covering’ in a letter to Douglas Young
dated May 26th 1940.

This phrase is used to generate a whole poem in XLI.
Notice the delicate semantics of ‘dealbh’ in line 1 (‘picture,
image, physical form’} and ‘dealbhach’ here (‘made man
revealed, given physical form’).

Two or three stresses per line, even lines thyming in ‘a0’ while
the end-thyme of 1, 3 and 5 is echoed internally by ‘dh’fhalbh®
and ‘dealbhach’. Further aiall in the last two lines.

White heat is, of course, the hottest and most extreme.

The metre here resembles ballad metre. There is end rhyme in lines
3and 4, and internally ‘caoir’ is echoed in ‘gaol’ and ‘adhradh’.
KXXVII

For the motif of selling one’s soul, see XIV and XXXVI. Tl
three poems are an instance of how successive items in th
sequence can interact with, comment on or rectify one an
(even when the addressee, in terms of the poet’s biography,
would appear to differ). Here the speaker’s readiness to betr _
himself in the earlier lyrics is vigorously rejected. Editor’s
translation.

XL

This poem, like XLV and XLVI, was first published in 1970 in
Lines Review 34, with accompanying English translation. The
‘poems are here restored to their place within the sequence. There
can be little doubt that MacLean hesitated to publish them because

200 ‘My chill heart was anguished / when I thought that it was wo:.—.mhnm {
that I saw in that foolish bog. / My dear, my delight and my white
Jove, / surely you did not think that side worthy. / My heart Eu.m_n_
with bursting flames / to see you on the generous mountain.
MacLean 1999: 90—93.

For ‘daorsa’ in the sense of enslavement see IV: 24, XIV: 2,
XXIII: 52 and XXXII: 4. But is there not an underlying resonance

199 Ronsard 1974:47.
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of the graphic manner in which they describe the mutilation he ifies and standardises, restricting itself to two rhymes rather
believed the Scottish woman to have suffered. In the list ap three.

to his letter to Young of April 27th 1941, XL came second ) The last line of the borrowed stanza may have prompted the tidal
the items “of which I myself disapprove but concerning v ery of MacLean’s second, which also evokes the menstrual
am indifferent to publication’, being subsequently scored o with its traditional links to the moon, especially poignant
vigorously in pencil, whether by MacLean or Young is not clear, when the poem concerns a woman for whom intercourse and
The three lyrics from the sequence are followed in Lines Review childbirth seemed now to be precluded.

four other poems on the ‘wounded Eimhir’: ‘Uilleam Ros is
fhin’, *An Cogadh Ceart’, ‘Am Mac Stroidheil’ and ‘A’ Mhalairt
Bhreugach’ ("William Ross and I', ‘The Proper War', ‘The
Prodigal Son’ and ‘The False Exchange’).”™ XL gave the tie to.
MacLean's 1977 selected volume, Reothairt is Contraigh or Sp g
tide and Neap tide. |

Two quatrains with four stresses per line. Even lines have end-
e in pairs, and there is consistent aicill, in all but one case on
There is a shift from the song metre of the first stanza to more
matural speech rhythms in the second.

XLI

Published here for the first time. Included, along with an English
ation, in a letter to Douglas Young of April 15th 1942. On
ird 1941 MacLean instructed Young to ‘use your discretion’
ding the inclusion of this poem, though ‘I myself think it
d’, repeating on November 19th of the same year that ‘I told
you already to include “E[imhir]” XLI “Chaidh mo ghaol ort
thar bardachd” if you like . . " The lyric modifies a line from
BV and expands it to form an entire poem.

The opening quatrain is a bitter reworking of the sixth verse of
the old song ‘Mo riin geal, dileas’ as given in Archibald Sinclair's
An t-Oranaiche:

Cha bhi mi ’strith ris 2’ chraoibh nach lib leam,
Ged chinneadh uibhlan air bhirr gach géig;

Mo shoraidh slin leat ma rinn thu m’ fthigail,
Cha d’ thiinig triigh gun mhuir-lin 'n a déigh.™®

Note how carefully MacLean alters the wording while respecting
metre and rhyme. Later he would cite this instance of ‘John
MacLean holding off his passion for the Campbell woman, with
his unbending tree and ebb followed by flood” as one of the high
points of Gaelic song before 1800.”"

The rich vowel music of this couplet, where ‘slin’, fhigail’, ‘traigh' Eight lines with two (occasionally three) stresses and end-rhyme
and bhiis’ are followed by ‘déidh’ (thyming with ‘geug’ in line 2), ‘throughout on ‘3.

i not uncommon among traditional songs. MacLean’s stanza

'Cf. XXIII: 12 ‘bhirc an taigh mor lem ghridh-sa’ ("the big hall
surged with my love’). The concluding adjective epitomises the
exultant energy of this short poem.

_ XLIT

201 Subsequently included, in a slightly different order, in the section
entitled ‘An lomhaigh Bhriste" (The Broken Image’) in MacLean's
1977 and 1989 volumes (now 1999: 188—190, 192—195, 198—19g)..

202 Sinclair 1879: 204, cited in Ross and Hendry 1986: 67. (‘I am not
striving with the tree that will not bend for me, / Although apples
should grow on top of each branch; / Farewell to you if you have left
me, / No ebb came without a floodtide after it.” Editor’s modification
of MacLean's translation.)

203 MacLean 1985: 112.

XLII to XLIV, XLVII and XLIX constitute moments of
peflection in the progress of the sequence. The landscape of
Gaelic Scotland acts as a backdrop to the speaker’s relationship
with Eimhir, which is anything but uniformly tragic in nature.
One wonders if MacLean viewed the Highland landscape with
wﬁﬂnc._uh intensity or tenderness due to his distance from it in
‘Hawick. Here the poet and his beloved appear on five different
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beaches. The speaker’s protective tone indicates a wish to defeni
their love from the onward march of time, which will bei
the focus of anguished questioning in several lyrics from
LVIL. See the final verse of ‘An Mhaighdean Og’, the song
immediately precedes the section on Thomas Costello (see ne
on XIII: 7) in Hyde's Love Songs of Connacht:

Di mbéidhinn-se 's mo ghridh
Cois taoide no traigh
'S gan aon neach bed 'nn ir dumchioll
An oidhche fhada, ’s 13;
Do bhéidhinn-se ag chomradh
Le Neilidh an chiil bhiin
Is liom-sa "budh h-aoibhinn
Bheith ag coimhdeacht mo ghridh.”™

Talisker Bay is on the western shore of Minginish in Skye, at the
foot of the hill known as Preshal More (which, at 317m, is sl
lower than Preshal Beg 347m to the south) and reached by a
through Gleann Oraid.

Although MacLean speaks of the beach as being pale or white, it
is in reality composed of black boulders rounded by the sea and of
fine, almost black sand.

Two points on the coast to the north and south respectively of
Talisker, far beyond the extent of the beach itself. The B
Ruadh lies beneath Preshal Beg, while at the promontory o
Rubha nan Clach the coast swerves eastwards.
See ‘Copytexts and Variant Readings’ for an inferior early versio
of this line, preserved in George Campbell Hay's transcription of
the poem.
The trope here is related to the classical figure of the aad

implication, never take place. The poet and his love will remain
on the beach for ever. For Preshal, see note to 1.
Douglas Sealy quotes a passage from ‘Li a’ Bhreitheanais’ (The Day

204 ‘If1and my love were / Beside the tde or the shore / Without an one
alive around us, / And the long night and the day / I ﬂcEm.
conversing / With Nelly of the fair cool [i.e. hair], / It's | who v
think it pleasant / To be accompanying my love.” Hyde 1969: n_m...wu

””_.uw. (1

gement’) by Dugald Buchanan (1716-1768) as a possible
ation for this stanza:

Ged dir'mhinn uile reulta néimh,

Gach feur is duilleach riamh a dh’fhis,

Mar ris gach braon ata sa” chuan

'S gach gaineamh chuairticheas an traigh;

Ged chuirinn mile bliadhna seach,

As leth gach aon diubh sud go léir,

Cha d’ imich seach de’n t-siorruidheachd mhéir

Ach mar gun toisicheadh i 'n de®

clean once heard ‘a humanist agnostic call mnn_umunu the
est of all Gaelic poets’ on the basis of these very lines.™ In a
to Young dated September 7th 1941, he speaks of ‘La a’
itheanais’ as giving ‘a good idea of Seceder cosmic imagery.
very great poem’.

Zalgary Bay is on the north west coast of Mull. Though Coll is in
fact closer, the bay points westwards and slightly to the south, in
the direction of the more distant Tiree, beyond which lies the

nse of the Adantic Ocean.

Mainland Scotland and Tiree are redefined in symbolic terms.
The beach is a liminal location, where two different elements

and water) and two different kinds of time (human time and
ity) meet.

her of MacLean’s word clusters, connecting ‘bruan’ and
n’, powder and liquid. Though not present at this point, the
‘brén’ or sorrow is not far away. Cp. XLV: 18, 22, L: 1—2
0", ‘bruan’) and the line from ‘Reothairt™ * 's i traghadh boinn’

air bhoinne broin™" (my italics).
‘Hosta is on the north west coast of North Ulst, close to Tigharry.
where an event linked to impossible circumstances will, by Th

beaches on the stretch of coast between Tigharry and

205 ‘Though [ counted all the stars of heaven, / each grassblade and leaf that

ever grew, / along with every drop that is in the sea / and each grain of
‘sand the shore collects; / though I lived a thousand years / for each one
of them all, / no more of vast eternity would have passed / than if it had
begun vesterday.” Cited with translation in Ross and Hendry 1986: 62.

206 MacLean 1985: 131.
307 MacLean 1999: 192 (‘ebbing drop by drop of grief).
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Griminish to the north east are in fact less extensive than those es
of Griminish or around Kirkibost Island and Baleshare to the sout
See note on g—10 above. Conceiving of the sea as drops bri

an may be thinking of the different seas visible from the
es enumerated in XLII

name of a famous pibroch, or classical pipe tune, also rendered
the paradoxical juxtaposition of fragments and hugeness in in English as ‘Lament for the Harp Tree’, not capitalised in the
Moidart, south of Mallaig, between Morar and Ardnamurchan’ 943 edition, which made its interpretation as an actual tree in this
A reminiscence of the ‘concert poem’, XXIII. The synthess entext more natural. MacLean took it as the point of departure for
attempted here is of irreconcilable physical particles. poem included in the 1943 volume and reprinted, in
The fifth and last beach mentioned is again in Skye. mﬁ&mhwuﬂ ed form, in the 1999 collection.”"” This stanza reads like a
on the north-east coast of the island, protected to the west by Staffi n from that poem, which had either been completed or was
Island and with the rivers Brogaig and Stenscholl flowing i 0 the process of writing at this time: ‘1 forget whether “Craobh
Stenscholl village is situated between Staffin township and the Bay, A HmEm: was in November or December 1939 or in the early
‘Mol indicates a beach composed of pebbles or shingle. According aths of 1940 . . .7 (letter to Douglas Young of March 3oth
to one tradition, the Raasay hero Iain Garbh was shipwrecked and

S._ mnn:u ﬂuaanEuH nrnrﬂnmmdn:mnnﬁobh_mw_u_ubnmnw»hum
drowned off this beach around 1671. The event was marked with _”m_": eangach bhlathmhor / suaimhneas geal an aodainn dlainn’. o
E_H.nﬁ_uvwwhwmhﬁmg@qgmnﬂngﬂoumunmnlnmmgﬁm.

4 the note ‘Airs and Metres’ to his edition of the songs of
Miiri Nighean Alasdair Ruaidh.™ In conversation with Dong Roderick Morison, ‘An Clirsair Dall’ (c. 1656-1713/4), William
Archie MacDonald, MacLean refers to ‘an old story that the .

. son suggests that the harper’s poem about a lost harp-key
boulders of Mol Stamhain were thrown up on dry land the day tha appropriately be entitled ‘Cumha Crann nan Teud’, and
Tnin Garbh Mac Gille Chaluim was drowned’ >

to the bagpipe lament cited at line 18 of MacLean’s poem,

The ocean takes on personal qualities in the hostility which lea first part or ‘urlar’ fits the Harper's words. ‘Craobh nan
it to hurl pebbles at the lovers. ! is included in Angus Fraser's manuscript collection of
Gaelic music (now in Edinburgh University Library) in a version
for the harp. Matheson believes that the word ‘craobh’ had been
substituted at some stage for ‘crann’, which originally carried the
peaning of ‘tree’ alongside that of ‘harp key’, ‘thus opening the
way for such fanciful explanations as “the tree of strings”,
XLITT : .c_..‘ posed to denote the harp’. MacLean’s interpretation of the tide
would thus be a fruit of earlier mummnhﬁ—namm&umm.u_u
The image of the leafy branch contradicts the aims of the
flopping’ poem, X211, which viewed from this point proves to
‘have led nowhere.
Stars will play an important role in the poems from L onwards.
hir is herself recognised as one in LII.

Three stanzas, of 10, 10 and ¢ lines respectively, rhyming i
couplets. The missing line in the last stanza is resolved in a thym
on three lines. Three or four stresses in each line.

The first four stanzas present a series of desirable states, of
containment, free range, mental exertion and rationality, all of
them transcended by Eimhir's ‘edict’.

The second mention of the mountain range in the sequence. Se
note on XXX IV: 7.
A clear reminiscence of the preceding poem. For the colour of
the sand in Talisker Bay, see note to XLII: 2. 310 MacLean 1943: 6268, 1909: 48—57.

211 MacLean 199g: 52 (‘Joyful in among the thick branches / the fair
serenity of the beautiful face’).

212 See Matheson 1970: 154-155.

208 Sharpe 1982:42.
200 Ross and Hendry 1986: 210.
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Four stanzas with end-rhyme in the even lines and consistent ail
or internal rhyme in each couplet. Mainly three stresses per i

sond two the state of the stone after it. Stanzas § to g9 are
ied with expansion and contraction, with dimensions that
between the huge and the tiny, stanzas 7 to g9 also
ng the origin of the stone. Stanzas 10 and 11 draw
ions about love and about the stone respectively, while
iza 12 closes the poem by once more addressing Eimbhir, as at
je beginning. The exasperated cerebrality of this item owes much
cLean’s reading of the Metaphysicals, as does his ‘inappro-
¢" deployment of scientific imagery in the context of a love
nce. XLV is indeed one of the poems where MacLean
edged the influence of Donne (letter to Douglas Young
ember 11th 1941). It is also characteristic of the curiously
nsual nature of MacLean’s love lyrics, which it is tempting
pascribe to his Free Presbyterian background, though these are of
| poems of love unrequited rather than fulfilled. The cutting

XLIV

For Ronald Black this poem is ‘a jewel that must be held up to/th
light, a wml.nnﬁ example of MacLean’s mischievous, by
subtlety’.””® As such it is well-nigh untranslatable, and the
is fully aware of the unsatisfactory nature of the solutions’
proposed, especially where line 6 is concerned (see below).

1 The poem envisages a different kind of ‘stripping’ from that
XXXII. Though it mentions clothing, the s
transformation into a ‘firebrand’ suggests a move beyond
fleshly or physical, and the notion of delivering this firebr:
the loved one is emblematic of the transcending or denial’ I recalls XXXII ‘Sgatham . . .,.MI while also anticipating
sensuality which characterises MacLean’s passion (see follo: tearing and wounding in the next poem, XLVI (‘do
poem). The firebrand may be Promethean in origin (see X2 chdan’, ‘colainn reubte’, ‘do cholainn n&ﬂ:n&m&nrq.ﬂm In

6 As the Gaelic terms ‘gaol’, ‘ciall’ (with genitive ‘ceille’) 1 the urge was towards amputation or removal. Here
‘luaidh’ can all mean ‘love’, it would be possible in theory (th: gutting is intended to take the speaker to the heart of the object
unhelpful) to render this and the preceding line as ‘T would being examined. Emotion is dissected but proves ultimately
the love-core [literally ‘clay-love’] / of my love of love'. esistant to analysis.

‘luaidh’ is translated as ‘devotion’, while the alternative meani el hs 1 . A : rs are iewels
‘ciall’, ‘reason’ (see II), has been preferred. MacLean is of ¢ . Bve i juse o stnes. A5, s Shagrueis e oo

playing on the semantic richness of the Gaelic terms in a manng ., .mﬂ % -_n.wm.u kind omﬁrﬂﬁb with wﬁmﬁ& ﬁaﬂwaﬂ.
impossible to reconstruct in Enelish ‘ There is no hiding the aggressive, potentially destructive nature of
I e he intellect’s examination of love. The stone is seared and cut

Miinly ‘thee stresses: per: iiis, “The. thyme:séheme i/l 11), and the lens through which he scrutinises it is cold and

with aidll on the a thyme in lines 4, 6 and 8. [he spelling ‘seun-chlach’ would make the word’s implied

elaionship to ‘seun’ (‘charm, spell, amulet”) more explicit.
lyric’s chain of bewildering paradoxes begins here with a key
d for the sequence as a whole, ‘slin’ (‘whole, entire’ but also
healthy, integral’), already highlighted at the conclusions of two
important poemns (XVIIL: 85 and XXII: 28).

XLV

It is helpful to discern in this poem a series of ‘movements.
Stanzas 1 to 4 are concerned with incision, fragmentation and
paradoxical wholeness. The first two describe the analysis, the

a1y Letmelop ...

213 Black 1999: 768. For his translation, see 2g9. 21§ ‘your wounds', ‘a torn body’, “of your wounded body’.
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apregnable to all assaults. Note the recurrence of “shlin’ in line 42.
not evident in the translation, the effect of ‘tha thios
gun . . . is to suggest that the experiment has merely served to
jear out a truth which was generally accessible even without it.

or exigencies of rthyme, MacLean uses both pronunciations of
geur / piar’ in one poem (cf. lines 10 and 16).

For the cluster ‘bruan, braon’ see note to XLII: 16.

The word ‘acnachd’ can be related to ‘slin’ (line 16), but
inaccessible ('na h-aonar’) and has taken on unattractive attriby
(‘cruaidh teann’, line 20).
Paradox reaches its acme here, with ‘hard’ water and |
expansion which is at the same time compression. The operatie
of love is indeed impermeable to the intellect.
Three origins for the stone of love are proposed in the next thre
stanzas. ‘Aigne’, rendered ‘spirit” by MacLean, is also ‘ming
temper, disposition’,”'® while ‘eanchainn’ stands for the _uﬂE.
more anatomical sense. i
While redefining the stone’s origin with respect to the preced
stanza, this one develops further the idea of its parad
dimensions. Though it had been confined within his .ﬁmnn
within the less restricted space of his body (‘com’, however, m
precisely indicates ‘the cavity of the chest, the region .ua.
viscera’,”"” deriving his love from an act of aggression on himself
its progenitor had once formed part of a distant constellation,
Betelgeuse is the brightest star in the constellation of Orion,
among the largest stars known and easily visible to the naked ey
thanks to its deep red colour. Its name derives from the Arabic fo
‘giant’s shoulder’.
The meaning is hard to elucidate, and it does not help thi
MacLean translates ‘meanmna’ as both ‘mettle’ and ‘s
thereby encouraging confusion with ‘aigne’ (above) and
‘spiorad’ (see line 39). A possible interpretation could be that his
love took courage from the fact that any courage it might feel or
generate would then be transmitted back to the brain where it
had originated.
First of two stanzas which summarise the conclusions drawn from
the experiment the speaker has undertaken. The source of his
love is redefined as his heart, thus gaining a sense of freedom in
the midst of servitude and laying the bases of an intellectugl
apprehension of love’s value.

The effect of the brain’s aggression is to render love even mi

lings predominantly with three stresses. Twelve quatrains with
istent end-rhyme between even lines and sporadic aicll. Odd
fines also thyme in stanzas 1, 2, 6, 9 and 10.

XLVI

MacLean withheld this poem from publication until 1970, when
peared along with XL and XLVII in Lines Review (see note on

echoing of poem XI.

the face of the ‘wounded Eimhir' hides here may be
asted with what it manifests in a poem such as XXXVII.
love as a firebrand, of. XLIV.

only explicit, rather than implied, acknowledgement within
quence that the figure of Eimhir encompasses more than one
an. Could this have been a factor in MacLean’s original
ion to withhold the poem?

End-rhyme in all even lines on ‘&', with aicill in a majority of the
gouplets. Predominantly three stresses per line.

XLVII

For publication history, see previous poem and XL.

The lines evoke an image of the speaker’s body lying next to his
beloved's, filled with shame and remorse at his own eagerness and
readiness for sex, which contrasts so strongly with her mutilated
Lond .ﬂmDHHL

216 Dwelly s.v. “aigne’. 3 ;
; o ‘Presumably the chance to love her in a physical sense. The only

217 Dwelly s.v. ‘com’.
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An octave and two quatrains, with even lines rhyming in pairs and
sccasional aicill (‘pog’ / ‘ledn’, ‘manadh’ / ‘rathad’, ‘bhoidhche’ /
gir'). Three stresses per line in the octave, three or four in the

indication within the sequence that the wounded Eimbhir's pligh
is due to a previous lover who was, further, a Lowlander, |
therefore to some extent an alien and even hostile figure
speaker. It is these lines, along with the mention of an ‘op:
in Hendry’s essay” * that prompt the hypothesis that an a
carried out inexpertly at a time when such things were ill
the pretext the Scottish woman offered for being ph
unavailable to MacLean. His subsequent disillusionr
evident from the bitter lines entitled “Knightsbridge, Libya,
Og-mhios 1942".*"" In a letter to Douglas Young from Ra
Hospital, dated May 27th 1943, he mentions ‘certain bitter poen
I had written in the desert . . . they are about 25 in number but!
am very doubtful if they can ever be published, or if I want eve
to publish, or even preserve them. They hint pretty clearly at
real truth behind others, but I should have appreciated that
much earlier than I did. Even now I am not &Sm.maﬂ_unnuﬁﬂ 0
In a much later interview with Colin Nicholson,” MacLean saig
that ‘References in several of the poems about this time
woman’s wounded and mutilated body are to be taken lit
was wrong about this, too, but I had no way at all, as far as
see, of finding out, because between one thing and another, [
her only once between December 1939 and late July or
August 1941 . . . the point is, after such an experience, and
fact that the business was not really properly resolved, it wasn't 5o
much a tragedy now, but a kind of perplexity; not knowing what
was what. It was the business of having to go away to the d
on top of all this; of having made a fool of myself, through what
can only describe as a kind of quixotic rashness.’

There may be a reminiscence of Blake’s “The Sick Rose’, where ‘wum fhéin’ instead of the more standard ‘rium fhin’ in line 10.
an ‘invisible worm’ has ‘found out thy bed / Of crimson joy: £
And his dark secret love / Does thy life mnmﬁomu.ﬁ_

XLVII

A series of paradoxes celebrating the manner in which Eimhir’s
imity makes the inconceivable actual. It is hardly surprising
a love sequence which laments the impossibility of synthesis,
ind emphasises division and polarisation, should show such fond-
ness for grouping paradoxes together, as in this poem and in XLV.

Cp. *. . . Dimitrov 'na aonar / a’ toirt air an spiorad dhaonda /

leum as a chochull le faoisgneadh . . ." (‘An Cuilithionn’ Part
222

here in the sense of ‘span’, ‘measurement’, more precisely

ed span (of years)’.
MacLean’s rendering of ‘allaban’ as ‘suffering’ influenced by the

143 translation has “jewel-hard’ here. CE XLV: 47-48: ‘mur biodh
gaol mo chridhe / ort mar chruas na ltig . . .7 Note how contra-
dictory is the notion of a blossom turning into a jewel.

Quatrains alternating longer and shorter lines. Mainly three
es throughout. Even lines thyme in pairs and there is aicill in
all couplets except one. Note the use, for purposes of thyme, of

218 Ross and Hendry 1986: 25.

219 Quoted in the ‘Introduction’ p. g and first published in Poetry Scatfand
2 In 1945.

220 Nicholson 1986,

221 Blake 1972:213.

222 *. . . Dimitrov alone / making the human spirit / leap out of his shell,

ked . . ." MacLean 1999: 120-121.
if my heart love / of you were not like the hardness of the jewel . . .".
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XLIX L

This lyric brings to mind the other ‘boat poem’, I, lines 1
particular recalling lines 5 and 6 of the earlier lyric. Its e
forward movement (the sea water laughing against the p

i3 poem sets human issues of love, remembering and
etfulness against the inhuman background of the universe,
: a human scale of time against the barely conceivable scale of
contrasts with the stagnation evident in I, as does the fact universe’s coming into being and persistence. The issue is no
hiee .ﬂ_u_m beloved is (imagined as being?) present, whereas in tk er the possibility of gaining Eimhir’s love, but whether or not
opening poem she is absent and presumably indifferent. Uta 1y can confer permanence on what has taken place. It will
and mmmmw boasttul, XLIX strikes a2 hopeful note, while acquire an almost obsessive intensity in LVIL In XVII the speaker
recalling m”__ﬂ.ﬂ_wmm of earlier poems, before the onset of a new: aged to dismiss the apparent indifference of planets and stars.
problematic in L and the following lyrics. e he challenges both time and the Earth because they will not

‘A’ Chilirach’ is that part of the Sound of Raasay which lies between! gve him what he seeks.

Caol na h-Airde to the north and An Caol Mér to n_un south,
between the Braes promontory and Scalpay on the Skye side.
The mention of Eimhir's hair with the key word ‘cuailear
evokes its importance at the beginning of the sequence (see [ a
IV}, here with overtones of entrapment and entanglement.
The reference to gold comes as something of a surprise, since thy
colour is associated with the Irishwoman rather than
Scotswoman (see note to I: 1). The parallelism with line 4
hovering in the reader’s mind the notion that the speaker’s
hand could be entangled in Eimhir's hair, even though sh
sitting opposite him. Cf. Yeats’s ‘Brown Penny’ (‘I am looped in'
the loops of her rmm.u but also Petrarch cxcvii, g—11 _”.n_En !
chiome ?Eu_mn e 'l crespo laccio / che si soavemente lega e striny
/ T'alma’) ™

The Butt of Lewis is the northernmost tip of the Isle of Lewis in
the Outer Hebrides. The implication is that MacLean’s projected
voyage would be unending.

the cluster *bron’, ‘bruan’, *braon’ see notes to XLII: 16 and

galactic imagery that marks the final group of poems in the
ence recalls the closing section of MacDiarmid's A Drunk Man
ks at the Thistle, couched in tercets each with a single rhyme,
h sets human activity and aspirations in a mngﬂn
pective against a background of astronomical n_.__«nHmm
ean’s poem similarly questions what human initiative, and
¢ specifically poetry, can achieve when confronted with the
e-scale indifference of the planetary cycles.
t concerns the speaker is not the happiness he might derive
n his love, but how the latter can be given permanence. His
docutor is no longer Eimhir, but history in its human and
uman manifestations.
Earth resists the poet’s aspiration, motivated by love, to
jon an image of it which will accord with his reason. He
efore dismisses it contemptuously, along with the multitude
ove stories it has accumulated in its gyrations. The words ‘dom
I could also be interpreted as ‘for my beloved’.
3 Here, as in LVIIL, Eimhir is reduced, compressed to her face, of
fundamental importance throughout the sequence, given
'MacLean’s persistent Platonism. At this stage it has practically

Three quatrains with all even lines thyming in ‘6’ and aicill in mest
couplets. The second stanza has additional rhyme on ‘fhuaraidh’,
‘cuailein’ and ‘shuaineadh’.

224 Yeats 1983:08.
2235 ‘I mean her golden hair, the curly snare / that with such softness biz
and tightens round / my soul . . " Petrarch 1996: 288—28¢.

236 See MacDiarmid 1978: I 157—166, a section later entitled *The Great
Wheel’. For a detailed commentary, Buthlay 1987: 173ff
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become an icon, a shorthand for what has been and demand
eternal form.
Time, rather than Eimhir’s wounds, her indifference, or the wa
she distracts him from his political affiliations, has become thy
speaker’s adversary.

quite exact, given that it dates from March (or possibly April)
while poem I was written in August or September 1931.
is significant is that it dissuades us from interpreting the
jequence primarily in terms of the individual women who fired
poet’s imagination, prompting us instead to view it as a
vhole, with a single addressee in mind. Such a perspective
npanies the introduction of the *faodail’, or treasured object
d by chance which, with LVI and LIX, will increasingly
to denote the sequence itself, and the realisation of
MacLean’s poetic ambitions which it entails. The trajectory of the
Ddin do Eimhir’ is thus subtly redefined, the port of arrival being
0 —cmmﬂ. an achieved relationship with the desired partner, or
¢ championing of a political cause, but the completion of a
literary artefact. In terms of this third objective, the sequence is
“emphatically not a narrative of frustration or failed achievement.

Six quatrains of lines with three stresses, thyming abab (exc
lines 1 and 3) and alternating feminine and masculine th
Identical rhymes in stanzas 2 and 3. The fact that all cor
except the first have aicll means the feminine rhyme occurs
fewer than four times in each stanza, giving an obsessive energy to
the poem which matches the belligerent indignation of ity
sentiments. Note also the persistence of ‘ia’ and ‘ua’ rhyming.

L1

MacLean was delighted when Douglas Young found this poem to ‘The words ‘tri-an-son’ and ‘trianaid’ evoke the threefold
be ‘in the later style of Yeats™ (letter of August 19th 1940). An . ‘Godhead of Father, Son and Holy Ghost. Becoming a star was a
interior dialogue in the manner of XXII, in which the speaker s of attaining divine status for classical heroes and heroines.
warns himself against the dangers of deifying Eimhir and his love : ebrating Eimhir’s elevation to the status of a star, MacLean
for her. es out an analogous operation. It also has implications for her
stence through time, as the timescale associated with stars
s far beyond human measurement.

and its effects continue to be a preoccupation, notwith-
ing the poem’s tone of celebration. Eimhir has withstood the
of time, and the rays which the poet identified with elements
himself (lines 3—4) are now acknowledged as hers by nght (see
o the following stanza). There are many precedents for a poet’s
culating the number of years a fruitess devotion has lasted. See
arch cxxii, 1—2 (‘Dicesette anni 4 gii rivolto il cielo / poi che
Cmprima arsi'), and ceclxiv 1, 4 (Tennemi Amor anni ventuno
‘ardendo / . . . dieci altri anni _u_uﬁmmuno,u.mﬂ and also the Catalan
‘poet Ausias March (1400/01-1459): ‘He fet senyor del seny a mon

Here ‘reul’, and in line 6 ‘speur’, connect to the overall galactie
imagery in this concluding section of the sequence. 1
The prediction of catastrophe, at this point and in lines 10-11,
recalls the apocalyptic vision of XVIII (see stanzas § and 6).

For Eimhir’s ability to make him forget all other considerations,
and the sovereign power of her face, of. XLIIL 15 MacLeans
English foregrounds the notion of death, which is only one
possible resonance of Gaelic ‘caochladh’, literally ‘change’. Note
the alliteration on ‘t-" in line 17 and on ‘c-" in line 18.

Three stanzas of six lines having mainly three stresses (but see
lines 15-16). End-rhyme in even lines and ainll within each
couplet. The first two stanzas share the same end-rhyme.

L | 327 “Seventeen years the heavens have revolved / since [ first burned . .
"Twenty-one years Love kept me burning . . . another ten years

The mention of ten years in this poem (lines 12, 16, 22) is not weeping.’ Petrarch 1996: 186-187, 508—500.
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he pervasive Platonism of earlier lyrics. The translation is
eproduced from INLS MS 14978,
fhough the great revolution might resolve satisfactorily the plight

i nankind, it no longer embodies the speaker’s aspirations.
Eimhir’s face manifested the just and the good (cf. XXXVII: 5-6).

voler, / veent amor de mon seny mal servit; / rapag I'he fet, & D
a part jaquit. / E s0n setze anys que lo guardd .,umu_.ﬂ.__wa
Addressing abstract concepts in this fashion is indicative of
increasing rarefaction of MacLean'’s thinking as the ses
approaches its close. Thus in LVII the speaker will address,
Jjust Eimhir’s face, but also the period of time during which they
knew one another (69, 73ff.), as if it were personified, could he;
him and could offer an answer.
As so often before, Eimhir’s inner qualities are made manifest i
her face.
The ‘faodail’ proves to be the object of the ‘tdir’ or hunt which
was announced at the very start of the sequence (I: 2, 19).
Towards the close of MacDiarmid’s A Drunk Man Hba____& at the
Thistle, the notion of a sufficiency takes over™’ .
given the predilection for extremes which characterises th
body of the poem). Here, too, the poet is concerned with ‘i
dh’théghnadh’, what can be enough (see also LIII: 2).

This quatrain has the same structure as those in L and LII

LIV

This and the following poem were published in Scott-Moncrieff's
New Alliance in May 1940. Rather than being viewed
’ t the background of the Hebrides and the western seaboard,

in XLII and XLIX, Eimhir is here identified with that
lindscape. For w,Hmnw the poem ‘has a sting in the tail worthy of
: himself, ™" though it has to be said that Heine's pervasive
and ludic self-irony is alien to MacLean.

See note on XXXIV: 7.

For the Clirach, see note to XLIX: 1.

the reference to Eimhir’s hair, see note to XLIX: 7.

essing Eimbhir as a jewel evokes the imagery of XLV.

ean wrote to Douglas Young (August 28th 1940) that T
to make a slight alteration in the last two lines . . . I have
ed that those lines are capable of a reading which I did not
d them to have and do not wish them to have. It is a point of
ible vagueness which for personal reasons I do not wish to
As first printed in The New Alliance, the line read “troimh
h m’égalachd sithte’. B! On October 4th, MacLean told
that ‘dgalachd’ [‘youthfulness’] was ‘a genuine word in
- of your three lexica’, even though * “dg-mhaidne” is better’.

Six quatrains of lines alternating four and three stresses in a mz
reminiscent of ballad metre. End-rhyme as in L, where
alternation is masculine / feminine rather than feminine
masculine as here. Aisll 1s used consistently (in stanza 5 it r
the masculine end-rhyme) and is twofold in stanza 4 (‘ledis. . .
/ bheothaich . . . Ii’, ‘cailleadh . . . brigh / glasadh . . . dm’).

LI

Reminiscent of IX or XI, MacLean chose never to reprint this
epigrammatic quatrain. It marks the resounding victory of lov i
the speaker’s Communist affiliation (see XXX) while rei

228 ‘Since my reason refused to do love’s bidding, I have appointed my
desire as its master. | have mumed reason into a lowly thrall, and
given no thought to God. Sixteen years of this, and I am still waiting
for my reward!” March 1ggz2: 68—6g.

229 “And we may aiblins swing content / Upon the wheel in which we're
pent / In adequate enlightenment’ (my italics). MacDiarmid 1993:1, 161

Black 1999: xoxiv.
‘231 The New Alliance Vol. 1 No. 5 New Series (Aung-Sept 1940) p. 6.
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He had already deployed the latter term in the first quatrain & jan 2 year had passed since Franco's nationalists secured
HXIII (‘dg-mhadainn cedl Bheethowven'). ete control of Spain, while effective opposition had yet to
red to Hitler's expansionist policies on mainland Europe.
resistance to the combined German and Russian invasion
of September 1939 had collapsed within little more than a month
and the country was partitioned. German troops were to occupy
the principal Norwegian ports on April gth. The invasion of the
LV 0w Countries and France began on May roth.

In this grimmer poem, as in LIII, love offers a kind of tran-
Another poem indicating how the speaker looks back over wh gendence. The reference to ‘am millean bliadhna’ recalls the
he has written to evaluate it in retrospect. Concern for the future bnguage of L in a context of greater acceptance. However
of his language is also, by implication, concern for the future of mensurable for the human mind, the million years are
his poetry and for the permanence it can confer on Eimhir and ves only a ‘mir’ or fragment of something infinitely larger.
love for her. This poem marks the end of MacLean’s second And the seven-figure numeral makes the heroism of some few
outpouring in Hawick, comprising 19 poems written mainly hundreds (line 7) all the more poignant and deserving of
March but possibly also in February and April 1940. When first celebration.
published in The New Alliance the poem was divided into tw The miraculous quality of Eimhir’s face has withstood all the
quatrains. wcissitudes of the sequence. Cf. XVII: 11—-12.

Four quatrains of lines with three or four stresses, with en
rhyme on pairs of even lines and consistent use of aigll Wi
each couplet.

The toil referred to here is the poet’s rather than the lover's.
MacLean wrote to Douglas Young from Raigmore mwoﬁ?ﬂm
June 15th 1943 that *The whole prospect of Gaelic appals me,
more [ think of the difficulties and the likelihood of its extin
in a generation or two. A highly inflected language, 4
ridiculous (because etymological) spelling, no modern prose of any

account, no philosophical or technical vocabulary to speak of, no
correct usage except among old people and a few univ

Two quatrains are run together as a single unit, with consistent
gicill and end-rhyme pattern abab (missing between lines 1 and 3).

LVI

Not reprinted after 1943, this poem was written in Catterick
Camp, Yorkshire, where MacLean arrived towards the end of
September 1940. The headings of his letters from Catterick
students, colloquially full of gross English idiom lately taken e that he formed part of Squad 407 of A Company in the
exact shades of meanings of most words not to be found in any of Royal Signals. The poem is dated early 1941 in his letter to
its dictionaries and dialectally varying enormously (what chance of Douglas Young of March joth 1942. Editor’s translation.

the appreciation of the overtones of poetry, except among 3
handful?) Above all, all economic, social and political factoss
working against it, and, with that, the notorious moral cowardic
of the Highlanders themselves. What chance has any Gaelic poetry lover's travail is intended in ‘saothrach’.

when “Cumha na Cloinne”, probably one of the greatest piecesof w crucial line, with its suggestion that the ‘faodail’ offering
music in the world, and not hampered by language difficulties, isall S ¢ ompensation to both poet and lover can be interpreted in a
but unknown in Scotland, even among Highlanders?’ literary sense.

At the time of writing (March, or just possibly April 1940) more MacLean comments that “suaimhneach’ is ‘very difficult to render’,

The opening line echoes LV, and the ten-year span identified in
LIl (see lines 12, 16, 22). As in LV, the poet’s rather than the
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and glosses it as ‘“felix”, “serene”, suggesting the meani
“felix” and “repose” and almost of “triumph” or rather *
phant”, while “craobhach” suggests 2 “flowing growth™ (le
Douglas Young, February 22nd 1941). The adjective “crac
(literally “tree-like’) should also be read in the light of XXXII:
(‘loisgeam gach meanglan craoibhe / a dh’fhis acibhneach
mcmmwm.uuu and XLIII: 18-19 (‘Craobh nan Teud, / "na me:
duillich " aodann’).” The latter poem links the idea of a tree ¥
Eimhir’s face, an association which also occurs here. For Eimhir$

On September 11th 1941, MacLean told Young that ‘T now see the
germ of LVII was Yeats” “Where had her sweetness gone?” 28 The
econd stanza of this poem reads as follows:

All lives that has lived;

So much is certain;

O1ld sages were not deceived:
Somewhere beyond the curtain
Of distorting days

‘cuailean’ see III: 8, XLIX: 7 and LIV: 7.

Four lines of three or four stresses, with end-rhyme on -ao-. Note
the rich internal rhyming across a short space: ‘bliadhna / damb,

‘d'thuair / suaimhneach / chuailean’ and “din / ilainn’.

LVII
A precise dating of this and the two following poems is p

thanks to a letter to Young dated Sunday August 3rd 1941:
weekend I have written three poems (all to Eimbhir), one 120
long. I shall send them to you when I get time to write vers

In his next letter, MacLean adds: ‘I enclose three pieces but
quite a lot of other stuff in the making. My poetry is

recovering from a year’s blight.” By the end of August he

234

received Young’s Scots version of the poem,™ and on Septembe

gth he wrote:

The version of LVII is remarkably good, I think the best of
your versions of my stuff which I have seen . . . [ showed it

the original to Deérsa™ who liked it immensely . . . [w
two splendid afternoons and evenings when we talked of

poetry the whole time. He has my obsessing [sic] admiration
the anonymous ballad-like stuff which we both regard as the

greatest thing in all Gaelic poetry . . .

232 ‘let me bum every tree branch / that grew joyous above grief’,
233 ‘the Tree of Strings, / among its leafy branches your face’,

234 See Young 1947: 34-37.

235 George Campbell Hay (1915-1984).

Lives that lonely thing
That shone before these eyes
Targeted, trod like Spring. ™"

‘MacLean, however, distances himself notably in this poem from
Yeats' unalloyed Platonism. For an extended discussion of
Platonic elements in the sequence, see note to IX.

- As with XLV, it will be helpful to divide the 120 lines of LVII
Jinto sections of varying lengths (partly guided by the recurrent
" invocations of Eimhir’s face at lines 33, 49 and 105). While the
1999 text resolves the whole poem into quatrains, the 1943 text
| runs together lines 5—32, 37—48 and §7-64.

~ The first quatrain (1—4) presents the situation: the speaker is
haunted by Eimhir's pleading face. The next seven (5—32) tell us
“what she claims to be the case: that her beauty and the period
during which they knew each other are immune to the ravages of
ime and change, even though music, sculpture and painting
not capture them. The speaker, however, is not convinced by
- what she says, and fears that the wonder of her beauty may be lost
[33-36), especially if her image resists embodiment in art, and if
there 15 no way of immobilising the onward drift of time (37-48).
\Her pleading may therefore prove pointless, especially once
everyone who has known her is dead (49—56). If she is to have
immortality, it must be absolutely faithful, and in this respect he is
“sceptical about the powers of music or painting (57—68). She
“therefore cannot be separated from the period of time in which he
knew her (66—72). Time of its nature cannot be stopped, though
- we have no way of knowing where its indefatigable joumeying will
236 See "Quarrel in Old Age’ in Yeats 1983: 253.

237 Yeats 1983:253.
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lead. It cannot exist unless it is perceived, just like Eimhir's beaun
And who or what will do the perceiving when that is lost to
memory? (73—104). Two anguished quatrains sum up what
far been said. Is there any fixed point of arrival for her face
than the grave? Is there any better way of conserving her m
than music, painting or poetry? (105—112) The last two g
are a kind of tailpiece, restating more savagely the content of poe
LII. The speaker’s concern for the Red Army, engaged in ;
desperate defence of their Russian homeland now that Hitler h:
turned upon Stalin, is as nothing to the turmoil provoked in .HEF ¥
the vision of Eimhir's face and its plea (113—120). 1

MacLean’s image for the unarrestable movement of calendar time,
and for the impossibility of fixing an expanse of it, is a ship whose
departure cannot be prevented, because its anchor cannot get a
grip on sand. (Gaelic ‘seol” also means ‘sail’, used in the plural at
line 45.
Neve ”..wnmu_.n in the sequence has the speaker so directly
guestioned Eimhir’s power. She risks being swept off in the flow
of time despite her pleading, mu_m her power may be limited to the
life span of those who knew her.” The ‘aonachd’ or unity which
% such an attractive quality risks being lost once she has become
forgotten and ‘faoin’ or vain. The speaker’s divergence from Yeats
i obvious. Eimhir’s beauty exists only as long as it is perceived. It
1 The chase or ‘toir’ which during much of the sequence saw the cannot therefore be divorced from the act of perception’s placing
poet pursuing Eimhir’s love has been reversed. Now it is her all- in time. It would, of course, be possible to relate the speaker’s
important face which pursues him with a plea. distar ing from Platonism to the teachings of the eighteenth-
5—8& The concept Dmﬁﬂhﬂﬂannnw love is negated, for desire and its object century Scottish Common Sense school Qm.mu—._m—ﬁvmoﬂ_.-na with their
are, she claims, indistinguishable. Eimhir’s ghost is here uph phasis on the inherent reliability of sense perceptions.
the value of the ‘susbaint’ or ‘substance’ of which her p e speaker sets a series of conditions which artistic repro-
attractiveness had been merely the manifestation. The speaker ction, whether in music or in painting, cannot meet.
comes roundly to reject her position in the course of the uon_.,a. Note the renewed emphasis on the act of perceiving.
9ff. Eimhir claims that her beauty is not limited to its physic ‘He draws, in the quatrain that follows, the inevitable conclusion
manifestation, but exists on a level where decay and m&ﬂdnﬂcm are that she cannot be divorced from her manifestation in the present,
unthinkable. See also 17ff. for the continuation of this argument. or carried over into a different time.

16 The word ‘réim’ has already been used (LI 10) to denote | As a logical consequence of what has gone before, the speaker
Eimhir’s ‘sway’, her authority and dominion, in the context of ‘now addresses, not Eimhir, but the period of time during which
possible threat to it. she was part of his present. Its ‘réim’, rather than Eimhir’s (see

22—24 The lines offer a formulation of what the poems in the sequence note to line 16) risks dissolving like mist. The abstraction of
constitute. They are innovative (‘briathran tira’), and give a form MacLean’s thought at this point requires a considerable effort
which is permanent (‘siorraidh’) to the poet’s secret thoughts an from the reader in order to accompany him further.
inclinations (‘ruintean’). § The importance of perception is again underlined by the notion

26 For the MacCrimmon pipers, see note to XXIII: 39—40, where of a new consciousness which could hypothetically register
art’s ability to deal with suffering and resist forgetfulness is also Eimhir’s existence.
questioned. 8 It is not clear whether the 1st person plural here (and at lines 80

31 The preoccupations of lines 73—100 are anticipated. How are and 82) is general, or confined to the speaker and Eimbhir.
those who will never have the chance of meeting Eimbhir to be
made aware of her beauty and its significance?

33-36 The poet responds in a very different tone to Eimhir's proud
assertions and gives open expression to his fears.

1238 There is a similarity of argument here to the closing lines of “Hallaig’
{MacLean 1999: 230), whose juxtaposition of “bullet’ and ‘love’ (“peileir’
and ‘gaol’) recurs in “The Cuillin® Part I (MacLean 1999: 68—6g).
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g quatrains, this is the longest poem in the sequence. With
ity few exceptions, the quatrains have end rhyme following an
uﬂg with the b vowel echoed intemally (aicll) in the

These five stanzas, which represent the culmination of the
before its tailpiece, repeat the speaker’s conviction that so
of perception is necessary if Eimbhir's beauty, or the period of tim
corresponding to the sequence, is to continue to exist. Note 'sil burth line. Where the thyme is aaaa (as at s7ff., 61ff) there is no
(85, 91), ‘cluas’ (86, 95), ‘reusain’ (g1}, the repetition of ‘ciilea widill in the second couplet. Lines have three or two stresses, with
‘cail’, ‘ciiltean’ (91, 93, 102), ‘a mhothaicheas’ (94), ‘blas, s tendency for shorter lines to appear at the end of a quatrain.
no faileadh’ (96), ‘cuimhne bhed’ (98), ‘smuainteannan sitibhlach®

(99) and “air chor ’s gum mothaich’ (1o1).

This quatrain makes explicit that the preoccupations of this po
are elegiac, concerned with the ability of language (or any o
artistic medium) to withstand the passage of time and thus g .H.‘.__.
victory over death.
The crucial term ‘slin’ returns, in a shightly different context. Cf
XVIIL: 85, XXII: 28, XLV: 16. g poem (see comments on the metre below), with Eﬂ.
Originally planned for the middle of May, the German offensive nstances of MacLean’s idiosyncratic fondness for apostrophising
on the Soviet Union, in breach of the non-aggression pag abstract concepts. Editor’s translation.

concluded between the two countries in 1939, was delayed until
June 22nd 1941. German tanks crossed the River Dnieper on
1oth and by the middle of the month the German forces
only 200 miles from Moscow. MacLean told Young (August
1941): ‘For myself, if Russia goes down, my single aim will
vengeance at any price. If Russia wins, the day of reckoning
be near in Scotland as well as in Spain, Italy etc. . . ." A measure
the transformation that has overtaken MacLean can be got
comparing those lines from ‘“An Cuilithionn’ which envisage a
triumphant disembarking of the Soviet army on British shores:
*’S gus an tig an t-Arm Dearg comhla / le caismeachd tarsainn na.
Roinn-Edrpa, / driiidhidh iorram na truaighe / air mo n_uw&w.m.m
mo bhuadhan’, and again ‘C6 bheir faochadh dhan dmhghair /
mur tig an t-Arm Dearg sa chis seo?™"
Repetition of the opening stanza gives a circular form to the lyric
indicative of the speaker’s failure to reach a satisfactory answer te
any of the interrogatives he has posed.

LVIIl

For dating, see previous poem. The lyric gives further expression
jo the main preoccupation of LVII, namely how permanence can
be conferred on Eimbhir's beauty and on the stretch of time
sponding to the poetic sequence. Stylistically it is 2 most

Continuing the thought of LVII: 37ff. There is an increased
urgency now that the ‘trith’ or extended period of the previous
soem has shrunk to ‘tacan’, 2 moment. The words ‘bhacar’ (1),
car’ (5, 27) and ‘thasgar’ (7, 29) are all echoes of LVIL. Note
nwa parallelisms in 3-8 create an impression of speed.

Something has to be done very quickly!

of XXII: 1416 (‘an rionnag leugach o6ir, / gum beirinn oirre 's
gun cuirinn i / gu ciallach "'na mo mronu 1 240
.a LIV: 1—2 (‘Bu tu camhanaich air a’ Chuilithionn).”*
Note the change to the singular, echoed at 19 (‘a chosgar leam’).
The first person plural returns at 27 and 29. Preserving Eimhir's
beauty is both a personal and a general concern.
f. the image of MacLean’s poems as horses at 2XXX1: 6.
Despite the scepticism of LVII, the recurrence of ‘aodann’ (here,
_En 33 and at LIX: 11) suggests that something of MacLean’s
atonism has nonetheless survived. See also 18, where Eimbhir's
rze is an incitement to probity and fair dealing.

5

239 °. .. and until the Red Army comes / battle-marching across En. {
ﬁrmn song of wretchedness will seep / into my heart and my senses” and
“Whe will give respite to the agony / unless the Red Army comes in
this extremity?”. MacLean 1999: 74—75, 84—85.

240 ‘the radiant golden star, / that I would catch it and put it / prudently
. in my pocket?.
241 “You were dawn on the Cuillin . .
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reenock and Edinburgh, though Ronald Black points to the lack
! crete evidence for this. He then began a career as an officer
A narrowing of focus with respect to the previous poem, wh er Majesty’s Customs and Excise. From 1865 to 1882 his family
nommiﬁuﬂn reservations are voiced as to the efficacy of ed permanently in the Hebrides. The material which went to
Eﬁﬂ@nmﬂﬁowﬁ. Here the poet’s aspiration is for the Mu brm the Carmina Gadelica, for which "ie is principally remembered,
provide a valid refuge for Eimhir’s beauty. For ‘fodail’, se gathered mainly between 1855 and 1899, though he undertook
23, LVI: 2 and LIX: 2. ther expedition in search of oral lore as late as 1910. The first
. . volumes were published in 1900, eamning widespread praise.
There is a persistent dactylic thythm, with the alternation of six. more would follow, between 1940 and 1971. Carmichael was
and five syllables dictated by the pattern of rhyming d a Civil List pension in 1906 and an honorary degree by
syllables from the end in odd-numbered lines, two in even) burgh University in 1909. Again according to Black, he was
stanzas thyme abababab, with sharing of rhyme between s the last thirty years of his life the doyen of Edinburgh’s Gaelic
(the a thyme of stanzas 1, 2 and 4, and the b rhyme of stz ectual community’ ** He died in 1912.

and 4, then 2, 3 and 5). In addition there is gicill on a single The controversy about the degree to which Carmichael
Eﬂocmwomn .”,u_nw stanza, so that the a rhyme occurs, internally and intervened in his published texts postdates the writing of the
in final position, 8 times per stanza, and, in its realisation a§ "Diin do Eimhir’. For John Maclnnes

‘beairteachadh / tacan / bhacar leinn’ etc., 24 times in the coume

of thepoem. =~

Ct LVIL: mww_lm% (‘ciamar thigeadh sgeul .. ./ bho chéi
thriighean?")

it is now clear that Cannina Gadelica s not a monumental
exercise in literary fabrication nor, on the other hand, is it a
transcript of ancient poems and spells reproduced exactly in the
form in which they survived in oral tradition. There are
elements of fabrication undoubtedly . . . few texts in Carmina
are totally free of some editorial repair-work and some,
including the “Invocation of the G: aces”, may have it to a very
high degree. But throughout the  ollection, the core of the
achievement as a lyricist he should seek comparison, nide material is the treasure-trove of oral literature that Carmichael

William Ross or Blok or Yeats, but with one of the discovered in Gaelic Scotland.**

nm_nr_..mnnm findings (a ‘faodail’) of the Scottish collector £ exander Black, ‘an unrepentant admirer of Alexander Carmichael’s
Carmichael (see note to line 1 below). achievement as an ethnologist’, considers that between 1976 and
1992 ‘the authenticity of Cammina Gadelica provided Scottish
Gaelic studies with its liveliest debate of the century, a debate
akin in some ways to the Ossianic controversy two hundred years
before’.** For the ‘Invocation of the Graces’, see line 16 below.

LIX

A lessening of tension can be detected once the sequence has
reached its climax in LVIL Tt is fitting, given MacLean’s e
stated predilection for the anonymous Gaelic song p
preserved in oral tradition, that in summing up his

Alexander Carmichael was born on the island of Lismore. of the:

coast of Argyllshire, in 1832. His father was a farmer ﬁ__um. _
also appear to have kept a public house. After attending the p
school, Carmichael is said to have continued his education in

- 243 Black 1999: 7r0. ‘Ora nam Buadh" appears on the first page of Black's
anthology.
" 244 ‘Preface’ to Carmichael 199z 17.

242 ‘how would a tale . . . come / from distant shores?” 245 Black 1999: 711,
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ie shock of seeing her again resolves in measured, patterned
aise of her qualities, in its way a vindication of the speaker’s love.
- . @ abrupt change of emphasis in the third recurrence of the
7-8 Lines perhaps inspired by MacLean’s gloomy prognesticatio ‘._.“nM pattern set nww._uﬂ §—6. ‘M’ fheodla' anticipates the
about the future of Gaelic (see note to LV: 2). s conclusion.
15716 ”mmﬂwnmummﬁ?n”“whﬁuﬁw- The nouum.mu.m..ch with Cam ‘ impression of closure, of this 1 /ric and of the sequence as a
level (perhaps in E B m, HM.@H_M ub.nm&__q existed on a mﬁr . derives from the double repetition of ‘chunna mi 'n cul
The Gael Ps 8 ce?), .mnm&h_m. only to be disca ; adh’ and the echoing of line 2 in line 14.
nw m.w C text ._.aﬂromn n.n__n DE.E,..nWmnm gives as ‘Ora nam fhe opening poem narrated a failed awakening (I: 13, 17 ‘diiseal
Mmm___h.wn n”.EMI with m:uuw. English translation, E the aram’ and ‘ri cath a dhiisgeas’). Here the internal dividedness
‘socimh na - Fnﬂmm.nmm_ﬂ, the fourth section me has been such a crucial part of the speaker’s experience
MU&MMMMMHM_HE : ; Carmichael’s source for mu... kens in a fashion that would appear to negate any possibility
A — » @ crofter from Carnan in m.n.__:@_ Ulst, » i healing. Note the oxymoron of ‘seann roinneadh ur’.
om a homeless old woman with a rich
cw tradition, Catherine Macaulay, in the early years
nineteenth century. Carmichael was also in possession
fragment taken down in Tiree, and concluded that the pe
must have been widely known in the past.>"

2 H_?.w mmﬂ.__nﬂ. is perhaps distancing himself from authorship, wit
an insinuation that his poems, like those pronted in the Can
Gadelica, have been ‘found’ rather than ‘made’,

fight couplets of lines alternating four and three stresses. End-
e on ‘0 in even-numbered lines, and aigll within each

Dimitto

Maclean wrote to Douglas Young concerning this poem
wember oth 1941): ‘Leave . out. It sounds damnably silly to
ow. [ don’t suppose you wwld think of putting it in at any
' Among the long and venerable tradition of addresses to a
on the part of a poet, more often than not viewing it as an
sador to an indifferent or hostile beloved, the most recent
osest to MacLean was probably the 1921 *Envoi’ appended
Pound’s *‘Hugh Selwyn Mauberley’ mn@cnnnn.ué This poem is
ts way a pastiche, a conscious link to the literary tradition
which MacLean was writing, combining a modesty
nded by convention (‘neo-euchdaich’, line 1 and ‘bacach’,
3) with a quietly confident, but coded prediction of fame and
rtality (line 4). MacLean’s translation is reproduced from a
etter to Young dated April 15th 1942, where it appears as prose.

Two octaves, with lines alternating four and three stresses, Even-
numbered lines have an identical thyme throughout the
There is consistent aizill, extending through four lines in th
half of the second stanza.

LX

Not reprinted after 1943. Dated early September 194
MacLean’s letter of March joth 1942. Whether the incident
to have prompted this poem was real or imagined we cann
know. Editor’s translation.

I A direct and presumably deliberate link with the opening line of
the sequence (I: 1, ‘A nighean a” chil ruaidh oir’).
4 CE XXIIL: 9 (‘Bhac mi 'n cridhe bha g girigh . . ) 2

246 “the beauty of Emir the lovely'. ‘Four lines of four stresses each with end-rhyme in ‘"

247 Carmichael 1992: 575—576.

8 ‘I checked ising. '
24 checked the heart that was rising. ‘340 Pound 1975: 105.
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LIST OF TITT ES

A Chiall ’s a Ghraidh*
Am Buaireadh

Gaoir na h-Eorpa

An Clogad Stiilinn
A’ Bhuaile Ghréine
Reic Anama®
Lionmhoireachd
Urnuigh®

An Roghainn

An QOinseach

ems from the ‘Dain do Eimhir’ appearing in MacLean’s 1977
glected volume were printed with titles as follows (an asterisk
wlicates a title already appearing in the 1943 volume):

Reason and Love
The Turmoil

The Cry of Europe
The Steel Helmet
The Sunny Fold
The Selling of a Soul
Multitude

Prayer

The Choice

The Fool

Coin is Madaidhean-allaidh® Dogs and Wolves

Am Boilseabhach
Sgatham . . .

Mac an t-Saoir is Ros
QOidhche Chitiin
Muir-trdigh
Triighean”

Am Mir Gorm
An Sgian

An Dithis
Aithreachas
Irisleachd

Fo Sheal
Cronnachd
Cambhanaich
Chan thaic mi . . .
An Tathaich

The Bolshevik
Let Me Lop . . .
Macintyre and Ross
Gentle Night

Ebb

Shores

The Blue Rampart
The Knife

The Two
Remorse
Humility

Under Sail
Prudence

Dawn

I Do Not See . . .
The Haunting

In this volume, II and III, along with ‘A’ Chorra-ghridheach’
{The Heron") formed an untitled first section; the second section,
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‘Roghainn’ (*A Choice’) contained IV, XI, X1, XTIV, XVill &
XXII; the third, ‘Aiteal’ (‘A Gleam’), contained VIII, XVil &
XXIV; and the remaining items from the cycle were groupe
the fourth of the volume’s nine sections, under n_u_._m mmu,
Triigh Thathaich’ (‘The Haunted Ebb’).

In the 1989 collected volume, MacLean printed g additional item
from the cycle, as follows:

DATING LI TTER

Extract from a letter to Douglas Young dated March 3oth 1942
You ask about dates or parts of ‘[The] Cuillin’ and ‘Dain [do

hir]” and about *Coin’ etc. I hope this is only for your own

x Mﬂh““w”ﬁ& o WMMMWM_.MM b mation, that you are not going to include notes of any kind

XXII Cochur ASynifiesis with anything you publish of my stuff, especially the Eimhir
XXXIV An uair 2 labhras mi . . When I speak poems. Y ou will appreciate my worries u_um_ﬂﬂ them in particular.
XXXVII Chan ¢ dilleachd . . It is ot the _un.,EE ‘ Huu.u I was written in Raasay in September or August 1931, Din
XXXIX Griosach Embers Lin Edinburgh in summer 1932, Din III in Portree in November
L Chan eil anns 2’ bhrdn . . . Griefis oxily .M..._.‘U@nna_um_. 1936, Dan IV in Mull in March or }m_w% 1938. Of

LII Trx Ledis “Phiree Bays 5 The D_._EE_ E.n first thing was the “Ann an talla’ lyric” written in

LIX Mhic Gille-Mhicheil . | ickiget full in the spring of 1938. I cannot remember whether ‘Ban-

heal’ was written in Portree in 1937 or in Mull early in
. ‘Diin do Eimhir’ V, VI and VII and VIII were all written in
burgh in September 1939. ‘The Cuillin’ was started in
burgh in April or May 1939, was being rapidly written and
reached the line before Seo la eile” when a chance meeting
“with E[imhir] brought back th = old passion and it was completely
. [ wﬁm_n until it was restarted in Hawick in November 1939.
'~ ‘Dain do Eimhir’ IX—XVI were written in Hawick very early in
‘November 1939. I don’t actually know when in November “The
Cuillin’ was restarted, but there was a short break between the
‘end of Part IT and the beginning of Part III and then again after
‘the end of Part IV and again after [the] end of Part VI, but it was
‘being written in November and early December 1939. By the
“13th December I know ‘Eimhir’ XXIII was written, sometime
‘between the 1oth and the 13th. ‘Eimhir’ XXIV to XXVII were

The .m_.oﬁww:w into sections was more straightforward on th
occasion. II to XXIIT formed part of the first section ‘1932-1

Ewmn the remaining items from XXIX to LIX formed the
section, ‘An Triigh Thathaich / The Haunted Ebb Decemb
1939-July 1941°." -

‘1 Mames of months are silently expanded throughout.

2 From Part I (MacLean 1999: 68—69).

3 II, 110 (MacLean 1999: 80).

Cp. the later statement that ‘The Cuillin® ‘stopped abruptly with the
conclusion of the second part in late May or June 1939 . . ." (MacLean
1999: 63).

I This should in fact be ‘August ro41". See note to LVII in
‘Commentary”. [
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written between 13th and 18th of December. On the 20
December “Eimhir’ XX VIII to XXXV were all written, |
while “The Cuillin® was cerwainly all finished except ‘Cé
before the 23rd December. ‘Cé seo’ to the end was composed. )
bed in Raasay in the early hours of January 1st 1940. I had a bad i to [the] dates of many.
throat and went to bed, I think, immediately the New Year wa As to ‘Samhlaidhean’ and "Coin’" this is all I can say. On
in. I think “The Cuillin’ was finished apart from that before fuesday 19th December 1939 (I remember the date because I
December 2oth 1939. mavelled home to Raasay on Christmas Day 1939, which was
‘Eimhir’ XXXVII to LV were written in Hawick about Monday) I got a letter that meant for me the end of my period of
1940, possibly some in February and some in April, I am not eat activity in poetry. All Tuesday I was depressed and wrote
‘Eimhir’ LVI in Catterick sometime in early 1941, LVII- nothing but about 2 or 3 a.m. on Wednesday 20th I got up out of
London in ,&m last days of July [August scored out] or first days of bed and very quickly wrote down ‘Samhlaidhean’ and ‘Coin’, of
mEm.En 1941° and LX in early September 1941. which, as far as I remember, I have never changed one word from
Of " the other poems, "An Soitheach’ was written in Edinl first writing down. It seems to me that I composed them
in May or June 1934, ‘Conchobar’, ‘Am Bita Dubk’, “Thig simultaneously in a troubled sleep. When I got up on Wednesday
faic’® were written in 1933 or '34, I don’t exactly reme E_n more serene and that day I wrote ‘Eimhir’ 200KV
“Chan eil mo shiil” and “An Crann Dubh’ and ‘Cornford’ nd perhaps XXXVI as well.
all written in November or December 1939 but ‘Gealach or
a bit later, probably in February, March or April 1940 (in
too). I forget whether ‘Craobh nan Teud’ was in November
December 1939 or in the early months of 1940, but ‘Coil
Ratharsair’ was in spring or early summer 1940. The two t
on John Maclean" were in November or December 1919,
‘Ceann Loch Aocineart’ and “An t-Eilean’, ‘An t-Eilean’ must have
been pretty early in November 1939 to go into 17 Poems [for .
‘Ceann Loch’ was later. ‘A’ Chorra-ghridheach’ is an old .
written in Raasay in the summer of 1934 or 1935. “Fuaran’ too is
old but I can’t tell when. ]
Then there was the batch written in London in September 1941
i

ind sent you early in October 1941: ‘An t&'"! etc. “Théid mi thun
jan Eileanan’” was written in Portree, I think in 1936. The rest
of ‘Eisgeachd’ was November or December 1939 or early 1940. I
jope this screed will serve and I am sorry I can’t be more precise

5 The opening words, incessantly repeated, of the incantatory clo
section of the poem: VII, 156f. (MacLean 1099: 128).

6 See note to LVII in ‘Commentary’ for an exact dating.

7 Paragraph division in original. All other paragraphs are editorial.

‘11 ‘An té dh’ an tug m . . . (MacLean 1999: 186). Young responded on
October 11th 1941: “Many thanks for the latest batch of Immortality, all
of which I liked immensely, especially “An té d" an d' thug mi uile
ghaol”. If your new style is that [ entirely approve.” NLS Acc. 11572/6.
MacLean 1943: 95, where it is entitled ‘“Road to the Isles’ and appears
‘as V1II in the section called ‘Eisgeachd” (‘Satire”), which in all contains
five poems.

13 ‘Diin do Eimhir" 33XVIII and XXX,

8 Untraced.

9 Opening words of the poem titled ‘Calbharaigh’.

10 Presumably ‘Clann Ghill-Eain’ (MacLean 1999: 46—47) and Do 'n
bhreith/eamh a thubhairt ri lain Mac Ghill-Eathain gum b’ e e gealtair
a bh’ ann’ (MacLean 1943: 94).




AUTOBIOGRAPHICAL SKETCH

MacLean supplied the info mation that follows in two leiters to Douglas
dated 7th and 11th September 1941 from the Old Town Hall in
ersmith, London, with a view to the critical piece Young was
ng fo write. They offer an invaluable account of the poet’s
nd and tastes, written doum around the time when the ‘Dain do
’ cycle was completed. Anomalies of spelling and punctuation have
been silently normalised. Unless otherwise indicated, division into
aragraphs is editorial.

begin with Secederism.' At the age of twelve I began to get
my Secederism. I was never properly reconciled to it even as
As a young child, as far as I can remember, my general
os were I could probably make shift to be ‘saved’ myself, but
since only about 2 or 3 per cent, even of Seceders, were to be
sved (judging by communion table statistics) it was impossible
that any more than one or two of the people I loved most would
also be ‘saved’. Salvation witt.~ut them was w desolate prospect. I
was not resigned to an oblivion or alteration” of human affections
in the hereafter, such as churches envisage. Perhaps my obsession
with the ‘cause’ of the unhappy, the unsuccessful, the oppressed
gomes ultimately from this. I preferred the multitude of my friends
who [were] certain to be ‘lost’ to those few who were to be saved.
.Wnn there ﬂﬁm no-one of my own family who on form showed
1 ﬂo.ﬁnnubnw for salvation. I disliked many of the obwvious
’ not because of their good fortune, but because most of
m were unlovable people and I regarded their preoccupation
with salvation much as I regard the careerist at present. God the
Father always seemed horrible to my inmost thought, the Holy

1 As a means of referring to the Free Presbyterian Church and its
members, the term has a pejorative colouring in line with MacLean’s
anticlerical stance at the time this letter was written.

2 The word is difficult to read, and might just be “alienation’.

4 A conjecture. The ending of the word s unclear.
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% fellows and as poets. I have never been able to memorise a
single line of any of them and I take away poems by Yeats, Grieve
and even Eliot and Pound whole. I think your finding of this
nfluence in me is like yoir accusations of my socialism or
gommunism as T.n_.n.bm of tie Gollancz brand, which I think
monsense. I had exactly the same feelings at 13 as I have now. I
was as much of a communist then. It is not an intellectual phase

exercises 4 la Eliot. I never did take much to Eliot, but found tha
was dropping into his style. (Most of the rest of my early verses
bad Shelleyan-Keatsian-Wordsworthian). 1 always was fa
by a few of the great passages in the Prelude but not by the
Wordsworth. I was also contrary. I refused to give MEH.
twaddling homage of the university literary societies and to Domn
I gave a very qualified admiration (though I read all his ven
was not interested in his religious contortions but his style with me and what I read about it matters little. "
something similar in myself. I think the twaddle of the Gri ‘What I have of literary background is mainly Gaelic. MacDonald,
days, when no junior member of the University English staff. Ross, MacIntyre, the old song stuff, Livingston slightly, Neil
speak about anything without mentioning Donne, sickened Macleod not at all. He is just a symbol in ‘“The Cuillin’. But Mary
liked Marvell immensely, still do. At present I rate Donne MacPherson a great deal. A huge deal of her stuff 1s just comical in
middling poet and find frigidity where I used to find feeling an its padding but there is a great deal of extremely moving clean-cut
intellect suffused. - stuff. Strong, tender feeling. She has influenced “The Cuillin’ quite
I had not read anything of Grieve until [ met Davie and Caird 2 lot, especially the expressions of blood kinship are not unlike
late in my fourth year. I immediately recognised the lyrics of things in Mary e.g. ‘mo chairdean is mo chuideachd fhin iad’"” etc.,
Sangschaw and Penny Wheep as supreme. I regarded them in mugl . In fact the most easily distinguished stylistic influences in “The
the same way as [ regarded the greatest things of Blake's, lin’ are those of MacDonald (e.g. the opening of Parts I and II)
completely new and unbelievable. I still do that. There is and those of Mary M. acPherson appearing passim, in simple
on earth like the greatest om those lyrics. I myself do not despa expressions of simple feeliv 7.
yet being able if I choose’ to write poems in Gaelic like ¥ | have already written a devil of a screed but I shall send more if
middle and later stuff or Shakespeare’s sonnets, but wou wish it later. As for tracts etc., I myself have never read any,
greatest lyrics are always a miracle and mystery to me. Of look at the Free Presbyterian Magazine (published weekly, I

they don't influence my own work. They are completely ‘m think by the Northern Chronicle, Inverness) and the Shorter
and unable to be emulated. I think you exaggerate Catechism in Gaelic. There is a memoir with sermons of Rev. Neil
influence on my style. He has very little and it is very super Cameron, the great pontiff of the Seceders. He died some years

but he constantly stirs me emotionally and intellectually. I am not
one of Hugh’s sons in poetry. In fact I think the vast m:_m

difference between his mental set up and mine makes
impossible. I am a man of obsessions, more like Yeats, whi
despise. I don’t think I have W. B.’s contemptible neuroses.

a horrible person, but of a distinguished appearance and
anding personality (probably the Northern Chronicle does
too but I am not sure). Of course the Seceders have their
theology and imagery in common with one wing of the Free
Church (1843 onwards) who had Gaelic ministers like Kennedy

Where'® the hell did you get the idea that Auden etc. have of Redcastle, MacDonald of Ferintosh (the ‘Apostle of the
meant anything to me? When I first read a little of the crowd North"). I suppose sermons by those chaps in English and in
(about 1934) I was willing to agree that they were probably Gaelic are somewhere preserved in book form. I shall try to think

fellows but very poor poets. And now I think them contemp

11 One page and a half, of political rather than literary interest, is omitted
here. The following paragraph division is original.
12 See MacLean 1999: 8o.

9 Possibly ‘chose’.
10 Paragraph division in original.
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of some more and especially of particular books. Dug
Buchanan ‘Li a’ Bhreitheanais’ (“The Day of Judgement’) g
good idea of Seceder cosmic imagery. It is a very great p
As to the Secederism, I did not substitute ‘bourgeois’ for:
because even before I was thirteen my real sympathies were
the Devil. I was never a ‘converted’ seceder who had experi
‘conviction of sin, repentance into life, effectual
justification, adoption and santification’* as Muir probably
some ways. | had experienced conviction of sin and still do,
not against a Seceder God or any other God but merely agai
own aspirations. In my teens those were Shelleyan aspirations in
the main. Before 12 or 13, when I was a ‘Seceder’, I was m
child ‘adherent’, frequently experiencing what the Seceders
‘slavish fear’ of the literal burning pit. So Portree school o! ..bm to innovation in Gaelic verse forms, I have not thought of
confirmed a sort of anti-Secederism latent in my childhood 32 that, but I can think of no parallel for the rhythm of m_E?H m
made it quasi-Promethean or Shelleyan. Yes, my Prome “Eimhir’ IV, “Triighean’ (‘Eimhir’ XLII). Also the nbumnmnr
view of Socialism is an inversion of the career of the ‘saved’ in | think, is in a new stanza form, as [are] many other lyrics _hﬁn_um.ﬁm
sense that it was a justification of the ‘lost’, ‘damned’ Prome LVII as Deorsa,'® a connoisseur in such [matters], has pointed
I had to find a humanist, hence Promethean, substitute. I h: \out). Also, there are ‘bsolutely new stanza forms in ‘Craobh nan
never been on the side of the established angels. I was pro Teud’ and, I think, in Coilltean Ratharsair’. The general form of
more like you in my teens than now, because in my teens *The Cuillin’, which appears modified as the basis of many of the
Socialism would have repudiated the ‘class war’ utterly. M CBimhir’ lyrics (e.g. ‘Coin is Madaidhean-allaidh’ and ‘Na
Communism or Socialism is probably a fortifying, or Samhlaidhean’) had been used by Livingston in his longer poems,
restatement, of the Promethean, non-class war, boyish soci “which I had not read when I wrote “The Cuillin’. I misled you in
in En light of my experience of the actualities of life. my reference to Eliot. I did take to him stylistically but reacted
* shall deal with your points as they come. I took Honoun \against his attitudes or attitudinising. I would now say Pound and
mum_umw instead of history (at which 1 was better in mnr.  Eliot I have always liked in one way or another but not Auden,
because I hoped some day to write a book on Shelley. Hence, I 'Day Lewis, Herbert Read. Naturally I also liked much Hardy and
think, my English verse. It became pseudo-Eliotan in my Housman. But I cannot see any of Eliot’s influence on my Gaelic
years at the univemity (it had been even pseudo-Kes wverse, nor Pound’s. Hardy and Housman are perhaps in ‘Ban-
Shelleyan-Wordsworthian for a while) because I fairly 50 ghiidheal’. But you were right on Donne.
discovered (but did not admit to myself) a distaste for the As to Grieve, I admit tremendous emotional and intellectual

influence but not stylistic, except in superficial points like perhaps

unsubstantial diffuseness of Shelley. I liked Horace in Latin, the
i especially. I came to like the language of the great
espearean tragedies and Webster very much, also the
bean grace’, Ben 'onson, Suckling, etc., etc. Curiously
\enough, the influence o Donne came very late, and many years
‘after T had read Donne. it is, [ think, in *Eimhir’ II, written in my
thire year at the University, 1932. I depreciated it in my letter so
35 1o Wnnﬁ you from exaggerating it, but I hear it much in "Reic
2’ (‘Eimhir’ XIV), ‘Eimhir’ XLV, and even in LVII as you
_.HW% the way I now see the germ of LVII was Yeats’s “Where
d her sweetness gone?’ v_m Somehow I have come back to
“Eaﬁnn after my natural rebellion against the sickening emphasis
on him in Edinburgh in Grierson's day.

13 End of first letter. The remainder of the ‘Autobiographical Sketch' i
taken from the letter immediately following, starting halfway through
the second paragraph on page 6.

14 For the latter part of this quote see Question 32 in the
Cartechism.

15 Paragraph division in original.

16 See introductory note to poem LVII in the Commentary.

17 See the extended passage in Part V of ‘An Cuilithionn’ (MacLean
1999; g6tt.) and footnote on p. 151.

18 George Campbell Hay.
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‘mar chunnaic Marlowe’ etc.”® As to his early lyrics, I'll not
like them. Who has and who will? As Davie has pointed
most of the great lyrics are on ‘marginal themes’, very
my obsessions, but there are many times when [ think
language have I read such completely magical breath.
poetry. I liked Verlaine very much but I fancy that in one
places Baudelaire has influenced me stylistically, the ‘sous la
effroyable de Dieu’™ manner. Of course Years, but I don’t
stylistically except, as you have already pointed out, in ‘Eimhir
‘My prudence said . . .". I did not read Yeats at the university at all
and only read him in bulk about 1936, and it is only in the last
two years that his poetry has become one of my obsessions. I now
read and re-read him.
Did I tell you that in my last two years at the university I had
come to regard Shakespeare and Blake as the greatest
poets? I still hold to that. For a third I think I would now
Yeats. But [ don’t regard the greatest of his poetry as [being
great as the greatest of Grieve. I put Blake and Grieve tog
though they are very different. Don’t worry about the
remark. The Gollancz / Left Book Club fortified a position
already taken up, probably to a greater degree than I care to
The Muir parallel I can't agree to, as I was never a ‘com
Seceder by a long chalk. I cannot really remember any time
I really accepted Secederism. But I agree the Socialism ¥
important in casting out just what there was of Secederism.”
Finally as to the influences, the chief stylistically are Mag-
Donald, Ross, Iain Lom, Mary MacLeod, Mary MacPherson,
Livingston and 17th century songs. (By the way, one of my
has even more of them than my grandmother had.) The English
and Lowland influences are far [less important] stylistically. They
probably are in something like this order: Donne, Hardy, -
man, Yeats, Grieve, Wordsworth, and, perhaps more important
than any other English influence, Shakespeare’s sonnets. As to
“foreign’ influences I think only Baudelasire and Virgil. For

DTS-

19 See “An Cuilithionn’ Part II. {MacLean 1999: 80.)
20 The quotation 1s not quite accurate. See note to XIX; 39-40.
21 Two sentences omitted.

.“...‘ ifi Eﬁﬂ%?mﬁ.ﬂm .W_Tmﬂﬁmu

accurately, I think, enumerated the four chief emotional
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instance I can hear the influence of Shakespeare’s sonnets in

*Eimhir’ XXIII, the concert poem. It has rounded cadences that
have come from God knows where. [ have in one *Eimhir" poem

dynamics in my life: ‘an t-adhbhar mor agus a’ bhirdachd, / an t-

Eilean ilainn ’s an nighean ruadh’* T am afraid the last has been

far more important than you or anybody else has ever imagined.
By far my greatest period was the last three months of 1939, when
1 saw her very often, and when I was exhilarated at what I
thought was the beginning of the suicide of European capitalism.

This has again turned out to be a long selfish screed. I still hope
you will write that critique. No one else can do it . . .

23 XII: 3—4-
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Cornaig 175

Cormnford, Francis 191

Comford, John 191, 192, 193
‘Full Moon at Tierz' 195
‘Heart of the Heartless World®

191, 193
Costello, Thomas see T'émas

‘Cracbh nan Teud’ ("Lament for |

the Harp Tree’; pibroch) 235

‘cracbhach’ 250

Craig, K. C. 175

Critical Essays (ed. Ross and
Hendry) 2, 5, 310, 3940

Crosbie, William 36, 37

‘cuach’ 153

‘cuailean’ 145, 153

Cuchulainn, hero of Ulster Cycle
139, 177, 178 !

“Cauillins’ (*Coolins’, ‘Cuchulling)’
mountains, Skye 224, 2256

‘cul” 153

‘Cumbha lain Ghairbh® (song) 10

‘din’ 206

Dante 164

‘daorsa’ 213, 2289

Davie, George 6—7, 147, 181, 182,
269, 270, 274

Davison, William 153

Day Lewis, Cecil 273, 184

de Born, Bertran 171-2, 178

‘Dompna, puois de mi no us
chal’ 172, 178

death 212, 213

‘deifir’ 179

Deirdre 256, 173~4, 21011, 213,
214
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Diana 256, 210

Diarmad 177

diction 138—0

Dictionary of National Biography 135
Dimitrov, Georgi Mikhailovich

(Dimitroff’) 147, 192, 104,
195, 241
‘domna soiseubeuda’ 172
Donaghadee, County Down 153
Donn, Domhnall 176
Donne, John 6, 142, 179, 270, 273,
24
Dun Caan (Raasay) 141
‘durachd’ g7

.~ Easter Rising, Dublin, 1916 170, 175,

195
Edinbane, Skye ¢

- Edinburgh 171, 263, 264

Boroughmuir High School 11
Celtic Congress 12, 148
Moray House 6n, 7

poems written in 3, 4, T42
Reid Symphony Orchestra 208
Rutherford’s Bar 181

. Edinburgh University 156n, 257

SM studies at 6—7, 142, 182, 184,
260—70, 272, 273—4
Edinburgh University Press 3
Eimbhir, in ‘Didin do Eimhir® 273,
140
beauty 162-3, 201, 205, 213,
218, 2512, 254
hair 17, 20, 140, 141, 150, 150,
242
identity, composite 11—19, 140,
159, 239
girl from Skye 12, 143—4
see also Idshwoman in ‘Diin do
Eimhir"; Scottish woman
in ‘Diin do Eimhir’
significance 140, 141
wounded state 13, 10, 34, 217,
218, 239, 240

Eimbhir, wife of Cuchulainn in
Ulster Cycle 139, 177
‘eire” 158
El Alamein, battle 33
Eliot, T. 5. 6, 140, 149, 164, 172,
183, 184, 222, 270, 271, 272,
273
Encycopedia Britannica 135
English language 6, 13
English versions of Gaelic verse
8, 37, 38, 39, 40
Ewangelical Movement 188, 192

‘faileadh” 193—4

“faileas” 194, 196

faodail’ 23, 245, 245, 246, 249, 256

Fascism 9, 12, 193, 217

fasting 192—3

“feannadh’ 193

Ficino, Marsilio 162, 163

Finsbay, Harris 153

Fionn Mac Cumbhaill r77

fire 229

firebrand 236, 239

flaying 190, 193—4, 227

Franco, Francisco g, 151, 151, 191,
249

see also Spanish Civil War

Fraser, Angus 23§

Free Church of Scotland gn, 271

Free Presbyterian Church
(Seceders) gn, 32, 188—9, 190,
237, 2679, 2712, 274,

Free Presbyterian Magazine 271

Gaelic culture 8, 26, 30, 32, 33
Celtic Twilight 1445, 169, 207
Gaelic language 10, 11, 26, 30, 32,

33
and Church 32—3, 188—9
future of 248, 258
used by SM 35, 37, 41, 1389,
142, 161, 218, 258
see also Gaelic words in index
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Gaelic music 32, 269, 235
see also pibrochs; pipers
Gaelic poetry 1, 26, 29—30, 31-2,
136—7, 151, 207, 269, 270
SM’s opinion of 8, 248
translation 8, 30, 3740, 41, I57,
181
Gaelic Society of Inverness 168, 176
Gaelic songs 31—2, 175, 202, 221,
223, 256, 269, 271, 274
Carmina Gadelica 25, 156n, 257,
258
Celtic Twilight versions of 144
Songs of the Hebrides 1445
see also song titles
Gantz, Jeffrey 139
‘gacl’ 142, 236
Garbh, Iain 234
Garioch, Robert 11, 180
17 Poems for 6d (with SM) 11, 180,
264
Gesto, Skye 154
Glen Etive, Argyllshire 211, 223
Glen Masan manuscript 174, 211
Glendaruel, Argyllshire 211
Golden Treasury of Scottish Poefry
183
Gollancz, Victor 183, 271, 274,
Gonne, Maud 27, 28, 161, 16970,
178
marriage 170, 175
‘gridh’ 142
Griinne 177
Gregory, Augusta, Lady 174
Grerson, Herbert 6, 270, 273
Greve, Christopher Murray see
MacDiarmid, Hugh
*gu 13 luain” 161

Haddow, M. R, 8, 211
hair 150
Eimhir's 17, 20, 140, 141, 150,
159, 242
Hardy, Thomas 273, 274

marriage 12, 168, 200
religion 161
see also Wi Sheaghda, Nessa

harp 235
Harrison, John Smith 163
Hawick, Borders &, 11, 162, 180
228, 231, 248, 2634 ‘
Hay, George Campbell sze Mac
Iain Deorsa, Dedrsa
Hebrides 242, 247
Songs of the Hebrides 144—5
Hecht, Anthony 14950
Heine, Heinrich 247
Helen of Troy 172, 173, 1778
Hendry, Joy 5, 11-13, 18, 33, 140,
148, 157, 161, 200
history 269, 272, 188, 196, 217
Clio 194
Hitler, Adolf 151, 249, 252
Holman (Raasay) gn
Hopkins, Gerard Manley 136
Horace 25, 198, 199, 269, 273

Jeremiah, Book of 193, 196

Lfr:__ Gospel of 106

Jonson, Ben 273

Keats, John 272

‘Hyperion’ 269

Kennedy of Redcastle (minister) 271
 Kennedy-Fraser, Marjory 144-5,
176

Labour club 269

“Lament for the Children’ {"Cumha
na Cloinne”) see under
MacCrimmon, Pidraig Mor

‘Lament for the Harp Tree’ see

Hosta, North Ulst 233 *Craobh nan Teud’
Housman, A. E. 273, 274 Larkin, UT.ER 195
Hyde, Douglas ‘latha-traisg’ 192—3
Love Songs of Conmacht 232 Lawrence, D. H. 149
Hymn of the Graces see ‘Ora nam Leabhair 6 Laimhsgribhnibh 148
Buadh’ Lenin, Vladimuir Ilich 145—7, 148,
204, 22§
Imagism 184 Lewns, Isle of 242
immortality 251—2 Libya 15, 240
Industrial Workers of the World Licbknecht, Karl 221, 222
195 Lines Review 157, 229, 230, 239

Litvinov, Maxim 1456

Livingston, William see
MacDhunleibhe, Uilleam

Loch Etive 21011

‘Lochlann’ 179

Inverness 35
Gaelic Society 168, 176
Northern Chronicle 271
Raigmore Hospital 35, 157, 190,

240 A
‘Invocation of the Graces' see ‘Oma Lom, Iain 26, 156, 274
nam Buadh’ London 264, 267, 182n
Irish Labour Party 195 London Highland Society 223
Irish Literary Revival 169 Longes Mar nUlislenn 173

Lorca, Garcia 149, 193

Love Songs of Connacht 232
‘Luinneag MhicLedid" (song) 30
Luxemburg, Rosa 222

lyrics 7, 274

Irish Socialist Republican Party 195
Irishwoman in ‘Déin do Eimhbir' §,
17, 1819, 148, 150, 165, 184,
187, 202, 207, 210, 212, 242

SM meets 10, 12

Mac Tain Dedrsa, Dedrsa (George
Campbell Hay) 29n, 33, 136,
250, 27

‘Antrin Blads® ('Occasional
Leaves’; ‘Red Book’; Hay
and SM) 1556

letter from SM 37

transcription of poem by SM
184, 186, 232

on Kennedy-Fraser 1445

papers 155, 156

Mac Mhaighstir Alasdair, Alasdair
(Alexander MacDonald) 11,
145, 150, 181, 220, 223, 269,
271, 274

‘Allt an t-Sitdcair’ 269, 150

“Birlinn of Clanranald” 8, 145, 181

‘Moladh Moraig’ 176

Mac Siomdin, Tomas 165n, 219

Macaulay, Catherine 258

MacBride, John 170, 175

MacCaig's Trust 147

MacColl, W. Dugald 36, 38, 182,
216

MacCrimmon, Pidraig Mor 26,
212, 213, 234

‘Cumha na Cloinne’ (‘'Lament
for the Children") 212, 213,

248
‘Maol Donn' (‘MacCrimmon’s
Sweetheart”) 211, 213
MacCrimmeon family 211, 212, 213,
252
‘MacCrimmon's Sweetheart’ see
‘Maol Donn’ under
MacCrimmon, Pidraig Mor
MacDermott, Una 176—7
MacDhunlgibhe, Uilleam (William
Livingston) 136, 137, 217, 271,
273, 274
MacDiarmid, Hugh (Christopher
Murray Grieve) 147, 149, 183,
204, 213, 220, 271, 2738
biography 181—3
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lyrics 6—7, 20

Albyn, or Scotland and the Future
181

‘Birlinn of Clanranald’

wransiation 8, 143, 181

‘British Leftist Poetry, 1930—40",
183—4

Contemporary Scottish Studies 181

A Drunk Man Looks at the Thistle
7, 26, 181, 182—3, 203, 243,
246

‘First Hymn to Lenin’ 146

Golden Treasury of Scottish Poetry
183

Penny Wheep 181, 182, 270

Sangschaw 270, 181, 182

‘The Seamless Garment’ 146

‘The Skeleton of the Future’ 146

SM’s letters to 4, 7-8, 9, 15, 27-8,

149, 180, 182n
MacDonald, Alexander (poet) see
Mac Mhaighstir Alasdair,

Alasdair
Macdonald, Alexander (of Sleat)
153
MacDonald, Donald Archie 22n,
3In, 157, 192—3, 2206, 2314
Macdonald, John 155, 158
MacDonald, Tom (Fionn
MacColla) o
MacDonald of Ferintosh (‘Apostle
of the North®) 271
MacGill-Eain, Somhairle see
MacLean, Sorley
MacInnes, John 29—30, 320, 330,
1520, 138—0, 148n, 1878,
189, 190, 192, 257
Maclntyre, Duncan Bin 223-4,
269, 271
‘Moladh Beinn Didbhrain’
(‘Praise of Ben Dorain") 223
*Oran Coire a’ Cheathaich’ 224
“Praise of Ben Dorain’ see
‘Moladh Beinn Ddobhrain’

MacKechnie, John 35, 38, 156
Mackenzie, Compton 182
Mackenzie, John
The Beauties of Gaelic Poetry 166
MacLean, Christina (mother of
SM) 10, 30, 31—2, 1901 L)
MacLean, Flora {aunt of SM) 31
MacLean, Ishbel (daughter of SM)|
170
Maclean, John (1879—1923) 146,
183n, 230, 264, 268
MacLean, John (great-grandfather
of SM) 30
MacLean, John (brother of SM) 31,
34
and SM’s poetry 29, 356, 190
MacLean, Malcolm (father of SM)
10, 30, 31, 32, 190
MacLean, Mary (sister of SM) 330
MacLean, Peigi (aunt of SM) 301
MacLean, Sorley (Somhairle
MacGill-Eain)
family and childhood 303, 2670
religion g, 32—3, 18790, 197,
2679, 271—2
at school 22, 31, 268, 272, 199,
214
Juvenilia 269, 140
at university 6—7, 142, 26070,
2723, 274
teacher training 6n, 7
teaching 7-8, 9, 11, 226
first publication 11
military training 4, 5, 11, 249, 26§
military service T, 33, 240, 249
wounded 33
WRITING
ESSAYS
‘My relationship with the Muse'
10
‘Old Songs and New Poetry'
2201
‘Some Gaelic and non-Gaelic
Influences on Myself 29

Index
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LETTERS see urnder names of
correspondents
POETRY
‘Aig Uaigh Yeats’ 170
‘Aigeach, An t-’ 136, 273
‘Ann an talla’ 263
‘Ard-Mhusaeum na h-Eireann’
195
‘Ban-Ghaidheal' 35, 273
date 263
Scots version 3&n
‘Am Bita Dubh’ 264
‘Calbharaigh’ 35, 264
date 264
Scots version 38n
‘Ceann Loch Aoineart” 264
‘An Ceann Thall' 211
‘Ceathrar ann’ (Dan XII) 2
‘A’ Chorra-ghridheach’ ("The
Heron”) 6, 264
“Clach air cim’ 158
‘Clann Ghill-Eain’ 264n
‘Co seo’ 264
‘An Cogadh Ceart’ ("The Proper
War') 14, 230
‘Coilltean Ratharsair’ {"The
Woods of Raasay’) 136, 226,
264, 273
‘Coin is Madaidhean-allaidh’
(Dan XXIX) 136, 216~17,
263, 265, 271
*‘Conchobar’ 211, 264
“Cornford” 264
‘An Crann Dubh’ 264
‘Craobh nan Teud’ 264, 273,

136, 168, 178, 200, 212, 235,

250
‘An Cuilithionn' ('The Cuillin")
4, 7, 146, 1478, 152, 154,
157, 1500, 161, 194, 210,
224, 2206, 220, 254
closing section 33, 151
date 14, 263, 264
dedicatees 181

English ‘projection’ 36, 38
excised lines 153
form 136, 137, 273
illustrations 36
influences 271
publication considered 35
‘Diin do Eimhir' (‘Poems to
Eimhir')
chronology and dating 36,
11, 263—5%
diction 138
form 7, 137
Gaelic 20-33, 1389
metre 1358
references 250
selection and publication 1-3,
11,337
themes g—10, 20—5
translations 37—471
see also Eimhir
‘Trimitto’ 4-5, 25, 34, 259
‘Do 'n bhreitheamh . . ." 264n
‘An Din-Eideann 1939" (Din VI)
158
‘Eisgeachd’ (“satire’) 265
‘Fuaran’ 264
‘Gaoir na h-Edrpa’ (Dn TV) 148
‘Gealach tr’ 38n, 264
‘Hallaig’ 253n
Haunted Ebb, The 1n
“Knightsbridge, Libya . . ." 15,
34, 240
‘Am Mac Stroidheil’ ("The
Prodigal Son") 230
‘A’ Mhalairt Bhreugach’ (*The
False Exchange’) 160, 230
‘My prudence said . . ." (Dén LI)
274
‘A nighean a' chiil ruaidh 6ir’
(Din I) 16
‘Prometheus poem’ (Didn XXV)
229
‘Reic Anama’ (Dan XIV) 273
‘Reothairt’ 38n
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203

‘Road to the Isles’ 145
‘Na Samhlaidhean’ (Diin X2V
216—17, 218, 265, 273
"An Soitheach" 264
*An 8 dh’ an tug mi . . ." 265
'An t-Eilean’ 264
“Théid mi thun nan Eileanan® 265
“Triighean” (Ddn XLIT) 136, 273
“Tri Slighean' (Din XV) 11n,
158, 180
‘An Trom-laighe’ 38n
‘Uilleam Ros is mi thin’ 168, 230
‘Urnaigh’ (‘Prayer’) (Din XVIII)
19, 180—01
TRANSLATIONS 8, 30, 38, 39—40,
145, 179, 181
VOLUMES
‘Antrin Blads’ ("Occasional
Leaves’; “The Red Book’;
Hay and SM) 1556
Diin do Eimhir agus Dain Eile
{Poems to Eimhir and Other
Poems) {1943) 1—2, 56, 20-30,
35
‘Din Eile’ (*Other Poems”) z,
17-18, 38n, 156, 195
O Choille gu Bearradh (From Wood
to Ridge) (198g) 2, 38
O Choille gu Bearradh (From Weod
to Ridge) (1999} 1n, 37
Poems te Eimbir (1971) 3
Reothairt is Contraigh (Spring tide
and Neap tide) (1977) 2, 16,
38, 230
17 Poems for 6d (with Ganoch;
1939) 11, 264, 193
Maclellan, Duncan 258
Maclellan, William 36, 37, 38
Maclennan, Norrie 153n
MacLeod, Angus 150—1
MacLeod, Isabel 31
Macleod, Kenneth 144
Macleod, Mary 269, 274
Macleod, Neil 8, 271

Macleod, Norman (of Dunvegan]

153
Macleod, Norman {of Unish) 153

‘Mo nighean donn a Cormnaig’
(song) 161, 175
“Mo rin geal, dileas’ (song) 230

Macleod Clan 153 Modernism 8, 25, 172
MacNeacail, Aonghas (Angus Moidart, Highland 234
Micolson) 3, 41 Moore, George
MacNeice, Louis 184 Confessions 28
Macpherson, James 144 Morison, Rodernick 235

Mozart, Wolfgang 213

Muir, Edwin 147, 197, 272, 274
Mull 3, 89, 10, 146, 148, 233, 263
music 207—10, 211

Poems of Ossian 139
MacPherson, Mary see Mairi Mhor
MacQueen, Ewen 32
MacSpaunday group 180, 184

Maebhe (Maeve) 172—3, 178 Gaelic 235
Miiri Mhor (Mary MacPherson) see also pipers
24, 108, 199, 220, 271, 274 - Mussolini, Benito 151
Miiri Nighean Alasdair Ruaidh
212, 234 National Party of Scotland 181m,

182n

 pationalism, Scotdsh g, 219

Neoplatonism 162, 163

New Alliance 247, 248

Ni Sheaghda, Nessa {later Mrs
Doran) 12, 148, 215

see also Irishwoman in ‘Diin do

Niamh of the Golden Hair 199

Nicholson, Colin 240

Nicolson, Alexander (uncle of SM)
30, 31, 32, 268

Nicolson, Angus (poet) see Mac-

Neacail, Aonghas

Micolson, Angus (uncle of SM) 31

Nietzsche, F. W. 204

North Africa 11, 15, 33, 34, 240

Nonthern Chronicle (Inverness) 271

Northern Review, The 181

‘Maol Donn’ (pibroch) 211, 227
Maraulin, marsh of 224—%
March, Ausids 245—6
Markiewicz, Constance 161
Marlowe, Christopher

Dector Faustus 177-8
Marvell, Andrew 25, 270

“To His Coy Mistress’ 200—1
Marx, Karl z04
Marxism 9, 145, 146n, 188
Matheson, Angus 148n
Matheson, John 31
Matheson, Mary (grandmother of

SM) 30
Matheson, William 235
McCaughey, Terence 188-9, 192
Mclntyre, Robert Douglas 147
McLeod, Wilson 39
‘meanmna’ 238
Mendeleyeva, Lyubov' 203—4
Metaphysical poets 6, 142, 163,
179, 200, 237

see also Donne, John
metre 1358, 151, 178
‘Mhaighdean Og' (song) 232
Millevoye, Lucien 169
Milten, John 6, 260

‘ogalachd’ 247

‘6g-mhaidne’ 247

‘Ora nam Buadh' (Hymn/
‘Invocation to the Graces’)
245, 172, 257, 258

*Oran an Amadain Bhéidheich®
(song) 172, 176

Ordrnance Gazetteer of Scotland 225—6
Osgaig, Raasay 30
Ossian 144, 199
Owid
Amores 20-1

Pamassus 199
Pearse, Padnic 195
Petrarch, Francesco 7, 242, 245
Petrarchism 164, 228
phonetics 194
pibrochs 211, 227, 234, 235
pipers 26, 31, 32, 211, 213, 235,
252
Plato 162, 163
Republic 162
Platonism 142, 161, 162, 163—4,
165, 203, 205, 222, 228, 243,
247, 251, 253, 255
Pliny 172
Plockton High School 22n
Plotinus 162, 163
Portree, Skye 3, 9, 143, 182, 263,
2064
Secondary School 7-8, g, 22, 31,
214, 226, 268, 272
Pound, Ezra 25, 164, 172, 183,
184, 271, 273,
‘Na Audiart’ 171, 178
‘Hugh Selwyn Maunberley’ 6, 259
‘MNear Périgord’ 178
Propertius translations 22
prayer 18g—go
Preshal More, Skye 232
Prometheus 147, 214, 236, 272
‘Prometheus poem’ (SM) 220
Propertius 21, 22
Protestantism 189
see also Free Presbyterian Church
Psalms 18¢g
purification 193, 227

Raasay gm, 35, 165, 181-2, 188,
216, 2206, 265
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A’ Chlirach (Sound of Raasay)
140, T4, 242
Dun Caan 141
SM’s childhood in 303, 226
poems written in 3, 263, 264,
140
woods 226
radicalism ¢
Raigmore Hospital, Inverness 35,
157, 190, 240
Read, Sir Herbert 184, 273
‘Bed Book™ ("Antrin Blads';
*Occasional Leaves”; Hay and
SM) 1556
Reid Symphony Orchestra 208
‘réim’ 22, 253
‘réis’ 241
thyme 1356
Ronsard, Pierre de
‘Amours de Cassandre” 228
Ros, Ullleam (William Ross) 23,
26—7, 28, 165, 178, 215, 218,
220, 223, 256, 200, 271, 274,
biography 1668
Memoir of 166—7
‘Oran air gaol na h-dighe do
Chailein® 150—1
‘Oran eile . . .’ 23, 168, 220
Ross, Marion 26, 166—8
Ross, William see Ros, Uilleam
Royal Signal Corps 11, 149
Russia

Bolshevik Revolution 1456, 147,

204
Communist Party 145
attacked by Germany 254
Marxism g, 145, 146n, 188

‘saothrach’ 249
Schiller, Friedrich
‘Ode to Joy’ 208
Scots language 38, 181
Scotsman, The 208
Scottish Chapbook, The 181

Scottish Common Sense school 253
Scottish Lowlands 33, 274
Scottish Nation, The 181
Scottish nadonalism g, 219
Mational Party of Scodand riin,
18z2n
Scottish Renaissance Movement 181
Scottish woman in *Diéin do
Eimhir' 12-16, 17-19, 159, 165,
207, 212, 21§, 242, 263, 27§
meets SM 12
letter from, 1939 13
abortion hypothesis 13, 240
entry into ‘Diin do Eimhir' 157
musician 208—g
wounded state 13, 19, 217, 218,
230, 240
Scott-Moncrieff, George 247
Sealy, Douglas 154, 201, 205, 206,
207, 2323
Secederism see Free Presbyterian
Church
sewhal 11
‘sedl’ 253
‘Serglige Con Culainn’ ("The
Wasting Sickness of
Cuchulainn’) 139
17 Poems for 6d {Garioch and SM)
11, 180, 264
shadow 194
Shakespear, Olivia 169
Shakespeare, William 25, 213, 269,
273, 274
sonnets 269, 270, 275, 163, 108,
200, 209, 221
(18) zoo
(81) 200
(103) 216
(107) 200
Sharp, William (Fiona MacLeod)
144
Shelley, Percy Bysshe 146~7, 163,
21415, 268—9
Promethens Unbound 268, 272, 214

wfmnk
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Shorter Cateciism 196—7, 271, 272n
“Sinclair, Archibald 8
An -Oranaiche 176, 230

“Skye 9, 30, 31, 138, 166, 171, 212

‘Coolins’ {(*Cuchullins’)
mountains 225—6, 234
Gesto 154

T43—4
slave raids on 153—4
‘Staffin Bay 234
Talisker Bay 232, 234
see also Portree
‘slin’ 207, 230, 2378, 254
slave raids 153—4
‘shiabh’ 141
Smith, Tain Crichton 3, 26, 41, 220

Smith, Sydney Goodsir 11, 149, 204

translation of poem by SM 318n
Skail Wind 149
Under the Eildon Tree 22, 139n
socialism 268-9, 271, 272, 274,
146, 195, 208, 214
Socialist Realism 221
Socrates 163
Phaedo 164
Solovyev, Vladimir 203
songs see Gaelic songs and titles

- Somgs of the Hebrides 144—5

soul
and beauty 162—3, 205
selling 170, 227, 228

Sound of Raasay see Chlirach, A’
‘Spain 9, 249

Fast-Day 192
October Revolution 151—2
Spanish Civil War 10, 16, 147,
152—4, 160, I61, IQI, 205, 206
Spartacus League 222
Spender, Stephen 149, 184

Spenser, Edmund

‘An Hymne in Honour . . ." 163
‘spiorad’ 203, 224

sprung thythm 29, 136—7

girl from in *Diin do Eimhir’ 12,

Staffin Bay 234

Stalin 147, 222, 225, 252
stars 16, 187, 235, 238, 245
Stenscholl, Skye 234
Stephens, James 174
‘suaimhneach’ 249-50
Suckling, Sir John 273
suffering 144, 212, 213, 241
Synge, J. M. 174

Tiin Bd Cuailnge {“The Cattle Raid
of Cooley’) 173, 177, 178

Talisker Bay, Skye 232, 234

Tayport 156

Thaelmann, Emst 222

Thibaudet, Albert 20

‘Thig is faic’ 264

Thomas, Dylan 149

Thomson, Derick 2—-3, 144, 150,
167-8, 221

‘thug mi luaidh’ 171

Tigharry, North Ulst 233

time 232, 243, 244, 245, 251-2,
253, 254, 255

“Tir na h-dige’ (land of eternal
youth) 1989

Tiree 233, 248

Tobermory Secondary School,
Mull 8

‘Tochmarc Emire’ (‘The Wooing
of Emer’) 139

toir’ 23, 141, 199, 219, 246, 252

Témas Liidir (Thomas Costello)
I76—7, 232

Tomashevsky, Boris 10

‘torachd’ 23, 199, 210, 219

"Téraigheacht Dhiarmada agus
Ghriinne’ (*The Pursuit of
Diarmad and Grainne’) 177

translations

of poetry 39—41
of SM's 37-8, 41, 157
by SM &, 30, 38, 39-40, 145,
170, I81
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Tonity, Holy 245
‘tuigse’ 142

Ulster Cycle 139, 173, 177
‘Una bhin’ (song) 176—7

Valéry, Paul 40, 149

Verlaine, Paul 274

Virgil 22, 199, 269, 275,
Aeneid 22n, 269
Eclogues 269
Georgics 269

Voice, The (magazine) 183

Watson, James Carmichael 156
Webster, John 273
Whalsay island 181
Wheel of Fortune 183
William, The (ship) 153
woman, composite see composite
WOITIAT
Worcester, Battle of 153
Wordsworth, William 163, 270,
272, 274
Prelude 270
World War I 146n, 184, 195, 254
World War Il 141, 158, 159, 249

Yeats, W. B. 6, 289, 35, 140, 163,
16g—70, 174, 183, 213, 214,
218, 244, 253, 256, 270, 271,
374

and Maud Gonne 27, 161, 169—70,
175, 178

marriage 170

SM's poem on 170

Autobiography 169, 170

‘Brown Penny’ 242

Cathleen ni Howlihan 170

‘The Circus Animals’ Desertion’
170

Fighting the Waves 139
‘In memory of Eva Gore-Booth
and Con Markiewicz' 160-1
‘Mo Second Troy" 178
The Only Jealowsy of Emer 139
‘Politcs’ 27
A Vision 163
“Where had her sweetness gone?”
27, 251, 273
“Words' 141
Yellow Book of Lecan 173
Young, Douglas 1, 367
letters to SM 3n, 29, 356, 158,
156, 157, 190, 108, 216,
265n
transcripts of SM’s poems §, 155,
1567
translations of SM's poems 38, 250
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