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Dav’e, Donald, "Impersonal and Emblematic," Shenandoah, 13:38-44, Winter,

1962. :

-~(Article on Graves' gift for the epigrammatic, "his dry and definite
technique," originally published in Listen, III (Spring, 1960).) (R.J.G.)

David, Donald, "The Toneless Voice of Robert Graves," Listener, 62:11-3,

July 2, 1959. »

--Robert Graves is almost unique among modern poets in making no allowances
for the reader; indeed, not even recognizing that he is there. This ac-
counts for the particular toneless voice of his "poems which adopt no
tone toward the reader because they do not condescend to acknowledge his
existence.”"” (D.P.) :

Dudek, Louis, "The Case of Robert Graves," Canadian Forum, 40:199-201,

December, 1960. :

—-The recent high praise of Robert Graves betrays the "nerveless and tot-
tering condition" of contemporary English literary culture. (R.K.)

Dudek, Louis, "Julian Huxley, Robert Graves, and the Hyrnologies, Delta

(Montreal) 4:8-9, July, 1958.

~—-Although Robert Graves, in refuting Julian Huxley's and Bertrand Russell's

- support of scientism in religion, seems to be arguing for traditional
Christianity, he is actually "arguing for the rehabilitation of myth."
"To take up the old myths . . . as the veritable method of poetry, is very
much like chewing fossils in a2 museum because there is a2 shortage of
meat, .. < (D.P.) : :

Enright, D.J., "The Example of Robert Graves,”" Shenandoah, 13:13-5, Winter,

1962,

~~Graves exemplifies "the poet as a free individual, free from party, free
from theory, free to try to find himself, by trial and error and success-—
and constant effort." (R.J.G.)

Enright, D. J., "Robert Graves and the Decline of Wodernism, Essays in

Criticism, 11:319-37, July, 1961.

- e s.in the history of Graves' reputation you can trace the rise of
modernism and its present decline. Graves' rise coincides with its de-
cline. He was always outside movements; and now that . . . there are no
real movements to get into, the contemporary poet turns to Graves for en-
couragement and advice." (D.P.)

Fauchereau, Serge, "L'oeuvre de Robert Graves," Critique, No. 217,

pp. 526-34, June, 1965. :

——In France Graves is only the author of historical novels. In Anglo-Saxon
countries he is most generally admired as the best of poets writiag in
English. For the great English reading public he is much more known as
novelist and essayist than as a poet. Yet his novels are only a means of
.earning hils daily bread and furnishing time for wr’ting poetry. TaT Bl

Fraser, G. S., "The Reputation of Robert Graves," Shenandoah, 13:19-32,

Winter, 1962. S,

--"Graves' first volume came out in 1916, and he has been a (famous) poet
all his life." Yet each of the infrequent appreciative essays on his
poetry is apt to display '"the air of having made a discovery''--probably
because the poems "will not reduce to a formula'" convenient to critics.
(R.J.G.)

Fuller, Roy, "Some Vintage of Graves," London Magazine, 5:56-9, February,

1958,

--Craves' development has beer more consistent than his collections usually
indicate, going from the early war poems, through his strong period when
he was influenced by Laura Riding, to a.''slackening of tension . . . and
admission of feebler elements." (D.B.D.)
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Fuller, Roy, "A Voice Outside the Cliques and Politics of Literature,"

Saturday Review, 52:21-2, 33, July 26, 1969.

—-Although Graves's decision to live in Majorca "spiritually as well as
gecgraphically outside the cliques, movements and politics of literature"
has been right for his career as poet, it has isolated him as critic,
leading to "a considerable degree of eccentricity, a preoccupation with
literary King Charles's heads, and a contempt, really, for many kinds of
writers and writing." (D.P.) ,

Gaskell, Ronald, '"The Poetry of Robert Graves," Critical Quarterly,

3:213-22, Autumn, 1961.

~~"The honour in which Graves is held in England has been earned by the stub-
bornness with which he has lived the questions of his 1life; and the verve
of his poetry since the war suggests that he feels he is at last living
into the answer. Certainly the peculiar blend of truculence and chivalry,
the readiness to trust in impulse, are more marked than ever. If he re-
mains an extremely limited writer, he is also a man for whom writing is
‘a complete commitment." (D.P.)

Green, Peter, ''Robert Graves as Historical Novelist," Critic, 20:46-50,

December, 1961 - January, 1962.

——Robert Graves utilizes in his historical novels the analeptic method,

"the intuitional sideways glance into the past.'" This method, reinforced
by his usual first person narration, serves to produce the impression of .
immediacy which distinguishes his historical novels. (D.P.)

Gunn, Thom, "In Nobody's Pantheon,” Shenandoah, 13:34-5, Winter, 1962.

—-Though Graves is "still excluded from all the official Pantheons," he
has written "a body of work which will be discovered by generations after
generations of readers as saying something durable about human experience.”
(R.J.G.)

Haller, John, "Conversations with Robert Graves," Southwest Review, 42:237-

41, Summer, 1957.

——(These conversations in Mallorca deal largely with trees, and record
Graves's views of writers--Lawrence was a "ninny,” Twain was a 'very great
man," Wells was "rude, opinionated, and doddering," Hardy was "worth know-
ing," Bennett was "a real man and a real gentlemen," Irving Stone is "a
hard-working, intelligent, serious man," and Goethe was "a stupid old man.")
(D.P.) ;

Haller, John M., "Robert Graves in Lecture and Talk," Arizona Quarterly,

15:150-6, Surmer, 1959.

—~(A testimonial on Graves's lecturing skill.) (R.G.L.)

Hayman, Ronald, "Robert Graves," Essavs in Criticism, 5:32-43, January, 1955.

—-Graves's importance as a poet depends on a small corpus of poems which are
neither metaphysical nor romantic. An examination of these indicates that
the poems which elicit the truth from an experience constitute an important
achievement. (L.L.)

Hijmans, Ben L., "Robert Graves, the White Goddess and Vergil," Mosaic,

2:58-73, No. 2, 1969.

--" . . . CGraves's own poetic practice may have gained much from his notion
of what 'poetry' ought to be, but . . . the same notion defeats him as a
critic," as, for example, in his treatment of Vergil, whom he denies his
proper place "in the gallery of great poets." (D.P.)

Hoffman, Daniel, '"Graves -- A Ghost and a Skeleton Key," Poetry, 110:409-

12, September, 1967.

--Graves says in his new edition of Collected Poems that his theme has
always been the practical impossibility of absolute love continuing be-
tween man and woman. He had one other theme: ''the separation of intuition
from reason." He has made little stylistic development; the poems resemble
one another. (F.L.)
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Hoffman, Daniel, "Significant Wounds: The Early Poetry of Robert Graves,"

Shenandoah L 21 40, Spring, 1966. :

—-The best of Graves' s "early poems deal not only . . . with sexual tensions,
but with perception and illusion, reality and appearance, in a world from
which all authority external to the perceiver has been proved inconceivable
As statements of alienation and despair, Graves's poems of the 1920's have
a unique authority. They exemplify his doctrine of the imagination in ways
that do not . . . require our adherence to the idiosyncracies of a mytho-
graphic theory. These poems are tough, gritty, concise, and intransi-
gent.'""  (D.P.)

Hoffman, Daniel G., '"The Unquiet Graveq, Sewanee Review, 67 305-16,

Spring, 1959.

~-Graves, who derives his warrant to restore literary tests from "the di-
vine inspiratfon of the poetic imagination,'" has wrought miracles with
"the incauvtations of Taliesin, the Greek myths, Tom O'Bedlam's Song,

- and the Nazarene Gospel," giving us in each case "the original, incor-

rupt form of the work," although some have been unkind encugh to accuse
Graves of "suppression of evidence and manipulation of texts." (D.P.)

Kirkham, M. C., "Incertitude and the White Goddess," Essays in Criti-
. cism, 16:57-72, January, 1966. :
- —-Robert Graves's development is to be understood in the changing rela-

. tionship between his moral realism and his romantic temperament. Ro-
manticism . . . which has nothing to do with sentimentality, which does
not deny the realities that Graves faced in the late twenties and through-
out the thirties, has been a triumphant release for his art and has made
possible his best postry.” (D.P.) ' »

Kirkham, Michael,” "The 'Poetic Liberation' of Robert Craves," Minnesota

Review, 6:244-54, No. 3, 1966.

--Critics often attribute "the essential characteristic of Graves's later
poetry . . . to the effect of the White Goddess mythology and identify
the beginning of this phase with the conception of The White Goddess dur-
ing 1943 and 1944. My contention is that the phase began towards the end
of the thirties. . . . the poems of Work in Hand . . . are the first to
show these characteristics fully developed.” (D.P.) :

Lewis, Alun, "Alun Lewis to Robert Graves: Three Letters,” Anglo-Walsh

Review, 16:9-15, No. 37, 1967.

~—(These three letters to Graves, written while Lewis was in service in
India in the second World War, offer appreciation for Work in Hand, as
well as soliciting Graves's advice on Lewis's projected book of poems.
A select bibliography of works by and about Lewis 1s appended.) (D.P.)

Peschmann, Hermann, "Salute to Robert Graves," English, 14:2-8, Spring,

1962.

--Graves has finally attained a position "which he has transmuted into
poetry of a strength, variety, -and subtlety of rhythm and cadence sel-
dom equalled and never excelled in the poetry of the last twenty years."
(D.P.) i

Quennell, Peter, '"The Multiple Robert Graves,'" Horizon, 4:50-5, January,

1962,

--" _ ., . if Robert Graves now stands high above the great majority of
modern English poets, he owes his position not only to his inherited
gifts but to the remarkable persistence and diligence with which he has
exploited them. He has turned out an enormous quantity of prose . . .
yet it is difficult to imagine him as anything but a professional poet
« + + « We may discount a good deal of his pedantic and prophetic theo-
rizing: his volume of collected verse remains and his poems speak their
own language.'" (D.P.)
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G792 Ranchan and Razdan, "The Love Vision of Robert Graves," Quest, No. 49,
pp. 16-21, April-June, 1966.
~--Graves' s women hold primacy in the love relationships between men - and

women, a reassertion of the courtly love tradition. Tor man, woman
functions as either angel or demon, liberating or shattering as the case
: may be. (D.P.)

G793 Read, Herbert and Edward Dahlberg, '"Robert Graves and T.S. Eliot,"
Twentieth Century, 166:54-62, August, 1959.
~-(An exchange of letters between Read and Dahlberg on Graves and Eliot.)

"Robert Graves is choleric, vain and covetous. . . . As for his poetry,
I recognize its cleverness but it never moves me. . . ." "Graves does
his part as the plagiary in comic socks whereas T.S. Eliot wears the
tragic buskin. . . . Eliot was the prophetic poet of our time. . . ."
(D.P.) .

G794 Sandeen, Ernest, "Dame Ocupacyon and the Muse," Poetry, 100:305-9,
August, 1962,

——Robert Graves believes that personal expression of the poet ,hbuld be
disciplined by traditional standards. In spite of his rediscovery of
the White Goddess, he allies himself with the romantic strain in Western
literature. He is not easy to place. His love poems of the 1950's com-
bine his poetic faith and his poetic art. (F.L.)

G795 Sanders, Peter L., '"Robert Graves-——A Poet's Quest for Heaning, English
Journal, 59:23-6, January, 1970.
~-"The poetry of Robert Graves . . . reflects the poet's lifelong search

for the meaning of existence. . . . the earlier poems present a picture

. of an intense perscnal agony. . . ." Later, "the early, gnawing sense
of inferiority and futile rage gives way somewhat reluctantly to the
ability to accept jealousy and to the recognition finally that love is
a consolation to man." (D.P.)

G796 Schwartz, Delmore, 'Graves in Dock--The Case for Modern Poetry," New
Republic, 134:20-1, March 19, 1956. ~
~-Robert Graves's article "These Be Thy Gods, O Israel," (New Republic,

February 27 and March 5, 1956) is remarkably wrongheaded and bristles
with errors of fact as well as judgment. His five false idols—Yeats,
Pound, Eliot, Auden and Dylan Thomas--'are not a school of poets in any
literary sense or any sense that a literary historian would regard as
valid.” .2.)

G797 Sherman, Arnold, "A Talk with Robert Graves, English Poet in Majorca,”
Coummentary, 22:364-6, October, 1956. ;

——(This interview elicits Graves's views on Majorca--'"one of the most
serene and tranquil spots in the world'"--his preference for writing poe-
try, his distaste for Ezra Pound--''the greatest impostor of them all"--
the unimaginably dull and unproductive literary life of America, and his
strong dislike of intolerance and bigotry. (D.P.)

G798 Sillitoe, Alan, "I Reminded Him of Muggleton," Shenandoah, 13:47-50,
Winter, 1962.
~~(0n meeting Graves in Majorca.) (R.J.G.)

G799 Staples, Hugh B., '"Saturday Night and Sunday Morning: Alan Sillitoe and
the White Goddess," Modern Fiction Studies, 10:171-81, Summer, 1964.
~—Sillitoe has utilized the myth of the White Goddess as '"the major struc-

turing device for his first novel. . . . Graves's view is necessarily
tragic; Sillitoe's is serious but comic . . . the basic outlines of these
myths seem to represent for Sillitoe a scaffolding by means of which he
can impose a sense of order upon the apparently de-humanized life of the
factory and the chaotic revel of Nottingham night-town." (D.P.)
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G800 Steirer, George, '"The Genius of Robert Graves," KXenyon Review, 22:340-

65, Summer, 1960. :

--Belatedly taking his place "as the finest and most prolific man of let-
ters now writing in English," Graves has prnduced good poetry, great hig-
torical fiction, and stimulating prose studies; his point of departure is

: often the White Goddess, "symbolic of both fertility and death." (G.S.)
G801 Ussher, Arland, 'Robert Graves: The Philoctetes of Majorca," Dublin

Magazine, 32:18-21, July-September, 1957. i

--'"Robert Graves is the English aristocrat of the high tradition, pre-
served like a trout in aspic: eager, adventurous, voracious of informa-
tion, eccentrically erudite, interested in all things foreign . . . his

A mind a jostling theatre of huge historical realities. . . ." (D.P.)
G802 Vickery, John, "Three Modes and a Myth," Western Humanities Review, 12:

371-8, Autumin, 1958.

n—Three distinct uses of the Leda myth may be found in poems b; Ye ats,
Huxley, and Graves. In each case, the poet's attitude determines geanre,

*. controlling rhetorical devices, and symbolic action. Yeats suggests the

. presentness of the past; Huxley regards the 1ncident as an "occurrence
rather than a re-enactment'; Graves seeks a "present understanding of the

: " heart's past actions." (M.H.)
G803 Warmsley, Nigel, "Graves, Where Is Thy Sting?" Twentieth Centurv, No. 1033,
.. _pp. 47-8, Second Quarter, 1967. ' :

--Graves's Oxford lectures on poetry are "a sort of deliberate exercise of
the fallacy of imitative form," rebuking accepted methods of textual anal-
ysis. To Graves, poetry is '"the only true statement of himself and other
poetry is bad when the poet is suspected of not being true to his owm
character.”"” (D.P.)

G804 West, Herbert F., '"Here's a Miltonic Discovery. . .,

PP- 69-75 1961.

--Robert Graves s theory in 5 Pens in Hand that Milton misplaced lines 53~
68 of L'Allegro cannot be accepted since it ignores the parallel passage
in 11 Penseroso and misrepresents the prosodic evidence. (D.P.)

G805 Wilson, Colin, '"Some Notes on Graves's Prose,”" Shenandoah, 13:55-62,

Winter, 1962. g

--"It is when we come on to the subject of the novels that we become aware
of Graves's position as a writer. . . . Graves, as a novelist, lacks a
dimﬂnsion of subjectivity, of sincerity. They are potboilers (devoid of)

'a sense of his own age'."” (R.J.G.)

" Renaissaunce Papers,

Articles on Specific Poems

"Hercules at Nemea"
G806 Swanson, Roy Arthur, "Graves's 'Hercules at Nemea
Item 56, June, 1957.
--Hercules's horror and exultation is involved in Graves's dedication to
the Muse. (B.K.) .

III

Explicator, 15

"Language of the Seasons"

G807 Bowley, C.C., "Robert Graves's 'Language of the Seasons A Linguistic
Approach to Poetic Analysis," Te Reo, No. 10-11, pp. 9- 26 1967-68.
--(This comprehensive linguistic approach to Graves's."Language of the

Seasons'" emphasizes phonological and formal analysis rather than context-
ualization.) (D.P.)
"The Legs'

G808 Sinclair, John McH., "A Technique of Stylistic Description,” Language
and Stzle 1:215-52, 1968.

--""My concern has been to show some of the meaning—bcaring mechanisms of
(Graves's 'The Legs,'); not to interpret it, defend 1t, or classify it.'
(D.P.)
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Robert Graves: Soldier Poet*
by James Mehoke

A poet cannot afford to identify himself with any organization
formed for political, financial or ecclesiastical ends. There
is no fixed rule for his social behaviour except to be himself
and live in the company of those like-minded. At the outbreak
of the First World War I volunteered for the regular infantry
and found myself among men whom detestable trench conditions
and persistent danger either destroyed or ennobled. Although
we were caught in a demonic machine, officially sanctified by
a corps of regular padres; although the war's final result
would be worse than the power-politics that had caused it,
ordinary civilized virtues had given way to heroic ones. We
remained free because we were volunteers and bound to one
another by a suicidal sacrament. Holding a trench to the last
round of ammunition, taking a one-in-three chance of life when
rescuing a badly wounded comrade from no-man's-land, keeping
up a defiant soldierly pride in our appearance: these were
poetic virtues. Our reward lay in their practice, with possi-
ble survival as a small bright light seen at the end of a long
tunnel. - We despised all civilians; wounds were nothing by com-
parison with the grief of losing new-found friends in the per-
iodic massacres...The pride of "bearing it out to the edge of
doom" that sustains a soldier in the field, governs a poet's
service to the Muse. It is not masochism, or even stupidity,
but a determination that the story shall end gloriously: a
willingness to risk all wounds and hardships, to die weapon in
hand. For a poet this defiance is, of course, metaphorical:
death means giving in to dead forces, dead routines of action
and thought. The Muse represents eternal life and the sudden
lightning flash of wisdom. (from "The Duende," Oxford Lectures)

So writes Graves some fifty years after the event of war in which he
fought, was wounded, and listed "died of wounds" in the London Times on his
twenty-first birthday. In the poem "Escape," Graves records a death-~dream of
descending to the River Styx and of a meeting with Demeter who orders his return
to earth and life. Is it mere chance that this same man will later discover a
Goddess Myth, bow to the new moon emblematic of renewed growth and life, and
identify with an Osiris-Adonis-Hercules figure representing all that is most
selfless and sacrificing in men? So much '"chance" seems improbable. My conten-
tion is that the war-experience is seminal to Graves's development as a poet in
three related areas: poetic theory, social thought, and historical thesis.

In his essay "Technique in Poetry" Graves writes "Ornament, as such,
should not concern poets, although completely naked poems spring only from extreme
passion in love or war." The phrase "extreme passion" reminds us that Graves's
poetic theory since The White Goddess (1948) has been that of poet as Vates--the
inspired or possessed one. One may be inspired by a beloved into a trance-like
state, or one may be possessed by a supernatural presence which brings a mixed
horror and exaltation. In this state the vates composes '"...memorable images,
strong personal rhythms, and a peculiar syntax which, together, transcend in emo-
tional force the most considered rhetoric"” (from "The Personal Muse'). Mere
rhetoric composed in cold blood by logic is "ornament'"; only passion can fuse the
technically separable elements of verse into poetry. The love experience offers

*Originally presented as a paper for the first Seminar on Robert Graves, at the
MLA annual convention 27 December 1972,
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such a source of passion; but how does war do so? In what poems do we find a
mixture of religious horror and exaltation with regard to war; in what poems about
war do we find "extreme passion"? We do find such poems in Fairies and Fusiliers
with regard to men ennobled by heroic deaths; there i1s a clear sense of exaltation
at the heroism mixed with a horror at the ugly deaths inveived. These features
come into focus especially well when the death is cne of self-sacrifice out of
friendship. In "Two Fusiliers," for example, two such friends are pictured hang-
ing dead on barbed wire; in their heroic conduct and selfless courage Graves
found "Beauty in death / In dead men, breath." Another example cccurs in "The
Dead Fox Hunter," dedicated to Capt. A. L. Samson who died from wounds between
the lines at Cuinchy, 1915, with his fist stuffed in his mouth to prevent his
moans from causing suicidal rescue attempts. The last stanza begins "For those
who live uprightly and die true / Heaven has no bars or locks...." Nor is this
thin romanticising of any kind. In "The Dead Boche" Graves realistically caught
‘the horror of deatl, and in "Goliath and David" he caught the sense of helpless
defeat before superior power in a sharply realistic poem which reverses the Bible
story for dramatic effect. The men in the poems are living out a "suicidal sacra-
ment" in acts of courage beyond all rational or logical explanation. It might be
fairly judged that here begins the Graves who will celebrate the suprarational,
the Dionysian, and the wild rashness in human nature which can be selfless and
- loving as opposed to Apollonian logic and calculated self-interest. Somewhere
. in human nature is lodged a profound capacity for greatness, Graves must have
felt, which the dull, safe civilian barely suspects or which he frankly disbe~
lieves. Perhaps only in moments of "extreme passion" could the latent heroism
arise, and the power that possesses men at such times to defy death or metaphori-
- cal death he came to call poetic virtue which required for its most powerful
expression the "trance."  In this way the roots of Graves's poetic theory may be
traced back to the war experience which post-dates Georgian notions of technique
and ante-dates the Riding influence. All the elements seem present, but it will
take years for Graves to learn how to articulate those elements.

Graves's social thought can be traced from the hatred he felt for civi-
lians and military authorities, particularly after the Sasscon trial, whom he
blamed for misconduct of the war. His attempt to rejoin civilian life was frus-
trated by his neurasthenia and the sense that the war was still in progress. :
Ghosts of his dead comrades would appear renewing old memories. In "Rocky Acres”
and the first version of "Pier Glass" old feelings of betrayal and hatred would
overcome him. In The Meaning of Dreams (1924) he theorized somewhat after Rivers
that such poems were the expressions of a "defeated self'" which his peace-time
self could not wholly bury. In "The Gnat" the neurasthenic memories are imaged
as a gnat which maddens a shepherd into killing his dog, but in "Alice" a defense
for the irrational and unconscious is made: the '"clean, dull round of mid-Vic-—
torian English life" looks absurd to the Red Queen. In Poetic Unreason (1925)
the view taken in "Alice" is extended to a Jekyll and Hyde relation in which the
former is conscious conformity and the latter, unconscious nonconformity. If
one takes Jekyll's perspective, Hyde is "unwitting"; but the reverse is also
true. Thus, Graves can now see that Sassoon must have seemed a traitor to Jekyll
(civilian) though he was a martyr to Hyde (soldier): the double vision is what
Graves refers to as "the identity of opposites' or Welshman's hose. The insight
stabilized his sense of paranoic distrust by allowing him other perspectives.

In 1926 Laura Riding is with him, and her Social Myth doctrine supports the non-
conformist in Graves in that social conformity is seen as mindless repetition
and lifeless routines, as in "Sandhills." The novels from Mallorca reflect this
attitude plus older ones rooted in the war experience. In the Claudius novels
(1935) we see the Roman Empire under Augustus from the perspective of Claudius,
a potential heir and grandson of Livia. A loyal Roman believes in and worships




-26.

Augustus, but from the vantage of Claudius one sces only the power struggle,
banishings, and murder. The Empire is a fiction, and only coercion makes it work.
Thrust into power, Claudius, at one point, finds himself playing general against
the British Caractacus and winning a bloodless victory; the professionals would
have preferred a "good bloody battle" in the old tradition. Similarly, in Ccunt
Belisarius, Justinian first accuses Belisarius of cowardice for not attackfﬁg__‘
retreating Persians and later for attacking the Huns and stealing the victory
from God. In Byzantium as in Rome, there is a fiction of order behind which the
struggle for power is fierce. In the end, Belisarjus is.betrayed by his simple
loyalty and uncomplicated faith much as Claudius's simple republicanism mis-
fitted him for Empire. Mun, another soldier, is betrayed in Wife to Mr. Milton
at the novel's close while holding a flag of truce; Milton himself is portrayed
an ambitious, tyrannical man who badly mistreats Marie, his first wife and true

" love. As Marie loves Mun but marries Milton to save her Father's estate, the

story of the capricious Muse unfolds in the pattern of the Single Theme even to
the rebirth of Horus, or little Mun, through a transmigration of souls. That, in

- Graves's view, Milton has ambitious philosophy and theology rather than faith and

lust for Marie rather than love makes him the perfect Set figure and feil against
Mun's simple faith and love. In 1944, the year Wife To Mr. Milton appears, Graves

- writes off the first draft of The White Goddess which closes with a tract for

the times.. The essence of the thought presented in the tract is that the world
run by polities, finance, and technolegy is without heart or religious center and
doomed to be plagued by periodic wars which become "demonic machines." On the
other hand, .a hard return to religion would undoubtedly mean religious civil war.
Perhaps, he reasons, the Goddess Myth--a pure myth detached from history--might
help bring peace and stability. But if the Myth is detached from the legalistic,
philosophical, and theological disputes of history, it is yet deeply imbedded in
the human experience of pre-history according to Graves. Thus, Graves's social
thought returns to questions of war and to a way of avoiding the periodic "duty
to run mad" as he puts it in "Recalling War." :

Graves's historical thesis as stated in The White Goddess (1948) is
further developed in The Nazarene Gospel Restored (1953) with Joshua Podro,
The Greek Myths (1955), The Hebrew Myths (1964) done with Ralph Patai, and in
other fictional works such as King Jesus, Jesus In Rome, Homer's Daughter, and the
translations of Apulieus and Homer's Iliad. The premise in all these works is
that matriarchal culture preceded patriarchal culture in the second millenium B.C.,
and the significance in the change of cultures for Graves once again relates to
war, For whereas the matriarchal cultures worshipped a Goddess whose chief rites
involved the rebirth of Spring, the fertility of the land, and the well being of
the people, the patriarchal cultures which dispersed or absorbed Goddess worship
replaced it with thunder Gods whose chief rites involved rituals of loyalty,
obedience, and subservience to the patriarch. The warrior Dorians brought with
them logic supported by coercion and vice versa which he satirizes in The Wrath
of Achilles through Agememnon, Nestor, and Ulysses. But as the God of Wrath
evolved into a loving God, the question of how to justify an evil world and brute
power with His benificent will grew in complexity. It is this precise point which
breaks Graves's faith in "Goliath and David." Much of Graves's interest in the
subject of religion begins in the war experience in which he lost his faith that

" a good God could permit such injustice. His faith gone, he no longer trusted the

philosophy which had supported it, preferring instead the intuitions of an ancient
Myth organized around the calendar. The ugly deaths which Graves eulogized in his
war poems-—those volunteer self sacrifices--and which seemed distasteful to those
at home also find a place in the Sacred King sacrificed on the Lopped Oak. Though
Graves does not favor or advocate such sacrifices, he nontheless clearly savors

the religious honor bestowed upon such men of antiquity who would volunteer them-






