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of God and physical manifestation of this word in Christ (the incamate deity or “the
Word became flesh”). The death of the mother’s son, unlike the death of Christ, 1s not
accompanied by the promise of resurrection and redemption, but rather exists as a
treatise to the meaninglessness of such a narrative. The conceptualisation of the poet’s
son is conflated to Christ-like proportions and as a consequence, the son’s meaningful
presence in the mother’s life is correlated with biblical meaning. The loss of her son
becomes by extension to be the loss of logos.

In part 7, pain becomes a “condition” of daily existence. [t is an integral “part of
living” and, as in *Blue-mantled Mary’ and “Voicebox” (both will be explored in
Chapter 4}, living, too, is but a “condition of dying”. Miller again uses an image from
the plant world, “The delicate tissue / Fails where it is fronded” as a metaphorical
repetition of the failure of propagation. Fronds are the leaf-like structures of ferns and
facilitate reproduction. However, in this scenario (the untimely and tragic death of
Miller’s son) a frond has failed.

Who is the “you” the speaker addresses in this part of the poem? Is he her son or
her Saviour? Another “mystery man” of sorts makes his appearance. This “you”
supersedes contradiction; he is “Listening with passion to the murmur / That leapt
from the secrets of the great man, deaf”; he “Parted and met, in aloneness, no ears
hearing together, / no eyes seeing the same”. It appears the addressee is both an
idealised construct, existing beyond the constraints of his physical humanity (“no ears
hearing together, / No eyes seeing the same”) and beyond time and space (“In the
centuries back of the questioning, yvou met, / Parted and met, in aloneness”). But, at
the same time “you” is a tangible presence whose “laughter” is “ringing the bells in
my breast”. The speaker’s addressee “you” transcends the memory of her son

becoming a hyper-real address to The Son.
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needs of “man”. The meaning of “daily” used to describe the bread which is sought,
is however, uncertain. Some interpreters consider the bread to describe all the
physical and spiritual needs one requires to live. To paraphrase, “Give us this day our
daily bread” becomes give us this day what we need. Instead of receiving a daily
allowance of emotional and spiritual sustenance, Miller finds herself in the midst of
an emotional breakdown and spinitual drought as every day’s awakening brings with it
a painful reminder of what she has lost in the death of her son. At the same time as
Miller finds the pain of her son’s absence excruciating, his joy filled memory
becomes a counterpoint. While Miller movingly conceptualises mourning, she
realises that though every day’s morning brings suffering, the morning is in itself a
glorious reminder of her son’s life. The image of morning (and mouming) is
transfigured, becoming an image of remembrance and praise:

But the morming is you, and the bread

Warm from the oven; the stars

Crammed in your pocket; the singing

Hallelujahs of dreams. (part 7, stanza 11)

“But” introduces the change in conception of the image of morning from a
disheartening to an enlightening image. This is not the first instance in ‘Cycle’ where
Miller has juxtaposed the memory of her son’s death with the memory of his life.
Miller also introduces the third last stanza with the word “But” (“But to eat pain like
bread...”). In this instance, her line of thought changes from the celebration of
memory to the daily experiencing of the pain generated by the memory of death.
Throughout *Cycle’, Miller’'s emotions are undergoing their own cyclical course,
alternating between the pain and the joy of remembrance. Chapman (1984) elaborates

on this dichotomous discourse, saying the cumulative effect of ‘Cycle’s” imagery

31






























all sounds reiterate your name

all edifices think it and the advertisements

the typewriters guess at it and the sirens re-echo it

every birthcry affirm it and the rejection

of the world (11. 1-9)
The lover takes on larger than life dimensions, altering the subject’s perceptions and
experience of reality. Jonker, like Miller, can only find a meaning for herself in the
eyes of the other. 1t would seem that her concept of self performs a balancing act,
threatening to collapse into nothing at any given moment.

The elevated status of the other and of relationship with the other receives
contemplation in Miller’s poem “Trapeze’ (F1: 18). This poem also articulates the
gver present fear of loss in relationship expressed in the acute sensitivity of Jonker’s
poetry. In “Trapeze’ faith in a meaning-making system is incapable of appeasing the
trapeze artists’ anaety. Miller’s fear is founded on the magnitude of the loss and its
perceived deathly implications. In this poem, the speaker and her partner perform a
trapeze act in front of the audience of themselves. They are at one and the same time
both performers and spectators, fragmented into a multitude, “We two make a
multitude, a teem of faces”. The pun on the word “teem” suggests that more is at
stake in their partnership (their team) than what meets the eye. Their trapeze act is
viewed by an audience made-up exclusively of themselves, an audience teeming with
judgement. This internalised judgmental other or others is almost an overwhelming
presence in the speaker’s life.

The trapeze artists’ act is not one of communion and, as is stated in the final line
of the first stanza, “The bread and wine come after”. Communion, the reminder of

Christ’s suffering, death, resurrection and ultimate return, can only be partaken of

after an introspective examination of one’s faith:

[
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Wherefore whosoever shall eat this bread, and drink this cup of the Lord,
unworthily, shall be guilty of the body and blood of the Lord. But leta man
examine himself, and so let him eat of that bread, and drink of that cup. For
he that eateth and drinketh unworthily, eateth and drinketh damnation to
himself, not discerning the Lord’s body. (! Corinthians 11: 27-29)
If one drinks the wine and eats the bread of communion in an unworthy manner, one
passes judgement on oneself in the failure to recognise Christ’s body and, by
implication, the church. According to the practise of communion, one shows one’s
trust in Christ and one’s gratefulness for salvation. Ultimately, communion is a
testimony of faith in the higher meaning-making system of Christianity. The partners’
trapeze act is a figuration of their crisis in faith. There is no place for communion
during this act — the introspective examination of their faith — and as a consequence
communion can only take place after this questioning, depending whether or not the
answers are found to be acceptable.

The trapeze act’s hazardous nature is amplified by the spectators’ presence. The
judgement of the performance of this act correlates to the fear generated during the
act. Not only do the partners suffer the anxiety of having to please the audience of
themselves and live up to their own high expectations, but they also have to rely on
and have faith in the safety nets below:

After we have made our peace
With the multifold, raucous
Audience of ourselves, who watch
Our dangerous swinging leaps
Above the mesh.

Will the net hold if we slip?

But at the last,

Our hands touch, grip. (stanza 2)

At the end of this stanza, the question of whether or not they have enough faith to -

survive a break in relationship does not have to be answered, at least not this time. By
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