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CYQJC lfJEfft11NIS1 IN SJYINKA'S "I~RE" 

by 

Hezzy Maduakor 

In the poem "Around Us, Dawning", Soyi.nka writes: 

Wings are tipped in sulphers 
Scouring grey recesses of the void 
To a linear flare of daJ.ma. l 

"Linear" in the last line is irrlrediately cg;>licable to the 
arber line of landing lights in an aerodrale; but it is also 
transferable to the straight track of the winged machi..nery 
rushing to errbrace the "flares" fran the air. In this regard, 
the image suggests the straight road of technology, while 
cir cular net:ap"lors which occur in the stanza that irrlrediately 
fol lcMs signify the winding path of nature. Science is repre
sented in the poem by "jet plane;" and nature by man. Aboot 
the htmlan passengers in the plane Soyi.nka writes: 

Red haloes t hrough the ports wreathe us 
Passive martyrs) bound to a will of rotors.2 

"Halo" would have been consi.dered an image of glory, but the 
epithet ":red" invests it with undertones of fatality. The 
trcw:.P.c oonnotation is reinforced with the imaqe, "wreath". 

Soyinka's poetry is not so nuc:h oonoemed with t:edlrx>lo
gy as i t is with what he calls "the etemal cycle of kannas 
that has bea::rre the evil history of man. "3 For this :reason, 
while linear images are rare in his first bc:x* of verse , Idanre 
and Other Poems ) cyclic netaphors abound. "Halo" and "wreath" 
anticipate the increasing inp:>rtance of circular images in this 
volure. When these images are enc::boled with sare degree of 
notive erergy, they cxnfi.nn Soyi.nka's reyth of the turning world; 
in other -respects, they ertP"tasize his cx:nvi.cticn that htmlan 
life and history are destined to folJ.a.T pattems of repetitive 
cycles. Very often, the pattern. is a tragic one. "Tragic 
fate 1" writes Soyinka in "The Fourth Stage 1" is the repetitive 
cycle of the taboo in nature. "4 The ~ in'plications of cyclic 
images i n his poetry are interrelated, for the turning world 
whirls everything about in the oourse of its rotaticn. 

Cyclical :recurrence haS been the subject of philosophical 
i.J'quiry s ince Heraclitus, but SOyinka has not written extensive
ly about it as has another poet, Yeats who also believes in 
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eternal :repetition. Still, the idea is central to his poetry. 
In the poem "Luo Plains" which i.rmediately follCMS "Arourxl Us , 
Dawning," the Kenya of the era of Mau-Mau terrorism is a nation 
which has "milked a cycle of/Red sunset spears. "5 In the sarre 
poem, the cosrros is in a state of rroticn: 

egrets hone a sky- Lane for 
WorZd ~ turn on pennants.6 

In another poem "The Hunchback of Dugbe," an itinerant lunatic 
looks on with caJm dignity as the world around him spins on 
under the pressures of existential routine : "the world/Spins 
on his spine, in still illusion. n7 Soyinka has intimations , 
in the poem "To My First White Hairs," of the threat to his CMn 

personal existence of the inperati ves of the cyclic logic. 
Although the wheel has rot cx::.rre full circle in his own case, 
yet a rrere turn in the :revolution has brought him to the "lx>ary 
phase:" the white hairs on his head are llilhat:PY reminders of 
the passage of time: 

I view them, wired wisps, vibrant coiLed 
beneath a magnifying gZass, miZk-thread presages 

lf t he hoary phase. Weave then, weave o quickLy weave 
your sham veneration. Knit me webs of winter sagehood, 
nightcap, and t he fungoid sequins of a crown. 8 

Circle is recalled in this passage by such images as "wire," 
"wisp," "coil," "thread," "web," and "crown;" and "weave" gives 
than a rotational status. 

In the poem "By Little loving , " ~ human universe is 
visualized as a "ruptured wheel/Of blood. " Man, a rider of the 
inpaired wheel, is lodged in its perilous "still centre." 
The rupture of the wheel and the descent to the still centre 
of the void carpel on Soyinka a penetrating insight into the 
nature of h1.1ITall destiny: 

And t his, the accident of fLesh I haiZed 
Man's et ernaL Zesson.lO 

There are inplications in the poem that the wheel ruptured 
under the inpact of tragic wirrls. The protagonist of the poem 
has "watched thwarted winds beat cycles" ll on the wheel. The 
"still centre" is not the errl of man, ho.vever. He dies in 
order to be :reborn; for the alternating cycles of life and 
death are fixed patterns in the scl"ere of things: "I/Fell to 
dying, phcenix of each pyre forestalled . "12 

All the cyclic trends that have been building in the 
"Other Poems" of Idanre cx::.rre to a climax in the voli.J'!le ' s title 
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poem. Soyinka places the title poem at the end of the l:x:lck 
sinre it is for him the culmination of the therres and ideas 
that have assured prani.nenoe in "Other Poems". Indeed, it has 
not always been noticed that "Idanre" is the major poem, and 
that "Other Poems" stand in an anc:i.llacy relationship to it. 
"Idanre" is the ultimate destination in a trematic journey in 
which the "Other Poems" are transiticna.l milest:c:n!s. The links 
between "Idanre" and "Other Poems" are c:bvious. Certain 
key-phrases recur in both parts of the bcldc. In "Death in the 
Dc:Ml" a nother prays: 

child 
Nay you never IA1alk 
ZJhen the road ZJaits, famished. 13 

In "Idaru:e" Soyinka wri. tes: 

Fa:ted Uvea ride on the "'iiel of death IA1hen, 
The road IA1ai ts , famished. 

Certain key not:ifs also recur in both parts of the volute. The 
message delivered in "N:riku" that "'lbe Ripest fruit was scd:lest" 
is recalled by the stat.enent in "Idanre" that "growth is greener 
where/Rich blood bas spilt. nlS Sectiooal titles in "Other Poems" 
awear to have been deliberately derived tran the mytlx:>l.ogi.cal 
attributes of Ogtm , the major dlaracter relebrated in "Idanre." 
'lhe {XlE!mS of the secticn entitled "Of the ~" recall 0gun 1 s 
role as the god of the road. 'lb:lse of "Iale Figure" have an 
affinity with him as a lone deity.l6 The third secticn entitled 
"Of Birth and Death" anticipates the fourth, fifth and sixth 
secticns . Birth and death suggest the curious interfusion in 
Ogun of "the cales of life and death." Birth and creativity be
long to the oooe of life, and death and destructioo to the oooe 
of death. Birth is directly linked to the poems of the fourth 
secticn, "For wanen" which is essentially devoted to grcwth and 
to the devel.c.pnent of life. Fran the cxmes of death in the third 
secticn arz:o..rs shoot directly to the {XlE!mS of grey seasons in 
secticn five. 'I."Da intimaticns of death in this secticn cu.hninate 
in the harvest of death in the {XlE!mS of "October 1 66" in secticn 
six. Fran the theme of violence and destruction in this secticn 
it is but an easy transi ticn to the oosmic battle in section one 
of "Idanre," to the apocalyptic visions of war deliriuns in sec
tion two, and to the battle scene in section five. 

Since Idanre is selected and edited by SOyinka himself, 
the exclusioo of certain poems en which his early reputatioo 
was founded becntes significant. "Teleph::lne COnversation" 
doos not neet the standards that would shape his first l:x:dc of 
verse into a thematically i.nt.egrated wrole. '!he ani.ssicn of 
the poem "a:qui.an" is regrettable sinre it ';oiOuld have tallied 



178 

with either tre poems of section three, "Of Birth and Death," 
or those of "Grey Seasons" in section five. 

If rotifs are recurring, and trends criss-crossing one 
another in IdaJ~!'e , tre errergenre of tre cyclic cxmoept in tre 
major poem is not surprising. Cyclic repetition is indeed tre 
basic netaphysical cxmrept on which tre poem is structured. The 
design is enhanred in this case by tre role of Ogtm as a god wb::> 
JTUJSt re-enact annually a redenptive pilgrimage to earth. Ogun's 
repetitive destiny is syrrix:>lized in tre image of tre "1-tbius" 
Strip, defined by Soyinka as "A mathe-rragical ring, infinite in 
self-recreation into in:lependent but linked rings. nl7 It is 
Ogun' s errble:m, according to Soyinka, and it signifies tre "doan 
of repetition. " Tha image is suggested to Soyinka by tre loq;>s 
which a tail-devouring snake nust make before its rrouth can 
reach tre tail . 

Soyinka had earlier used circle and snake to syrrix:>lize 
tre "doan of repetition" in his poem "Abiku", 

In vain your bangles cast 
Charmed cil'c les at my feet 
I am Abiku~ calling fos_ the fil'st 
And the Npeated time. 8 

"Abiku" is the child "wlx> dies and returns again and again to 
plague the rother . "19 Tha repetitive nature of tre plague is 
suggested with tre ooils of a snake. "I '11 be tre/Suppliant 
snake ooiled en the doorstep/Yours tre killing cry, " 2(f boasts 
Abiku; but here the cyclic notion has not the diagramnatic 
advantage irrposed on it in "Idanre" by the visual inpact of the 
"t-nbius" loq;>. Tha cacpulsory effort of a snake to make both 
ends of its l:x:xiy erri:>rare each other will reshape it into ooils 
of oonrentric rings. Tha proxi..mi ty so achieved between rrouth 
and tail becares a syrrbolic e:xpression of tre irony of the cyclic 
paradox, for it shc:Ms clearly that in the snake's beginning 
(life) lies its end (death) . Extending this ooticn, Cl'le nay a&i 
that in man's beginning lies his end. This idea is the basis 
of the camonest epigrarnratic truisms in Idanl'e . "Rust is 
ripeness," says Soyinka in the poem "Season." This prqx>siticn 
is illuminated if one i.Iragines "rust" and "ripeness" as strate
gic points on the <::JWOSite extrenes of a cyclic wh:el, and 
round in consequenre to exchange positions in the process of an 
inevitable C}"clical rotaticn. Tha structure of "Idanre" itself 
is detennined by such a cyclical dialectic. It begins with 
"ripeness" (harvest) , then shifts to "rust" (camage) , and re
turns onre 110:re to "ripeness," in order to cacplete the full 
arc of Ogun ' s roaC: which is a "M::lhius ' omit" : 

~n is the god that ventures fil'st 
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His path one loop of time~ one iron coil.21 

In the poem itself, ''wheel" is one of the images that 
suggest cyclic repetition. "Fated lives", writes Soyinka, 
"ride on the wheel of death when,/I'he road waits, famished." 
The "wheel" is relevant here to Ogun in his role as the gcxi who 
supervises over m:x:1ern neans of (land) travel; but the image is 
reminiscent of the "ruptured wheel/Of blood" in the peen "By 
Little D:>ving", where it is Soyinka ' s euphemism for a turning 
world. Tre first wheel image indicates that Ogun can manipu
late the cyclic wheel in its relation to human destiny but he 
is himself helpless before the machinery of cyclic repetition. 
In the section of "Idanre" entitled "And After", Soyinka 
enurrerates the agencies of this machi.necy. They include the 
"first Boulder", the "errant wheel/Of the death chariot" , 
and the "creation snake" whose tail is spawned in the IOOUth. 
The tail-devouring snake is not an active agent; it is included 
in Soyinka' s list only as a raninder of the "dcx:m of repetition." 
It invokes of course the "~us" synt>ol. This synt>ol, Soyinka 
enphasizes, has a relevance that is applicable to human and 
divine relationships. Tre "MJbius" ring, is to Soyinka the 
"freest cxmoei vable syrrbol of human divine . • . relation
ships". 

In "Idanre", human and divine relationships are distin
guished, either separately or collectively, by one ccrcm:m 
oonstant; conflict. COnflict can recreate itself into circles 
of inter-linking plagues both in the spheres of divine relation
ships and in those of man. It rotates in each orbit with a 
cyclic consistency. 'Ihus, Soyinka can say of "Idanre" that 
the bloody events narrated therein anticipated the blood-bath 
in Nigeria during the civil war: 

In detail~ in the hwnan context of my society~ "Idanre" 
has made abundant sense . (The town of Idanre itself was 
the first to out its bridge~ its only link with the rest 
of the region during the uprising of October ' 65. ) And 
since then~ the bloody origin of Ogun 's pilgrimage has 
been~ in true cyoZic manner most bloodi·ly re-enacted. 22 

In A Shuttle in the Crypt published five years later Soyinka 
recalls the civil war as a phase in the "eternal cycle of 
kanna": 

Yet blood must flow~ a living flood 
Bravely guarded~ boldly spilt 
A potency to rejuvenate 
Mothers-of-all earth~ the river's 
Endless cycle with the sap 
Of trees~ wine of palm~ oil 
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Of ker11€Zs, ~an:p-Light in rock beari~~gs 
Let even as treasures are 

A n offering to red pdtJes 
Beating to the :arger Life . 23 

Yet oontlict can traverse both sp~es of existence 
with.. i;rpuni ty. In such an inter-oosmic traffic the path of 
oonflic t . is cyclical. This point Seel'lS to be the main cx:>nclu
sion of those passages in section b-.'0 of "Idanre" devott...>d to 
wtat Soyinka calls "Apocalyptic visions of childhood and other 
deliriuns''. '1he apocalyptic passages reveal il: the cpening 
lines a panorama of cx:>smic enge¥]ement: 

Vast gr'OWS the counterpane if nights since innocence 
Oj apocalyptic sJ:ies. when thunderous shieLds cLashed 
A cross the heights. when buUs Leapt cloud hwnps mu:i 
Thunders opened chasTT's end to end of fire: 
The sky a sLate of scoured Lettering 

-· _, . d ., . d . k 24 Of w·""en-z-ng z.·oun s ec~.o-z-pse -z-n smo e. 

Hroaclly speaking, the apocalyptic visions etch a graph of oon-· 
G:.ct stretching fran the cx:>SD"Os to earth. The idea that 
sc::·w..Y.a .... i.st:es to put across ~ is that there had been a 
COSi"~C codlict (or .... oar bet!Neen the gods) before man began to 
E:mCJac;e in r:l.lr.1n.'1 conflict. For instance, in the essay "The 
Fourth ~tage" , Scyinka writes : 

Yor-uba tragic drama is the re-enactment 
of the cos~c con[Lict.25 

Perhaps j t ~d not be too fM- fetched even to stggest 
that Soyinka believes that IT'.an learnt the art of war fran the 
gods themselves. If this is so, it bea:mes cbvi.ous that the 
phrase "Apocalyptic visions of childhooC arrl other deliriums" 
is fraught with subtle i.nplications. The oosr.i.c cx::nflict with 
which "Idanre" c.pens is a prilr.aeval h<Attle fought bet!Neen the 
gods before the world was created. SUch also is the case with 
the oonflict described in the passage just cited fran the apo
calyptic visions. "Chilcllxx:xi" would be awlicable to the art 
of self-destruction inherited by man fran the gods. 'nlerefore, 
the opening lines fran the apocalyptic visions refer to primal 
oonflict between tbe gods themselves: 

Vast grows tht> counterpane of nights since innocence 
Of apocaLyptic skies . 

These lines echo the cpenin~ stanzas cf "Idar.re" although the 
oonflict is archetypal. It is oorrc:!.?.ti ve to the primal war 
in all mytholCXJY - in the classic.:U. IT:ytholesy of the Greeks 
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(Soyinka himself enoourages this cmparative perspective} ,26 
it is the war of the Ol:ynpian gods and in Biblical mythology it 
recalls the war in 'Ahlch Lucifer featured as archvillain, and 
Archangel Michael as hero . caning nearer to hane to the beliefs 
of the Yonlbc-. on 'VJhict. "Idanre" is fourrled, the primal war re
sulted in the fragmentation of the godhec.d essence of Orisa-nla 
(the first deity} by a jealous slave-god., Atunda. 

Fran the ancient origin of conflict one wonders whether 
Soyinka has dishanrony in cosmic as well as hunan areas of 
existence in m:irrl when he says in section two of "Idanrc" that 
"'lbrough ~ of d.ark:ress ro:1e the stone/Of 'Ailirli.ng incan
descence". It appears that the patl1 of the \vhirling incan
descent stone of conflict is an imaginary whorl whose broadest 
base is sunk in the cosros fran where conflict began. As the 
spirals of the inverted wmrl na.rrcM down t.c:Mards earth, towards 
mankind, the fever of the frenzied delirium begun in the cosnos 
is calk]ht by man. Hunan conflict, in its various rami.ficaticns, 
is the re-enactment of the war of the gods. 'llie hunan side of 
the cosmic battles is heavily a:rphasized t.c:Mards the closing 
s tanzas of the apocalyptic passages: 

Whorls of intemperate steel, triangles of cabal 
In rabid spheres, iron bellows at volcanic tunnels 
Easters in convulsions, urged by energies 
Of light millenniums,crusades, ~ires and revolution 
Damnations and savage salvationa .28 

The climactic evocation in this passage of the vortex of 
destructive energies in nature recalls the whirling notion of 
the gyres in Yeats ' s p::em "The Second caning". And in· a true 
Yeatsian log-.i.c , a second caning is expected at this particular 
point in the p::em, for "The world was dlcked in wet enbrace/Of 
serpent spawn, waiting Ajantala' s rebel birth" .29 Ajantala is 
"Idanre 's" "Ix:>ugh beast". ~a sees him as a "~ter child, 
wrestling padlydeDns of myth". 30 In the Notes he is described 
as 

Archetype of rebel child, iconoclast, anarchic, 
anti-clan, anti-matriarch, vitif.e essence in 
opposition to womb domination. 

Ajantala's double in "Idanre" is the traitor-god, Atunda who 
introduced the diversity principle in the Yoruba pantheon. 
About Atunda SOyinka says in "The Fourth Stage": 

Myth infoms us that a jealous slave rolled a 
stone down the back of the first and only deity 
and shattered him in a thousand and sixty-four 
fragments. From this first act of revolution 
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was born the Yoruba pantheon.32 

In Section III of "Idanre" entitled "Pilgramage" , the 
lone deity is presented as an unblemished kemel ent:hrcned en 
Idanre ' s colurms; and the iconoclast At\.mda is called a Boulder. 
The upper case "B" of "Boulder" suggests the supremacy of the 
rebel slave over an erstwhile master-god; for this reasa1 
"kernel" is printed with a laver case "k " in the stanza of 
"Pilgrimage" in which the fragrrentation of the godhead essence 
is narrated: 

Union they had known until the Boulder 
Rolling down the hill of the Beginning 
Shred the kernel to a million lights 
A traitor 1 s heart rejoiaed, the gods ' own slave 
Dirt-aovered from the deed. 33 

Since that first Boulder had rolled cbom the hill of the Begin
ning, it can no longer go "Up the hill in t:ine ' s tn1Wi.nd"; in 
human terms, nen's lives are fated thenceforth to be "spilt 
again/On recurrent lx>ulders" . 34 Divine conflict rrust of neces
sity have its human counterpart. The recurrence of this tragic 
destiny is theoretically prqx:>sed in the passages en apocalyptic 
visions, and practically proven in the battle section of the 
poem. The "whorls of interrperate steel" are re-enacted in the 
fatal swing of Ogun's sword in this section. Fran a dangerously 
lethal angle it wheeled itself into a full circle: 

A lethal ara 
Completes full airale 

Unsheathed 
The other half 
Of fire 

Incinerates 
All subterfuge 
Enthrones 
The fatal variant. 35 

The carnage unleashed by Ogun on his a,.m nen is a "fatal variant" 
of ~ tragic cycle inaugurated by Atunda. Only after his des
tructive fury had lulled did he recognise "the pattern of the 
spinning rock" in his a,.m action: 

He reaognised the pattern of the spinning roak 
And Passion slowly yielded to remorse.36 

For Soyinka, cyclic recurrance is a pre-ordained, pre
willed order of things. "The chronicle 1 " he writes, "abides in 
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clay texts/Mi fossi l textures". 37 'lb those who may be skepti
cal about the truth of its logic he says through 0gun 

Let an wit the circuZation 
Of tiT71(l 'e acrobat~ who pztay 

For disso~ution.38 

'!be inevitability of the cycle inplies that Ogun is no nore 
respoosi.ble for his actioo than is Atl.lrda. Atl.lrda may have act
ed fran pique of revolutiooary zeal, but he is like Ogun an 
instrurent of fate , a victim of the docrn of repetitioo. The i n
exorable cycle ran its oourse using Atunda and Ogun as its 
agency. What is roore inportant is the reactioo of the sinner to 
his sin, and of icxnoclast to the wreckage he leaves behind. In 
this regard, Og\m is an icxnoclast of a different order fran 
Atunda. Atunda acted fran cunning, Ogun acted fran error for 
which he reoogn:ised the need for expiaticn. Atunda rejoiced 
after his cri.rre, but Ogun, perceiving the "grim particular" of 
the assertive act of Atunda in his CMn actioo, was ovezwhelned 
wi. th :resrorse. Ogun 1 s sense of resrorse is iOOi.cati ve of the rooral 
distance between slave and master in the divine hierarchy. Ogun 
is stung into rerorse by a deed of error that had degraded him 
to the rank of a slave: 

He who had sought heights inaccessib~ to safeguard 
The vital. fUnt~ heard~ not voices whom the hour 
Of death had made a~~ one~ nor futi~e ~ight 
But the assertive act of Atunda~ and he was shamed 
In recognition of the grim particuz.ar.39 

To regain his respectable status in the divine order he had to 
seek "the season 1 s absolution, on the rocks of genesis" . 40 

Jt:Mever, Ogun 1 s seasonal absolution oorrespalds with the 
rhythm of the seasons; it is indeed indistinguishable fran the 
seasons themselves. When Soyinka says of Ogun that "Annually 
he re-enacts his deed of sharre, n41 he rreans that annually the 
seasonal cycles run their oourse. '!be berevolent side of 0gun 1s 
personality (creativity) oorrespcnds with the benevolent phase 
of the seasonal cycle--rain, harvest, life; the vicious side 
with the unpleasant aspect of the seasons~-drooght, scarcity, 
death. The massacre of the rren of Ire may have been a mytholo
gical reality, but it serves SOyinka as a rret.apOOr for the 
cruelty of the seasons and is also oorrelative to the harsh 
realities of life. 

Ogun 1 s association with the seasons establishes a kinship 
between him and such vegetation deities as Adarls, Osiris, Attis , 
arrl Tarmuz. Their disappearance fran earth inplies death and 
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drought; their reaJ;Pearance means life and harvest. Ogwl' s rocd 
is a "r-t:bius" orbit, that is, all nature is caught in ~ "r-t:bius 
noose; for the alternating cycles of the seasons are eternal. 
Earth's rings will always be brcken by drought or warfare, but th 
shattered rings will always be "healed" by the restorative ~ 
pathies of rain and harvest. 

Ogun' s tragic noose hangs albatross-like on the neck of 
every individual. For ~ creative artist especially, it is a 
tight noose for he is fated to experience a spiritual equivalent 
of Ogwl's pilgrimage before he can create. This is so because 
Ogun is himself ~ "pri.Irogeni tor of ~ artist as the creative 
human" . 42 "Every creative act," writes SOyinka, "breeds and 
destroys fear, ~ntains within itself both ~ salvation and 
the damnation." He has in mind, one suspects, the idea that 
every creative effort is fraught with its CMn ordeal and recan
pense. The ordeal is the agony of cx:rrp::>sition; the recatpenSe 
the post-natal elation that acxx:npanies the birth of an art-work. 
On his return fran the pilgrimage to the Idanre hills which was 
both sacramental and aesthetic SOyinka became ~ beneficiary of 
a divine "bcx:Jn" whidl he translated into a creative art: 

I returned home wet from overLaden bougha., brittle 
as the herald lightning to a stonn.4~ 

In literary tems, the overladen bough is an image of creative 
inspiration, for SOyinka affirms that "By nightfall that same 
day, "Idanre" was cx:npleted. n45 

In the Preface to "Idanre" SOyinka discloses that he 
~ienced a creative unease with the first draft c:opy of 
"Idanre." He described the unease as "a sediment of disquiet 
which linked me to lingering". 46 To exorcise the dem:>n of 
unease he had to perfonn the poet's rite on the hills of Idanre: 
"I abanooned my work - it was middle of ~ night - and walked. "4 

The walk is recorded in the first stanza of "Recession": 

I walked upon a deserted night before 
The gathering of Harvest., companion of a god's 
Pre-banquet . The hills of Idanre beckoned me 
As who would yield her4~ecrets., locked 
In sepulchral granite. 

The ordeal here is the rite whidl the poet nust perfonn before 
the creative secrets hidden in the sepulchral grahl. tes of iroagi
nation could be unlodced for him. The pattern of ritual and 
reccrcpense will continue, for every creative act has its CMn 

damnation and salvation. As an artist, Soyinka might have said 
with Ogun: 

This road have I trodden in a time beyond 
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.Memozy of faUen leaves~ beyond 
Thread of foaaiZ on the slate~ yet I must 
Thia way again.49 

For the creative artist, onoe rrore, Ogun's tragic noose 
holds no illusion of a "kink". '!be ritual pilgrimage is ines
capable. All things, Yeats says, IlU.lSt "nm/On that unfashion
able gyre". 50 The consolation is that t.OOse who make them IlU.lSt 
learn to be gay; and this is for the maker or the artist, the 
only available "kink" in the "eternal cycle of kannas". 
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