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ABSTRACT 

Uncovering the feminine myth has been the topic of numerous studies. In recent years, 

research has focused on the return of ancient images of the goddess as the primary metaphor for 

the feminine myth. Utilizing feminine typologies from Jungian archetypalists and feminist 

scholars, this study summarizes the research on the archetypal feminine in order to analyze 

Diane di Prima's Loba poems. An analysis of the poems is undertaken and reveals patterns of 

feminine images which are consistent with other revisionist literature by women. The analysis 

is then used to frame a production of the poems as a ritual celebrating the Loba as goddess. 

As Christine Downing suggests in The Goddess. women need images of the goddess to 

recognize the divine in themselves. The adaptation of the Loba poems for performance creates 

such an image. It also creates a theatre piece with what Sue-Ellen Case calls "woman as 

subject." As a result of this study, the goals of feminist archetypal theory are advanced as well 

as the goals of feminist theatre. 

------------------- .-. -------



CHAPTER ONE 

INTRODUCTION 
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Since 1978, the date of publication for Diane di Prima's collection of Loba poems, dozens 

of books have been published which relate the ancient goddesses of Greece, Egypt, Africa, 

India, and elsewhere to the modem woman. Many of these books refer to the ancient symbols of 

womanhood as a way of understanding contemporary life. A natural outgrowth of the feminist 

movement is this reclaiming of feminine heritage. Several archetypal studies of women's 

fiction, poetry, and art have revealed themes and images which are uniquely, or at least 

primarily, feminine. Diane di Prima's Loba bears the mark of such themes and images. By 

identifying these themes and images in the Loba poems, a connection to all of women's 

literature and the feminine experience becomes obvious. Once these aspects are identified and 

illuminated, a production concept for a performance of these poems, informed by this 

information, can be developed. Finally, a theatrical adaptation is made in order to ritualize 

the myth of the Loba. 

Purpose of Study 

The purpose of this study is four-fold. First, the study adds to the very recent 

development of feminist archetypal theory. By utilizing this methodology, a greater 

understanding of the limitations and possibilities of this theoretical framework is achieved. 

Second, the study adds to the minimal scholarship about Diane di Prima. She has a 

substantial body of work: over 20 books of poetry, essays, and journal material; a literary 

newsletter, The Floating Bear, which she edited with LeRoi Jones during the height of the 

American Beat Movement; and numerous broadsides and individual poems. Nevertheless, a 

thorough search of the scholarship about her reveals a smattering of interviews and book 

reviews. A poet of her distinction deserves further exploration. Even if one doubted di Prima's 

contribution to modern literature, the references to !&M in several articles and books about 
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women's poetry and mythology indicate that the poem is worthy of further study. The fact 

that the poems are currently out-of-print also strengthens the need for such a study. Third, this 

study offers an opportunity to link the research in feminist archetypal literary theory with 

the practices of feminist theatre. The physical realization of the poems (i.e., the production 

concept, adaptation, and staging) should reflect the themes and images the poems embody. 

Hence, this study adds to the scholarship in feminist theatre. Fourth, the study offers another 

analysis of translation. The shaping and forming of poetry for the stage informed by a critical 

outlook adds to the body of knowledge in theatre adaptation. Essentially, this dissertation 

creates a link among many disciplines and theoretical viewpoints. 

Review of Literature 

To begin this study, an understanding of the term "archetype" is essential. The existence 

of archetypes and archetypal images is a fundamental assumption for the theories discussed 

below. The archetype is derived from the Greek archi and typos. Archi means a beginning or 

first instance, and typos means a stamp. As Annis Pratt writes, the entire term "denotes the 

primordial form, the original, of a series of variations" (Archetypal Patterns in Women's 

Fiction 3). From this etymology of the word comes the idea that there exist archetypal 

patterns which are the original stamps of our human psyche. 

Although Carl Jung did not coin the term, his use of the archetype has been the focus of 

many psychological and literary studies. Jung writes that "the term 'archetype' occurs as early 

as Philo Judaeus, with reference to the Imago Dei (God-image) in man" and later in writings by 

Irenaeus and Dionysus the Areopagite (The Archetypes of the Collective Unconscious 4). In 

these writings the term is similar to Plato's notion of ideas. In his work Memories. Dreams. 

Reflections. Jung writes that the archetype "is an irrepresentable, unconscious, pre-existent 

form that seems to be part of the inherited structure of the psyche" and that archetypal ideas 

are images which repeatedly appear in myths, fairy tales, fantasies, dreams, and delusions all 

.... _---_._--



over the world (392). Elsewhere in his writings, Jung refers to the archetypes as "the 

unconscious images of the instincts themselves ... they are patterns of instinctual behavior" 

("The Concept of the Collective Unconscious" 44). 
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Jung identified the archetypes as belonging in the realm of what he termed the 

"collective unconscious." This term is used to differentiate between the personal unconscious, 

i.e., that which we have yet to recognize consciously about ourselves as individuals, and what 

Jung believed existed as a collective unconscious, i.e., that which we have yet to understand 

about ourselves as a collective race. The collective unconscious has evolved in a similar manner 

as the physical self has evolved from lower forms of life. Jung writes: "The psyche, too, has 

'evolved;' and some contents of modem man's unconscious resemble products of the mind of 

ancient man" (Man and His Symbols 66). The collective unconscious is a universal level that 

constitutes "the psychic expression of the identity of brain structure irrespective of all racial 

differences" (The Secret of the Golden Flower 87). According to Jung, we all carry the collective 

understanding of humanity with us in the very structure of our brains. Jung's concept was 

developed after a great deal of research. As Carol Schreier Rupprecht writes in "The Common 

Language of Women's Dreams": "This hypothesis of a collective unconscious Jung derived 

directly from his experiences with dreams, his own and those others shared with him; he 

collected over sixty thousand dreams before making his idea public" (195). 

When derived from the collective unconscious, archetypal images are extremely 

powerful. Jung describes this power and the relationship of the collective unconscious and the 

archetype: 

The collective unconscious, being the repository of man's experience and at the same 

time the prior condition of this experience, is an image of the world which has 

taken aeons to form. In this image certain features, the archetypes or dominants, 

have crystallized out in the course of time. They are the ruling powers, the gods, 



images of the dominant laws and principles, and of typical, regularly occurring 

events in the soul's cycle of experience. ("The Archetypes of the Collective 

Unconscious" 95) 

Therefore, when an archetypal image emerges in consciousness, the image is thought to come 

from the vast expanse of the collective unconscious: the record and projection of humanity's 

path. 

Jung felt it was important to distinguish between an archetype and the content of an 

archetypal image. The archetype itself is simply a structure: 

10 

Again and again I encounter the mistaken notion that an archetype is determined in 

regard to its content, in other words that it is a kind of unconscious idea (if such an 

expression is admissable). It is necessary to point out once more that archetypes are 

not determined as regards their content, but only as regards their form and then only 

to a very limited degree. A primordial image is determined as to its content only 

when it has become conscious and is therefore filled out with the material of 

conscious experience. Its form, however, ... might perhaps be compared to the 

axial system of a crystal, which, as it were, preforms the crystalline structure in 

the mother liquid, although it has no material existence of its own ... The 

archetype in itself is empty and purely formal ... , a possibility of representation 

which is given a priori. The representation themselves are not inherited, only the 

forms, and in that respect they correspond in every way to the instincts, which are 

also determined in form only. The existence of the instincts can no more be proved 

than the existence of the archetypes, so long as they do not manifest themselves 

concretely. ("Psychological Aspects of the Mother Archetype" 79-80) 
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Hence, the archetype is what Jean Shinoda Bolen calls an "inner image at work in the psyche" 

(Goddesses in Eyerywoman 14) while an archetypal image is that which is projected outward 

and given content. 

Although archetypes and archetypal images are discussed thoroughly in psychoanalytic 

literature, these concepts are also regarded in writing about art and literature. Erich Neumann, 

a student of Jung and author of The Great Mother. elaborated on Jung's definition of archetype 

and related it directly to art in his book Art and the Creative Unconscious: 

The archetypes of the collective unconscious are intrinsically formless psychic 

structures which become visible in art. The archetypes are varied by the media 

through which they pass-that is, their form changes according to the time, the 

place, and the psychological constellation of the individual in whom they are 

manifested. (82) 

Neumann continues to explain that the archetype is unchanging although its expression may 

vary greatly in style-in fact, there exist an "infinite variety of forms of expression" (82). 

Depending on the historical situation, the archetype takes on various individual expressions. 

This allows for the occurrence of many manifestations of (for example) the mother, although 

all relate back to the original archetype. 

In art and literature we see countless manifestations of the same archetypes. Northrup 

Frye considered the archetype similarly when he described it as "a recurrent image ... a 

symbol which connects one poem with another and thereby helps to unify and integrate our 

literary experience" (Anatomy of Criticism 99). These recurring images indicate that there is a 

core of archetypes, or as Frye indicates, "a group of universal symbols" (118). Much research has 

been conducted to determine the nature and manifestations of these core archetypes. 

Many feminists are suspicious of the use of the archetype because they feel it is a thin 

veiling for the tendency to form stereotypes-rigid roles which women and minorities have 

._--- --------
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fought against for centuries. Naomi Goldenberg expresses this view in her book Changing of the 

Gods: Feminism and the End of Traditional Religions: 

One image or one feminine principle can exist only if all females agree about the 

significance of the chosen symbol •.. No single image of woman can reflect all the 

important values of all females ... Instead of contracting our vision around one goal 

and one image, we ought to be exploring the broadest implications of feminist 

theory, i.e., the elimination of gender stereotypes altogether. (77-8) 

Some feminists, however, feel an important distinction exists between archetypes and 

stereotypes and that women may gain much from the understanding of archetypes. Bolen writes 

of her experience with acquiring a feminist perspective at the same time she was studying to be 

a Jungian analyst: 

I've discovered that a new depth of understanding results when the two 

perspectives-Jungian and feminist-are taken together. The two provide binocular 

vision into the psychology of women. 

The Jungian perspective has made me aware that women are influenced by 

powerful inner forces, or archetypes, which can be personified by Greek goddesses. 

And the feminist perspective has given me an understanding of how outer forces, or 

stereotypes-the roles to which society expects women to conform-reinforce some 

goddess patterns and repress others. As a result, I see every women as a "woman-in

between": acted on from within by goddess archetypes and from without by cultural 

stereotypes. (4) 

Although many archetypal clusters have been uncovered, the most interesting for this 

study are those surrounding the nature of the feminine. The nature of the feminine has been 

discussed in many fields under many different names, but a tracing of the archetypes associated 



with the feminine is important background for a study which delves into the feminine 

archetypes in Loba. 

Typologies of Feminine Archetypes 

A number of authors in psychology and, more recently, in feminist theology, have set up 

typologies of feminine archetypes. Part of the reason for setting up such a typology is to 

discover what is uniquely feminine. As recently as September of 1989, an article in Ms. 

complained of the differences in a computer software thesaurus: 
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Call up the word 'man' in the AppleWorks GS software thesaurus and you'll find 

synonyms aplenty: 'Member of the human race, human, being, body, creature, 

individual, life, mortal, party, person, personage, soul, mankind, flesh, humanity, 

humankind, mortality .. .' But, search for a word to replace 'woman,' and you'll 

find the offerings have been, well, pared down a bit: 'Female partner in a marriage; 

wife, lady, Mrs.' (Combs 14) 

Although one might argue that this is simply the nearSightedness of one software writer, it 

may be indicative of our cultural view of the limitations of what a woman is. The discussion 

which follows presents several authors whose feminine typologies have a bearing on how the 

Loba poems are interpreted and analyzed: Carl lung, Emma lung, Erich Neumann, Toni Wolff, 

and Jean Shinoda Bolen. These authors are chosen because they have developed extensive 

typologies of the feminine. They also represent a lineage of Jungian thought which extends 

through the twentieth century. 

CarIJung 

In 1938, lung published an essay entitled "Psychological Aspects of the Mother 

Archetype." This, along with other essays and observations by Jung, became the forerunner of 

much future psychological and literary inquiry into the nature of the feminine archetype. 

-------- ~--------
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In "Psychological Aspects of the Mother Archetype," Jung writes that "like any other 

archetype, the mother archetype appears under an almost infinite variety of aspects" (81). 

Along with personal identifications of the mother e.g., biological mother, grandmother, aunt, 

Jung discusses mythological mothers such as Demeter and Cybele. He also lists several symbols 

associated with the mother: 

Other symbols in the figurative sense appear in things representing the goal of our 

longing for redemptions, such as Paradise, the Kingdom of God, the Heavenly, 

Jerusalem. Many things arousing devotion or feelings of awe, as for instance the 

Church, university, city or country, heaven, earth, the woods, the sea or any still 

waters, matter even, the underworld and the moon can be mother-symbols. The 

archetype is often associated with things and places standing for fertility and 

fruitfulness: the cornucopia, a ploughed field, a garden. It can be attached to a 

rock, a cave, a tree, a spring, a deep well, or to various vessels such as the 

baptismal font, or to vessel-shaped flowers like the rose or the lotus. Because of 

the protection it implies, the magic circle or mandala can be a form of mother 

archetype. Hollow objects such as ovens and cooking vessels are associated with 

the mother archetype, and, of course, the uterus, yoni, and anything of a like 

shape. Added to this list are many animals, such as the cow, hare, and helpful 

animals in general. (81) 

Upon reading this list, one wonders if Jung indeed were attempting to list all of the "almost 

infinite variety of aspects." The point is well taken, however, that the mother archetype 

comes in many forms and variations. In the poem "Some Lies About the Loba," di Prima writes 

that one of the lies is "that there is anything to say of her/which is not truth" (76). As it 

appears with the mother archetype, everything one says about the Loba is true. 
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After Jung's list, he writes that all of these aspects "can have a positive, favorable 

meaning, or a negative, evil meaning" (81). From this idea comes Neumann's later division and 

elaborations of the Good Mother and the Terrible Mother (in The Great Mother> discussed 

below. 

Although Jung examined the n:'0ther archetype to a certain degree as the fundamental 

feminine archetype, he also explored the idea of the anima-that which a man experiences as 

feminine-in his essay, "Concerning the Archetypes, with Special Reference to the Anima 

Concept." In this essay, Jung equates the anima most closely with the Chinese yin, or feminine 

element existing within a man. The anima is. an aspect of himself which a man represses 

psychologically and, as Jung indicates, tries to come in greater contact with later in life (71-2). 

Jung also says that this aspect of a man is especially important whenever emotions are 

concerned (70). In other words, the anima is the feminine and emotional element which a man 

attempts to repress throughout much of his life until he becomes conscious of the importance of 

reintegrating this aspect into his psyche. 

James Hillman, who amplified Jung's statements concerning the anima, wrote that "Jung 

and the literature of analytical psychology mainly employ 'anima' to refer to the contrasexual, 

less conscious aspect of the psyche of men" (Anima 5). Hillman criticizes Jung's delineation of 

anima as only belonging to men: "By our denying woman anima and giving her animus instead, 

an entire archetypal pattern has been determined for women's psychology" (63). This sets up 

the notion that women have an entirely different psyche than men and have no repressed 

feminine image of their own. Since the anima can become a guiding image in one's life, again, 

Jung indicates that women have no guiding feminine images. This is a problem with Jung's 

definition of the anima and the feminine. As Demaris Wehr writes in her book Tung and 

Feminism: 
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Androcentrism and misogyny distort lung's discussions of women, the anima and 

animus, and the feminine ... The infiltration of Jung's cultural and gender bias is 

deep enough that analytical psychology, as a body of theory, does not contain an 

adequate definition of women and the feminine on terms that substantiate women's 

'consciousness-raised' experience (99). 

Jung primarily discusses the feminine image in terms of how men perceive it. Women, of course, 

have a perception of the feminine as well, as many contemporary poets and scholars 

demonstrate. The Loba poems evoke an image of the feminine as realized by women. 

FmmaJung 

Although Emma lung (Carl lung's wife) had the potential to view the feminine from her 

own vantage point as a woman, she essentially elaborated her husband's work. She 

established boundaries of the feminine and the masculine in her essays entitled "Animus" and 

"Anima." In describing the animus. Emma Jung describes the masculine principle. The animus is 

that which guides a woman in her journey towards individuation-a term Carl lung used to 

describe psychic maturity. The anima, which is the feminine principle, is that which guides a 

man. Much controversy exists about these principles. Although Jung had experience uncovering 

the anima in himself and male analysands, he deduced the existence of the animus counterpart 

in women without adequate evidence. Emma Jung further delineated these two principles. 

She describes the animus as primarily logos and gives it the attributes of judgment, 

understanding, abstraction, discrimination, the setting up of general laws, and reason. 

According to Emma Jung, these are qualities which are masculine and, hence, already exist in 

men. They are also qualities which a woman seeks to develop in herself. 

The anima is the feminine principle and is characterized as~. The eros function is the 

mediator between consciousness and the unconscious and emphasizes the qualities of union and 

relationship. The feminine principle also possesses second sight and the art of prophecy 

. - .. - -.---.----



because "she is more open to the unconscious than man. Receptivity is a feminine attitude, 

presupposing openness and emptiness" (55). Emma Jung adds that "The Great Mother, the 

Prophetess and the Love Goddess are all aspects of primal femininity" (76). 
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Emma Jung gave more value to the feminine principle but nevertheless described it from a 

male-centered perspective, emphasizing its receptivity. She does, however, begin to expand 

the role of the feminine principle and admits the diversity within primal femininity. 

Erich Neumann 

Erich Neumann's treatment of The Great Mother is often recognized as the classic 

definition of the feminine archetype. Utilizing hundreds of representations of goddesses and 

women, Neumann arrives at certain observations on the nature of the feminine. As a student of 

Jung, he is careful to delineate between the archetype and the actual physical representations: 

"When analytical psychology speaks of the primordial image or archetype of the Great 

Mother, it is referring, not to any concrete image existing in space and time, but to an inward 

image at work in the human psyche" (3). Although Neumann studies many physical 

representations, he is doing so to discover the tendency to make images guided by the inward 

archetype. ,From those images, he is able to distinguish those characteristics of the inward 

image of the psyche. 

Neumann begins his exploration of the feminine by describing the elementary character 

of the feminine as 

the Great Round, the Great Container [which] tends to hold fast to everything that 

springs from it and to surround it like an eternal substance. Everything born of it 

belongs to it and remains subject to it; and even if the individual becomes 

independent, the Archetypal Feminine relativizes this independence into a 

nonessential variant of her own variant being. (25) 

--- ------ ------
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The concept of the feminine as container is elaborated upon throughout Neumann's work. He 

states, "This central symbol [of the feminine] is the vessel" (39). Neumann emphasizes the 

association of the "pot" with women's bellies: " ... [There is] the worldwide identification of 

the goddess with the 'pot,' the belly symbol par excellence" (132). He further adds: 

[The pot] is one of the original symbols of womanhood, while the making and 

ornamenting of pottery are among the primordial functions of woman ... The sacral 

relation of the woman to the pot originates in the symbolic significance of the form 

... and also in the symbolic significance of the material from which the pot is 

made, namely clay, for clay belongs to the earth, which stands in a relation of 

participation with the Feminine. (133-4) 

This last statement about the association of pot, clay, and earth is echoed in many 

contemporary feminist writings~ They contend that as women are devalued, so is the earth. 

Likewise, as women are valued, the earth is treated as sacred. Neumann's view of the feminine 

as a vessel or pot is very much akin to Emma lung's proclamation of the feminine as primarily 

receptive. 

Neumann also observes water images associated with the feminine: 

The Great Goddess is the flowing unity of subterranean and celestial primordial 

water, the sea of heaven on which sail the barks of the gods of light, the circular 

life-generating ocean above and below the earth. To her belong all waters, streams, 

fountains, ponds, and springs, as well as the rain ... life is her child, a fish 

eternally swimming inside her. .. (222) 

Other authors confirm that a principle element of the feminine is water. This symbol figures 

prominently in the Loba poems and will be noted in the analysis of the poems. 

Neumann's typology of the feminine is best seen in his four-cornered diagram of the 

Archetypal Feminine (64-83). At each comer is a different aspect of the feminine. The two 

.... -- ---------



upper comers are the "positive" feminine and the two lower comers indicate the "negative" 

feminine. 
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The upper left-hand comer of the diagram indicates the "Good Mother." Included in this 

aspect of the archetype are figures such as Ishtar, Artemis, the Buddhist Kwan-Yin, Isis, 

Mary, and Demeter. These include all that has to do with birth, rebirth, immortality, and 

fruit. The Good Mother is life-giving, benevolent, and generous. Furthermore, the Good Mother 

is associated with plentiful nourishment: " ... the Great Goddess is everywhere the ruler over 

the food that springs from the earth, and all the usages connected with man's nourishment are 

subordinated to her ... For this reason the Great Goddess is frequently associated with a 

vegetable symbol ... " (261). Cave paintings and ancient sculptures often depict the "Good 

Mother" as a figure associated with food. Certainly, Demeter as Goddess of Grain is associated 

with nourishment. Neumann writes that "the Great Goddess .. .Ishtar [is portrayed] with the 

branches or ears of grain sprouting from her back" (132). 

Directly opposite this quadrant of the diagram in the lower right-hand comer is the 

"Terrible Mother." The Terrible Mother is synonymous with the Old Witch. Her 

manifestations include Hecate, Gorgon, Ishtar, and Isis (who, interestingly, is part of both the 

Good Mother and the Terrible Mother, indicative of her dual nature), Artemis (who is included 

in all four corners of the diagram), Kali, Empusae, Erinyes, and the Furies. These figures are 

associated with sickness, death, extinction, and dismemberment. Neumann writes that "the 

Great Mother as Terrible Goddess of the earth and of death is herself the earth, in which 

things rot" (162). In this characterization of the feminine, the nurturing, vegetative, receptive 

nature of the Good Mother become smothering, rotting, and engulfing. Neumann describes the 

Egyptian goddess Ta-urt (of the sixteenth and fifteenth centuries B.C.) as a creature who was 

part hippopotamus, crocodile, lioness and woman. Both revered and feared, Ta-urt embodies 

the paradox of life and death. Neumann states that "life and birth are always bound up with 

. - - . --------
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death and destruction" (153). In fact, the figure of the Loba as part-woman, part-animal bears 

much resemblance to Ta-urt. 

Both sections of the diagram have to do with the mother archetype, portrayed as 

opposites, and yet, very much related. Destruction is essential to creation. Neumann elaborates 

this dual role: 

Blood sacrifice and dismemberment belong to the fertility ritual of the Great 

Mother. Both fecundate the womb of the earth, as can be seen from a number of rites 

in which the pieces of the victim-whether man or animal-- are solemnly spread 

over the fields. (189) 

Neumann describes one of the rituals celebrating the goddess of the dead in India, Durga: 

Her great temple festival in the spring-for the refundication of nature-is 

attended by pilgrims from the surrounding plain and from the mountains that 

enclose it. An Englishman who attended the festival in 1871 reports that each day 

twenty buffaloes, two hundred and fifty goats, and the same number of pigs were 

slaughtered in the temple. Under the sacrificial altar there was a deep pit, filled 

with fresh sand that sucked up the blood of the beheaded beasts; the sand was 

renewed twice a day, and when drenched with blood it was buried in the earth to 

create fertility. (151) 

The image of the blood-thirsty goddess is not unique to India. Many cultures throughout history 

have such figures in their folklore. These figures are characteristically the dark side of the 

nurturing mother and are often viewed as one and the same. Neumann says that the dark side 

of the archetype represents the unconscious: " ... the Terrible Female is a symbol for the 

unconscious. [It assumes] the form of monsters, whether in Egypt or India, Mexico or Etruria, 

Bali or Rome" (148). 
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Also included in Neumann's four-comered diagram are the Positive Transformative 

Character and the Negative Transformative Character of the feminine. These two points on 

the diagram might be associated with the anima just as the other two points are associated 

with the Mother. Since these are the primary aspects of the feminine which Jung wrote about, 

they are also primary in Neumann's schema. 

The Positive Transformative Character is located in the upper right comer and is 

synonymous with the Virgin. Associated with this aspect are the figures of Mary (who is also 

related to the Good Mother-this aspect of her is obviously her virginal self), as well as 

Sophia, Kore, Maat, the Muse, Athene, and Artemis. These represent wisdom, vision, 

inspiration, and ecstasy. She is the anima figure which benevolently guides men in their quest 

toward individuation. 

In the lower left is the Negative Transformative Character of the feminine, also known 

as the Young Witch. Her manifestations include Lilith, Circe, Lorelei, Medea, Aphrodite, 

Artemis, and Astarte. She is associated with ecstasy, madness, impotence, and stupor. This 

aspect of the feminine is the anima figure which thwarts men in their quest for psychic 

maturity, representing those figures or psychic realities which men must conquer. Often 

seductive, these figures offer men a challenge. Referring to a winged incubus with bird's claws, 

Neumann characterizes this aspect of the feminine: 

She is an enchanting, seducing, orgiastic, and nightmarish form of the Feminine, 

whose ambivalent character for man's ego begins where the excessive power and 

fascination of the numinous becomes a disintegrator of consciousness, and hence is 

experienced as negative and destructive. (146) 

In other words, when man's quest for the spiritual becomes overwhelming, individual 

consciousness is destroyed and man slips into a kind of stupor, seduced by the spell of Circe: 

"Like so many alluring and death-dealing female figures, Scylla, the devouring whirlpool, has 
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the upper parts of a beautiful woman, while her lower parts consist of three hellhounds" (168). 

Once again, the resemblance to the Loba is clear. 

The description of the feminine by Neumann is thoroughly documented and explored. 

Certainly, his study is one of the best-known pieces of research on the feminine. His work 

proves the existence of a goddess-centered ancient religion: 

With the Stone Age sculptures of the Great Mother as a goddess, the Archetypal 

Feminine suddenly bursts upon the world of men in overwhelming wholeness and 

perfection. Aside from the cave paintings, these figures of the Great Goddess are 

the earliest cult works and works of art known to us. The appearance of these 

figures in a territory extending from Siberia to the Pyrenes seems to presuppose the 

presence of a unitary 'world view' centering round the Great Goddess. The 

homogeneity of this Stone Age culture is independent of the origin of the figures, 

and is in no way affected by the question whether primordial migrations carried 

this figure outward from a center, or whether these plastics appeared 

simultaneously at different places ... Of the Stone Age sculptures known to us, 

there are fifty-five female figures and only five male figures. The male figures, of 

youths, are atypical and poorly executed, hence it is certain that they had no 

significance for the cult. This fits in with the secondary character of the male 

godhead, who appeared only later in the history of religions and derived his 

divine rank from his mother, the Goddess. (94-5) 

At the same time that Neumann's description of the feminine is far-reaching and 

thorough, a bias exists in his writing which is cultural and androcentric (man-centered). 

Demaris Wehr writes that "androcentrism is ... the habit of thinking about the world, 

ourselves, and all that is in the world from the male perspective. From this perspective, the 

male is the center of experience, and that experience is normative" (16). Neumann observes a 

- -- .. --_._--_._-_.-- .. --- .. -
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Peruvian jar "covered with breasts on all sides," and he refers to it as a beautiful example of 

the all-nourishing feminine (124). The breasts are pointed, almost cone-shaped, reminiscent of 

starched brassieres from the 1950's. This statement in the midst of a study about universal 

archetypes is indicative of a deeper bias. 

Other contemporary feminist writers have discussed Neumann's study and observed 

weaknesses in his schema. For example, Estella Lauter, author of "Visual Images by Women: A 

Test Case for the Theory of Archetypes," describes a problem with his point of view: 

Neumann would have us subsume all aspects of the feminine under the archetype of 

the Great Mother. As we have seen, this schema cannot even encompass the diverse 

images of the mother, and it surely does not take into account images of women with 

no apparent relationship to men or to children. (73-4) 

Although Neumann gives us many different aspects of the Great Mother, all of her attributes 

are viewed in association with men. 

Sjoo and Mor, authors of The Great Cosmic Mother, also discuss problems with Neumann's 

writing: 

Erich Neumann especially, in The Great Mother: An Analysis of the Archetype . 
...... , 

has gathered together powerful statues, paintings, and other icons of the Great 

Goddess as she was worshipped for thousands of years worldwide, and attempted 

to analyze the meaning of her many manifestations-as Good Mother, Terrible 

Mother, White and Black Mother, Lady of the Beasts and Plants, and so forth. To 

avoid the controversial existence of real matriarchies, Neumann and other Jungians 

say it is not relevant whether a belief in the Goddess arises out of a society shaped 

by women or by men. But they clearly assume the beliefs, as well as these icons, 

were shaped by men. The Great Mother exists for them as an archetype only, as the 

-- --------------- .. ----. 
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SjOo and Mor point out two problems with Neumann's work. One is the issue of the actual 

existence of the matriarchal or woman-centered culture. Neumann and other Jungians indicate 

that the reality of this existence is not as important as the symbolism of the archetype. Sjoo 

and Mor interpret this as an attempt to deny the reality of the goddess, and to deny the reality 

of a woman-centered culture. They feel the actual existence is important to the validation of 

women's experience. 

SjOo and Mor also react negatively to Neumann's male-centered writing. They perceive 

that, for Neumann, the Great Mother exists as a "classic mental object of the male mind,"-the 

archetypal feminine seen only in relationship to others. Esther M. Harding writes in 1935, 

"Our civilization has been patriarchal for so long, the masculine element predominating, that 

our conception of what feminine is, in itself, is likely to be prejudiced" (Woman's Mysteries: 

Ancient and Modem 30). Later, Harding adds, " ... if woman is out of touch with the feminine 

principle, which dictates the laws of relatedness, she cannot take the lead in what is after all 

the feminine realm, that of human relationships" (17). Sadly, the patriarchal prejudice exists 

even in Harding's writing. 

Ginette Paris, in her book Pagan Meditations: The Worlds of Aphrodite. Artemis. and 

Hestia, describes the importance of "non-associative femininity": 

[Artemisian virginity] is re-appearing today in the form of a radical feminism that 

also defends a femininity beyond all association with men. And I believe that we 

must preserve this non-associative femininity at all costs and reserve psychological 

and physical spaces for it. (115) 

Paris is refering to the goddess, Artemis, and her particular brand of virginity which is not 

associated with men in any way. Artemis is the sister of Apollo, but it is not this relationship 

-------.-.----
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which is primary in her mythology. She is the goddess of the hunt and midwife to women. Her 

relationships are primarily with women. Paris recognizes the danger of associative femininity 

when she writes, " ... in our culture, femininity is usually judged as a function of its value 

relative to man, child, or to society and •.. it is rarely honored in itself" (114). Downing (The 

Goddess) confirms this statement in writing that" ... thinking of the goddess as the mother

goddess can delimit our imagining" (24). 

This understanding of what the feminine is to women is central. The following authors 

have examined this issue in detail. 

Toni Wolff 

Toni Wolff was Carl Jung's lover and was greatly influenced by him. Her examination of 

the feminine entitled Structural Forms of the Feminine Psyche has been criticized as 

androcentric because her typology discusses "women's identities in terms of a relationship (or 

lack of relationship) to a man" (Wehr 115). However, Wolff does recognize the importance of 

women's identities as perceived by women. She focuses on the symbol of Mary within the 

Catholic church as a repository of much of the feminine for women: 

One historical fact only shall be mentioned here as being the symbolic example of 

the modem woman's problems: the insecurity of many a modem woman regarding 

her own self and the essence of the feminine is less frequently found in catholicism 

[sic]. Here, in the symbol of Mary, the cult of the feminine principle as such has not 

only been associated since ages with the male godhead ... , but its various aspects 

are symbolic representations of essentially feminine ways of existence: maid of the 

Lord, virgin, bride of the Holy Spirit, mother of God, fighter against the infidel, 

mediatrix, queen of heaven, etc. From an historical viewpoint the insecurity of the 

protestant (and the Jewish) woman is due to the absence of her own principle 

within the exclusively male godhead-the metaphysical parallel to the 

'-"- .. __ ._._--------------
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patriarchal-masculine civilization. But religious symbolism should embrace an 

individual in his or her totality. However, in view of the fact that a return to the 

past is impossible, those concerned can only advance along the path of an 

intensified differentiation and a deeper appreciation of the psychological 

problems involved. 

The disappearance of the feminine (Chinese 'Yin') principle in protestantism, 

including the figure of Mary, as well as meaning and mystidsm in cult and myth, 

and the exclusive reliance upon the 'word' as fundamental prindpal resulted in the 

promotion of science and technics, but also in the development of 'logos' into a 

purely rational instrument with the exclusion of the psychic factor. (2) 

Several items are noteworthy in Wolffs statement. First, she recognizes the importance 

of a feminine godhead for women in order to develop a healthy psyche. Second, she mentions 

not only Mary's relationship to the Holy Spirit and Jesus (male figures) but she mentions Mary 

as virgin, as fighter, as mediator, and as queen. None of these aspects of the symbol of Mary 

have to do with the relationship or lack of relationship with a man (a virgin is here 

interpreted as "one with herself' rather than as a woman who has not had sexual intercourse). 

Third, Wolff says that we cannot return to the past to recover the lost godhead, and yet, many 

people are in fact turning to the past, to the ancient images of the goddess, as a way to 

incorporate the feminine principle into their lives. Finally, Wolff recognizes that this 

reliance on the male image of god results in a reliance on only the rational aspect of logos which 

is damaging to the psyche. 

By pointing out the importance of Mary for women, Wolff is showing the significance of 

Maryology. Di Prima has an entire section in the Loba poems which focuses on Mary, a potent 

symbol for many people. Naomi Goldenberg, in Changing of the Gods. writes: 
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Mary has a legitimate base of power in the human psyche. Behind her sanitized 

figure lurk all the great pagan goddesses of the ancient world ... Mary derives her 

power in the fact that she compels minds and hearts from the vestiges of these 

vibrant goddesses she was supposed to replace. (75) 

Perhaps Wolff recognizes this as she elaborates on the ancient goddesses: 

With the revival of classical antiquity during the era of the renaissance, Olympus 

and its dieties also rose again into consciousness--a many-figured soul-image for the 

man, and for the woman a manifold symbolic expression of femininity: Hera, consort 

and queen; Demeter-Persephone, the mother; Aphrodite, the lover; Pallas Athene, 

the carrier of culture and protectress of the heroes; Artemis, the maidenly huntress; 

Hecate, the ruler in the nether-world of magic. (3) 

Listing the Greek goddesses as a "symbolic expression of femininity" has encouraged other 

women to write of the importance of the goddess figures in determining a balanced expression of 

the feminine principle. Wolff considers Olympus to be merely historical background, however, 

and focuses most of her attention on describing the feminine in terms of a diagram that has two 

axes and four points. She labels these four structural forms as Mother, Hetaira, Amazon, and 

Medial Woman: 

The mother is motherly cherishing and nursing, helping, charitable, teaching. Her 

instinct reacts to all that in man is in the process of becoming, or which is 

underdeveloped, in need of protection, in danger, or must be tended, cared for and 

assisted ... The Hetaira or companion is instinctively related to the personal 

psychology of the male, and also to that of her children if she is married. The 

individual interests, inclinations and, possibly, also the problems of the male are 

within her conscious field of vision and are stimulated and promoted by her ... the 

Amazon ... is independent and self-contained ... Her interest is directed towards 
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objective achievements which she wants to accomplish herself ... The medial 

woman is immersed in the psychic atmosphere of her environment and the spirit of 

her period, but above all in the collective (impersonal) unconscious ... She will 

often personify the impersonal side of [a man's] Anima and thus unknowingly draw 

him into chaotic turmoil by which she will be carried away herself. (4-9) 

Wolffs typology is mainly concerned with the relationship of women to men, however, she 

does indicate that the Amazon is a woman separate from relationship: ''The fact that the 

problem of relationship may be a vital, but certainly not the only vital one for the male, 

enables him, especially nowadays, to experience under a positive aspect a third structural form 

of the female, namely the Amazon" (7). She advises that it is important for a man to 

experience the Amazon in a positive way. Fortunately, Wolff introduces an aspect of the 

feminine which Jung did not. It is this aspect of the feminine which is essential to feminism 

and to the character of the Loba. 

Jean Shinoda Bolen 

Bolen offers a still wider spectrum of archetypal images for women in her Goddesses in 

Everywoman. By using the Greek pantheon of major goddess-figures, she allows a greater 

variation in feminine typology than either Neumann or Wolff. She also approaches the 

goddesses as aspects of women's consciousness, rather than men's consciousness as Jung, Neumann, 

and Wolff did. This is an important step. As Wehr points out: 

The androcentric nature of the prevailing symbol systems -from which Jung derives 

his theory of the collective unconscious-prevents feminists from claiming full 

allegiance to or responsibility for them as they are presented to us. This is why 

many feminists have gone on a search for prepatriarchal systems or for the goddess 

in prepatriarchal history, hoping to find historical remnants of a worldview that 

does reflect women's consciousness. (23) 

--------"-----
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If we look to the 'age of matriarchy' for the roots of a specifically feminine 

consciousness (feminine now, not as a complement to the masculine, but in its original 

sense, meaning "of or pertaining to women"), we should find there, not a societal 

system ready for immediate transfer, but the figure of the goddess herself, 

prepared to serve as a metaphorical model toward a definition of the feminine in 

women's own terms. ("Journey into Archetype: The Dark Woman in Contemporary 

Women's Poetry" 6) 

Bolen creates a "definition of the feminine in women's own terms." She also allows a 

coalescence in her typology in which an individual may relate to a combination of figures. 

Bolen writes: 

The Greek goddesses are images of women that have lived in the human 

imagination for over three thousand years. The goddesses are patterns or 

representations of what women are like--with more power and diversity of 

behavior than women have historically been allowed to exercise. (23) 

Bolen divides the goddesses into three categories: virginal, vulnerable, and alchemical. 

These deSignations are based on "modes of consciousness, favored roles, and motivating factors 

[as well as] attitude toward others, the need for attachment, and the importance of 

relationships ... " (16). In the category of virginal, she includes Artemis, Athena, and Hestia. 

Hera, Demeter, and Persephone are the vulnerable goddesses. Aphrodite is the single 

alchemical goddess. 

Bolen describes the virgin goddesses as representing "the independent, self-suffident 

quality in women ... As archetypes, they express the need in women for autonomy, and the 

capacity women have to focus their consciousness on what is personally meaningful (16). These 

-- ---------------- -. ----_. 
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goddesses are the "nonrelationship aspect of women's psychology" (35), not the sort of 

archetypal image explored in Neumann's The Great Mother. Wolff describes the Amazon, and 

to a certain extent, the Medium, however, she focuses largely on how they activate a man's 

psyche. Unique in her approach, Bolen is expressly interested in how certain archetypes 

manifest themselves in women. 

In Bolen's work, the vulnerable goddesses-Hera, Demeter, and Persephone--are 

representative of more traditional roles for women. Hera, as the Goddess of Marriage, 

represents the wife archetype; Demeter, as the Goddess of Grain, represents the mother 

archetype; and Persephone, as Kore, Maiden, and Queen of the Underworld, represents the 

daughter archetype. With all of these goddesses, "the motivational pull is relationship, 

rather than achievement and autonomy or new experience. The focus of attention is on others, 

not on an outer goal or an inner state" (132). They are vulnerable because they are open to and 

identify with relationship. 

Bolen considers Aphrodite as the alchemical goddess because "she maintained her 

autonomy, like a virgin goddess, and was in relationships, like a vulnerable goddess" (17). She 

is able to change herself and the world around her through her ability to love and to teach 

others to love. 

Each of these goddesses have a distinct personality. Much of Bolen's book describes who 

they are and how they are activated in an individual woman at various times in her life. 

Most interesting for this study are the archetypes of the virgin goddesses. Although the 

Loba is in a relationship with the "dark god" in certain poems and although she gives birth in 

the poems, her primary archetype is that of Artemis, one of the virgin goddesses. Bolen defines 

virgin as "undefiled, pure, uncorrupted, unused, untilled, untouched and unworked on 'by man'" 

(35). Sjoo and Mor echo this description in their definition of virgin: 

-- -------------_.----_. 
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Ancient moon priestesses were called virgins. "Virgin" meant not married, not 

belonging to a man-a woman who was "one-in-herself' ... Ishtar, Diana, Astarte, 

Isis were all called virgin, which did not refer to sexual chastity, but [to] sexual 

independence. (158) 

All three of the virgin goddesses manifest their virginity in different ways. Artemis 

exhibits her virginity in her separation from men and their influence. Athena has a strong 

identification with men. In many ways, Athena is like a man while remaining sexually 

independent of men. Bolen writes, "As Goddess of Wisdom, Athena was known for her winning 

strategies and practical solutions. As an archetype, Athena is the pattern followed by logical 

women, who are ruled by their heads rather than their hearts" (78). Hestia has completely 

withdrawn from men and "concentrates on her inner subjective experience ... Hestia's way of 

perceiving is by looking inward and intuitively sensing what is going on" (110). All three 

goddesses exhibit sharply focused concentration as opposed to the diffused, other-oriented focus 

of the vulnerable goddesses (38-9). 

The feminine typology of Bolen offers many possibilities to women for the understanding 

and appreciation of personal archetypes. Her book was published in the midst of a plethora of 

books and articles about goddesses and their manifestations in contemporary life. To 

understand fully the impact of the goddess archetype, the next section will focus on the rebirth 

of the goddess image. 

Although many typologies of the "feminine" exist, it is important to recognize that each 

may have an inherent limitation or bias. As Carrin Dunne writes in Behold Woman: A Jungian 

Approach to Feminist Theology. "My vision of woman is necessarily a limited vision, reflecting 

the woman I am" (xiv). This statement not only accurately reflects the typologies above but is a 

statement of the feminist view that there is no such thing as objective truth. 
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The Goddess Archetype 

For thousands of years our image of god has existed primarily as a masculine deity. 

Celie, in Alice Walker's The Color Purple. has a difficult time conceiving of a god in any other 

form besides the old man with the long gray beard. In recent years, many writers in fields of 

religion, anthropology, psychology, and literature have begun to explore the myth of the 

goddess. Edward Whitmont, in his book, Return to the Goddess. writes of this phenomenon: 

At the low point of a cultural development that has led us into the deadlock of 

scientific materialism, technological destructiveness, religious nihilism, and 

spiritual impoverishment, a most astounding phenomenon has occurred. A new 

mythologem is arising in our midst and asks to be integrated into our modem form of 

reference. It is the myth of the ancient Goddess who once ruled earth and heaven 

before the advent of the patriarchy and of the patriarchal religions. (vii) 

Whitmont sees the "return to the goddess" as a way of literally saving the world. He describes 

this orientation as "feminine, earthy, instinctual, and sensual"-aspects which have been 

"repressed and denied ... through the last five thousand years." Whitmont believes that the 

assimilation of these values and qualities may create "new forms of culture, consciousness and 

aggression-control" (33). 

Other feminist writers see this return to the goddess as an important step for women in 

their psychic growth. Sylvia Brinton Perera writes in "The Descent of Inanna: Myth and 

Therapy" that "The return to the goddess for renewal in a feminine source and spirit is a 

vitally important aspect of modem woman's quest for wholeness" (139). This statement is 

echoed in many other feminist and non-feminist writings. In her book The Hero Within: Six 

Archetypes We Live By, Carol Pearson writes, " ... it is often empowering for women to image a 

Goddess. The Goddess is like us. The image also helps us understand and honor the divine in 

ourselves" (146). 

-----------
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This "divine in ourselves" is interpreted as "power" by Carol P. Christ in "Why Women 

Need the Goddess": 

The simplest and most basic meaning of the symbol of the Goddess is the 

acknowledgement of the legitimacy of female power as a beneficient and 

independent power ... The strength and independence of female power can be 

intuited by contemplating ancient and modem images of the Goddess. (277) 

Reclaiming women's power is an important aspect of the feminist movement. Along with this, 

reclaiming our bodies is also essential. Christ writes: 

A second important implication of the Goddess symbol for women is the affirmation 

of the female body and the life cycle expressed in it. Because of women's unique 

position as mens truants, birthgivers, and those who have traditionally cared for 

the young and the dying, women's connection to the body, nature, and this world has 

been obvious ... The symbol of Goddess aids the process of naming and reclaiming 

the female body and its cycles and processes. (279,281) 

Christ proceeds to discuss the other reasons women need the goddess: these include trusting the 

female will and venerating women's bonds and heritage. She answers the essential question by 

explaining: 

The symbol of Goddess has much to offer women who are struggling to be rid of the 

'powerful, pervasive, and long-lasting moods and motivations' of devaluation of 

female power, denigration of the female body, distrust of female will, and denial 

of the women's bonds and heritage that have been engendered by patriarchal 

religion. As women struggle to create a new culture in which women's power, bodies, 

will, and bonds are celebrated, it seems natural that the Goddess would reemerge as 

symbol of the newfound beauty, strength, and power of women. (286) 
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The goddess has been recognized as an important source for women from diverse writers, 

ranging from renowned mythologist Joseph Campbell ("Where the Goddess had been venerated 

as the giver and supporter of life as well as the consumer of the dead, women as her 

representatives had been accorded a paramount position in society as well as in cult," Masks of 

God: Occidental Mythology, 21-2) to radical feminist Mary Daly ("the Goddess [is] the deep 

Source of creative integrity in women," Gyn/Ecology 111). Neumann himself writes that "the 

Great Goddess ... is the incarnation of the Feminine Self that unfolds in the history of mankind 

as in the history of every individual woman ... " (The Great Mother 336). Downing sums up 

this viewpoint: 

... in recent years many women have rediscovered how much we need the goddess in 

a culture that tears us from woman, from women, and from ourselves. To be fed only 

male images of the divine is to be badly malnourished. We are starved for images 

which recognize the sacredness of the feminine and the complexity, richness, and 

nurturing power of female energy. We hunger for images of human creativity and 

love inspired by the capacity of female bodies to give birth and nourish, for images 

of how humankind participates in the natural world suggested by reflection on the 

correspondences between menstrual rhythms and the moon's waking and waning. 

We seek images that affirm that the love women receive from women, from mother, 

sister, daughter, lover, friend, reaches as deep and is as trustworthy, necessary, and 

sustaining as is the love symbolized by father, brother, son, or husband. We long for 

images which name as authentically feminine courage, creativity, loyalty, and 

self-confidence, resilience and steadfastness, capacity for clear insight, inclination 

for solitude, and the intensity of passion. We need images; we also need myths-for 

myths make concrete and particularize; they give us situations, plots, 

relationships. We need the goddess and we need the goddesses. (4-5) 

-- ----------
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Here, Downing eloquently states the case for the rebirth of goddess images in art, literature, 

and life, calling for a notion of the feminine which is more than receptivity and male

relationship-centered. She sees the potential in the goddess for images which have not 

traditionally been associated with women. Genia Haddon offers us one possibility of a non

traditional image of the feminine in her essay "Delivering Yang-Femininity" in which she 

describes the birth-pushing function of the womb as a necessary yang aspect of femininity and 

urges women to explore their initiating, "mover-and-shaker" aspect of themselves. Downing 

also states the importance of not only images but of myths-the stories which give body to the 

images. This is precisely what the Loba poems do. 

Again and again, authors in the last 12 years have spoken of the need for. or the actual 

resurgence of the goddess. Starhawk, one of the leaders of the women's spirituality movement 

and the Wiccan tradition, writes: The Goddess has at last stirred from-sleep, and women are 

reawakening to our ancient power. The feminist movement, which began as a political, 

economic, and social struggle, is opening to a spiritual dimension ("Witchcraft and Women's 

Culture" 262). 

Pearson and Pope in their study of The Female Hero in American and British Literature 

write that "the new scholarly interest in recovering myths about strong female heroes and 

about the goddess in her many guises is beginning to restore female heroes of myth to their 

rightful place in the culture" (227). Christ and Plaskow write in their introduction to 

Womanspirit Rising that "the Goddess symbol found in many traditions can aid modern 

women's liberation by providing an image of female power that can counteract the symbol of 

God as male" 00-11) and "recent resurgence of interest in Goddesses has brought the issue of 

sexual imagery in God language to the forefront of feminist thinking in religion" (4). Lauter 

(Women as Mythmakers) relates this resurgence to women's creativity: 
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The phenomenon of the 'return' of the goddess in contemporary art is fascinating. It 

has suggested to some that there must be an 'essential' female or feminine 

experience which has persisted through the ages even in the face of patriarchal 

oppression. But if we see the archetype as a tendency to fonn images in relation to 

repeated experiences, would it not be more accurate to say that for the second time 

in history (the first ended with the witch trials), women are experiencing the kind 

of female collectivity that spawned those early images. Once again, female 

creativity is much in evidence. Perhaps we find much that is familiar in our 

prehistory, then, because we are repeating an experience of collectivity that 

underlies the fonnation of the culture's symbolic code. We are repeating the 

imaginative state that produced myth in the first place. (208) 

Lauter views the return of the goddess as a rebirth of myth--as the ground from which new 

mythos is fonning. Morton in "The Goddess as MetaphOriC Image" supports this with her 

statement that 

the reappearance of the Goddess at this time in history takes on profound 

metaphorical significance and global proportions. Women are no longer minus a 

cosmic advocate, rooted in creation itself, to provide legitimation for and to affirm 

our experiences. (117) 

Finally, Sjoo and Mor, in a prophetic vision (which, incidentally, is embodied in one of the 

final Loba poems), discuss their experience of this movement: 

A 'return to the Goddess' is not a backward trip through space or time. The human 

race cannot really return to infancy; we are too far gone for that. We return to the 

Goddess by remembering, redefining, respelling--by turning, as in a dance, away 

from one gesture and towards another ... at the end of the world (where we must 

surely be!) we will return to the Goddess, the Great Mother of all life, as her magic 
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children. In a round world, the only way for human beings to survive the end is to 

return to the beginning. Then we complete a circle; but on a spiral, we revolve to a 

larger circle ... The only way for human beings to survive the end is to return to the 

beginning. (430-1) 

In the second poem from the end in Loba (189), di Prima writes: 

When we return to the circle 

we have won clear. 

Return the dance to the pulses of 

the Hunt. 

The emphasis upon "return" in all of these authors' statements is important. A turning to 

the goddess is seen as a way for the feminine element to be experienced once again. The 

goddesses serve as a way to imagine the feminine and connect with it. 

Part of the movement to reclaim the goddess involves a search of the matriarchal 

cultures of the past. The following excerpts trace the roots of the current interest in the goddess: 

... the Great Mother is not simply a mental archetype, but a historical fact. 

Ancient icons, symbols, and myths cannot be understood if they are disembodied 

from this fact. (Sjoo and Mor 30) 

Throughout Western Asia and in Asia Minor the chief deity was for many centuries 

a Great Mother goddess. She was called Magna Mater, or Dea Syria ... The 

worship Clf this Magna Mater is exceedingly old ... Ishtar of Babylon is one of the 

oldest. Before the aboriginal Sumerians migrated to Assyria, prior to the third 

millennium B.C., she and her son Tammuz were already worshipped there. Astarte 

or Ashtart was the form of the Mother Goddess worshipped by the Canaanites, the 

Hebrews, and the Phoenicians, but she and her son Baal predated these people. 

Her name which so closely resembles Ishtar's is first mentioned in 1478 B.C., but 

-- -------------- ---- -- --------



even then her cult was already old, stretching back into the primitive Semitic 

days. Isis of Egypt, with Osiris and Horus, sons and lovers, was worshipped from 

about 1700 B.C. (Harding 98) 
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· .• the only "God-image" ever painted on rock, carved in stone, or sculpted in clay, 

from the Upper Paleolithic to the Middle Neolithic--and that's roughly 30,000 

years-was the image of a human female. (Sjoo and Mor 7) 

Archaeologists had traced the worship of the Goddess back to the Neolithic 

communities of about 7000 B.C., some to the Upper Paleolithic cultures of about 

25,000 B.C. (Stone, "When God Was a Woman," 124) 

· .. history emerged in both Sumer (southern Iraq) and Egypt-about 3000 B.C. In 

every area of the Near and Middle East the Goddess was known in historic times 

· .. [the worship of the female deity] was not totally suppressed until the time of 

the Christian emperors of Rome and Byzantium, who closed down the last Goddess 

temples in about 500 A.D. (Stone 130) 

It seems established that the earliest object of religious worship was the Great 

Mother. (Downing 9) 

Although the specifics of the dates and locations vary, much evidence points to the actual 

existence of goddess worship. 

It is important to note that the goddess was not only worshipped in her favorable or life

giving form but also as the dark goddess which Neumann describes. This dark side of the 

goddess can be frightening and overwhelming, but several authors address the need to confront 

and integrate that aspect of her. 

For centuries, under patriarchal rule, the dark goddess has been feared. As Whitmont 

writes, 

_ ... --- ._._---------
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We prefer not to look too closely at the awesomely dissolving and destructive, yet 

also dangerously attractive, abyss of the dark side of the goddess. Hence, of the 

vast range of feminine qualities, only the Iifegiving and protecting motherly 

qualities came to be acceptable to the patriarchal ego. (135-6) 

Wolfgang Lederer enumerated many of these fears in his book Fear of Women. In this 

book, he recounts myths and stories that illustrate men's fear of women and their Iifegiving and 

Iifetaking functions. Stories of vaginas with teeth and women with dismembering abilities 

abound in dozens of cultures. Lederer summarizes his study by announcing: 

Woman, anyway, has no use for freedom: she seeks not freedom, but fulfillment. 

She does not mean to be a slave, nor unequal before the law; nor will she tolerate 

any limitations in her intellectual or professional potential: but she does need the 

presence, in her life, of a man strong enough to protect her against the world and 

against her own destructiveness, strong enough to let her know that she is the magic 

vessel whence all his deepest satisfactions and most basic energies must flow. (285) 

(italics added] 

In such few words, Lederer shows the benevolent atrocities of the patriarchy. It is interesting 

to note that he uses the image of the vessel to convey a woman's "fulfillment." This 

destructiveness, from which women must be manfully protected, is envisioned quite differently 

by other authors. 

Dunne in Behold Woman recalls the ancient goddess of Upper Egypt, Nekhbet. Nekhbet 

was a vulture goddess and as a vulture devoured dead and decomposing flesh. Dunne contrasts 

Nekhbet's activities to the activity of the eagle, symbol of the United States and the 

patriarchy: 

How is it that we admire the devourer of living flesh [the eagle] but tum 

shuddering from the devourer of the dead [the vulture]? Is it that we are more 

------------- . -. 



horrified by decomposition and decay than by killing? ... To undergo the 

breakdown of a life structure that has become rigid and nonfunctional may be 

frightening and painful, but it is also to experience a most wonderful 'release of 

soul.' The ancient Egyptians perceived the work of the vulture, which aids and 

hastens the process, as motherly. (9) 
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Dunne shows that the negative or dark side of the goddess has its function and it may be 

viewed as benevolent. Several passages in the Loba refer to the eating of flesh: "I dip my hand 

in you and eat your flesh" (11); "she eats your eyes & then your brain" (24); "My eyes are fed to 

eagles" (73); and "they are coming, the jackals! to eat! elephant-meat! two days ripe, it is! 

the way they like it" (97). The emphasis on the vulture-like aspect of the Loba indicates that 

the dark goddess can be transformative. 

Downing reiterates this idea when she reminds us that the "nurturing goddess is also the 

devouring one" (12) and it is the goddesses' "dark sides, aspects of them we initially resist, 

that so often end up being most transformative and illuminating" (22). 

Nor Hall warns, " ... if [the goddess] is not welcomed (or worse, is devalued and kept 

outside the outer walls) she will break the doors down and come in to individual or cultural 

consciousness in a negative, devouring (literally 'shit-eating') stone-cold way" (18). 

The dark goddess has broken down our doors and entered our consciousness as evidenced by 

Elias-Button's observations: "It is the dark or terrible mother who appears so frequently (as 

Medusa, as Kali, as the Erinyes) in contemporary women's poetry" (6). Di Prima's Loba is part 

of this appearance. Elias-Button might have been talking about the Loba when she wrote " ... 

women poets are employing the archetype of the dark mother to women's advantage by turning 

it on its head .•. [The dark mother appears in contemporary poetry because she is] 

representative of female powers women are beginning to claim" (7). Just as Mary Daly claims 

the names of Hags and Spinsters for women, and as Robin Morgan embraces the word "monster" 
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for women, di Prima is exploring the realm of the dark goddess with a creature who is wolf and 

woman. Di Prima is carrying out "the necessity of incorporating the mother's dark powers 

rather than destroying or escaping them" (8). 

This function is not limited to poetry. Annis Pratt writes in Archetypal Patterns in 

Women's Fiction: 

The mothers and daughters in women's fiction seem also to be enacting the various 

aspects of the triple goddess, who was virgin, maternal figure, and old woman at 

one and the same time. The third figure in the triad, who has often been 

gynophobically perceived as 'devouring mother' or 'crone,' represents the wise 

older mother's knowledge of the best moment to fledge or let go of her children, a 

moment that, if precipitous or delayed, can lead the maternal element to become 

destructive. She also controls death and rebirth. (172) 

Finally, Goldenberg reminds us that "we must reevaluate all female images that have 

been despised by previous generations of male scholars" because behind every negative image of 

woman is "a vision of female power-power that society is now ready to understand and, 

perhaps, to embrace" (74). 

Witchcraft has always embraced the vision of female power as seen in the goddess. In 

the Wiccan tradition, the vision of the goddess is a vision of nature. Starhawk writes: 

The old religion of witchcraft before the advent of Christianity, was an earth

centered, nature-oriented worship that venerated the Goddess, the source of life, as 

well as her son-Iover-consort, who was seen as the Homed God of the hunt and 

animal life. (261) 

Both the goddess of nature and the practice of witchcraft are parts of what Pratt calls 

the green-world archetype-lOa set of practices and beliefs linking women to nature" (125). 

Lauter also recognizes the relationship between women and nature: 



42 

My search through contemporary poetry by women revealed a more extensive 

pattern of concerns with nature than I had seen before ... a new myth may be taking 

shape. In it, nature remains female but becomes ~to the human. <Women as 

Mythmakers x). 

The denigration of nature and, concurrently, the physical body are parts of the 

patriarchal worldview which hails the spirit as the loftier aspect of humankind. Goldenberg 

explains: 

Separating the 'mind' or soul' from the body is certainly a well-established 

practice in Western thought in general and in Western religious philosophy in 

particular. Whichever way the dichotomy is worded, body comes out as the thing 

valued less, while the mind or soul is seen as more permanent, more noble, and closer 

to the sphere of divinity. ("Archetypal Theory" 246) 

The traditional alignment of women and nature has led to the exploitation of both. Paris 

writes, "Nature, flora and fauna, is universally exploitable and commercializable, and since 

women are associated with nature, they have also become touchable, violable, and utilizable" 

(115). However, as Lauter and Pratt indicate, contemporary poetry and fiction by women 

indicate a positive, even celebratory, relationship between nature and women. Lauter writes: 

Perhaps the implications of our collective idea that we are co-equals with the 

earth will become more apparent when we consider the images of our relationship 

with animals. If one reads through the separate volumes of poetry by 

contemporary women, the profusion of images from animal life is striking. Not only 

have several poets (Margaret Atwood, Anne Sexton, and May Sarton among them) 

produced bestiaries, but one (Susan Fromberg Schaeffer) has written a 'Bible' of the 

beasts, and another (Diane di Prima) has written a full-scale epic in praise of the 

mythical wolf-woman called 'Loba.' Worms and butterflies, unicorns and 

-- --- --- ---------------- ------------ -- .- - ------ ---------
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phoenixes, all manner of birds, pets, farm and forest animals, snakes and rodents, 

fish and other creatures of the sea abound. Although ... I will claim that animals 

are often the vehicle for releasing the darker aspects of vision in this body of 

poetry, their primacy is rarely questioned. (185) 

Pratt confirms this in "Spinning Among Fields" when she says that the male archetype in 

literature is usually alienated from nature while "the female archetype presents a picture of 

human beings at one with the organic world" (112). The alignment of the feminine with the 

animal or organic world is the green-world archetype. This is most clearly seen in the figure of 

Artemis or her related goddess figures of Lady of the Beasts and the Amazon. 

Nor Hall quotes the Tao Te Ching's description of the feminine principle: 

It is named the dark animal goddess 

And the doorway of the dark animal goddess 

Is called the root of Heaven and Earth. (16) 

The great goddess is often conceived as a goddess of the animals. Artemis is called the "Lady of 

the Wild Things." Although Artemis was probably originally a mother-goddess, as evidenced 

by the many-breasted Artemis of Ephesus, (Downing 175), she has evolved into a virgin nature 

goddess. Sjoo and Mor write: 

The Great Goddess was the Mother of Wild Animals. The inner recesses and womb

walls of the caverns were alive with magic pictures of her beasts. She was herself 

an animal, all the animals, in many of the early images she wears an animal mask. 

(79) 

The linking of the goddess with the animal world is central to ~ since the Loba is also 

wolf. Spo and Mor describe a red cave painting in France, circa 19,000 B.C., of the goddess 

holding a bison horn in the shape of a crescent moon (84). The "Mother of Wild Animals" rules 

over the animal world without being in competition with them. As Neumann writes, "While 
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the male god in myth, like the male hero, usually appears in opposition to the animal that he 

fights and defeats, the Great Goddess, as Lady of the Beasts, dominates them but seldom fights 

them" (272). 

In her essay "The Amazon Problem," Rene Malamud writes of Artemis and expands the 

image of Artemis to include more than the protectress of wild animals: 

Originally Artemis was the great female sovereign of nature. In the time of Homer 

her archaic traits fell into the background, particularly those of the Great Mother 

who gives birth to all life, feeds it, and in the end receives it back again into her 

kingdom. Instead, the sisterly, virginal aspect advances into the foreground. True, 

she is still maternally and tenderly concerned, but in a more differentiated way 

than mere brood-protection. In this particular aspect she is the guardian of all 

'becoming,' of all future developments: she stands near those who give birth; she 

instructs children and educates them; she watches over the growing youth ... She 

reserves her worst punishment for sexual attackers •.. Homer names her 'shooter of 

arrows' and 'she who strikes at a distance;' this implies the aiming and striking at 

the essential center of the self, and included goal-directedness, goal-consciousness, 

hitting the bulls-eye, and reaching for far-out possibilities. (11) 

Malamud's description of Artemis is akin to Haddon's discussion of yang-femininity: the 

pushing-feminini ty. 

Bolen describes the archetype of Artemis as representing the independent feminine spirit 

in "achievement and competence, independence from men and male opinions, and concern for 

victimized, powerless women and the young" (50). Downing represents Artemis as "the Lady of 

the Wild Things" and writes, "she is not only the hunter but the protector of all that is wild 

and vulnerable ... Artemis represents the mystic, primitive identity of hunter and hunted" 

(164). Downing makes an important distinction. Artemis is not comfortable living in the 
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patriarchal world where one is either the hunted or the hunter. Just as the dark goddess is not 

just the devourer, Artemis is not just the hunter. She understands both ends of this life-and

death spectrum. 

Artemis is one of the three goddesses which Paris contemplates in Pagan Meditations. 

because she is impressed with Artemis as an image of non-associative femininity: "For a long 

time, we have had no representation of absolute femininity, that is, one defined neither by 

relationship to a lover (Aphrodite), nor to a child (Demeter or Mary, Mother of Jesus), nor with 

a father (Athena), nor to a husband (Hera)" (109). Paris emphasizes Artemis' anti

civilization mode of being: " ... Artemis personifies a force which urges us to withdraw from 

human relationships and to seek elsewhere, in solitude, another kind of self-realization" (129) 

and " ... where the territory of Artemis begins, the city ends" (151). Artemis is of the natural 

world as is the Loba. In one of the Loba poems, di Prima describes how the white stones of the 

city street cut her feet and the light blinds her, yet she comes into the city (20). Paris writes 

that "Artemis, attracted neither to towns nor to civilization, nevertheless agrees to come out of 

her forest to help women in childbirth" (118). Perhaps the Loba comes into the city to help 

women in their own birth of new consciousness. Artemis is drawn to help her sisters. As Hall 

writes, "Another hunger increasingly felt [by Artemis] ... is for the reunion with lost parts of 

the self, for the bringing together of sister parts again" (124) 

One of the myths associated with Artemis is the story of Actaeon, the young hunter who 

came upon Artemis bathing naked in the woods with her nymphs. Actaeon, who had 

previously bragged that he was a better hunter than Artemis, continued to spy on Artemis 

bathing until she saw him and turned him into a stag. His dogs chased him and tore limb from 

limb. Dunne interprets the story: 

... Actaeon dared to look at the forbidden. What does it mean to look upon the 

nakedness of Artemis? Artemis is pure nature, remote, beyond human reach. If her 
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name is AR + Themis, she is the original, creative order of things; she is how things 

are. To look upon her nakedness would be to fook into the very essence of reality, 

but in its uncivilized, inhuman, raw state. Can that sight be borne? She is that 

part of Inanna which corresponds to the unhewn, green Tree. She is Mistress of the 

Wild Things and, like Lilith, presides over childbirth and death, and all 

threshold experiences. (52) 

Like Artemis, the Loba is guiding the reader through a threshold experience that may tear 

limb from limb or "release the soul" like the Egyptian goddess, Nehkbet. 

In mythology, Artemis also is considered the Wolf One (Hall 118). Downing relates the 

story of Artemis' birth (not just the part about leaping out to help her mother have Apollo, 

hence becoming the image of midwifery but another aspect of her birth):"ln the months before 

Artemis's birth her mother, seeking to hide from Hera, moves through the world as a wolf; 

Artemis herself, we are told, was born in that hour before dawn when only the wolves can see" 

(184). Hall extends the wolf imagery with her description: 

Frequently Artemis-Hekate appears accompanied by hounds or a terrifying three

headed dog. The goddess is a shapeshifter: she and her brother both ... are 

children of endless transformations. They inspire sudden changes, especially into 

animal forms. Artemis favored stags and she-wolves and bears. All-animal 

Artemis could be a dreadful goddess taking vengeance upon man by killing, 

dismemberment, and devouring. Blood giving and blood letting, she rules deep in 

the untamed forests of the human psyche. (118) 

Artemis is the Wolf One and the Loba. Interestingly, Downing calls this turning to 

Artemis, "a turning to face myself' (160). In the Loba poems, the author turns to face the Loba 

and sees herself: 

I turned to confront 



to face 

Her: 

ring of fur, setting off 

the purity of her head. 

she-who-was-to-have-devoured me 

stood, strong patient 

recognizably 

goddess. 

Protectress 

great mystic beast of European forest. 

green warrior woman, towering. 

leave the children with. 

Mother & sister. 

Myself. (82) 

kind watchdog I cd 
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In this poem, we see the goddess and all that has been written about the benefits of the goddess 

image for women. The confrontation with the dark goddess creates a greater understanding of 

self. Downing confirms this: 

Di Prima has it right. The transition I anticipated would not happen until I turned 

around to confront 'Her.' This huntress insists on being hunted; she will never 

overtake. It is just that which makes it so difficult. I have to give birth-or 

struggle to be born; neither giving birth nor coming to birth are things that happen 

to one. (162-3) 

The image of independence which Artemis inspires is also seen in the image of the 

Amazon. Sue Ellen Case in Feminism and Theatre writes that the origin of the term Amazon is 



amastos, meaning "no breast" (9). Legend describes the Amazons as burning away their right 

breasts in childhood in order to use their right arm more effectively in the hunt. The loss of 

this breast creates an image of half-female, half-male, with utility being the essential 

characteristic rather than relationship or nurturing. Malamud describes the Amazons: 
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... these mysterious women placed value neither on marriage in general nor on men 

in particular ... Men were either excluded entirely from this land or simply 

tolerated for procreative purposes. If allowed to remain, they were held in a 

position of social abasement and actual slavery, trusted only with the commonplace 

household tasks, such as the women would otherwise perform themselves. (2) 

The story of the Amazon culture is captivating and their disregard for men has evoked 

much curiosity. Sharon Tiffany and Kathleen Adams (The Wild Woman) write: 

The woman who resists conquest is the Amazon. She destroys rather than 

procreates in the sexual act. The Amazon devours men instead of submitting to a 

passive role. Yet men assume that this Wild Woman really wants to be conquered 

and that she will love the man who subdues her. (100) 

Although some doubt exists as to whether Amazons really existed, Helen Diner, in her 

book Mothers and Amazons. tells of the yearly commemoration of the battle of Attica when 

Amazons held the Acropolis under siege for four months. It is doubtful that such an anniversary 

would celebrate a fictional battle. 

Whether or not they actually existed, Paris writes that "the myth of the Amazons has 

always been popular in all cultures, for it seems that it is a universal myth" (156). Toni Wolff 

incorporated the Amazon into her typology for women because of the truth of this image for 

women. Hall emphasizes that although the Amazon woman is "unconventional in any culture," 

she is an archetypal image to which women connect. She adds that the Amazon is a "wild 

-- ----------------------



mountain woman, woman alone, fighter, hunter, dancer, lover of animals, protectress of all 

newborn sucking and roving creatures, a sister to men and teacher of women" (109). 

Her independent nature perhaps is indicative of contemporary life. Lauter writes: 
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The acknowledgement of women's tendency to create an image of independence 

helps us to connect modem expressions with earlier ones and to forge a link with our 

future. Just as the image of the mother seems to have dominated for centuries as the 

human species established its place on the earth, so the image of the independent 

woman seems likely to become increasingly important in a world restricted to zero 

population growth. ("Visual Images by Women" 80) 

Whether the images of the Amazon or Artemis are based on the reproductive cycle of the 

species is not known. It is clear that these images abound in our current culture and offer many 

women a degree of power they have not experienced. The power of Artemis is evident in the 

Lobapoems. 

Myth and Literature 

Scholars in several fields have explored the importance of myth and the tendency to 

form mythologies in every culture. Joseph Campbell has written that "it would not be too much 

to say that myth is the secret opening through which the inexhaustible energies of the cosmos 

pour into human cultural manifestation" (Hero With a Thousand Faces 3), often in the form of 

archetypal symbols which connect to form stories and objects of art. Campbell further writes 

that "the prime function of mythology and rite [is] to supply the symbols that carry the human 

spirit forward ... " (11). These symbols are what is explored in myth or archetypal criticism. 

In contemporary society, we tend to equate myth with non-truths. In actuality, myths 

often deal with truths-perhaps psychological truths rather than physical truths, but truths 

nonetheless. Mircea Eliade wrote that " ... the myth is regarded as a sacred story, and hence a 

'true history,' because it always deals with realities" (Myths. Rites. and Symbols 4). Sacred 

-- ---- ---------------- - -- -- -----._-----_.--_ .. -_.-
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stories appear in every human culture. According to anthropologist Oaude Levi-Strauss, 

"Mythical stories are, or seem, arbitrary, meaningless, absurd, yet nevertheless they seem to 

reappear all over the world" (Myth and Meaning 11-12). Hall describes the reality of myth by 

returning to its etymology: "Putting the events of the extraordinary experience together in a 

meaningful way makes a muthos, a myth-not a made-up story but literally a 'mouthing,' a 

telling of primary experience using the first words of coming to consciousness" (28). 

Myths have several purposes in society. One is described by Mark Schorer in "The 

Necessity of Myth": 

Myths are the instruments by which we continually struggle to make our experience 

intelligible to ourselves. A myth is a large, controlling image that gives 

philosophical meaning to the facts of ordinary life; that is, which has organizing 

value for experience. (355) 

In much the same way that the feminine typologies described above give meaning to our 

experience, myths also have the capability to create an understanding of the world through 

organizing that experience. For example, by using Campbell's "nuclear unit of the monomyth" 

(Hero 30)-the rites of passage which include separation, initiation, and return-one is able to 

understand the initiation rites of adolescent boys in African nations or the journey of Jesus 

Christ on the earth. 

Although Campbell and others describe this quest as the foundation of all mythological 

journeys, evidence indicates that the outward search may simply be the patriarchal myth. 

The Holy Grail is the best-known of the quest stories. In the legend, the knight goes out to look 

for the Holy Grail, which ultimately is a search for the feminine. However, as Janice Hocker 

Rushing points out in her article "Evolution of 'The New Frontier' in Alien and Aliens: 

Patriarchal Co-optation of the Feminine Archetype," the feminine myth more often follows 

the pattern of inward descent rather than outward quest: "The Goddess's task is one of 
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reunification of the upper and lower parts of herself; thus [her search] typically involves her 

initiatory descent" (8). The most famous of these is the story of Persephone, where she is 

abducted into the underworld to become queen and to return each year to rule. Although 

Persephone is forced below by Hades, she chooses to eat the pomegranate seeds which 

precipitates her annual return. Like many other goddesses and feminine symbols, she descends 

in order to obtain self-understanding and initiation. Echoes of the story appear in the Loba 

poems. 

Another important purpose of myth is its validating function. Not only does myth serve 

to organize and make sense of our experience, but it also helps us value that experience. 

Raphael Patai writes in Myth and Modern Man: 

Myth ... is a traditional religious charter, which operates by validating laws, 

customs, rites, institutions and beliefs, or explaining socio-cultural situations and 

natural phenomena, and [takes] the form of stories,believed to be true, about divine 

beings and heroes. (2) 

If a woman takes the stories of the goddesses as outlined by Bolen to be true, she is able to 

validate her experience as Hera or Demeter or Artemis. In other words, if she recognizes that 

the characteristics that Bolen assigns to Hera (one of which is the tendency to be tenaciously 

jealous) is also apparent in her experience, it helps her to value and honor that characteristic 

of herself. The myth serves to validate one's experience. The myth of the Loba is a myth of a 

strong woman, aligned with nature. If this myth is understood, it may help to validate women's 

experience. 

This function is one of the most important purposes of literature. Goldenberg discusses it 

in Changing of the Gods: 

If people lead lives that are somehow incorrect for them, they experience 'loss of 

meaning' or 'loss of reality.' A meaningless life is one of disconnection. Whatever 

-------------
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you feel to be you does not resonate very much with the things 'you' are doing. 

Adjustments are needed to build bridges between the two. Myths function as the 

building materials of reality. They connect mind and body, matter and spirit, 

people and their experience. This connection is vivid and palpable. The value of a 

myth is judged by the quality of the interior feeling it generates in individuals. 

(48) 

An individual can validate her experience by learning of a myth which describes that 

experience. 

Myths are collective experiences, although individuals may experience aspects of the 

myth through individual dreams, which may be messages from the collective unconscious, as 

Jung believed. "Myths are, by nature, collective and communal; they bind a tribe or a nation 

together [through] people's common psychological and spiritual activities" (Guerin, A 

Handbook of Critical Approaches to Literature, 156.) Lauter echoes this: "In order to be 

accepted as a living myth, however, images must cohere into a story that seems 'true' to 

Significant numbers of people. It is not possible for a single individual in a complex modern 

culture to create a myth" (Women as Mythmakers 172). However, Lauter also writes that 

"individuals do make mythic stories, but in order to become myths [they] require validation by 

a group ... Like it or not, female artists belong to a group called 'women'" (6). The validation 

required to create a myth is provided by the readers of literature as well as other writers. 

Diane di Prima did not create a myth when she wrote the Loba poems, but she created a mythic 

story which is validated by her readers and other poets. 

Disagreement exists about the relevance and extent of myth in recent years. Patai 

believes that "the scope of myth in religion has shrunk in recent decades very considerably" 

(131) and "a great many of these old charter myths [of Christianity and Judaism] have shown 

signs of sudden and rapid decay in the sense that they have been losing their relevance for 

....... --- -----
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increasing segments of the populations in the modern Western world" (143). Although these 

particular myths may be diminishing, the process of mythmaking still exists. Campbell writes 

that "Freud, Jung, and their followers have demonstrated irrefutably that the logic, the 

heroes, and the deeds of myth survive into modern times" and "the latest incarnation of 

Oedipus, the continued romance of Beauty and the Beast, stand this afternoon on the corner of 

Forty-Second and Fifth A venue, waiting for the traffic light to change" <!:!gm 4). Bolen adds, 

"the Greek myths-and all the other fairy tales and myths that are still told after thousands 

of years-remain current and personally relevant because there is a ring of truth in them about 

shared human experience" (6). In other words, "once a myth is in place, it is nearly impossible 

to dislodge it by exclUSively rational means. It must be replaced by another equally persuasive 

story or symbol" (Lauter, Women as Mythmakers, 1) 

Replacement may come in many forms, because the extent of myth is vast. Paris writes, " 

... mythology resembles ethology: everything is found in nature, just as everything is found in 

myths, so that one may always find examples to justify quite opposite values" (183). This is 

part of the value of myth: its scope is large enough to include all people's truths. 

Myth and archetype are closely related. Northrup Frye writes that" ... the myth is the 

archetype, though it might be convenient to say myth only when referring to narrative, and 

archetype when speaking of significance" (Fables of Identity 15). Myths are the ancient stories 

which hold the archetypes or significant symbols. One can speak of Artemis (the archetype) 

and her story (the myth). Archetypal images combine to create a mythology. 

Harding describes the relationship of mythic structures to the psyche: 

The myths and rituals of ancient religions represent the naive projection of 

psychological realities. They are undistorted by rationalization ... Hence these 

products of the unconscious contain psychological material which is uncensored and 

--- --------------
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from which a store of knowledge may be gleaned of an inner reality underlying the 

life of the group, which would otherwise be inaccessible to us. (13) 

Although Harding does not use the term "archetype" here, this psychological reality to which 

she refers could easily be taken for an archetype. Also, the inaccessible "inner reality" of a 

culture might be the collective unconscious from which archetypes spring. Finally, Downing 

refers to mythology as having "to do with origins, archai, primary patterns, with worlds as 

they are coming into appearance and thus with epiphanies" (217). These archai are the 

archetypes. 

Literature and myth are also highly related. In Myths to Liye By, Campbell refers to 

mythologies as "great poems" (266), Frye writes that "myth is and always has been an integral 

element of literature" (Fables 21) and he adds: 

Bya myth ... I mean primarily a certain type of story. It is a story in which some 

of the chief characters are gods or other beings larger in power than humanity. 

Very seldom is it located in history; its action takes place in a world above or prior 

to ordinary time ... Hence, like the folk tale, it is an abstract story-pattern. (31) 

Thus, myth is an abstract story which takes place outside of ordinary time and place, 

with extraordinary characters. Poetry often embodies these characteristics; certainly, the 

Loba poems create such a story. 

Myth and ritual are interlocking components. Joseph Campbell succinctly writes that 

"myths are the mental supports of rites; rites, the physical enactments of myth" (Myths to Live 

~ 45). Ritual involves the acting out of the story. Because the ritual involves some type of 

physical response or movement, it helps to make the myth current and alive. Campbell also 

states: 

A ritual is an organization of mythological symbols; and by participating in the 

drama of the rite one is brought directly in touch with these, not as verbal reports 

.- .. __ .. _---
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of historic events, either past, present, or to be, but as revelations, here and now, of 

what is always and forever. (98) 

Ritualization of the myth changes it from a "verbal report" to a revelation. Herein lies the 

importance of ritual. 

Starhawk, who has participated in and organized many rituals involving goddess 

worship and other wiccan events, writes of the quality of revelation in ritual: 

Rituals are part of every culture. They are the events that bind a culture together, 

that create a heart, a center, for a people. It is ritual that evokes the Deep Self of 

a group. In ritual (a patterned movement of energy to accomplish a purpose) we 

become familiar with power-from-within, learn to recognize its feel, learn how to 

call it up and let it go. ("Ritual as Bonding" 326) 

Ritual is especially important for the reenactment of stories about the goddess. Starhawk also 

writes that "rituals create a strong group bond" (327) and help build community and a mutual 

meeting-ground. These functions of ritual are important for women building a new mythology or 

reclaiming an old one. Ritual aids women in regaining their power. 

Finally, Antero Alii writes that "an essential function of ritual is in giving form to the 

innate so as to restore our contact with spiritual sources in the body. In this way, ritual is the 

formalization of instinct" (All Rites Reversed?! Ritual Technolo&y for Self-Initiation 9). His 

statement is important in light of Jung's belief that archetypes function similarly to instincts. 

Ritual, therefore, may be seen as the formalization of the archetype, which, in tum, is the 

basis for myth. 

Richard Schechner in Between Theater and Anthropolo&y writes about "points of 

contact" between theater and anthropology. These connections are mostly through ritual: 

rituals as performance and performance as ritual. Because ritual is the physicaJization of a 

myth and performance is a physicalization of literature, it may be said that performance has 



the power of religious ritual in some instances. Therefore, the performance of a piece of 

literature such as the Loba poems can have the effect of creating a collective bond among 

women. 

56 

Revisionist myth-making is a term employed by Alicia Ostriker in her essay "The 

Thieves of Language: Women Poets and Revisionist Mythmaking." It refers to the process of 

"borrowing" a myth from another source and "re-visioning it"-looking at it in a different way. 

Ostriker writes: 

Whenever a poet employs a figure or story previously accepted and ~lefined by a 

culture, the poet is using myth, and the potential is always present that the use 

will be revisionist: that is, the figure or tale will be appropriated for altered ends, 

the old vessel filled with new wine, initially satisfying the thirst of the 

individual poet but ultimately making cultural change possible. (73) 

The Loba is a revisionist myth. In fact, Ostriker refers to the Loba poems in her endnotes. 

She sees the importance of poems like the Loba in their potential to create change. Since the 

goal of radical feminism is also to create change, these poems are often viewed from the 

theoretical stance of radical feminism. Ostriker writes: 

Since 1960 one can count over a dozen major works (poem sequences, long poems, or 

whole books) of revisionist myth published by American women ... they are 

corrections; they are representations of what women find divine and demonic in 

themselves; they are retrieved images of what women have collectively and 

historically suffered; in some cases they are instructions for survival. (73) 

Undoubtedly, since the publication of Ostriker's essay there are many more revisionist myths in 

print. The flurry of essays and explorations of the goddess might be considered as such. Women 

are seeing anew their myths and creating stories from their point of view. Downing tells us: 

_ .... _---------_. __ ._-_. 
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"We need images and myths through which we can see who we are and what we might become" 

(2). 

Revisionist myths have allowed women, especially women poets, to rally around a 

common theme. Lauter confirms this: 

Joseph Campbell's speculation that there are no 'mythogenic zones' today save the 

individual heart--no geographical areas or communities in which a 'language of 

mythic symbols and related rites' can develop in sufficient depth to become myth

is contradicted by the works of countless women who share Griffin's conviction that 

'the light is in us.' (213) 

Lauter is referring here to Women and Nature by Susan Griffin-a poetic retelling of the history 

of the world from a feminist perspective which ends with a call to all women to recognize that 

the "light is in us," i.e., the power is within us. 

The women who write revisionist myths are reshaping the past in order to escape the 

trap of patriarchal myth. Daly warns: The Myth Masters are able to penetrate victims' 

mind/imaginations only by seeing to it that their deceptive myths are acted out over and over 

again in performances that draw the participants into emotional complicity. Such re

enactment trains bot~ victims and victimizers to perform uncritically their preordained roles. 

Thus the psyches of the performers are conditioned so that they become carriers and 

perpetrators of patriarchal myths (109). 

Some of the poets who have left behind patriarchal myths are Denise Levertov, 

Adrienne Rich, and Muriel Rukeyser (Rachel Blau DuPlessis, "The Critique of Consciousness 

and Myth in Levertov, Rich, and Rukeyser"). DuPlessis discusses these poets' use of language 

referring to women's sexuality, passion and the female body as important ways of revisioning 

women's experiences. Di Prima also accomplishes this via references to the female body. 

DuPlessis emphasizes the importance of revisionist myth-making for the poet: "Each poet 
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invents myths from the conviction that the production and maintenance of traditional myths 

about her is simply untrue to her experience" (298). DuPlessis concludes by quoting Rukeyser's 

poem, "The Poem as Mask": "There is no mountain, there is no god, there is memory of my torn 

life." 

Daly believes that there is no point in returning to previously known myths-that these 

myths are so tainted with patriarchal views as to be incapable of re-visioning. Instead, Daly 

believes in generating new stories: 

When I speak of gynocen~ric myth and feminist myth-making I do not refer to tales 

of reified gods and/or goddesses but to stories arising from the experiences of 

Crones-stories which convey primary and archetypal messages about our own 

Prehistory and about Female-identified power. (47) 

Daly agrees with Monique Witting (Les GueriIIeres) who wrote "Make an effort to remember. 

Or, failing that, invent" (89). 

Revisionist myth-making mayor may not utilize the symbols of traditional myth, but in 

either case, the symbols are reconstructed to create a personal, true, and living myth. 

Feminism and Feminist Theatre 

Most feminists would agree that women and women's perspectives have been undervalued 

and that the goal of feminism is to restore value. Adrienne Rich, one of America's foremost 

poets and feminist theorists, writes in her essay "Conditions for Work: The Common World of 

Women": "Feminism means finally that we renounce our obedience to the fathers and recognize 

that the world they have described is not the whole world" (207). In many ways, this sentence 

embodies the central thesis of feminism. Rich continues by explaining that what has been 

presented as objective truth throughout the ages is merely men's truth and feminism seeks to 

tell women's truth as well. One single viewpoint of feminism does not exist, but a healthy 

plurality of voices does. As Plaskow and Christ write in their introduction to Weayinc the 



Visions: New Patterns in Feminist Spirituality, "The full reality of 'women's experience' is 

contained not in anyone voice but in the rising chorus that speaks from many standpoints, 

pressing toward the creation of a society in which all can be heard" (4). Indeed, it would be 

absurd and hypocritical for a theoretical stance which believes in equality and truth for all 

people to elevate one viewpoint above others. Sue-Ellen Case writes: 
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As the 1970's progressed, 'feminism' gave way to 'feminisms'. Many distinct 

feminist positions emerged. A basic list might include radical feminism (sometimes 

called cultural feminism), liberal feminism, materialist feminism, socialist 

feminism, Marxist feminism, lesbian feminism, radical lesbian feminism ... 

Though these positions have become clearly distinguished from one another, many 

feminists embrace a combination of them. (63) 

The particular feminist viewpoint used in this dissertation and the position of most of 

the sources for this work is radical feminism, which is, according to Case, the predominant 

mode in the United States (63). She writes that "radical feminism is based on the belief that 

the patriarchy is the primary cause of the oppression of women" (63-4). The patriarchy 

includes "all systems of male dominance" (64). Some of these systems are the government, the 

corporate world, the academic world, traditional religion, and other social institutions. In the 

patriarchy, men are elevated "to positions of power through the notion of the pater or father, 

placing [them] in an economic and social executive position within the family unit, the market 

place and the state" (64). 

Radical feminism is sometimes called cultural feminism to separate it from materialist 

feminism. Materialist feminism "underscores the role of class and history in creating the 

oppression of women" (82). These two feminisms overlap in that social class and history are 

usually developed by men and become subsumed under the classification of patriarchy. 
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The radical feminist viewpoint has given rise to research wh~ch has discovered and 

retrieved a woman's culture separate from men's. This viewpoint contends that 

This women's culture has existed throughout history, from early matriarchal 

societies and cults of the various manifestations of the mother goddess, through 

covens of witches and women's guilds, to contemporary communities of believers and 

practitioners. (Case 64) 

Individuals who carry out the research are attempting to fiII in the blanks of history. After 

recognizing that the "world of our fathers' is not the whole world," the goal is to describe what 

~ the whole world, i. e. filling in the woman's story. Radical feminism focuses, therefore, a 

great deal on the experiences of women. Case writes: 

The emphasis placed on the patriarchy and women's culture make the notion of 

gender central to radical feminism ... Radical feminists focus much of their critical 

and practical work on identifying either male-gender oppression or female-gender 

strengths. (64) 

A final distinction in types of feminism is made by Christ and Plaskow. They explain the 

distinctions in the feminist perspectives on women's experience: 

Two poles emerge within the feminist understanding of experience ... (1) women's 

feminist experience and (2) women's traditional experience, which includes, but is 

not limited to, women's body experience ... According to the first model, what is 

valuable in women's experience is the experience of liberation itself--recognizing 

oppression, confronting sexist culture and institutions, and moving into freedom ... 

According to the second model, women's traditional experiences, such as marriage 

and motherhood, although they have been distorted in patriarchy, can provide 

important clues for transforming patriarchal culture ... whatever sexist culture has 

rejected or denigrated must be revalued in a holistic feminist vision. Whatever is 

.... _--_ ..... _----------_. 



considered 'feminine'-intuition, expression of feeling, concern for the personal 

dimensions of relationships-may be reappropriated from a feminist perspective. 

(8) 
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The revaluing of the feminine is central to any feminism and to a feminist theatre as well as to 

feminist archetypal theory. In fact, the goal of a feminist theatre is precisely that. 

Feminist theatre is theatre informed by feminism. Sara Hurdis Shaver states in her 

dissertation entitled Feminist Criticism as Role Analysis for the Interpreter: Women in Li1lian 

HeUman's Major Plays: 

The term 'feminist theatre' defines drama which is politically and socially aware 

of the condition of women, which disapproves of the existing male-dominated 

hierarchy, and which often seeks to persuade or influence audiences to correct the 

sexual injustkes in society. (12) 

Constructing a feminist theatre is a relatively recent phenomenon. Sue-Ellen Case has 

traced the history of male dominated theatre and summarizes it: "For most of the history of 

patriarchal culture, ownership of property, the public arena, written language and theatre 

itself have been exclUSively, or almost exclusively, male" (28). Case criticizes the prominence 

of Aristotle's Poetics in the history of drama and the subsequent exclusion of the feminist reader 

(19). She particularly condemns realism in the theatre as a "prisonhouse of art" because of the 

portrayal of the dependence and confinement of female characters within the family unit (124). 

Because of the absence of non-confining roles for women, Case suggests a new poetics for feminist 

theatre: "This 'new poetics' would deconstruct the traditional systems of representation and 

perception of women and posit women in the position of the subject" (115). Here is the key to 

Case's feminist theatre: woman as subject. This is the transformative element-to create a 

theatre where woman is the subject, not the object. Case writes: 
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Constructing woman as subject is the future, liberating work of a feminist new 

poetics ... The subject ... can be represented by the pronoun 'I.' The subject 

represents a point of view. The subject in semiotics is that which controls the field 

of signs. (121) 

Although many plays have been written by both men and women in which women had central 

roles, the emphasis here is not only on woman as subject, but on woman as the representative of 

the point of view for the entire work. The "I" of the theatre piece is female. 

Summary 

This chapter forms the basis for both the analysis and adaptation of the Loba poems. 

From the review of literature, a method of analysis emerges which examines those elements of 

Loba which scholars indicate are important for understanding literature by women. 

The review of literature surrounding the concept of the archetype establishes that 

although feminists are wary of the limiting nature of the concept, the uncovering and 

understanding of archetypal images can serve to illuminate a text. This leads to a discussion of 

the feminine principle or archetypes as outlined by Carl lung, Emma lung, Neumann, Wolff, and 

Bolen. Although the lungs and Neumann give value to the feminine as an archetypal symbol, 

their perception is androcentric. They view the feminine as primarily receptive, with the 

vessel as the major image. They also make connections among the subconscious, the feminine, 

and images of water. Neumann's typology creates a dichotomy between the good and evil 

functions of the feminine. Wolff envisions her typology with a positive image of non

associative femininity in her discussion of the Amazon. This paves the way for Bolen's system 

of the Greek goddesses as a pantheon of archetypes of the feminine. Bolen creates images of the 

feminine in "women's own terms" and expands the image of non-associative femininity. This, in 

tum, opens the path for the exploration and reclaiming of the power of the goddess in many 

women's writings. 

_ ...... -..... __ .-._._.-------------- .. -- ----.------.---.- ----_ .. 
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As Downing writes, "We are starved for images which recognize the sacredness of the 
, 

feminine and the ... power of female energy" (4). The next section of this chapter reviews the 

explosion of literature about the goddesses which echoes the cry for more positive, powerful 

images of the feminine. These images include the dark goddess and the goddess of nature as 

named in the Wiccan tradition. Artemis and her sister, the Amazon, are examined as 

significant answers to this cry and as essential figures in the Loba poems. 

Next, the chapter defines myth and its relationship to archetype, literature, and ritual 

in order to create a framework for the story of the Loba and the theatricalization of the poems. 

Revisionist myth-making is defined and the Loba poems are examined as a potentially 

revisionist myth. 

Feminism and a feminist perspective are discussed to establish the point of view of the 

entire dissertation and the methodology employed. The essential quality of feminism is the 

revaluing of women's experience. This is explored in terms of feminist theatre where "woman 

as subject" is paramount. The subject controls the field of signs, as Case suggests, and this is 

important for the adaptation of the Loba poems. 

Chapter 2 will utilize the information exposed in this chapter to establish a 

methodology and create an analysis of the Loba poems. 

. ... -- .. - ... ---



CHAPTER TWO 

THE LOBA POEMS 

Background of di Prima 
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Northrup Frye writes that "criticism can hardly do without a kind of literary 

psychology connecting the poet with the poem ... every poet has his [sic] private mythology, 

his [sic] own spectroscopic band or peculiar formation of symbols, of much of which he [sic] is 

unconscious" (Fables of Identity 11). Diane di Prima has created her own mythology although 

very little has been written about her or this connection to her poems. 

Di Prima was born in New York City in 1934 and has written for over three decades about 

people and places outside of the mainstream: the counterculture. Gretchen Munroe writes in the 

Dictionary of Literary Biography that di Prima's work "charts the shifting streams of 

America's fringe culture" (202). 

Diane di Prima began writing of the Loba in 1973. The work differs significantly from di 

Prima's earlier writing although there are images of powerful women, nurturing women, and 

sexual women in many of her poems. Di Prima is identified with the Beat Movement of the 

fifties. The Beat Movement is linked with such writers as Allen Ginsberg, Gregory Corso, Jack 

Kerouac, LeRoi Jones, Lawrence Ferlinghetti, and many others. In the sixties, she collaborated 

with LeRoi Jones and co-edited an avant-garde literary newsletter called The Floating Bear. 

Although there seems to be a leap between di Prima's earlier work about the 

counterculture in such books as Memoirs of a Beatnik (1969) or Reyolutionary Letters (1971) and 

her writing in the Loba poems, her rebellion crystallized in a call for new forms very similar to 

what she creates with the Loba poems. In her earlier works, she aligned herself with the 

avant garde against capitalism and exploitation. She wrote of the importance of unspoiled 

lands and peace as opposed to the sprawl of civilization and war. These same themes are 
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evidenced in the Loba poems where she has found a feminine voice to capture a return to nature 

and harmony. For her, to revere and preserve the feminine is to revere and preserve nature. 

Di Prima also helped to create the New York Poets Theatre in the 1960's for which 

several of the beat poets wrote. On May 4, 1990, a singer in New York City perfonned the first 

poem in the Loba poems, "Ave," which has been put to music by Anthony Davis. The Loba 

poems have never been performed to di Prima's knowledge ("some group maybe performed it in 

Seattle-I really don't know"l) although a rock music group has written to her for permission to 

use Loba as the title for their band. One poem written in 1971, seems to act as a prelude to the 

Loba poems. It is titled "Prayer to the Mothers": 

they say you lurk here still, perhaps 

in the depths of the earth or on 

some sacred mountain, they say 

you walk (still) among men, writing signs 

in the air, in the sand, warning warning weaving 

the crooked shape of our deliverance, anxious 

not hasty. Careful. You step among cups, step out of 

crystal, heal with the holy glow of your 

dark eyes, they say you unveil 

a green face in the jungle, wear blue 

in the snows, attend on 

births, dance on our dead, croon, fuck, embrace 

1 I conducted a telephone interview with Diane di Prima on 13 March 1990. 

Subsequent quotations are from my notes of that conversation unless otherwise 

stated. 



our weariness, you lurk here still, mutter 

in caves, warn, warn, and weave 

warp of our hope, link hands against 

the evil in the stars, 0 rain 

poison upon us, acid which eats clean 

wake us like children from a nightmare, give the slip 

to the devourers whom I cannot name 

the metal men who walk 

on all our substance, crushing flesh 

to swamp 
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This poem includes many of the same images which are in the Loba poems. The call to 

the mothers to return and save us from the "metal men" is a kind of incantation which may 

have given rise to the Loba. "The holy glow of your dark eyes" is a direct reference to the Loba 

-the dark goddess. "Attend on births" is related to the Loba as Artemis. The reference to 

crystal is consistent with the many references to stones and semi-precious gems in the Loba 

poems. Since di Prima began writing the Loba poems in 1973, this poem shows movement 

toward the Loba. 

In an interview with Anne Waldman, di Prima says that H.D. was a "gut connection, 

almost like a mother figure for me" (41). Since much of H.D.'s writing is revisionist myth

making and incorporates symbols of the feminine, it is not surprising to see this influence in di 

Prima's writing. Di Prima also says that "there's a way in which Gertrude Stein is a teacher 

... the tradition I belong to is somehow the tradition of the possibility of transmutation." 

Again, this influence as well as the possibility of transmutation is seen in the Loba poems. The 

Loba is about change, about coming 'round full circle to reclaim "the black water Apollo abhors" 

~183). 
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Oi Prima believes her art is about telling the truth: "I think the poet is the last person 

who is still speaking the truth when no one else dares to" (Waldman 47). The Loba poems are 

daring and do seem to tell a truth about the dark side of the feminine which many people try to 

bury. 

Bill Zavatsky wrote of di Prima's Selected :oems 1956-1975 in the New York Times Book 

Review. Zavatsky says that di Prima's style ranges from mundane record to apocalyptic vision 

(34). This might also be said of the Loba poems, some of which are merely lists while some are 

exciting visions of change. In this review, Zavatsky writes: 

It is men who trigger her best poems, which always seem written out of a need to 

clarify her place in what had been their world. By addressing the masculine in 

herself, she gains great power as a poet. (34) 

Di Prima is interested in creating her place as well as a place for women in a patriarchal 

world. 

Di Prima discusses the way she writes: "One doesn't get attracted to an idea; a poem gets 

attracted to you." Although various stimuli such as a painting, a passage from a book, or a 

dream may evoke a poem, di Prima says that she often hears the words in her head and writes 

them down as if she were a kind of channel for the poem: "I don't write about ideas. It's boring 

to write one sentence after another--too male." Oi Prima prefers the breath and movement of 

poetry. 

Currently, di Prima is working on a series of alchemy poems, more "revolutionary 

letters," a book of prose writings entitled Not Quite Buffalo Stew. a satirical novel called 

Recollections of My Life as a Woman (which is being published serially in Mama Bear's News 

and Notes), and a scholarly book on Shelley as a classical Western poet of magical invocation. 

She teaches occasionally at Naropa Institute and does some readings and workshops. Her 

latest book of poetry, Pieces of the Song, is being published by City Lights Press . 

.. ---. __ .. _-- -- ------------
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It is important to note that the Loba poems are continuing to emerge; di Prima has over 

120 more unpublished Loba poems. Some have been published in the anthology, She Rises Like 

the Sun: Inyocations of the Goddess by Contemporary American Women Poets (Janine Canan, 

ed.). 

Background of the Loba Poems 

"Loba" is a fictitious word which derives from the Spanish word, lobo, meaning gray 

wolf. The ending of the word is feminized to refer to a female wolf. 

Although wolves are not usually seen as symbols associated with the Goddess, there are 

a few references in Neumann's The Great Mother associated with the Lady of the Beasts. 

Neumann includes a figure of "Hecate-Artemis as Whelping Bitch" (Plate 51) and describes 

her: 

In Greece the Gorgon as Artemis-Hecate is also the mistress of the night road, of 

fate, and of the world of the dead ... Her principal animal is the dog, the howler 

by night, the finder of tracks, which in Egypt, as in Greece or Mexico, is the 

companion of the dead. (170) 

Each of these images is significant for the character of the Loba. She is definitely travelling 

the night road guided by the moon. She is the mistress of fate-our future lies in the embracing 

of the feminine which the Loba symbolizes. She walks in the world of the dead which 

encompasses all of the past images of women and goddesses in myth that comprise the poems. 

She is also the howler by night-the Loba lets out the call for her "lost moon sisters" and 

speaks these poems so that others might hear. And she is the finder of tracks: the Loba 

searches back along the path of history to find the tracks that lead to the water she must 

drink: "This night, for healing, I'll tear up/ the flagstones; for'oracle, drink/ the black water/ 

Apollo/ abhors" (183). 
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Neumann goes on to say that this figure is closely associated with nature and with the 

animal world: 

As Lady of the voracious beasts and the deer; as the bird-strangling Gorgon; as 

Boeotian ruler over the three realms of water, earth, and air, symbolized by fish, 

wolf, and bird; as the Spartan Orthia (of Anal tolian origin); and as the Hallstatt 

goddess on the bronze hydria-as the Great Artemis and Diana-she is queen of the 

animal world. (274-5) 

In her essay, "Women and Culture in Goddess-Oriented Old Europe," Marija Gimbutas 

offers another association of the male animal with the Goddess: 

There were, in my opinion, two primary aspects of the Goddess (not necessarily two 

Goddesses) presented by the effigies [female figures of clay, bone, and stone in 

prehistoric old Europe). The first is 'She Who Is the Giver of AIl'--giver of life, of 

moisture, of food, of happiness-and 'Taker of All,' i.e., death. The second aspect of 

the Goddess is Her association with the periodic awakening of nature: She is 

springtime, the new moon, rebirth, regeneration, and metamorphosis. Both go back 

to the Upper Paleolithic ... The second aspect of the Goddess as rebirth, renewal, 

and transcendence is accompanied by the symbols of 'becoming': eggs, uteri, 

phalluses, whirls, crescents, and horns that resemble cornucopias. The Goddess 

often appears in the form of a bee, butterfly, or caterpillar. The second group 

involves male animals, such as bulls and dogs. (68) 

These images of the goddess of renewal-lithe periodic awakening of nature"--reflect 

directly on the Loba. She is the feminine spirit which is aroused from time to time and takes 

form in various literary and social figures. That this goddess is associated with male animals 

-"symbols of becoming"-points to the importance of the Loba as wolf. Gimbutas also tells us 

that "because regenerating the life-force was Her main function, the Goddess was flanked by 
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male animals noted for physical strength-bulls, he-goats, dogs" (69). The important aspect of 

these animals is their physical strength which is virile and regenerative. Although the Loba 

may also represent aspects of the Giver and Taker of AU, she is primarily a figure of rebirth. 

It is interesting to speculate about why the Loba takes form as a wolf rather than a dog. 

Wolves and dogs are intimately related-the dog is the domesticated version of the wolf. The 

undomesticated quality of the wolf is essential for the Loba's return to nature. Also, there are 

certain elements involved in the life of the wolf which indicate its importance for these poems. 

In Gary Turbak's Twilight Hunters: Wolves. Coyotes. and Foxes, Turbak writes that 

wolves have many particularities that set them aside from other wild animals. The image of 

the wolf is something we have lived with for a long time. Most notably, the wolf has been 

something we fear-"wolf at the door," or "wolf in sheep's clothing." In actuality, wolves are 

shy of humans. According to Turbak, a wolf has never killed a human in North America. 

Reported killings in France in the 15th century are probably attributable to a few rabid wolves. 

The wolf has no natural predator. Only humans are responsible for the deaths of wolves. As 

few as 1400 wolves remain in the lower 48 states of the U.S. The marathon runners of the 

animal world, their hunting ability is based on endurance running. The symbol of the wolf now 

connotes freedom-wild and natural. 

Diane di Prima spoke of the Loba appearing in a dream as a "numinous being." Numinous 

means "spiritually elevated" with reference to the numen: the creative energy or deity within 

an individual. A year after the dream, di Prima wrote the poem, "DREAM: The Loba Reveals 

Herself." The Loba came out of a crisis situation for di Prima. She was teaching a class in 

Wyoming where she was surrounded by much brutalization. Caught between her revolutionary 

ideas and her Buddhist teachings, she realized that there was no place to lay the blame. She 

became aware of the pain within brutal men and found she could no longer think in terms of 

strictly evil and good. Out of this experience, the "wolf as goddess figure appeared." Di Prima 



said, "According to lung and Neumann, the wolf is not a goddess image. You have to go back 

3000 years to find the truth. The wolf was a numinous figure to me, and I believe my dream 

above any scholarly book." 

In her interview with Waldman, di Prima spoke of the audience for the Loba poems: 
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When I'm writing !:.QM I really have no thought of audience ... I read one time up 

in a small college in northern California and these folks came out from the 

surrounding communities ... and a lot of women with babies arrived and the reading 

seemed to reach everyone. Everyone was moved and it was a magical event and no 

explanations of all these so-called eclectic references were needed ... People just 

heard it and received it. Whereas I find that reading .l&l.2a to an intellectual 

audience up at one of the universities in Massachusetts or something endlessly 

requires explanations, so, I guess my sense is that everything finds its own audience 

in its own way and time. (43) 

Whether di Prima intended an audience or not, she has found one in the writers of feminist 

spirituality and psychology. The Loba is mentioned in Nor Hall's writing, in Downing's The 

Goddess, and is most thoroughly discussed in Lauter's Women as Mythmakers. 

Hall mentions the Loba poems in her discussion of the "medial woman" or "sybil" figure. 

These are wise women, "the embodiments of specific powers of transformation that have been 

called magical, spiritual, and psychic" (161), which fits with di Prima's impressions of the 

Loba as a numinous being. Hall suggests that the "inhabitation" of the Loba's visit is an 

uncomfortable one (179). She recognizes that the Loba is at home "in tom flesh and has the 

dangerous tendency to possess her victim-to dwell within ('sunk root in yr watering place') in 

such a complete sense that there is no escape" (179). However uncomfortable, the possession is 

necessary in order to incorporate the dark aspects of one's unconscious and to transform them. 
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Downing refers to the Loba in her chapter on Artemis. In particular, she quotes the poem 

"DREAM: The Loba Reveals Herself." Downing recognizes that a turning to face the Loba is a 

turning to face Artemis which is a turning to face the self-"not, as with the other goddesses, 

turning to face the soul meaning of mother or children, father or husband, lover or work •.. the 

present task is much simpler and more difficult; it involves only the goddess and myself' (161). 

Where Hall sees the Loba as an overpowering inhabitant, Downing perceives the Loba as the 

central self. 

Lauter writes extensively about the Loba in Women as Mythmakers. Calling it "the most 

difficult and baffling poem of our time," "an epic in process," and "a reconstruction of history in 

terms of myth" (197), Lauter reconciles the seemingly disparate perceptions of Hall and 

Downing. Although paradoxical, Lauter explains that "only by recovering our 'early 

fierceness' do we regain the possibility of becoming unique selves. In becoming authentic selves, 

we tap the wolf and the goddess within us" (199). This "uncomfortable inhabitation" becomes 

the means for recovering the true self. 

Lauter informs the reader of the origin of the term "Loba": 

The term comes (though di Prima never says so) from a folktale about a child who 

is raised by a wolf and grows to adulthood with both wolf and human 

characteristics. Thus the figure affords a readymade symbol for the close 

association between the animal and human life I have been tracing in poems by 

other women. (197) 

As Lauter indicates, the association of the animal and human worlds often appears in poetry by 

women. This is reflective of the association of women and nature and the identification of 

women with earth. 

Although she calls for the "kind of cutting and shaping that Pound gave to Eliot's The 

Waste Land" (200) for the Loba poems, Lauter is able to trace "a vague chronology from 
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prehistory through the rise of civilization and the development of Hebrew, Greek, Christian, 

and medieval thought-from the one nature goddess to her later separation into many names 

... " (198). Lauter also admits that "The epic is not more straightforward because it cannot be; 

at every tum the poet must imagine what our history does not tell us" (198). The form of the 

poems is also necessary as a reflection of the Loba because "the Loba is a shapeshifter. She 

cannot be fully described" (198). Di Prima tells us that the Loba cannot be described in "Some 

Lies About the Loba" (76), but here Lauter recognizes this as essential to the structure of the 

poems. 

In the American Book Review. Armand Schwemer writes of the Loba poems as an 

"ambitious construct, which directs itself essentially toward an epic realization of the female 

principle" (4). He recognizes the Loba as a "transformative figure ... shape-shifter in the 

tradition of such 'primitive' archetypes as the North American Indian myth figure Coyote" 

(4). Schwemer believes that di Prima's intent in writing the Loba poems is to create "the 

modem apotheosis of the female principle" (5). Although Schwemer finds much of the poetry 

to be unsuccessful--a difficult marriage of public rhetoric and private detail-he admits that 

the attempt to resurrect the epic and the religious is a contribution to the process of poetry (5). 

Much more than being a contribution to literature, the image of the Loba is an important 

psychological construct for women. Lauter commends the image of the Loba when she writes: 

A Lady of the Beasts combining the interests of body, mind, and spirit, she would be 

in tune with the ancient cycles of nature, familiar with the worlds revealed by 

modem science, and capable of the mystic vision of wholeness. Fully conscious, she 

would be a reflective being as well as a sexual, procreative one. Perhaps di Prima's 

Loba is the most powerful and original image of her to have emerged so far: both 

protectress of the forest and towering warrior-woman, she stands patiently by

mother and sister and self. (219) 
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The image of the Loba is a complex yet captivating one. Whether as female wolf, 

companion of the dead, Artemis, goddess of renewal, numinous being, sybyl figure, the self, or an 

"epic realization of the female principle," part of the attraction of di Prima's poems is the 

effect of this image despite the actual words of the poems. The symbol of the Loba conjures 

many associations which accounts for much of the power of the poetry. 

Methodology 

Archetypal analysis is the process of analyzing a piece of literature in order to arrive at 

an understanding of the archetypal images within the literature. By understanding these 

archetypes, a relationship can be formed with other pieces of literature to see how those 

images and themes function in the whole of literature. 

Mythic criticism is closely related to archetypal analysis because analyzing the 

archetypes often means uncovering the myths which underlie the literature. Again, 

archetypes and myths are so closely related that myth criticism and archetypal analysis may 

be seen as the same process. Joseph E. Duncan, in his discussion of "Archetypal Criticism in 

English, 1946-1980" (1983), writes that the terms can be distinguished since archetypes are 

recurrent patterns that mayor may not be elements of myths (206). In the Loba poems, the 

archetypal images are so connected to the myths that surround these images, that an 

understanding of myth criticism is valuable as is an understanding of archetypal analysis. 

Wilfred L. Guerin, et ai, in A Handbook of Critical Approaches to Literature writes of 

the growth of myth criticism in this century: "The rapid advancement of modem anthropology 

since the end of the nineteenth century has been the most important single influence on the 

growth of myth criticism" (165). Guerin also cites the work of Carl Jung as greatly influencing 

myth criticism (175). Anthropology and the process of seeking to understand other cultures and 

their myths and rituals, as well as Jung's work in seeking out the images in dreams, together 

form an emphasis on understanding myths and archetypes. As we understand more of what 

... - ._--------------,-----



people all over the world practice socially and dream individually, we seek to understand 

these underlying forms in literature. 

Guerin and others define and distinguish the role of the myth critic as opposed to other 

fonns of criticism. Guerin writes: 
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The myth critic is interested more in prehistory and the biographies of the gods. 

Unlike the formalistic critic, who concentrates on the shape and symmetry of the 

work itself, the myth critic probes for the inner spirit which gives that form its 

vitality and its enduring appeal ... the myth critic sees the work holistically, as 

the manifestation of vitalizing, integrative forces arising from the depths of 

mankind's collective psyche. (164) 

This "inner spirit" which Guerin describes is the archetypal image which arises "from the 

depths." Elsewhere, Guerin describes this as "those mysterious elements that inform certain 

literary works, and that elicit, with almost uncanny force, dramatic and universal human 

reactions" (155). Although Guerin's work is androcentric and his statement of ;'universal human 

reactions" may be referring to male reactions, he recognizes that it is the archetypal images 

and myths which stir the critic to examine those elements. 

Charles Moorman in his essay "Myth and Medieval Literature" also speaks of the 

function of the myth critic: 

In literary scholarship, it has never been sufficient to delineate a source; the 

scholar must show how that source is used in the work at hand, how it itself 

becomes a tool of creation. To be able to show the poet uses myth and, in doing so, to 

concentrate not on the identity of the myth, but on its function, not on its closeness to 

the known pattern, but on the changes which the poet effects in that pattern, not on 

origin, but on use would seem to me to constitute the proper aim of the myth critic. 

(175) 



Therefore, it is not enough to say that the Loba is reflective of the goddess and so name that 

source. Instead, it is important to know how the myth is used and how di Prima affects the 

mythic pattern. Although Artemis as Lady of the Beasts is the chief metaphor for this 

analysis, other stories are examined to explore how di Prima uses these myths. 

E. W. Herd explains the importance of myth criticism in opening "vital new 
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perspectives" which otherwise might not be explored ("Myth Criticism: Limitations and 

Possibilities"). Herd also indicates that "where myth has been consciously, and perhaps 

avowedly used by an author, the literary critic must make use of myth criticism ... "(73). Herd 

outlines the literary situations in which myth criticism can be used: 

1. in the "work which avowedly sets out to retell an acknowledged myth ... In 

these cases it is necessary for the critic to refer to the original myth material to 

examine and evaluate the way [the author] forms the given material into literary 

structure. This will involve consideration of the author's attitude towards the 

original myth, of the way in which this attitude is communicated through the new 

form, of style and of structure." (70) 

2. when "the author uses myth as a means of literary allusion, intended to attract 

the attention of the reader, and to add significance to a theme or situation by means 

of illustration or parallel." (70) 

3. when a mythic pattern is in evidence without the intention of the author: "If the 

critic discovers and demonstrates that such a pattern exists, he will be making 

meaningful comment on the structure of a work by means of textual analysis." (71) 

4. when the critic can demonstrate functions of the myth in the structure of the 

work. (72) 

5. and when in "the situation of an author who claims himself [sic], or who is 

claimed by critics, to be creating new myth." (72) 

------------------
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Several of these situations apply to the Loba poems. Di Prima is setting out ~o retell an 

acknowledged myth and she uses myth as a literary allusion. Many of her poems center around 

or are named after famous figures such as Persephone, Lilith, the Virgin Mary, Apollo, Isolde, 

etc. In addition, by retelling and re-visioning these myths, she is creating a new mythic story. 

Joseph L. Blotner in "Mythic Patterns in To the Lighthouse" describes how he used myth 

criticism to illuminate the text of Woolf's novel: 

This method is used from the outside, so to speak. It is not an interior approach 

asserting that myth was present at the conception and execution of the work; it 

rather asserts that myth may be brought to the work at its reading. It is like 

laying a colored transparency over a sheet covered with a maze of hues to reveal 

the orderly pattern which otherwise resides within them unperceived. Thus, in IQ 

the Lighthouse, the myths of Oedipus and the Kore, superimposed momentarily 

upon the novel, provide a framework within whose boundaries and by virtue of 

whose spatial ordering the symbolic people, passages, and phrases of the book can 

be seen to assume a relationship to each other which illuminates their reciprocal 

functions and meanings. (244) 

In a similar way, by momentarily placing the symbol of Artemis and the other feminine 

archetypes over the Loba poems, greater meanings are revealed. 

Northrup Frye is the primary source of information about archetypal analysis in 

literature. Through his extensive study of English and American literature, Frye has drawn 

many parallels based on overriding archetypal images. Frye's work, Anatomy of Criticism, 

provides an introduction to archetypal criticism as "primarily concerned with literature as a 

social fact and as a mode of communication. By the study of conventions and genres, it attempts 

to fit poems into the body of poetry as a whole" (99), Thus, at least one function of archetypal 

-- .-.-.---------



criticism is to identify commonalities with other pieces of literature in order to understand 

literature as a whole. Frye indicates that this response is reflexive: 
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We cannot in practice study a literary work without remembering that we have 

encountered many similar ones previously. Hence after following a narrative 

through to the end, our critical response includes the establishing of its categories, 

which are chiefly its convention and its genre. ("The Road to Excess" 15) 

In another of Frye's works, Fables of Identity: Studies in Poetic Mythology, he describes 

"the search for archetypes [as] a kind of literary anthropology" (12) and asserts that a search 

for these archetypes brings one closer to the literature: 

... the literary anthropologist who chases the source of the Hamlet legend from 

the pre-Shakespeare play to Saxo, and from Saxo to nature-myths, is not running 

away from Shakespeare: he [sic] is drawing closer to the archetypal form which 

Shakespeare recreated. (13) 

Frye also writes that this process of expanding literary images into archetypes is a process 

which takes place in all of our reading: "Moby Dick cannot remain in Melville's novel: he is 

absorbed into our imaginative experience of leviathans and dragons of the deep from the Old 

Testament onward" (Anatomy of Criticism 100). In a similar way, the Loba cannot remain in di 

Prima's poems: she is absorbed into our imaginative experience of pre-Biblical goddesses. 

In Fables of Identity. Frye identifies archetypal frameworks or patterns of the comic and 

tragic visions. In his comic vision, Frye identifies the symbols of community, domestic animals, 

gardens, cities and rivers as some of the important symbols. In his tragic vision he identifies 

witches, the terrible mother, beasts, wolves, wilderness, deserts, rocks, sea and flood. 

According to Frye's delineations, the Loba poems definitely belong to the tragic vision. All of 

the images of witches and wolves are present and valued in the Loba. An alternative view of 

Frye's schema would consider his comic vision as patriarchal and his tragic vision as feminist. 
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Of course, to a member of the patriarchy, the images present in the Loba poems would be tragic

-they indicate the end of male domination. As Elaine Martin writes in "Theoretical Soundings: 

The Female Archetypal Quest in Contemporary French and German Women's Fiction," "Frye's 

schema would have to be reversed to describe the female experience" (50). 

Partly because of this androcentric view of the archetypes, feminist literary critics have 

set up their own schema for categorizing the archetypes in literature. The major difference 

between Frye's archetypal schema and recent feminist's archetypal analysis is the emphasis 

on literature by women and uncovering the common themes among women writers. Before 

entering a discussion of feminist archetypal criticism, a brief description of feminist criticism 

follows since feminist archetypal criticism is a combination of feminist criticism and 

archetypal criticism. 

Sonja K. Foss, in a response to a panel at the Speech Communication Association 

Convention held in Chicago in November of 1986, said: 

... a feminist perspective on research ... (is] a concern in our research for the nature 

of the female experience, positive regard for it, and methodologies that embody 

this experience ... The first and most obvious assumption of the feminist 

perspective is that the study of gender and of women, in particular, is valuable ... 

A second characteristic of the feminist perspective is that it utilizes women's 

experiences, which are manifest in their symbols, rituals, and regular practices, as 

a starting point through which to approach events or phenomena under 

investigation ... A third assumption ... is that inquiry is impelled by the 

researcher's passion for the subject ... [fourth,] the self and all individuals are 

valid sources of data ... Finally, the feminist researcher inquires in the name of 

change, for at its core, feminist theory is revolutionary. (1-2) 

.... - ----_._--
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These assumptions are integral to the feminist critic and run contrary to assumptions about 

traditional research. At the heart of these feminist assumptions is the disbelief in objectivity 

and a belief that any researcher is subjective. Cheri Register writes in "American Feminist 

Literary Criticism" that "the opponents of Phallic Criticism doubt whether any form of 

criticism can be truly objective; methods that appear to be non-ideological are actually 

supporting the status quo" (18). 

Diane Matza, in her dissertation, "A Critique of the New Feminist Criticism," writes of 

the subjects of feminist criticism. She divides these subjects into four categories: "women's 

images and issues in works by men and women; women writers; male critical bias; and women's 

works that have been forgotten or largely ignored" (10). Since, the Loba poems fit into three of 

these four categories (women's images, women writers, works that have been ignored), it is a 

fitting subject for feminist criticism. Matza continues by saying that strategies for analysis of 

these works include "searching for distinctly feminine themes and styles" (10). Since 

archetypal analysis is, in essence, a searching for themes and since the focus of this study is the 

illumination of feminine images, the use of archetypal analysiS appears to meet Matza's 

requirements. 

Register's ideas for the role of feminist criticism overlap and extend Matza's: 

Feminist criticism has three distinct subdivisions, each with its own target. The 

first two are well defined and frequently practiced: (1) the analysis of the 'image 

of woman,' nearly always as it appears in works by male authors; and (2) the 

examination of existing criticism of female authors. The third type still needs 

formulating, but it may become the crux of feminist criticism in the future. It is a 

'prescriptive' criticism that attempts to set standards for literature that is 'good' 

from a feminist viewpoint. (2) 

The focus of the analysis of the Loba poems is the "image of woman." 

.. ------------



81 

Register also describes the type of literature in which a feminist perspective is 

interested. Like Foss's description of the feminist critical perspective, the literature chosen for 

analysis should support feminist views. Register writes: 

To earn feminist approval, literature must perform one or more of the following 

functions: (1) serve as a forum for women; (2) help to achieve cuitural androgyny; (3) 

provide role models; (4) promote sisterhood; and (5) augment consciousness-raising. 

(19) 

The Loba poems perform all of these functions except perhaps the second: "help to 

achieve cultural androgyny." The goal in the Loba poems is not androgyny so much as equality 

or a respect for women's images and experiences. 

Register also notes the "mounting interest in feminist criticism" as "the need for female 

readers to see their own experiences mirrored in literature" (15). As stated previously, this is 

also the goal of the research about the goddesses and other feminine archetypes. Women are 

interested in having their experiences recognized and valued. As Case writes, women want to 

see themselves as subject. ~ provides this opportunity. 

Feminist criticism has many goals for the understanding of women's experience. These 

goals are incorporated in feminist archetypal analysis. In some ways, the combination of 

feminist and archetypal criticism seems a contradictory mixture. As Wehr points out: 

Liberation thought, of which feminism is one prominent example, starts with the 

context and experience of a particular group, not with universal forms and ideas. 

Liberation theory focuses on the particular and feminism focuses on the experience 

of women. Analytical psychology, in which the archetypes are the foundation of 

the psyche and of life, looks for, and finds, universals-and, according to its critics, 

excludes the particular, as well as the social context. (x-xi) 

... _- ---------
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In order to accommodate both these interests-of the universal and the particular, feminist 

archetypal analysis looks for those images which are true to women's experience. "Universal" 

may be too broad a term for these images, yet recurring images in women's dreams and literature 

indicate that there are some experiences which are true for many women. Estella Lauter, Annis 

Pratt, Naomi Goldenberg, Jean Shinoda Bolen, and Christine Downing are all collecting and 

searching for material that expands the feminine archetypes. The goal of such study is similar 

to Frye's: to unify and integrate the experience of women's literature. 

Perhaps the best rationale for combining the two forms of criticism is provided by Annis 

Pratt in "Spinning Among Fields: Jung, Frye, Levi-Strauss and Feminist Archetypal Theory": 

"Frye's method, principally the description of archetypal categories as they structure literary 

form, is a tool that feminist critics can appropriate profitably and use for our own purposes" 

(118). Thus, the study of patterns or archetypal categories in women's literature is the focus of 

feminist archetypal analysis. 

Estella Lauter and Carol Schreier Rupprecht, co-editors of Feminist Archetypal Theory, 

describe feminist archetypal theory as "an interdiSciplinary re-visioning of the theories of ... 

Jung" in order to "reformulate key Jungian concepts to reflect women's experiences more 

accurately" (3). This "borrowing" from other theories involves choosing those elements that 

are helpful in illuminating women's experience. Lauter and Rupprecht write: 

Thus in formulating our concept of the archetype in terms that are enabling for 

women, we might take from [James] Hillman the notion that the archetype is not an 

entity in itself so much as a process of valuing an image. From Neumann we might 

take the idea that the archetype assumes different forms according to the personal 

and social history of the person who manifests it. (11) 

As archetypal images are examined anew, complex and changing figures emerge "richly 

informed by history" (14). These figures are not stereotyped forms of the good mother, the 

. - .. ----- .. ------.-- .. --_ ... 
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terrible mother, the virgin, and the crone. Instead, these figures have distinct qualities which 

can be categorized and examined both for their commonalities and differences. 

Both Lauter and Annis Pratt, author of Archetypal Patterns in Women's Fiction, suggest a 

highly inductive approach to analyzing archetypes. This approach involves reading the 

literature, discovering recurring images, and identifying patterns. These patterns can then be 

examined for greater understanding of literature and women's experience. 

In Pratt's analysis of over 200 works of fiction by women, she has discovered several 

recurring archetypes: 

the green world epiphany, the green-world lover, the rape trauma, enclosure, and 

rebirth [which] find counterparts in three complexes of ritual and narrative [the 

Demeter/Kore and Ishtar/Tammuz rebirth myths; the Arthurian grail narratives; 

and the Craft of the Wise, or witchcraft], which Carl Jung, Emma lung, Jean 

Markale, Jane Ellen Harrison, Margaret Alice Murray, and Joseph Campbell all 

perceive as archetypal repositories of uniquely feminine and androgynous import. 

(170) 

Certainly, she has impressive support for her discovery of complexes. However, Pratt indicates 

that her perception of this material may vary greatly from these archetypalists: 

The fact that one can create an outline of woman's quest for rebirth that seems to 

parallel in its figures and sequence such formulae as lung's quest for individuation, 

Campbell's adventures of the hero, and Frye's romance journey should not lead one 

to assume fundamental analogies between the way that these archetypalists 

perceive their material and the way women authors present similar archetypes. 

The difference between the way men and women writers and scholars perceive 

archetype derives ... from their different experiences in society. The radical 

otherness of women's experience is borne out in the eccentricity, apatriarchal 



outcome, and arcane symbolism that characterize fiction dealing with women 

heroes who complete the ultimate quest for human adulthood. (138) 
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Archetypes remain constant but their expressions differ. The archetypal images which Pratt 

identifies are radically different from what has been previously circumscribed for women. She 

states that the archetypal repositories she identifies "express the desire of women for erotic 

autonomy, meaningful social roles, and celebration of femininity" (176). This cluster of values 

constitutes "totality of self' (176). The Loba poems reflect the values which Pratt identifies. 

Estella Lauter gives a summary of some of the archetypal images associated with the 

feminine in her book, Women as Mythmakers: 

Erich Neumann's The Great Mother offers the best-known articulation of 

archetypal images of the feminine. He sees the Good Mother, the Terrible Mother, 

the Anima or inspirational figure, and the Seductress as parts of one constellation 

of images called the Great Mother. Toni Wolff ... diagrams four "types of woman": 

the Mother and the Hetaira, whose strengths lie in personal relationships with 

the child and the male lover; and the Amazon and the Medium whose strengths lie 

in impersonal relationships ... June Singer has argued for the existence of an 

archetype of the androgyne in her Androgyny ... Christine Downing ... performs a 

similar function [of explaining the ways these theories work in the lives of women] 

from the vantage point of the new feminist scholarship on women in religion and 

psychology. (229) 

Lauter does not see the archetype as an "unchanging entity outside the process of human 

development." Recurring experiences help to form an image which we in tum can follow back to 

"experiential nodes that have been important for long enough or to enough people to call for 

response" (xi). Lauter is not interested in discovering the essential nature of the feminine and 



thereby labeling it for all time; instead, she is interested in uncovering "patterns in our 

experiences." 

In choosing what works to analyze in her book, Lauter tells us that her process "was as 

inductive as possible": 
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That is, I read hundreds of poems with nothing more in mind than open-ended 

questions such as these: Does the poet directly or indirectly engage a figure, symbol, 

or narrative from traditional mythology? If so, why does she do this? How 

consciously does she enter into the process of revision? What attitude does she ask 

us to assume toward myth? Does she create alternative images, figures, or stories 

that might some day have the status of myth if they were embraced by others? 

(viii) 

Since Lauter includes the Loba poems in her study, the Loba obviously incorporates many of 

these elements. 

Further examinations of archetypal patterns in women's literature were outlined by 

Carol Pearson and Katherine Pope in The Female Hero in American and British Literature and 

Elaine Martin in "Theoretical Soundings: The Female Archetypal Quest in Contemporary 

French and German Women's Fiction." These authors disagree on the uniqueness of women's 

quests yet they agree on some elements. 

Pearson and Pope write that "on the archetypal level the journey to self-discovery is the 

same for both the male and female hero." However, "because negative myths about women are 

internalized through the socialization process, the first task of the female hero is to slay the 

dragon within" (viii). The male hero does not face this problem, so in this aspect of the quest, 

the female hero has a different role. In addition, the qualities which the female develops are 

different from the male: "One might assume-as Jung does-that if the hero is a woman, the 

treasure she seeks ... would require the development of qualities associated with the male 

--- -------------_._----
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rather than the generative, ,nurturing qualities traditionally associated with the female" (14). 

In other words, the female hero must incorporate the masculine qualities rather than kill 

them: 

The modem female hero comes to realize that even previously forbidden qualities 

must be assimilated into the self in order to achieve the ultimate boon of 

wholeness. When she integrates those attributes that are, in society's terms, 

intrinsically evil and inappropriate to women, she does not, like the macho hero, 

feel the need to kill, subdue, conquer, master, dominate, or marry a symbol of those 

values. (14) 

The barriers to the female hero's discovery of herself are four societal myths which she 

must challenge: "the myth of sex differences; the myth of virginity; the myth of romantic love; 

and the myth of maternal self-sacrifice" (18). In challenging these myths, the female hero 

embarks on her quest by leaving from "a confining house rather than a garden" (79). After 

leaving this house, confronting the dragon within, and challenging the societal myths, the 

female hero must have reconciliation with the mother. Pearson and Pope write: 

It is both a way of discovering her true identity and heritage and a means of 

achieving not only a higher mode of consciousness but a new society as well. 

Usually, when the hero is at the nadir of despair, a nurturing, strong, and 

independent woman appears to her. (184) 

Finally, at the end of her journey: 

The treasure the hero claims at the completion of the journey is herself. 

Discovering herself-her whole authentic self-she finds that her entire world is 

transformed. She partakes of the eternal, enjoys a new sense of trust in her 

perceptions about the world, and thus rejoices over her journey to the underworld. 

(223) 
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Perhaps archetypally, the journeys of the male and female heroes achieve the same end, 

but the details of their journeys vary greatly. 

Martin writes of the female hero's journey as seen in French and German fiction by women: 

the psycho-mythological development of the female hero as reflected in patterns 

of symbol and myth in women's literature ... do not parallel the mythos of the 

male hero ... the development of the female hero proceeds through psychic splits 

toward wholeness whereas this is not necessarily a part of the male hero's 

development. That is, the female quest is a dialectic between inward and outward 

tensions. The impetus for the interior psychic split originates externally, but the 

resolution itself is internal. (48-9) 

These outward tensions which influence the female hero are the societal myths which Pearson 

and Pope mention. Martin elaborates on this by writing that "the female quest sequence is not: 

separation-transition-incorporation [like the male quest sequence], but rather: isolation

rebirth-separation ... [separation] from her accepted role and consequently from society" (49). 

Martin indicates that this pattern has several representations all based on 

the notion of awakening. Some sample formulations would appear as follows: 

death-ordeals-rebirth 

alienation-search-integration descent-unconscious-resurfacing 

role rejection-identity-change in social context 

passivity-reflection-action 

matriarchy-patriarchy-reintegration (androgyny?) (50) 

In these various patterns of the quest, the mythic journeys of many female heroes are 

articulated. Martin concludes her analysis by stating that 
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the future of understanding the female archetypal quest in contemporary literature 

appears to me to lie in a vertical pattern which represents a psychic development 

and emphasizes both a reflective stage and a pivotal moment of epiphany. (56) 

The female hero's quest is a journey toward wholeness of self rather than reintegration 

into society. As Rushing indicated and as Martin confirms, the quest is a vertical one into the 

depths of the self. 

Joseph Campbell, in describing four functions of mythology in The Masks of God: Creative 

Mythology, outlines the path of the individual moving through these phases of mythology. 

His description 'offers some interesting insights into the journey of the female hero. The initial 

functions of mythology involve the revelation and interpretation by "waking consciousness of 

the power of its own sustaining source" (4). The hero awakens to a realization of her or his 

essential nature and position in the universe. Next comes "the shaping of the individual to the 

reqUirements of his ... social group" (5). During this phase of the hero's myth, the hero 

becomes separated from nature. Campbell writes: 

For those in whom a local mythology still works, there is an experience both of 

accord with the social order, and of harmony with the universe. For those, 

however, in whom the authorized signs no longer work--or, if working, produce 

deviant effects--there follows inevitably a sense both of dissociation from the local 

social nexus and of quest . .. (5) (italics added] 

For women, the "authorized signs" of traditional roles no longer work. Hence, when women 

participate in the socially accepted moral order of patriarchy, a dissociation occurs. As Martin 

indicates, the female hero becomes separated from society. 

Campbell's fourth and most critical function of mythology is "to foster the centering and 

unfolding of the individual in integrity, in accord with himself, his culture, the universe, and 

that awesome ultimate mystery which is both beyond and within himself and all things" (6). 
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Although the female hero becomes separated from society, if she follows her mythic journey, a 

reintegration with self and world is possible. The world in which she is integrated may 

change, as it does in the journey of the Loba, but the self will be centered in accord with "that 

awesome ultimate mystery," the goddess. 

One of the goals of feminist archetypal criticism is to discover the patterns and recurring 

images in literature by women. By examining the many aspects of archetypal inquiry ranging 

from Jung's definition of the feminine to recent studies which help to delimit this definition, a 

guide for analyzing the Loba poems emerges. Although many different methods of approach 

are outlined, no step-by-step procedure for conducting archetypal analyses exists. However, a 

combination and integration of several techniques create a method of inquiry for an inductive 

approach in examining the Loba poems. 

This method is first of all informed by Foss's feminist perspective on research, i.e.: 1) the 

study of women is valuable, 2) the research utilizes women's experiences as manifested in their 

symbols, 3) the inquiry is impelled by the researcher's passion rather than objectivity, 4) the 

self and all individuals are valid sources of data, and 5) the inquiry is in the name of change. 

This perspective admits a bias and allows the exploration to occur with that bias clearly 

delineated. It also presupposes the need for and value of the study. The perspective is also 

especially appropriate for this study of the Loba poems because of the emphasis on the use of 

women's symbols or archetypal images. 

Second, the methodology for the analysis uses Matza's and Register's criteria for 

choosing a subject for feminist criticism. As noted above, the Loba poems are clearly an 

appropriate subject. 

Third, the method of inquiry is as inductive as possible, per Lauter, and will ask 

questions which Lauter, Pratt, Pearson and Pope, and Martin suggest. These questions are 

chosen because of their ability to illuminate archetypal aspects of the Loba's journey and 

-- ------- - -------------------. - ----- ---.----
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because they create a connection to all of women's literature. The author's listed above have 

tested these queries in their analyses and have found them to be useful. I have added my own 

questions which relate the Loba poems to the feminine typologies and images of the goddess as 

outlined in this dissertation. The questions used in this analysis include: 

1. Does di Plima directly or indirectly engage figures, symbols, or narratives from 

traditional mythology? If so, why? 

2. How consciously does di Prima enter the process of revision? 

3. What attitude does di Prima ask us to assume toward the myth? 

4. Does di Prima create alternative images, figures, or stories that might some day have 

the status of myth if they were embraced by others? 

5. What are the commonalities between the Loba and the Great Goddess? Between the 

Loba and Artemis? Between the Loba and the feminine principle as outlined by the lungs, 

Neumann, Wolff, and Bolen? What are the differences? 

6. Do the archetypal images in the Loba poems correspond to those images uncovered in 

Pratt's analysis of women's fiction? Do these images indicate "erotic autonomy, meaningful 

social roles, and celebration of femininity" as outlined by Pratt? 

7. Does the Loba integrate male qualities or attributes which, in society's terms, are evil 

or inappropriate for women? 

8. Does the Loba create a journey toward self-discovery and wholeness? Is this achieved? 

Does she, in discovering herself, find that her entire world is transformed? 

9. Does she confront the dragon within, overcome barriers of societal myths on her journey, 

such as "the myth of sex differences, the myth of virginity, the myth of romantic love, and the 

myth of maternal self-sacrifice," and reconcile with the mother? 

10. Does the Loba embark on her journey by leaving from a confining house rather than a 

garden? 

-----.. - .... _--
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11. Does the Loba engage in a quest sequence which includes isolation-rebirth-separation 

or some other version of the vertical pattern of awakening as outlined by Martin? 

12. Does the Loba engage in a reflective stage and a "pivotal moment of epiphany?" 

13. How does the myth of the Loba relate to other literature by women? 

Each of these questions will be explored in the analysis of the Loba poems in order to 

determine the patterns and recurring images which shape the literature. The answers to these 

questions will then serve to inform the adaptation and production concept of the Loba script. 

The first section of this analysis will be a "tour" of the poems, engaging in what Frye 

calls "literary anthropology." Several symbols will be discussed as they appear in the Loba. 

The second section of the analysis will answer the questions outlined above. 

Analysis 

Symbols in the Loba 

Although a thorough discussion of the archetype appears in Chapter 1, a few words 

about the nature of symbols in literature and religion will help to introduce this analysis. 

What we consider to be a symbol is usually something that we recognize as having meaning 

beyond its immediate appearance. Jung says in Man and His Symbols: "What we call a symbol 

is a term, a name, or even a picture that may be familiar in daily life, yet that possesses 

specific connotations in addition to its conventional and obvious meaning" (3). Frye applies this 

to the study of literature when he writes that a symbol is 

any unit of any literary structure that can be isolated for critical attention. A word, 

a phrase, or an image used with some kind of special reference ... are all symbols 

when they are distinguishable elements in critical analysis. (Anatomy 7) 

In distinguishing elements of symbolism it is important to remember Harding's caution: 
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Of a symbol we can never say 'this is this,' or 'that is that,' translating each factor 

into equivalent tenns of the known. For the symbolic creations of the unconscious 

contain layer after layer of meaning which cannot be exhausted in a word. (64) 

The Loba may be described as the wolf-woman and all the various meanings attached to 

that symbol may be evoked, however, because it is a "symbolic creation of the unconscious," not 

all of its meanings can be verbalized. James W. Fernandez in his essay, "The Mission of 

Metaphor in Expressive Culture," writes of the difficulty: "Most of the symbols to which our 

attention is called in symbolic analyses condense so many and often incompatible meanings as 

to, in fact, make them difficult to discuss ... "(120). Many of the symbols in the Loba have 

incompatible meanings. Why, for example, is the Loba, symbol of the goddess, portrayed with 

snakes around her ankles (a symbol which indicates a phallus)? These incongruous images are 

difficult to discern. 

ReligiOUS symbols are doubly obscure. As Kathryn Vance Staiano confirms: 

Religious symbols must generally remain unintelligible to the uninitiated, for they 

can have no infonnation on the various and necessary 'inconceivable' unifications of 

significata. The affective nature of religious symbols probably lies beyond 

adequate description. (227) 

Since the Loba is a figure of the goddess, she is a religious symbol, and to define her emotional 

affect and power will undoubtedly leave something to be desired. 

Unique aspects of women's symbols are discussed by Elias-Button, who writes that: "the 

symbols [women] are finding to structure this new world, taken often from their rediscovery of 

matriarchal mythology, include both shared, archetypal qualities as well as uniquely 

imagined and experienced particulars" (10). Elias-Button describes precisely what di Prima 

does. She takes shared mythologies which women can recognize and incorporates her own 



93 

"experienced particulars." Indeed, di Prima admits to using several instances from her own life 

to bring the reality of the Loba poems to life. 

As these writers indicate, symbol exploration is difficult and often inaccurate. 

Nevertheless, with these cautions is mind, a discussion of the symbols in the Loba follows. 

The book of poetry consists of eight parts with an opening invocation called "Ave." The 

poems are loosely organized. Di Prima writes in an author's note: "The Work is, like they say, 

in 'progress'. The author reserves the right to juggle, re- arrange, cut, osterize, re-cycle parts of 

the poem in future editions. As the Loba wishes, as the Goddess dictates" (5). 

The poems begin with a section named "Ave" or "Hail." This poem acts as a kind of 

invocation addressed to other "sisters." Di Prima hails them as "0 lost moon sisters/ crescent in 

hair, sea underfoot do you wander ... " (9). With these first few words, several images are 

evoked. The moon is a symbol most often associated with femininity in dozens of religiOUS sects 

and cultures. It is also one of the major symbols associated with Artemis, and her Roman 

counterpart, Diana. "Sister" is also a term associated with Artemis as her major relationship 

with others. The crescent is another reference to the moon-the beginning or creative phase of 

the moon. "Sea underfoot" is a reference to the element of water-another common feminine 

symbol. Water was considered to be the mother of all things by the philosophers of ancient 

Miletus (Campbell, Masks of God: Occidental Mythology 485). "Sea underfoot" might also be a 

reference to the goddess Aphrodite especially since an illustration several pages later shows 

the Loba arising from the sea on a huge shell, a parody of Boticelli's "Birth of Venus" (51). 

In the several stanzas following the introduction are descriptions of various women and 

their activities repeating the litany of "you wander." Di Prima, or the Loba, speaks to these 

women saying, "I walk the long night seeking you/ I climb the sea crest seeking you/ I lie on the 

prairie, batter at stone gates/ calling your names ... " (11). The Loba is trying to make contact 

with all women, encouraging them to recognize her presence: "I move within you, light the 

.-' .-._--_. __ .---------------



evening fire/ I dip my hand in you and eat your flesh/ you are my mirror image and my sister" 

(11). These lines introduce di Prima's thesis that the Loba is all women and all that women 

represent. Lauter recognizes the Loba poems as "an attempt to subsume all the goddesses and 

several mythic mortals as well under the name 'Loba'" (197). 
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These lines also introduce the concept of the Devouring Mother or Dark Goddess which 

the Loba also represents. Throughout the poems, there are several references to the Loba eating 

the flesh of humans. References to cannibalism are significant in that "the most consistently 

observed taboo in civilized society is the taboo against eating human flesh .•. witches were 

accused of this crime more than any other ... " (Walker, The Women's Enc;yclopedia of Myths 

and Secrets 135-6). The ritual of cannibalism has its roots in ancient religions as a way to 

become part of god. Barbara Walker writes that "the object was to become flesh of the god's 

flesh by eating him so as to share in the resurrection of the divine flesh" (136). Of course, 

Christianity participates in this ritual with the Eucharist, a symbolic sharing of the body and 

blood of Christ. What is so distasteful about the pagan practice of eating flesh is that it was 

actual human flesh rather than the symbolic eating of flesh which evolved in Christian 

ritual. 

Cannibalistic societies also have a rationale for the eating of sacred individuals and 

family members: "women eat the flesh of dead men and bring them back to life as new children" 

(Walker 137). Hence, we see the connection between pregnancy and the eating of human flesh. 

When the Loba says that "I dip my hand in you and eat your flesh" (11) she is recalling the 

prepatriarchal pagan religions and asserting her sisterhood with the Wicca. She is also 

entering into a unity with all women. This unity is again stressed at the end of the poem: "I am 

you/ and I must become you/ I have been you/ and I must become you/ I am always you/ I must 

become you" (12). This statement is echoed later in the poems with the quotation from the 

Gospel of Eve: "I am Thou & Thou art I ... in gathering me Thou Gatherest Thyself' (83). The 
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Loba takes many shapes in the poems that follow, but the invocation recognizes that these are 

the shapes that all women take. 

Part I of the Loba consists of 13 poems that act as various sketches of the Loba, describing 

who or what she is. She is portrayed as a wolf, a factory worker, a city, a witch, a goat, a 

young black naked woman, an old woman, and a Gypsy. Through these poems, the Loba's 

relationship to men is also developed. In the first poem of this section she says, "If he did not 

come apart in her hands, he felll like flint on her ribs, there was no middle way •.. " (17). The 

Loba's relationship to men is such that he either cannot handle her power and so comes apart or 

else he rapes her-falling like a hard rock on her. "Even field mice knew I she called the shots, 

dimensions I of the obsidian cross hel hung on, singing in the sun ... " (17) refers again to her 

power even though Christ looms on the cross. Christ may be singing in the sun-a reference to 

the current elevated status of the patriarchy and Christianity-but the poem ends with the 

Loba grinning, "baring her wolfs teeth" (17). 

The image of obsidian in this poem and later poems is a reference to the Aztec religion 

which was also called the "obsidian religion": "Mexican tradition reveals very clearly that 

obsidian, because of its original food-producing properties, carne to be regarded as the source of 

all life, indeed as the very principle of existence" (Spence, The Religion of Ancient Mexico 27). 

Neumann writes that the goddess of the hunt was also called the obsidian goddess until she 

changed to the earth goddess "as hunting gave way to agriculture" (The Great Mother 191). 

Most of the sketches in this section are images of power: her pelt is triumphant (18), 

"snakes wind around her ankles" (23), "her fangs flash white & red" (23), "her eyes show 

waters parting a jungle, her arms are vines around you" (25), "does she look wI her wolfs eyes 

out of your head?" (26). Each image shows the power of the Loba and her ability to capture and 

become "you." 
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In one poem, the author asks, "Is she city? Gate she is we know / & has been, but the 

road/ paved w / white stones?" The answer is that she is not city-the Loba, as nature deity 

has her paws cut by the concrete of the city. The line, "Gate she is we know / & has been," 

refers to the symbol of the gate as entrance to the womb. As Neumann writes, "Along with the 

cave and the body-vessel, the gate as entrance and womb is a primordial symbol of the Great 

Mother ... the temple gate is the entrance into the goddess" (158). 

In another poem, the Loba's spine curves around weeds as she lies down in the sun (21). 

This curving or encircling of nature (a reference to the roundness and circularity of the goddess) 

is the role of the Loba which she does in full view of mankind (the sun). The poem speaks of 

"channels of the seven rays" (21). The reference to the number seven is echoed throughout the 

poems especially in the "Seven Joys of the Virgin." The number seven is usually involved with 

the lunar or matriarchal hero. While the journey of the solar or patriarchal hero is 

characterized by the number twelve, the number seven "plays a dominant role in the journey to 

the underworld" (Neumann 160). 

One poem in this section includes snakes winding around the Loba's ankles. Snakes are, of 

course, part of the Medusa figure and, in addition, are symbols of the penis. As Spo and Mor tell 

us, "The penis first appeared in the Age of Reptiles, about 200 million years ago. Our 

archetypal association of the snake with the phallus contains, no doubt, this genetic memory" 

(2). Neumann also writes that "the representations of the woman with snake almost always 

refer to this relation of the female to the procreative male" (143). The snake image takes us 

further to the Garden of Eden and Eve's sin. But here in the poem, the snakes are winding 

around her ankles; they are part of her power and strength. This poem ends with an image of 

the Loba's flashing teeth which are, according to Neumann: 

the destructive side of the Feminine, the destructive and deadly womb, appears 

most frequently in the archetypal form of a mouth bristling with teeth ... the hero 

--------------
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is the man who overcomes the Terrible Mother, breaks the teeth out of her vagina, 

and so makes her into a woman. (168) 

This is an image of the goddess before differentiation. She has the power of both masculine 

and feminine. She again is eating flesh and "shakes a gourd rattle"-a gourd filled with seeds, 

a symbol of sexual potency. 

Another poem in this section shows the Loba as Gorgon: "Her tongue flicks/ at the corners 

of her mouth ... her tongue/ is growing in your mouth" (25). Neumann recognizes the tongue as a 

symbol of the phallus (170) which emphasizes the androgynous nature of the Loba. She is 

definitely what Neumann would call the Terrible Mother in these poems. 

In one of the last poems of this section, the Loba has sex with a man although she admits 

"it was a role/ she was tired of playing" (28). In her imagination she sees herself "loping 

across Europe/ naked & lean on the beaches" (28). The Loba is dreaming of her independence 

away from men. This independent spirit is that of her counterpart, Artemis. 

In the final poem of this section, "The Loba Dances" (29-30), the Loba as mother and 

mistress burns the city and dances on the severed heads-an image of death but also of rebirth. 

"The ashes/ sing, they chant/ anew/creation myth ... " (29). The Loba, whose "breath/ 

itself/ is carnage," has destroyed the city and now "treads the/ salty earth .. ," (30). This 

image is one of the strongest of the Loba's return to the earth, She destroys the cultural centers 

-the centers of man-and returns to the earth, symbol of the Great Goddess. She has what 

Annis Pratt would call a "greenworld epiphany" and enacts the rebirth myth. 

Part II of the Loba is a series of 15 poems, again sketch- like in their description of the 

Loba, which continue to establish her relationship to men and also to childbirth. The first 

poem contains the image of the sun falling into the sea (33) which relates to the idea of the fall 

of the male-dominated world into the feminine. Another poem laments the fact that "it is still 

news to her that passion/ could steer her wrong" (36). She continues her flirtations in "bobby 
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socks" (40) and sings praises to her lord, the blue beast (47). Yet, she taunts, "Think you she can 

be caught in nets of love?" (41) The Loba outruns men and writes "NOLI ME TANGERE" (do not 

touch me) across the sky (41). Lederer, in writing of the menstruation tabu, says, "the terrifying 

state of tabu, a state of being simultaneously holy and unclean, was initially imposed by women 

as a noli me tangere during the phase of their sexual unavailabilityi, (26). But here, the Loba 

is reclaiming her sexual independence. This fierce independence again recalls the goddess 

Artemis. Her liaisons with men lead her to a painful childbirth where "the sun/ flashed like 

pain/ behind her eyes" (44). The Loba gives birth to a male cub to whom she sings, "my/bones 

curve up/ to embrace you" (45). Again, the emphasis of the curve, the roundness of the goddess, 

is evident. This is the Loba as mother. 

As tender as the poem to her cub is, it is eclipsed by her love song to the blue beast: "I, the 

white wolf,/ Loba,/ call to you/ blue mate,/ 0 lost lord/ of the failing hills" (48). The Loba 

may be an independent spirit but this poem is as devoted as any Hera might inspire. Instead of 

a submission to men, however, the Loba is searching for her partner, her equal, a unification of 

male and female. The poem is reminiscent of the mother-son relationships throughout the 

history of the goddess. In her many manifestations, a common theme is that of mother and 

son/lover. Isis and Osiris, Inanna and Dumuzi, Mary and Jesus are just a few examples. Of 

course, the patriarchy is opposed to the notion of the son becoming lover because it must admit 

that the power of creation belongs to the mother. So, the patriarchy has developed such myths 

as Oedipus, which create a tabu against the son becoming lover. 

Part III develops images of the Loba as a figure visible in nature everywhere: she is a 

white crow, a white bitch, "she gleams/ in the wildwood where you have not dared/ to walk" 

(57), "she is the wind you never leave behind" (59), she is the "black cat you killed in empty 

lot" (59), "she is the scrub oak" (60), "she grows in cracks in the pavement" (60), she is "the cliff 

where you may not stand" (63). 
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The separation of the Loba from the city recalls again the greenworld archetype. Many 

of the images in this section are vivid and frightening: "she waits you under the steps/ of yr 

tenement" (57), "the one who lurks/ in open childhood closets" (59), "she is incubus" (59), "I am 

the madness in your children's eyes" (63). The Loba symbolizes many repressed fears which are 

indicative of the repression of feminine impulses. The Loba says "I have, been a graveyard 

these last thousand years/ I shall rise, like the full moon, from that cemetery" (63). Like the 

full moon, the feminine will rise and claim her due. This section ends with three poems titled 

"Madness of the Loba," "Death & the Loba", and "The Loba Old." All three present aspects of 

the Dark Goddess which are feared. Just as the Loba represents the wife, mother, and 

independent spirit, so she represents madness, death and old age. In the final poem of this 

section, she states that she will either rise up and "shatter the sun & moon" or "Sit still, till I 

die of thirst" (70). Women have these two choices. 

Part III has an interesting diversion in that it contains lists of persons to whom the poem 

is dedicated (55-56). Included in these lists are such diverse people as M. Esther Harding, 

Billie Holiday, Mother Mary, Janis Joplin, Isis, Kali, Spider- Woman, and di Prima's 

grandmother. A few pages later over 100 goddesses are listed. Di Prima is invoking the names 

of all women as part of the Loba. In The Great Mother, Neumann sees this naming as a part of 

Goddess worship: 

In naming all these [manifestations of the Goddess], we are practicing an age-old 

rite. Such lists as we find in Apuleius, who identifies Isis with innumerable 

kindred goddesses, are a form of ritual worship. The abundance of manifestations is 

a characteristic of the archetype, and the plethora of names by which the powers 

are invoked among all peoples is an expression of their numinous ineffability. (275) 

Part IV contains further images of what the Loba is. It has an extended section on the 

Loba as Eve. Before the Eve image is explored the Loba explains her childhood which mostly 
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focuses on her father. This is not a personal history but one of the masculine dominating the 

feminine: "his hands/ close around the bars, as they closed/ on the spirit of his wife ... " (74). 

The childhood of the Loba occurs before her awakening to consciousness. It is a world 

dominated by male images. 

Just as we are considering that there is nothing which isn't the Loba, di Prima places the 

poem, "Some Lies About the Loba" (76). These include "that she is eternal," "that she can be 

confused with Isis," "that she is black, that she is white," "that there is anything about her/ 

which cannot be said," "that she is always with you," "that there is anything to say of her/ 

which is not truth." Immediately following the poem, four poets attempt to define the Loba. 

Again, the Loba is a shapeshifter, as Lauter tells us, and her shapes elude definition. 

This section also contains the significant poem to which both Lauter and Downing refer 

and which came as a result of di Prima's first encounter with the Loba. "DREAM: The·Loba 

Reveals Herself" (81-2) tells of the poet's interaction with the image of the Loba. Di Prima 

says the Loba "came/ to hunt me down," and although the poet would not stay to be hunted, the 

Loba followed patiently. Di Prima sees the goddess in Loba, the protector and warrior as well 

as the mother and sister. In other words, di Prima sees herself. This section significantly opens 

the possibilities for women to see themselves in many, many ways. Downing writes, "Turning to 

Artemis is, I know, a turning to face myself' (160). The Loba represents the poet's self as well as 

the reader's. 

At the start of the section entitled "Loba as Eve," di Prima includes a few lines from the 

Gospel of Eve which begins with "I am Thou & Thou art I" (83). The lines echo the previous 

poem in having the poet see herself in the Loba. In the poems, complete with references to 

snake and apple, the reader is assured of the Loba's presence. 

Part V of the Loba reveals images of many myths and legends. Included in these poems 

are Helen, the reedgatherers of the Black Hills, Lilith, the huntress, Persephone, Iseult, and 

. - .. ----.---
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Heloise. Usually thes~ heroines are considered from the masculine perspective, but di Prima 

gives them an opportunity as extensions of the Loba to tell their stories from their point of 

view. Lilith, in particular, has the opportunity to tell her story as the Other, "the backside of 

the coin" (116). As the first wife of Adam, she refused to submit to his power and so was sent 

away. She represents the original independent spirit, so it is natural that she be accorded a 

place in the Loba. The poet laments the promises of secrets revealed which Lilith made. She 

realizes that all we are left with is "the red glint of meat between yr teeth ... blood of 

muledeer & jackrabbit/ or yr murderous black crossroads" (112). This is the image of Lilith 

which remains in present culture. Oi Prima encourages us to meet Lilith ("Higher you climb/ 

the more she fills yr dream") and, as the poem instructs: "Interface" (116). To "interface" with 

Lilith is to recognize and integrate the dark side of the feminine. 

Part VI is entitled "The Seven Joys of the Virgin," and chronicles the ironic history of the 

Virgin Mary. In my interview with di Prima, she said that this section was the only one she 

purposefully set out to recreate. The other women from history occurred to her as she was 

writing but she wanted to use experiential material from her own life to recreate the "Seven 

Joys." Of course, the term "joys" is meant sarcastically and di Prima laments the demise of the 

goddess with the advent of the Christian era. Much has been written about the subsuming of 

powerful goddesses into the image ofthe Virgin Mary. Walker writes in The Woman's 

Ens:yclopedia of Myths and Secrets: 

Fathers of the Christian church strongly opposed the worship of Mary because 

they were well aware that she was only a composite of Mariamne, the Semitic 

God-Mother and Queen of Heaven; Aphrodite-Mari, the Syrian version of Ishtar; 

Juno the Blessed Virgin; Isis as Stella Maris, Star of the Sea; Maya the Oriental 

Virgin Mother of the Redeemer; the Moerae or trinity of Fates; and many other 

versions of the Great Goddess. (602-3) 
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The first poem, "Annunciation" (129-31), tells of a young Mary confronted with the news 

that she is to give birth to the Saviour: "I was fifteen only / & his urgency / (murderous rage) an 

assault 1/ bent under" (129). The fear of the young Mary is evident as she is subjected to a rape 

which ends with Gabriel speaking of her womb-"the fruit of my womb" (130). Daly describes 

"the Annunciation" as an invasion of the spirit: 

In the charming story of 'the Annunciation' the angel Gabriel appears to the 

terrified young girl, announcing that she has been chosen to become the mother of 

god. Her response to this sudden proposal from the godfather is totaled 

nonresistance: 'Let it be done unto me according to thy word.' Physical rape is not 

necessary when the mind/will/spirit has already been invaded. (85) 

The nativity is experienced as "they fettered mel w/ leather straps, on a delivery table . 

. . They tore child from me. Whose?" (137). Mary is used as the vessel to carry the Christ. She 

looks around her after the birth and sees "Kind beasts around me: Women/ who knew same 

outrage" (137). The birth of Christ is an outrage. It is an outrage not only to Mary, but to the 

women who will follow her. Di Prima tells Waldman that "the Nativity came through as a 

kind of re-living, the first part of it at least, as a reliving of the circumstances of the birth of 

my daughter Jeanne" (36). 

In the poem entitled, "Flight into Egypt" (140), Mary admits that she was "Pursued/ by 

cries of 200 infants/ each of whom/ might have been the Christ./ I do not know/which one I 

have carried away/on this aging burro" (140). This perspective certainly lends a twist to the 

story of the Saviour. The stories of Mary are interrupted for a coyote tale that tells of the ways 

to avoid being trapped: "Sometimes you take up the trap &/ run with the metal between yr 

teeth,/ At times it is better to chew off your leg" (141). Mary was trapped into her role and the 

coyote--the eternal trickster of nature--is giving her some advice for the escape. 

- -- -------------- --------
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In the poem of resurrection, Mary realizes upon seeing the vision of Christ risen that she 

haS become "towering presences I feared/ in human girlhood" (148) and she is burnt by the light 

of the Christ. In the next poem (149), Mary realizes that she is "no longer burnt/ but burning ... 

he [Christ]! shouts NOLI/ ME TANGERE/ he blasts unhealing force. 1/ cannot/ keep back, I 

leapt thru flaming hoop." She has become a circus animal which must avoid yet leap through 

the fire. 

In the final poem of the "Coronation," Mary is not happy with her stature: "I stand in 

these structures of angelic sound/ alone as any woman in her doorway/in the rain ... " (150) and 

"The pain of wings is nothing/ to the crown/ which presses on my 3rd eye" (151). Refusing to 

end here, Mary proclaims that she will "Take now / milke of the stars/ & rub it in my flesh/ 

like sabbath ointment/ I will fly / Broomless, unarmed, unready / I will fly" (153). Here, she is 

escaping her pedestal and reclaiming her power, and di Prima enjoins all women to do likewise. 

Part vn shows further images of the Loba intertwined with images of Iseult and 

Guinevere. The last line of the first poem in this section tells that the Loba is "poised, quivers 

slightly, prepares/ to run circles around the sun" (158). The Loba's final confrontation with 

Apollo is foreshadowed. Tristan appears in this section, wondering about what happened and 

what he should do about the new sword found between himself and Isolde (162). Isolde 

responds that they should not hide in the woods but leap into the heavens. She then 

remembers that Tristan's path does not lead beyond the dark wood and so, "I leave in a spray of 

stars" (166). The suggestion here is not to wait for what a man will do nor to follow only his 

path but to follow one's own. 

One poem in this section is a parody on the critic reviewing the Loba: "Where is the 

history in this ... where are the dates, street names, precise equations?" (172). Oi Prima is 

poking fun at scientific positivism and defending her free-flowing style and her right to write 

the history of women in whatever progression she chooses. The section again emphasizes the 

""-- -.--------
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freedom of following one's path. In the final poem, Guinevere chooses her death saying, "For 

sweeter than shamel is the fire" (176). 

Part VIII is the final section of the Loba poems. In the first of these poems, the Loba 

addresses Apollo at his fountain of healing. She lists the pains suffered by women throughout 

history and as a whirling dervish releases "this pain which is claim/ to womanhood" (179). 

The Loba chooses to "end commonality of rage/ to be born/ in uniqueness" (180). As di Prima has 

identified throughout many of her poems, pain is often the shared experience of women. Here, 

she releases that pain in order that women may express their uniqueness in all forms. As part of 

her healing process, the Loba refuses to return with the Grail to the table of the lord who 

tortured her (182). Instead, she will rip up the floor of the temple and drink of a black water

"the black water/ Apollo/ abhors" (183). The Loba will drink from a fountain that existed 

before the patriarchy and will carry a jug of this water home to her sisters in order to retell the 

story (185). 

At this point, the Loba speaks of vessels, of "the long & slender vase," "severe white & 

black pots of Acoma," "red clay of the Hopi," and "cut Serbian crystal, ruby tinted." She asks, 

"What do you drink? / This is a foolishness. Who is the vessel? / Does the vessel drink?" All 

of the different types of vessels are the women "born in uniqueness." The vessel may be a symbol 

of the feminine as Neumann indicates, but each vessel is unique. They join together for the 

common cause. 

and 

In one of the final poems of the Loba, we are told 

and when we have won clear 

we must return to the circle (188) 

when we return to the circle 

we have won clear. 

.. .. _ .... _---------------- . -- .----.-------.--- ... ------ . 



Return the dance to the pulses of 

the Hunt (189) 
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Di Prima asks her readers to join the common quest born in uniqueness rather than in pain. In 

this poem, the Loba commemorates the women who died in the European witchburnings ("Sweet 

fri~nds! whose common dance! made Europe bright") and along with the opening poem unites 

all sisters. 

The final poem is entitled "Lilith of the Stars." In it, di Prima tells us that "there is 

another Lilith, not made for earth ... windlass/ on which is wound/ the hopeI which exceeds 

proportion." This Lilith is the hope for the future and her promises will be kept. 

Throughout the Loba poems, di Prima takes us to well-known figures in order to see 

ourselves and yet to be reborn in uniqueness. She strikes chords that resonate familiarly but she 

has placed them together in such an arrangement that the uniqueness is destined to appear. 

The references to Artemis, the Dark Goddess, the greenworld, the return to nature, the Great 

Goddess are there. Certainly the symbolism of nature is important as an ally of woman, as 

Pratt says, to keep "her in touch with her selfhood" (21). And yet, the poem does not encourage 

women to become the Loba. Rather, it encourages women to release the pain and discover the 

unique myth of self, to look deeply into one's self and discover what is there, to drink of the 

dark water (the unknown self) which Apollo abhors and bring back the story for others. Her 

journey is cyclical. The journey of the Loba is the journey of the Self. 

Inquiry 

The questions which are posed in this study are taken from the writings of Lauter, Pratt, 

Pearson and Pope, and Martin. By answering these questions, a greater understanding of the 

poems is reached as well as an understanding of the Loba's position relative to other literature 

by women. These answers will inform the adaptation and production of the poems. 
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Di Prima directly engages several figures from traditional mythology. With the Virgin 

Mary, di Prima is purposefully committing an act of re-vision. She wants to tell the story of the 

"Seven Joys" from Mary's perspective, so that her audience can see the reality of Mary's 

experience and how a woman or girl might truly respond if she were given the voice to do so. 

Creating the re-vision, she allows us to look at Mary anew and to measure her experience 

against ours and against the original myth. 

In describing the other figures: Persephone, Iseult, Eve, Lilith, etc., the use is less 

conscious but nevertheless similar. Each of these women is allowed her own voice which gives 

us a new perspective on each of their stories. In using figures, names, and narratives that we 

recognize, di Prima jars our sense of reality. 

The major figure in the Loba poems is the Loba. Although not a figure from traditional 

mythology, she shares common characteristics with figures who are recOgnizable. She is both 

known and unknowable, self and other, and these contradictions create her image as a shape

shifter. 

Since the centerpiece of the poems is "DREAM: The Loba Reveals Herself," which is 

based on an actual dream, it would appear that di Prima's process of re-vision has subconscious 

sources. In the telephone interview, di Prima firmly rejected the notion that a poet chooses the 

subject about which she writes. Di Prima said that the Virgin Mary was the only figure about 

which she knew she wanted to write. The rest were inspired by various sources but were not 

conscious choices. 

Through the Loba poems, we are asked to reevaluate our understanding of traditional 

mythologies. With the "Annunciation," we must reconsider the "joy" of this experience: Mary 

being chosen as the mother of God is not an honorable experience. Di Prima asks us to rethink 

our understanding of all the stories we have learned about women and their roles. In addition, 

di Prima is requesting that we look at the myth of the Terrible Mother as portrayed by the 

-- ----------------- ---------
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Loba and accept the dark side of ourselves. At times, di Prima asks us to assume an attitude of 

humor toward the traditional portrayal of women ("were it not for the ring of furl around her 

anklesl just over her bobby socksl there's no onel wd ever guess her name ... " 40). At other 

times she asks us to assume an attitude of horror ("Can you, friend, say you never leaned I across 

her jagged, bloody wrists to blow I her dripping candles out after you spreadl a tattered army 

blanket over I her swollen face?" 37). Di Prima presents fresh images which cause us to 

reevaluate our present orientation toward femininity and traditional views of women. 

Lauter writes that "di Prima's poem badly needs the kind of cutting and shaping that 

Pound gave to Eliot's The Waste Land, and even then it would take longer to work its way into 

the culture than Eliot's poem did. Yet at times it is as moving as anything Eliot wrote" (200). 

The Waste Land became a metaphor for our culture during the Depression. The image was so 

powerful that even people who had not read Eliot's poetry could grasp the meaning of such a 

metaphor. The same may be true of Loba. Although the Loba poems will probably not be as 

widely read as Eliot's poetry, the figure of the Loba is captivating and many who hear of the 

wolf-woman are fascinated with her image. The werewolf is already a part of our imaginary 

landscape and the Loba, as half-woman, half-wolf, has the potential for mythic status if it 

were embraced by others. 

The Loba is "recognizably goddess" but di Prima does not limit her to a particular 

goddess. She is a nature deity, but then, so are most goddesses, because the feminine and the 

natural earth are intertwined. She bears many resemblances to Artemis. Artemis' major 

characteristics include her identification and protection of animals, her sisterhood, her 

midwifery skills, her skill as a hunter, her virginity, and her wrath against sex offenders. The 

Loba obviously identifies with animals and protects the earth, the habitat of animals. Her 

primary identity in these poems is as a sister to other women and the references to Apollo 

indicate her relationship with him. The Loba is a midwife in the sense that she is helping 

.. -_._._-------------- . - - .---_._----_ ....•... ---_ .. 
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women to give birth to their new identities. The hunter aspect of the Loba is most clearly 

stated in the one of the final poems when she suggests we "Return the dance to the pulses off 

the Hunt." The Loba is engaging in a quest for self. The pulses of the hunt are those driving 

forces which women experience in their quest. The Loba as virgin is clear at times and unclear 

at others. When she cries "NOLI ME TANGERE" she is complete within herself. Yet, the love 

song of the Loba and her tender attitude toward her cub indicate a level of relationship which 

is not Artemisian. The Loba is not particularly wrathful toward sex offenders. In fact, at the 

point where her rage might be released as she remembers the outrage of her past, she chooses 

instead to "refuse the remembering skin" and "slough off the pain which is claim to 

womanhood" to "end commonality of rage to be born in uniqueness" (180). Instead of evoking and 

sustaining rage at past atrocities, the Loba encourages women to go beyond the pain and anger to 

recognize the beauty and uniqueness of the self. Although the Loba bears many resemblances to 

Artemis and her counterparts of Lilith and the Amazons, clearly the Loba is unique in herself. 

Carl Jung primarily identified the feminine principle as either the mother or the anima 

(guiding soul of man). The Loba is a mother and a mother figure. She bears many resemblances 

to the Great Mother figures which Neumann explicated. Yet, mothering is not the Loba's 

primary function. She may be perceived as a guiding soul especially in poems where she looks 

out from behind the reader's eyes. However, the Loba's primary function is as a guide for women 

and this was outside of lung's typology. 

The eros function or emphasis on relationship is Emma Jung's view of the anima. The 

Loba does create relationship but this is certainly not the way she defines herself. She does not 

fit in with Emma lung's typology because the Loba is primarily an image of non-associative 

femininity, as Paris defines it. The Loba is concerned with independent quest, not with Emma 

lung's relation- centered femininity. 

- - ---_._----_._ .. - .. ----_ .. 
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Many of the images from The Great Mother are relevant to the Loba. Neumann's 

extensive study uncovered several symbols which are incorporated in the Loba. However, just as 

Artemis fits into all four of Neumann's categories (the Good Mother, the Terrible Mother, the 

Positive Transformative Character, and the Negative Transformative Character), so does the 

Loba. Furthermore, she assumes the characteristic of Transformative Character for women 

which Neumann did not address. Neumann also elaborated on the symbol of the feminine as 

vessel, which di Prima honors in her poem beginning "I come to speak of the long & slender 

vase" (187). The Loba's "vase" is long and slender. because it represents not only the vagina but 

also the phallus. The femininity of the Loba is the yang-femininity as described by Haddon. 

Di Prima has questions about this vessel when she asks "Does the vessel drink?" In other 

words, does the vessel only contain, or is it capable of enjoying the substance which it contains? 

Di Prima's answer is undoubtedly that the Loba is more than the vessel. 

Wolffs typology includes the Amazon and Medial Woman which more closely resemble 

the Loba. However, her description of the Amazon is directed toward achievement. The 

Loba's goal is not so much accomplishment as it is understanding. The Medial Woman resembles 

the spiritual aspect of the Loba especially in her manifestation as Lilith. As presented by 

Wolff, the Medial Woman is the negative impersonal side of a man's anima. The Loba may be 

perceived as such by men; however, she is a spiritually positive influence for women. Wolffs 

Medial Woman comes close to the meaning of the Loba but remains androcentric. 

Bolen's typology of the feminine as a combination of the seven Greek goddesses begins to 

touch on all the different aspects of the Loba. In the Loba, we see the mother figure of Demeter, 

the companion figure of Hera, the journey into the underworld of Persephone, the concentration 

on "inner subjective experience" of Hestia, the practical aspect of Athena, the sexual and 

trans formative nature of Aphrodite, and, of course, the nature deity of Artemis. 



None of the feminine typologies described completely capture the Loba in her many 

manifestations. Yet, the typologies lend some clues as to who and what the Loba is. 
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Pratt uncovered images of erotic autonomy, meaningful social roles, and celebration of 

femininity in works of fiction by women. Many parallels exist between Pratt's analysis of 

women's fiction and the Loba. First, erotic autonomy is evident in the symbol of the Loba. She 

gives her love and her body where she chooses and is complete within herself (a virgin) 

throughout the poems. Moreover, the Loba poems are a celebration of femininity. They are a 

rejoicing of the goddess and all that she represents. Although at times the poems are very 

dark, di Prima keeps us aware that the divine feminine spark exists in all of us, i.e., the turning 

to face the Loba is to look at the face of the goddess. The goddess is also the self. It is not 

apparent whether the Loba has "meaningful social roles" because the Loba does not exist in the 

context of traditional society. If one could say that figures such as the Virgin Mary, Lilith, 

Eve, Persephone, Guinevere, and others have "meaningful social roles," it might be said that 

the Loba does as well. Certainly, the guidance which the Loba gives is a meaningful act in 

society and role-modeling is an important part for women to play. 

The Loba exhibits an outwardly-pushing yang femininity which SOciety would label as 

evil or inappropriate. The power and capability she embodies would certainly be seen as too 

aggressive for a female. The entire characterization of Mary, while not particularly male, 

would be considered evil. The Loba is aggressive, intelligent, lOgical, and spiritual. These are 

typically male attributes which society views as inappropriate for women. The Loba breaks 

these rules. 

Although the Loba knows herself and is whole in the beginning, the poems lead the 

reader on a journey toward self- discovery and wholeness which is achieved in the final poems 

by returning to the metaphors for the circle and the dance. Because the Loba poems take place 

outside of conventional time and space, it is difficult to speculate about whether the world is 

. -- -----------.-_ .. _--_. 
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transformed by this knowledge. The final poem "Lilith of the Stars" indicates that there will 

be a future filled with "hope which exceeds proportion," an optimistic wish for either a 

transformed world or a transformed self. 

Pearson and Pope explain that the mythic hero must overcome barriers of societal myths 

on her journey. The Loba indirectly addresses the myth of sex differences by incorporating male 

attributes into herself. Lines such as "she strides in blue jeans to the corner/ bar" (40) and "She 

is poised, quivers slightly, prepares/ to run circles around the sun" (158) indicate her strength 

and capability. The myth of contemporary definitions of virginity is addressed through the 

Loba's sexual autonomy. The Loba gives her body where and when she chooses. The myth of 

romantic love is addressed in the characterizations of Iseult, Guinevere, Eve, and Persephone. 

These figures recognize and overcome this barrier. The poet asks the question, "Think you she 

can be caught/ in nets of love?" (41). The Loba is able to overcome the myth of romantic love 

and escape to write "NOLI ME TANGERE" across the sky. The myth of maternal self-sacrifice 

is identified in the "Loba in Childbed." In this poem in which the Loba gives birth to her cub, 

she remembers "it was what she should do" (42). The "should" is emphasized to indicate that 

it was nothing she chose to do. The Loba does not have to sacrifice herself for her cub. 

At the end of her journey, after overcoming the societal myths, the Loba does not reconcile 

directly with the mother, as Pearson and Pope suggest. Instead, she recognizes the 

commonality of women. This reconciliation with the feminine serves a similar function to the 

establishment of relationship with the mother. The Loba is born again ("born in uniqueness") 

and is reunited with the feminine in all of us. 

According to Pearson and Pope, the hero leaves from a confining house when she departs 

on her journey. The Loba poems simply are not linear enough to see a point of departure because 

the Loba is already mid-journey when she is introduced. However, the reader is brought from 

her or his confining house into the garden of the Loba. The "Ave" is a distinct call to all sisters 

.. ---- ---------
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wherever they are. In this opening poem, the "lost moon sisters" are wandering aimlessly 

instead of being on a specific path which a journey might imply. The Loba avoids and destroys 

places of civilization ("She raises/ in flames/ the/ city" 29) and takes the reader on a journey 

into the natural world. 

Martin suggests that the female quest sequence involves a vertical descent into self to be 

awakened and reborn. Instead of being incorporated back into SOciety at the end of her journey, 

the female hero becomes separated because of her differences. The Loba does embark on a 

journey into self, exploring her many aspects, overcoming societal myths, and re-visioning the 

many myths of femininity. Her journey is not outward to reclaim a prize but rather inward to 

discover self. However, at the end of the journey, the Loba does not see herself as separate. 

Instead, di Prima writes, "Now born in uniqueness, join the Common Quest" (187). Upon 

discovering the self, the female hero is reborn. She is unique and, in a sense, separate from 

others because of her uniqueness. However, the journey does not stop there. After this 

discovery, the hero is enjoined to continue the common quest-the quest all women must pursue. 

The hero is not alone. She is with all women. The quest she must continue is the one she has 

already embarked upon. It is a circular journey ("when we have won clear we must return/ to 

the Circle" 188) which one never completes but explores continually for new levels of 

understanding. As Martin indicates, the female hero's journey is different than the male's but 

in the case of the Loba, she is not left separated from the rest of society at the end. 

In describing the psychic journey of the female hero, Martin also states that there is a 

reflective stage as well as a "pivotal moment of epiphany." The Loba is constantly reflecting 

on herself, showing her many manifestations, examining herself in the many mirrors of 

mythology. Two pivotal moments of epiphany exist. One is in the DREAM (82) when the 

author turns to confront the Loba and finds herself "recognizably goddess." This is the moment 

of ultimate reflection, of complete unveiling of the self. The second moment of epiphany occurs 
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when the Loba decides to "end commonality of rage! to be born! in uniqueness" (180) and tears up 

the flagstones of the temple to "drink! the black water! Apollo! abhors" (183). This moment is 

the realization of feminine power and the joy of finding what is uniquely feminine that has 

nothing whatsoever to do with pain. 

Summary 

I agree with Lauter's judgment that the Loba poems are part of the genre of revisionist 

mythmaking with its rewriting of history through feminist eyes. The Loba is consistent with 

other images of the feminine in nature such as Susan Griffin's Women and Nature as well as the 

poetry of Rukeyser, Rich, and Levertov as outlined by DuPlessis. The Loba journey supports the 

findings of Martin, Pearson and Pope, Pratt, and Lauter in their discoveries of what is uniquely 

feminine in women's literature. The Loba embodies many images which have been typically 

identified with the feminine. She also breaks through the barrier of sex differences by 

incorporating aspects of the masculine. She identifies with many attributes of the dark 

goddess which is consistent with images created by other contemporary women poets. 

The analysis of the Loba poems does not define the poems. Instead, it identifies common 

themes and patterns which are explored throughout the poems. The Loba is a shape-shifter 

and to pin her down for scrutiny is not possible. As mentioned previously, one of the lies about 

the Loba is "that there is anything to say of her! which is not truth" (76). Just as Jung and 

Neumann could not completely describe the feminine, the goddess of the Loba poems eludes 

definition. Such is her mystery. 

The findings from this analysis allow a production concept to be formed based on the Loba 

as goddess. By understanding the symbols and journey of the Loba, a coherent performance can 

be created. 

- -- - ---------
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ADAPTATION 

Production Concept 
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Marion L. Kleinau and Janet Larsen McHughes describe a production concept as a "specific 

angle of vision you take toward your text at the time of creating the script" (Theatres for 

Literature 40). This "angle of vision" involves choosing certain ideas, themes, or metaphors in 

a piece of literature which are emphasized in the adaptation and performance of it. The 

emphasis may be then translated into an overriding image to which all aspects of the 

production relate. Obviously, in the Loba poems, an overriding image is of the Loba herself-a 

numinous being who is part wolf and part woman. Her relationship to the archetype of the 

goddess is the chosen theme for the production envisioned in this dissertation. Another director 

choosing these poems may wish to emphasize different themes in the poems, such as women's 

history or the maiden-mother-crone images or the Loba's relationship to men. Other emphases 

would create different production concepts. All of these themes are present in the literature, 

but they cannot all be fully realized within the same production. A production concept helps to 

focus and illuminate a distinct aspect of the text. In light of Case's call for the point of view of 

feminist theatre to be feminine-the angle of vision in scripting the Loba poems is feminist. 

Since the Loba as goddess is the overall production concept of the theatre piece entitled 

LOBA, the performance will be a celebratory ritual for the many manifestations of the goddess 

which the Loba represents. Hence, the production will embody many of the functions of ritual 

as the myth is told. The functions of ritual include making the myth current and alive through 

physical movement, helping a group to become familiar with the power from within and so 

creating a strong group bond (Starhawk, "Ritual as Bonding" 326-7), and restoring "contact with 

the spiritual sources in the body" (Alii 9). The intent of the theatre piece is to create a 
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collective bond with the audience so that they may experience an awakening or rebirth of the 

goddess within. 

The adaptation is created to reflect the images of the goddess. Several poems have been 

deleted, especially in the latter half of the adaptation to help the dramatic shape of the 

piece. The order of the poems is the same as the original text. When asked why the poems are 

in the order they are in the text, di Prima replied, "They're in the order in which they were 

written. The subconscious knows better than the conscious mind-the subconscious is 'shapely'." 

Theatrically, the poems work in this order because of the dramatic movement beginning with 

the initial call to unification in the Ave section, the diversity of voices in succeeding sections, 

and the return to unification in the final poems. Also, tensions builds as the poems progress and 

the contrast of humor and drama works in this sequence. 

LOBA is divided into 10 sections. The first section, "Ave," is the opening prayer or "call 

to worship." In this section, the audience is drawn into the prayer through the use of direct eye 

contact as well as a rhythmic repetition which gathers strength until the wolf call at the end 

of the poem. The second section, "Part I," is an introduction to the Loba in her many 

manifestations. Section Three shows the Loba in relationship as well as the physical life of 

the Loba. By establishing the Loba as mother and companion, the audience comes to empathize 

with the Loba and is thus prepared for Section Four which emphasizes the dark side and power 

of the Loba. The audience participates in Section Four through a reading-response prayer. 

Section Five (Part IV) contains the poem "DREAM: the Loba Reveals Herself." This marks the 

center of the piece and is the moment of epiphany when the Loba is recognized not only as 

goddess but as self. The next section is "The Loba as Eve" which again involves audience 

partiCipation with the eating of the apple--the forbidden fruit. Upon partaking of the apple 

and the retelling of Eve's story, Section Seven offers many views of the Loba as seductress. 

Neumann's "Young Witch" is the focus here and Lilith is the primary character. The eighth 

.. -_ .. __ ._--------------
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section is the "Seven Joys of the Virgin" and reveals the most poignant revision of a traditional 

myth. The Virgin Mary is presented in all her humanness and, again, we glimpse the powerful 

goddess behind her. Section Nine (Part VII) is a preparation for the conclusion as "true events 

move upward." The Loba begins to say good-bye yet also reveals further powers. The conclusion 

in Section Ten (Part VIII) is a reclamation of feminine power for everyone. The audience 

participates by drinking water given by the performers and joins the circle. 

Many performance choices are made to enhance the intent of creating a ritual to celebrate 

the Loba as goddess. The costumes, the setting, the use of movement, etc., are all created for the 

purpose of making the myth as tangible as possible. Many of the choices for the physical and 

technical aspects of the production were determined by the desire to physicalize or make real 

the myth. 

The costumes reflect the form of the wolf-woman. For ease of movement and definition of 

form, they are close-fitting unitards with a large collar or necklace which extends on to the 

shoulders to emphasize the "mane" of the wolf. Definition of form is especially important 

because the body of the goddess is sacred, not just her ideas. The costumes are silvery white 

becaus~ the Loba is a white wolf. Additionally, Starhawk writes: 

As the new moon or crescent, [the Goddess] is the Maiden, the Virgin-not chaste, 

but belonging to herself alone, not bound to any man. She is the wild child, lady of 

the woods, the huntress, free and untamed-Artemis, Kore, Aradia, Nimue. White 

is her color. ("Witchcraft" 263) 

Other aspects of the goddess are colored red or green or black but since the Loba's primary image 

is as Artemis, she will wear white. 

Each performer wears some symbol of the Loba: a lapis necklace, a blue scarf, a crescent 

moon, etc. The carrying of sacred symbols during ritual is a common thread in all religions. 

While the Catholic may carry a rosary, the Baptist carries a Bible, and the Yacqui deerdancer 
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wears his sacred ornamentations. The perfonners are barefoot to emphasize the connection to 

the earth. 

Masks are used throughout the production. Replicas of the illustration of the wolf on the 

cover of the book of poems, these masks represent the dual faces of the Loba: wolf and human. 

These masks are attached with an elastic band that holds the mask firmly yet allows the 

mask to be removed and worn around the neck. Some exploration during rehearsal will be 

necessary to determine exactly when the masks are worn, although certainly in those instances 

when the Loba returns to her animal state the masks would be worn. 

The setting of Loba is not of a particular place in time. Rather, the ritual takes place in 

the psychic womb of the goddess. The place of the goddess has always been associated with 

the red of blood. Neumann mentions that many prehistoric goddess were painted red (106) and 

that the blood transfonnation mysteries of a woman are central to her existence (31-32). These 

mysteries are menstruation, pregnancy' (lithe embryo is built up from blood"), and "the 

transfonnation of blood into milk." Although these three mysteries are part of the goddess as 

mother and not necessarily associated with the primary image of Loba as Artemis, blood is stilI 

a part of the life-giving and life-taking-away powers of the goddess. 

Carol Christ in "Why Women Need the Goddess," mentions the significance of blood as a 

symbol for the power of the goddess. Menstrual blood has both been seen as a "hidden dirty 

secret" and a "symbol of the life power of the Goddess" (282). Both are significant connotations 

for the myth of the Loba. 

Wolfgang Lederer in Fear of Women describes the temples of the goddess: "the inner 

spaces were rounded, like wombs. And the waIls of these spaces were often stained with red 

ochre" (12). 

Because of the prevalence of blood in myths surrounding the goddess in her positive 

aspects and the negative aspect of bloody human sacrifices attributed to Artemis, the color red 



118 

is appropriate for the staging of Loba. The setting of the production will have vivid red walls 

surrounding the action of the stage as well as the audience. 

No artificial sound will be used in the production. In keeping with the eminence of nature 

surrounding the myth of Artemis, only human sound of voice and body will be present. The 

variety and extent of this sound will be vast, however. The first indication of this' will take 

place during the initial invocation of "0 lost moon sisters ... " The cry at the end of this 

invocation will set the tone for a wide variance of vocal and bodily sound. A passage from 

Paris' Pagan Meditations is inspiration for this sound: 

I have attended several 'natural' deliveries and have brought forth two babies 

myself, and each time there was a precise moment, that of the passage through the 

neck of the uterus, when the woman's voice changed completely and her cry seemed 

to come from elsewhere, from her animal past. This savage cry from afar announces 

the advent of Artemis--that is, nature proceeds with an impressive force-and no 

woman has the power to restrain her breath and her strength in opening herself to 

delivery when her time has come. (119) 

Although Paris is referring to a literal birth in this passage, the symbolic rebirth which is 

about to take place in the staging of this ritual is heralded with the same cry. 

Wolves travel in packs of eight to ten. Some have been documented to have as many as 30 

in them but these are rare. Sjaa and Mar also point out that "nine is the magic number of the 

moon" (99). Hence, the cast of LOBA will be nine people. 

Although most of the performers will be women, the exact number of women and men is not 

important. A cast of all women would be possible although at least a few men in the cast would 

be preferable. The return of the goddess is important for men as well as women. Wiccan circles 

invite men to worship the goddess and witches are both female and male. Witchcraft figures 
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goddess is revered. 

119 

The production will begin with a slide presentation. The slides will be pictures of the 

goddess in her many manifestations: ancient sculptures, paintings, pictures of modem women-a 

listing in the same sense that di Prima includes a listing of "Some of the People This Poem is 

For" (55). This sets the tone for the ritual as embodying all the stories of the goddess and of 

women as the Loba does. Slides will be used throughout the production to mark changes in the 

different sections. Many of these transitional slides will be from the illustrations in the book of 

Lobapoems. 

LOBA will be performed in-the-round. There are many indications that rituals of the 

goddess are performed in circles, and much of the symbolism surrounding these mythologies 

refers to a circular shape. Sjoo and Mor explain that "legends often refer to stone circles ... " 

(99) and Starhawk states that "whether formal or informal, every [witch]craft ritual takes 

place within a circle-a space considered to be 'between the worlds,' the human world and the 

realm of the Goddess" ("Witchcraft" 265). Since the production of the poems is in essence a 

celebration of the numinous figure of the Loba, it would make sense to stage it like a witchcraft 

ritual which is also a celebration of the goddess. 

Many dances that celebrate the moon take place in the round. Nor Hall explains: 

Curt Sachs describes a lunar round dance from middle Aryola: 'The dancers join 

hands and whirl around in a circle; sometimes they take dainty steps toward the 

dancer opposite ... and sometimes they sink to their knees, bend to right and left, 

and lean backwards. Then after a pause of a few seconds, they let out a deafening 

roar and rush to the center, throwing their arms high in the air and standing on 

their tiptoes. The entire group is charged with the highest ecstasy; then as though 

-- -- -- --------
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slowly tiring, as a result of their over-exertion, they sink to the ground with their 

eyes closed and touch the earth with their foreheads.' 

In all this he sees common motifs of the moon dance: circling, facing one another, 

forming crescents by bending, rising suddenly with a shout and sinking down. (Hall, 

63, quoting Sachs in The World History of Dancg, 128) 

Sachs mentions many other elements of the dance which will be included in LOBA, but the 

essential element is the circle. Hall elaborates on this by saying that "Most moon dances 

consist of these contracting and expanding concentric circles, turning, passing into each other, 

sinking to the earth and rising" (63). 

The circle is also essential because women are reclaiming the sacred circle which men 

have owned. In Sacred Dimensions of Women's Experience, editor Elizabeth Dodson Gray 

describes the importance of women entering their own sacred space and creating their own circle 

(94). 

The following adaptation represents an initial blueprint for a production of LOBA. 

Changes would undoubtedly occur in rehearsal; however, the adaptation represents a possible 

realization of a feminist archetypal interpretation of the Loba poems. 

LOBAI 

(The stage is set in-the-round with the walls of the theater painted bright red. The audience 

is only three or four rows on all sides. Entrances for the performers are at each comer of the 

stage. The stage is bare.) 

AVE 

(Slides of stone sculptures of goddesses, paintings depicting famous women, and photos of women 

[ending with an illustration of the Loba from page 13J are rear-projected on 4 screens at each 

1 Extensive quotations of Diane di Prima's Loba poems are made with permission 
of Diane di Prima. 
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corner of the stage. The performers enter and sit in a circle, near the audience, watching the 

slides. About 3/4 of the way through the slides, the performers begin circling the stage, making 

various sounds: a witch's laughter, the cry of a baby, the cooing of a mother, screams, panting, 

etc. The circling becomes stalking, each performer puts on wolf mask which hangs from the 

neck, and the sounds culminate in the cry of wolves. The cry ends abruptly.) 

Performer 1: (crosses to center stage, removes mask) The Work is, like they say, in "progress". 
The author reserves the right to juggle, re-arrange, cut, osterize, re-cycle parts 
of the poem in future editions. As the Loba wishes, as the Goddess dictates. 

(The other performers sit quietly in a circle, remove masks, repeat "as the Goddess dictates, as 

the Loba wishes.") (Slide of "Ave" [page 7] is projected. The designation of lines to Performers 

2 through 9 is arbitrary in this section. These performers work as a chorus. Some voices may be 

more appropriate for certain lines; i.e., a lighter voice for "playing with birds," a darker one 

for "you tower above me," etc. The choreography is a continually shifting circle or spiral, 

moving inward and outward. The final wolf cry is sung with Performer 1 at the center 

surrounded by the other performers.) 

Performer 1: (addresses audience) 
o lost moon sisters 
crescent in hair, sea underfoot do you wander 
in blue veil, in green leaf, in tattered shawl do you 

wander 
with gold leaf skin, with flaming hair do you wander 
on A venue A, on Bleecker Street do you wander 
on Rampart Street, on Fillmore Street do you wander 
with flower wreath, with jeweled breath do you wander 

footprints 
shining mother of pearl 

behind you 
moonstone eyes 

in which the crescent moon 

with gloves, with hat, in rags, in fur, in beads 
under the waning moon, hair streaming in black rain 
wailing with stray dogs, hissing in doorways 
shadows you are, that fall on the crossroads, highways 



Performer 2: jaywalking 

Performer 1: do you wander 

Performer 3: spitting 

Performer 1: do you wander 

Performer 4: mumbling 

Performer 5: and crying 

Performer 1: do you wander 

Performer 6: aged 

Performer 7: and talking to yourselves 

Performer 8: with roving eyes 

Performer 1: do you wander 

Performer 9: hot for quick love 

Performer 1: do you wander 

Performers 2-9: weeping your dead 

Performer 1: naked you walk 
swathed in long robes you walk 
swaddled in death shroud you walk 
backwards you walk 

hungry 

Performers 1-5: hungry 

Performers 1-9: hungry 

Performer 1: shrieking 

Performers 2-9: I hear you 

Performer 1: singing 

Performers 2-9: I hear you 

Performer 1: cursing 

Performers 2-9: I hear you 
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Perfonner 1: praying 

Perfonners 2-9: I hear you 

Perfonner 9: you lie with the unicorn 

Perfonner 1: hungry 

Perfonner 8: you lie with the cobra 

Perfonner 1: hungry 

Perfonner 7: you lie in the dry grass 

Perfonner 1: hungry 

Perfonner 6: you lie with the yeti 

Perionner1: hungry 

Perfonner 5: you flick long cocks of satyrs with your tongue 

Perfonners 1-9: hungry 

Perfonner 4: you are anned 

Perfonners 1-9: I hear you 

Perfonner 3: you drive chariots 

Perfonners 1-9: I hear you 

Perionner 2: you tower above me 

Perfonners 1-9: I hear you 

Perfonner 6: you are small 

Perfonners 1-9: I hear you 

Perfonner 8: you cower on hillsides 
out of the winds 

Perfonners 1-9: I hear you 

Perfonner 1: pregnant you wander 

Perfonners 2-9: you wander 

Perfonner 1: barefoot you wander 
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Performers 2-9: you wander 

Performer 1: battered by drunk men you wander 

Performers 2-9: you wander 

Performer 2: you kill on steel tables 

Performer 4: you birth in black beds 

Performer 5: fetus you tore out stiffens in snow 

Performer 7: it rises like new moon 

Performer 9: you moan in your sleep 

Performer 3: digging for yams 

Performer 1: you wander 

Performer 4: looking for dope 

Performer 1: you wander 

Performer 5: playing with birds 

Performer 1: you wander 

Performer 6: chipping at stone 

Performer 1: you wander 

I walk the long night seeking you 
I climb the sea crest seeking you 
I lie on the prairie, batter at stone gates 
calling your names 

Performer 7: you are coral 

Performer 8: you are lapis and turqUOise 

Performer 9: your brain curls like shell 

Performer 5: you dance on hills 

Performer 1: hard-substance-woman 

Performer 4: you whirl 

Performer 3: you dance on subways 
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Perfonner 2: you sprawl in tenements 

Perfonner 9: children lick at your tits 

Perfonner 1: you are the hills 

Perfonner 8: the shape and color of mesa 

Perfonner 1: you are the tent 

Perfonner 7: the lodge of skins 

Perfonner 6: the hogan 

Perfonner 5: the buffalo robes, 

Perfonner 4: the quilt 

Perfonner 3: the knitted afghan 

Perfonner 1: you are 

Perfonner 2: the cauldron 

Perfonner 1: and 

Perfonner 9: the evening star 

Perfonner 1: you rise 

Perfonner 7: over the sea 

Perfonner 1: you ride 

Perfonner 5: the dark 

Perfonner 1: I move within you, light the evening fire 

Perfonners 2-9: fire 

Perfonner 1: I dip my hand in you and eat your flesh 

Perfonners 2-9: flesh 

Perfonner 1: you are my mirror image and my sister 

Perfonners 2-9: sister 

Perfonner 1: you disappear like smoke on misty hills 

Perfonners 2-9: you 
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Performer 1: you lead me thru dream forest on horseback 

Performers 2-9: you 

Performer 1: large gypsy mother, I lean my head on your back 

Performers 2-9: you 

Performer 1: I am 

Performers 1-9: you 

Performer 1: and I must become 

Performers 1-9: you 

Performerl: I have been 

Performers 1-9: you 

Performer 1: and I must become 

Performers 1-9: you 

Performer 1: I am always 

Performers 1-9: you 

Performer 1: (puts on wolf mask) I must become 

Performers 1-9: (put on wolf mask) you 

Performer 1: ay-a 
ay-a ah 

Performers 2-9: ay-a 
ay-a ah ah 

Performer 1: maya rna maya ma 

Performers 2-9: maya rna maya rna 

Performers 1-9: om star mother ma om 

Performer 1: maya rna ah 

Performers 2-9: maya rna ah 

Performers 1-9: maya rna ah 



(All except Performers 2 and 3 leave stage in scattered directions.) 

PART I 

(Slide changes to "Part I" [page 15]. Performers 2 and 3 face each other and play these lines 

almost as if they were looking into a mirror.) 

Performer 2: If he did not come apart in her hands, 

Performer 3: he fell like flint on her ribs, 

Performers 2 and 3: there was no middle way, 

Performer 3: the rocks screamed in the flowing water; 

Performer 2: stars dizzy w/pain 

Performer 3: if he was not daisies in her soup 

Performer 2: he was another nettle in her hair, 

(Performer 3 describes as Performer 2 dance/mimes the action) 

Performer 3: she stumbled crazy over the stony path between 
slanderous trees; even field mice knew she called the shots, 

Performer 2: dimensions of the obsidian cross he hung on, 

Performer 3: singing in the sun, her eyes cloudy w / nightmare, she 
grinned 

Performer 2: baring her wolfs teeth ... 

(Both utter a wolf cry and chase each other off-stage.) 

Performer 4: (enters from NE comer) 

Who will describe the triumph streaming 
out of her pelt, the symphonies 
wind carried to her fine nose? 
Her walk, graceful but never feline 
shoulders moving as she strode 
through undergrowth, dew from the ferns 
wet her tits, her short, clear barks? 

(Performer 4 freezes in place as does each performer after the next 8 speeches.) 
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Performer 5: (enters from SW corner) 

And if she bends, 
eternally, at 
tables 
at wood tables in factories, fashioning 
crosses of silver, this time, inlaid 
with jet & abalone, will you meet 
her eyes, she raises 
her head ... 

Performer 6: (enters from NW comer) 

Is she city? Gate she is 
we know 
& has been, but the road 
paved w/white stones? her paws 
are cut by it, the lights 
blind her, yet she knows, she comes 
to it, white porcelain lining 
dome of her brain, she flies 
to it on broomstick, on gold mandala 
platter or calendar, she sits, her tail 
curled around her neat white paws ... 

Performer 4: Signals. Does she stream, in 
wind, her nose riding channels 
of the seven rays, the planets 
vibrating in her brain, the curling 
canals of her guts? Strait as 
her eyes, her spine 
cd be, but it curves, she curves it 
around weeds, she lies down 
in the sun. 

Performer 7: (enters from SE comer) 

See how her tit drags on 
the ground. 
She steps on it. She baaaa's. 
She keens, as an old black goat, waiting 
blow of the ax. Feel lead roll on 
wet earth, blood spout (fountain) 
from neck, strong as column. 
See her dance. 

Performer 8: (enters astride Performer 9) 

See the young, black, 
naked woman riding 
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a dead white man. Her hair 
greasy, she whips him & he flies 
thru the smoky air. Her hand 
is in her mouth, she is eating 
flesh, it stinks, snakes wind 
around her ankles. Her hand 
touches the (wet) earth. Her hand 
shakes a gourd rattle, she laughs, her fangs 
flash white & red, they are set 
with rubies. 

Performer 7: see how old woman's tits hang down 
on that young, lithe body, know the skull 
in her hand your own, she eats 
your eyes & then your brain ... 

Performer 8: Hush, the old-young woman 
touches you, she is gold, she wears 
a peaked cap, vines 
grow out of it, Her tongue flicks 
at the comers of her mouth. She says 

"The white gold 
almost invisible is made 
from the red-yellow metal, it is 
the Link." Bodies 

(Performers 4-9 dance/mime the following as Performer 8 speaks.) 

pass out of hers, doubles 
in silver, copper, iron. Glistening. They lick 
their lips. They float on out. Her eyes 
show waters parting a jungle, her arms 
are vines around you, her tongue 
is growing in your mouth. 

(All action freezes.) 

She thrusts a finger deep into your cunt. 

Performer 2: (enters) If you do not come apart like bread in her hands, 

Performers 3: (enter from opposite part of the stage) she falls like steel on your heart. 

Performer 8: The flesh 
knows better than the spirit what the soul 
has eyes for. 

Performers 2, 3 & 8: Has she sunk 
root in yr watering place, does she look 
w / her wolfs eyes out of your head? 
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(SKETCHES OF THE LOBA appears on the screens. Four vignettes fonn on stage: 1) Perfonners 

4 & 5, 2) Perfonner 6, 3) Perfonner 7, 4) Perfonners 8 & 9. Perfonner 2 narrates.) 

Perfonner 2: Sketches of the Loba 

(Turning to Perfonners 4 & 5, posed in a seductive bar scene) 

She stood in the dark bar trying 
to tum him into a cobra. 
To grow those three horns into 
the old, familiar hood. 

(Pose dissolves as Perfonner 2 turns to Perfonner 6, hanging in terror 

on to imaginary womb) 

o the soft 
red walls she clung to, they held 
her only for a second, she came down 
in a torrent of blood 

(Pose dissolves as Perfonner 2 turns to Pertonner 7, crouched as a woIf, 

mask up, asleep) 

It is snowing in the jungle of her pelt, 
the crystals 

Dance in her cavernous nostrils. 

(Pose dissolves as Perfonner 2 turns to Perfonners 8 & 9, center, 

embracing. A dance proceeds with Perfonners 8 & 9. Perfonner 9 (the 

male figure) freezes in position as the Loba fantasizes.) 

How he drew her down to pleasure! She left 
the flickering ice for the candlelight to watch 
him bending his head w / the weight 
of invisible antlers. It was a role 
she was tired of playing. In her 
mind's eye she saw herself loping across Europe 
naked & lean on the beaches, presiding 
at gypsy festivals. She glimmered 
black & white like some elusive 

opal. Who wd 
brush donkey shit off her skirt, lick 
the beach tar off her feet by the flickering 
grey seas of the north? In the candlelight she moved 

her hands, her rings 

---- -- ---------
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fell like water on him. 
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(This pose dissolves as all 9 performers return to the stage in a circle. Performers again create a 

chorus, all representing the Loba.) 

Performer 1: The Loba Dances 

(A high-energy dance begins with circular movements.) 

Performers 1-9: (all rush to center, arms raising the flames, as they speak): 

She raises 
in flames 

the 
city 

Performers 2 & 6: it glows about her 

Performer 1: The Loba 

Performer 3: mother wolf 

Performer 4: & mistress of many dances 

Performers 1-9: (stamping) she treads in the severed heads 

Performer 5: that grow like mosses 
on the flood 

Performers 1-9: the city melts 

Performer 7: it flows past her treading white feet 

Performer 8: they curl around ashes 

Performer 9: & the ashes sing, 

Performer 1: they chant 

Performers 1-9: a new creation myth 

Performer 2: ghoul lips of 
lovers she 

left 
like pearls 

in the road 

Performers 1-9: she dances 
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Performer 3: see her eyes glow 

Performer 4: (looking in Performer 3's eyes) the city glows 
dancing in them 

Performers 1-9: ay-a 
ay-a ah 
ay-a 
ay-a ah ah 

Performer 1: wolf cry you hear falls from the stars 

Performers 1-9: the Loba dances 

Performer 5: she treads the salty earth 

Performer 6: she does not raise breath cloud heavenward 

Performer 1: her breath itself is carnage. 

Performers 1-9: ay-a 
ay-a ah 
ay-a 
ay-a ah ah 

(The wolf cry takes the performers spiraling off stage. The stage is bare.) 

PART II 

(Illustration from page 31 and the words "Part II" are projected on the screens.) 

Performer 9: (enters, lies down centerstage, stretches as if she were a dog in the sun.) 

The day lay like a pearl on her lap 
she licked at it w / the edges of her brain 
The day shone in her lap like a promise 
of lotuses sprouting from warm worm-eaten mud 
but the sand under her toes was dry 
dry the dust in her hair 
dry & smooth her cunt like lapis lazuli 
between her legs, close lapis cunt closegrained, 

w / silver; the day sat 
in her fingers like a jewel she turned 
in the failing light, the sun 
falling into her sea turned 
smoky quartz day to a yellow 

& veined 
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and then to apache tears the starlight 
broke on, as on the waves 

Performer 8: (entering from NE corner) 

where did it 
come from, were there 
any more, where it 
came from, had she 
remembered to 
pay for it 

rhinestones in her ears shook 
sideways, glittering, rattled 
a little, she sat down 
on the curb, with a small boy 
ate a tomato 

Performer 7: (entering from SW corner) 

diamond, a topaz 

Can you, friend, say you never leaned 
across her jagged, bloody wrists to blow 
her dripping candles out after you spread 
a tattered army blanket over 
her swollen face? 

Performer 6: (entering from NW corner) 

when she hoots it makes 
the little grasses bloom 
when she shuffles her soft 
worn moccasins, her headdress 

(horns made of corncobs) 
rustled as she turned 
Sideways in the flat light 
off pueblo walls ... 

Performer 5: (entering from SE comer) 

she strides in blue jeans to the comer 
bar; she dances 
w / the old women, the men 
light up, they order wine, 
sawdust is flying under her feet 
her sneakers, thudding soft 
her whispy hair falls sometimes 
into her face 

were it not for the ring of fur 
around her ankles 
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just over her bobby socks 
there's no one 

wd ever guess her name .... 

Performers 1-4 (entering from 4 different comers, begin circling the 5 figures on 

stage> 

And will you hunt the Loba? 

Performer 1: Fools, will you use lance? 

Performer 2: spear? 

Performer 3: arrow? 

Perfonner 4: gun? 

Performer 1: or boomerang? Think you she can be caught 
in nets of love? 

Performer 4: She rides 
the crescent moon like a flat-bottomed boat 
in the stormy well of the sky 

Performer 2: Will you fish for her? 

Performer 3: Do you hope 
to wrap you warm in her pelt 
for the coming winter? 

Performer 4: Do you dream 
to chew shreds of her flesh from inside of her skin 
tum inside out her gut? 

Performer 1: suck juice from her large, dark liver? 

Performer 2: Will you make a cap 
of her stomach? 

Performer 3: necklace of her spine? 

(Circling stops. Performers 1-8 sit in a circle around Performer 9.> 

Perfonner 6: Look, she lies on her back in the sand like a human 
woman 
the huge saguaro cactus bends to her, her love cry 
darkens the mesa. 

Performer 7: Desert air grows black. 

134 



(Perfonners 1-8 tum outward, backs to center.) 

Perfonner 9: Now she rises, like the sun, she flicks her tail 

Perfonner 5: (standing, joining Perfonner 9 in center, dancing with her) 

he is her black raincloud, he is 
Senor Peyotl, grinning. 

Perfonner 9: Hand-in hand 

Perfonner 5: they run over the glassy yeIlow edge 
of your horizon ... 

Perfonners 1-4,6-8: (Rise and turn) After her! 
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(Circular chase ensues, and Performers 5 and 9, disappear into the end of the line, becoming part 

of the hunters.) 

Perfonner 2: (shouting, during the chase) 

Whales-tooth & abalone 
jingle as you give chase 

Performer 8: (stops) yr horse 
tums to tumbleweed 

Perfonner 3: (all action stops) the mountains smell of her 
breath, 

Perfonner 1: once again it is written 

Perfonner 9: (moving again to the center of the circle) 

NOLI ME TANGERE 

Perfonner 5: in jewels 
across the sky. 

(Slide changes to LOBA IN CI-nLDBED. Perfonners 5-8 leave the stage. Performers 1-4 sit, 

focus on Performer 9 in center, moving through stylized poses of childbirth.) 

Perfonner 1: She lay in bed, screaming, 

Perfonner 3: the boat carried her to the heart of the mandala 

Perfonner 2: sweat stuck 
hair to her forehead, 



Performer 4: she lay back, panting, remembering 

Performers 1-4: it was what she should do. 

Performer 3: Skull boat 
carried her to the heart of her womb, red 
pulsing eye of her spirit. 

Performer 1: She saw 
soul shine shoaled on rocks, flint edges 
of rocky pelvic cage, caught 

Performer 4: swirls 
of bland liquid eddying round 
curls of bright 
red-gold hair, 

Performers 1-4: she screamed, 

Performer 2: for him, 

Performer 1: for herself, 

Performer 3: she tried to open, to widen tunnel, 

Performer 4: the rock inside her tried to crack, to chip away 
bright spirit hammered at it wI his 
soft foamy head 

Performers 1-4: she cried out 

Performer 1: bursting from the heart 

mandala 

Performer 3: skull boat grew wings 

Performers 1-4: she fluttered 

Performer 2: thru amniotic seas to draw him on. 

Performer 9: Gold 
swirling sun, gold 
swirling folds of 
kesa, enfolding, blinding 
her opaque eyes 

the speck 
of red alchemic gold 
caught in black 
womb spasm 

of the devastated 
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struggled weaker 
toward earthlight 
she offered. 

Performer 4: It was 
round stone head monolith 
lying in Colombian jungle 
tried to articulate, to burst 
out of her. 

Performer 2: It was 
line drawing bird soul 
as in hieroglyphs or in 
Indian drawing fluttered 
down to meet her 

Performer 3: Snatches of brief music, 

Performer 1: unremitting 
white pain, his only 
signals 
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(Long silence. Performers 1-4 rise and quickly shift position around the circle, clockwise.) 

Performer 1: Dark cave. 

Performer 2: Dark forces countering 
magic w / magic. 

Performer 3: (quickly) No time to navigate now; 

Performer 4: no white quartz, 

Performer 2: no lapis, 

Peliormer 3: incense. 

Performer 1: blessed 
flowery water. 

Performers 1-4: Only shrill mantra scream, 

Performer 2: arch mudra of tossing pain 

Performer 3: torture of watching spirit, 

Performer 1: measured 
in pulse beat from wires tied 
to heart of her cunt, center 
her womb. 

-------------------- ------



Perfonner 3: Have the oceanic 
presences deserted her? 

Perfonner 9: She walked moaning 
into dry heart of 
sandstone continent 
snatched pale 
phospherescing son 
from red cliffs, 
the sun 
flashed like pain 
behind her eyes 

(A cry from Perfonner 9. Long silence.) 

Perfonner 1: (whispering) Was he limp, 

Perfonner 2: did he stir w / life, 

Perfonner 4: did she hear 
his soft breath in her ear? 
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(Slides change to mother with child-a different version on each of the four screens. Perfonners 

1-4 softly leave the stage. Lullaby is softly hummed by all perfonners off-stage surrounding 

the audience. Perfonner 9 remains centerstage.) 

Perfonner 9: 0 my mole, sudden & perfect 
golden gopher tunneling 
to light, 0 separate(d) 
strands of our breath! 

threads of spirit 
Bright silver 

o quicksilver 
spurt of hist, scansion of 
unfocussed eyeball, 

cry, or song, my 
cry or 

graceofyr 

you lie wann, wet on the 
soggy pelt of my 

hollowed 
belly, my 

bones curve up 
to embrace you. 

(Each perfonner enters with her/his line and takes a place around the outside of the circle 

facing inward. Perfonner 9 joins the circle for her line.) 



Perfonner 5: HOW DO THE GODS MANIFEST, 

Perfonner 6: WHERE DO THEY 
HOME AGAIN? 

Perfonner 7: SHE SHONE LIKE A WHITE LIGHT IN THE DARK 
NORTHERN FOREST 

Perfonner 8: WOLF-WOMAN AND VALKYRIE RIDING THE DARK MIST, 

Perfonner 9: RIDING WITH RED SHOUTS OVER THE HILLTOP, 

Perfonner 1: HER LANCE DRIPPING, 

Perfonner 2: BLOOD SWELLING 
FROM ITS BRASS TIP 

Perfonner 3: OR SHE SWAM 
UPSTREAM IN THE ICY RIVERS, 

Perfonner 4: GREEN HER 
WHITE PELT UNDER THE FLOWING 
WATERS 

(All perfonners sit facing outward, humming soft lullaby. Perfonner 3 moves to center.) 

Perfonner 3: 0 my lord, blue beast 
on the pale green snows, see 
I have been running to keep up 
w/you 

I have been 
running to find you 

my tongue 
scours ice your 

I drink 
hollows of yr steps, 

many a dark beast was you only to find 
perfume of your fur, bright cloud 
of yr breath not there, they are 
flesh & clay, heavy dross, they do not 
fly 

in the wind, 

tracks made 

I thought 

see I have flown 
to you, do you 

lurk in night 
do you sail 

to sea on an ice floe 
howling sacred songs 

o my lord, my good 
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dark beast 
how is it 

I cannot taste you 
wraith & shadow 

tripleheaded 
blind god of my 

spirit, you bum 
blue flame on the 

green ice, long shadows 
lick at yr eyes 

yr fur like arctic night 

of your song 

I will circle the earth, 
I will circle the 

keening, my blue gems 
shoot signals 

I am yr loved one, lost from eternity 

yr sakti 
wheeling thru 

black space 
I, the white wolf, 

Loba, 
call to you 

blue mate, 
o lost lord 

of the failing hills 

PART III 

(Slides change to illustration on page 51--Part III, with quote by Ovid-

"Her power is to open what is shut 

Shut what is open") 

(Performers begin a chant, circling the space:) 

Her power is to open what is shut 
Shut what is open 
Her power is to open what is shut 
Shut what is open 
Open what is shut 

the fire 

wheeling stars 

to yr heart: 

lam 
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Shut what is open 
Open what is shut 
Shut what is open 
Her power is to open what is shut 
Shut what is open 

(The chant continues in the circle with each performer stepping in to the center and standing 

and speaking her/his line, then rejoining the circling and the chant.) 

Performer 6: Her power is to fanlike razors 
on the fine wind of yr spirit 

Performer 8: Her power 
lurks in the unseen muddy places 
ofyr soul 

Performer 1: Her power is to raise 
the pale green grass of spring 

Performer 3: Her power is in spittle 
& in the lentil 

(Performers continue chant, spiraling to the center, sit with backs together.) 

Performer 5: she is the wind you never leave behind 

Performers 1-9: Open what is shut 

Performer 7: black cat you killed in empty lot, 

Performers 1-9: Shut what is open 

Performer 9: she is 
smell of summer weeds, 

Performers 1-9: Open what is shut 

Performer 2: she coughs 
in the next room 

Performers 1-9: Shut what is open 

Performer 4: hoots 

Performers 1-9: Open what is shut 

Performer 6: nests in your hair 

Performers 1-9: Shut what is open 
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Perfonner 8: she is incubus 
face at the window 

Perfonners 1-9: Open what is shut 

Perfonner 1: she is 
harpy on your fire-escape, 

Perfonners 1-9: Shut what is open 

Perfonner 3: marble figurine 
carved in the mantelpiece 

Perfonners 1-9: Open what is shut 

Perfonner 5: She is cornucopia 
that wails in the night 

Perfonners 1-9: Shut what is open 

Perfonner 7: deathgrip you cannot cut away 

Perfonners 1-9: Open what is shut 

Perfonner 9: black limpid eyes 
of mad girl singing carols behind mesh 

Perfonners 1-9: Shut what is open 

Perfonner 2: she is the hiss in your goodbyes. 

Perfonners 1-9: Open what is shut 

Perfonner 4: Black grain in green jade, 

Perfonners 1-9: Shut what is open 

Perfonner 6: sound from the silent koto, 

Perfonners 1-9: Open what is shut 

Perfonner 8: she is 
tapestry burned 

Perfonners 1-9: Shut what is open 

Perfonner 1: the fiery cloak 
of feathers carries you 

when you run flaming 

in your brain, 

off hills 

---------------- ---
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Performer 3: she is scrub oak 

Performer 5: juniper on the mesa 

Performer 7: she is joshua tree 
in your desert, 

Performer 9: she grows 
in cracks in the pavement 

Performer 2: she tastes of sage 

Performer 4: tastes bitter as chaparral 

down 

Performer 6: she is born in tangled woodlands of kelp 

Performer 8: she walks those slippery hills beneath 
the waves; 

Performer 1: (stands> she 

Performers 1-4: (stands> rises 

Performers 1-9: (stands> again & again 

Performer 1: from coral cities 
floats glistening to shore on 
turquoise seas. 

Performers 1-9: (steps outward from the close circle> 

Open what is shut 
Shut what is open 
Open what is shut 
Shut what is open 
Her power is to open what is shut 
Shut what is open 

(Performers sit, turn facing inward. 

to the black sea 

(Performers 4 & 5 move to center. Performer 4 lies down, performer 5 circles her.> 

Performer 5: She lay 
on the straw mat 
in the warm room 
thinking about love, all the 
after noon, at least 
remembering, not thinking 
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at all. There was no wind. 
Child voices in the street. 
Sleep on her eyes, she lay 
slightly absurd, headband askew 
daydreaming, a silly smile 
on her lips, her legs 
akimbo. 

Performers 1-9: Shut what is open. 
Open what is shut. 

Performer 4: (rejoining outside circle) 

I have been a black cat in a silver chair 

Performer 5: (rejoining outside circle) 

I have been a curled fist in a glove 

Performer 3: I have been a fingernail in your skin 
I have been a gold spike in the skull 
I have hung, I have dropped from trees 
I have dropped piecemeal from the strongest shoulder. 

Performer 6: I have set the strong dancing 
I have copied the soft in marble 
I have distilled fire and scattered the bright drops 
I stand in a spray of weeds 

Performer 7: Do you sweat, do you rack your brain? 
I am the lump of wax in your ear 
I am the music that you cannot hear 
The song you do not remember 

Performer 8: I have been the pillow under your head 
I am the cold volcano in the snow 
I am the gold sword in the sea 
I drink your outbreath on the edge of dreams 
where you wake, sliding and struggling, 

Performer 9: I am the cliff where you may not stand 
The mountain where you cannot live 

Performer 1: I am the madness in your children's eyes 
I have been a porcelain tower 
and a black tower also 
I have been a graveyard these last thousand years 

Performers 1-9: I shall rise, 

Performer 1: like the full moon, from that cemetery 
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Perfonners 1-9: Shut what is open. 
Open what is shut. 

(Performer 1 moves to the center, signals the audience to turn to the back of their programs and 

participate in the reading response.) 

Audience and Performer 1: 0 Lady 

Perfonner 1: the hem of whose garment 
is the sky, whose grace 
falls from her glance, who gives 
life from the touch of one finger 

Audience: 0 lAdy 

Perfonner 1: whose hair is the willow, whose breath 
is the riversong, who lopes 
thru the milky way, baying, stars 
going out, 

Audience: 0 lAdy 

Perfonner 1: whose deathshead holds a thousand eyes 
eye sockets black imploded stars, who trails 
frail as a northern virgin on the mist, 

Audience: 0 lAdy 

Perfonner 1: fling your bright drops to us, emblems 
of your love, throw 
your green scarf of the battered earth once more 

Audience: 0 smile, 

Perfonner 1: disrobe for us, unveil 
your eyes 

(Perfonner 1, bows to the audience, returns to circle.) 

Perfonners 1-9: Her power is to open what is shut 
Shut what is open. 

(Perfonners 4, 6, & 7 move into a triangle near the center. Perfonners 4 & 7 sit, Perfonner 6 

remains standing.) 

Perfonner 6: MADNESS OF THE LOBA 

Is it the molten core of the earth 

---- ------_. 



I am swimming in? I tum, melting 
in some murkiness 

trying again & again 
to open my eyes. Is that your 
hand or a quickening chunk of basalt 
some rock crystal precipitating 

Hold me. Can you hear the stream 
under this stream? Thirty feer down 
blind fish sing lullabies 

out of this pain? 

to empty shells. 
I am petrified frog, working up 

thru grainy sandstone 
shells in my hair, eyesockets 
fiUed w / lava. The island women 
fry their fish in them. 0 hold me 
I am keening w / the sharks, I shall 
fly apart; hands & feet becoming 
constellations. Do you grit yr teeth? Can you 
still compass me about w / those skinny arms? 
Sorrow presses on my black heart, it 
becomes a diamond, slithering 
thru murk. Is this 
loneliness? Can you count? Static 
bursts in my eardrum, I tum, a whoring 
centipede in your drain. Slick 
black sleek head brown hands or your 
white arms, again, as you rub me down 
w / warm mare's blood, shrieking, you are 
some naked animal skull on kitchen 
chair, the floor 
curls round me. some tunnel I follow 

a taxi, I shall walk 
into black hole where crystalline insects crackle 
clear antennae gigantic, yr door 
shd be black, though yr house 
is red, I fall across 
the threshold, fighting 
for breath, it is necklace, seemly 
ornament, agony 
of size 

Performers 1-9: Her power is to open what is shut 
Shut what is open 

(Performer 7 stands as Performer 6 sits.) 

Performer 7: DEATH & THE LOBA 

now you are near 

down. Call 
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your breath 
is sweet, I smell 

it over my shoulder you are 
golden & young, it is 

lies 
& slander says 

otherwise, I see 
no scythe, no skeleton, no bony 
skull, you are 

who I dreamed, golden 
lover / glowing 

in blue 
seamist swirling, you are 

alight in 
green vines laughing, skimming 
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white stones 
on azure sea, 

I dance 
to you, smelling 

of bayberry, holding 
my blind head 

under my arm 

(Performer 7 sits. Performers 1-9 chant names of the goddesses which include: 

Belili Ishtar The White Lady Mother of All Living Cerridwen 

Olwen Blodeuwedd Achren Danu Nana Brigit 10 Europa 

Amathaounta Branwen Athene Lamia Cyllene Artemis Isis 

Anna Minerva Venus Aphrodite Danae Cotytto Demeter 

Cybele Kali Euynome Inu Plastene Lakshmi Sarasvati 

Parvati Uma Bhavani Hera Linda Cameira Ialysa Dione 

Circe Diane Alphito Ceres Albina Caridwen Cerdo 

Cardea Jana Juna Carnea Cranae (the stony one) Pasiphae 

(she who shines) Proserpine Bellona Hecate Rhamnusia Freya 

Mairne Mary(sea) Miriam Rhea(flowing one) Acca Arianrod 

Ariadne (most holy) Calliste Alpheta Hathor Morgan Ie Faye 

Sara-Ia-Kali Niamh Calypso Moiria Urania Ossa Achaiva 

(the Spinner) Magdalen Ruth Sophia Daeira SemeJe Agave 

... ------ ----------------- -- ._---_._-----_.-_._--_ .. 



Michal Eve Lilith Sarah Callisto (most beautiful) Tamar 

Ashtaroth Asher Druantia Helen Nephthys Sekhmet Binah , 

Mara Eumenides Spider-Woman Tara Yemoja Don Moremi 

Olokun Prajna Nut Oya Tiamat Maat She Inara Anat 

Neith Mother Hubur Ninmah Ninul Nisaba Canyon Lady) 

Performer 4: (stands) THE LOBA OLD 

With what suffering do I finally recall 
what has always been known to me 
to read as false these faces before the Face 
ignoring the dark sun. Now I am old 
how swim the abundant waters, fly to nest 
in that final wind? Forty years it took 
for the napkin to fall from my eyes; for me to hear 
the voice of the First Man chanting from the edge. 
Forty years, the napkin is gone, I find myself 
once more, at the foot of the gallows. 

I will vomit up the stars, I will shatter 
the sun & moon. This cosmos, gilded cage, 
I'll burst apart. Or else sit still 
sit huddled with folded wings 
till the Finger reaches down to lift me out. 

Sit still, till I die of thirst. 
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(All performers stand, saying slowly: Her power is to open what is shut, shut what is open. All 

performers leave the stage.) 

PART IV 

(The slides change to the illustration on page 71: Part IV. The quote from the Gospel of Eve is 

also on the slide: 

I have come to know myself 
and have gathered myself from everywhere) 

Performer 1: (enters and moves to center) SOME LIES ABOUT THE LOBA 
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(Perfonners 2-9 move through, behind, in front of the audience, with masks up, whispering the 

lies. These voices overlap.) 

Perfonner 2: that she is eternal 

Perfonner 4: that she sings 

Perfonner 6: that she is star-born 

Perfonner 8: that she gathers crystal 

Perfonner 3: that she can be confused with Isis 

Perfonner 5: that she is the goal 

Perfonner 7: that she knows her name 

Perfonner 9: that she swims 
in the purple sky 

Perfonner 2: that her fingers are pale & strong 

Perfonner 4: (calling out) that she is black 

Perfonner 6: (replying) that she is white 

Perfonner 8: that you always know who she is 
when she appears 

Perfonner 3: that she strides on battlements 

Perfonner 5: that she sifts 
like stones in the sea 

Perfonner 7: that you can hear her approach 

Perfonner 9: that her jeweled feet 
tread any particular measure 

Perfonner 1: (announcing) that there is anything about her 
which cannot be said 

Perfonner 2: that she relishes tombstones 

Perfonner 4: that she falls down marble stairs 

Perfonner 6: (calling) that she is ground only 

Perfonner 8: (replying) that she is not ground 

-- ------------------- -------



Performer 3: that you can remember the first time you met 

Performer 5: that she is always wi th you 

Performer 7: that she can be seen without grace 

Performers 1-9: that there is anything to say of her 
which is not truth 

ay-a 
ay-a ah 
ay-a 
ay-a ah ah 

(wolf call) 
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(Performers begin pack chase around the stage, changing directions, calling, snorting; Performer 

1 leads the pack. Performer 9 separates and speaks above the din.) 

Performer 9: The white wolf lady dances on the hills 
on the edge of black mesas under the full moon 
stalks of yucca outlined on the sky. 
I guess she sings, I guess her hunting song 
is what we're listening to. 

The mesas tum to mountains, the yucca 
to ponderosa pine. They fall away 
to high flat desert, bare except for sage 
& still she sings: 
she points her nose at the stars, she fills her throat 
she plants her feet; landscape behind her blurs 
like a moving scroll: 

(Performers 1-8 freeze in position and howl.) 

Performer 9: the moon & she stand still. 

(Performers 2-9 run offstage. Performer 1 lowers her mask, catches her breath.) 

Performer 1: DREAM: The Loba Reveals Herself 

she came 
to hunt me down; carried down-ladder trussed 
like game herself. And then set free 
the hunted turned hunter. She came 

thru stone labyrinths, worn by her steps, came 
to the awesome thunder & drum of her 
Name, the LOBA MANTRA, echoing 



thru the flat, flagstone walls 
the footprints 

footsteps of the Loba 
the Loba 

drumming. She came to hunt, but I did not 
stay to be hunted. Instead 
wd be gone again. silent 
children in tow. 

she came, she followed, she did not 
pursue. 

But walked, patient behind me like some 
big, rangy dog. She came to hunt, she strode 

over that worn stone floor 
tailgating, only a step or two 

behind me. 

(Performer 9 enters from opposite side of the stage with mask up.) 

Performer 1: I turned to confront 
to face 

Her: 
(turns to face Performer 9) 

ring of fur, setting off 
the purity of her head. 
she-who-was-to-have-devoured me 
stood, strong patient 

recognizably 
goddess. 

Protectress 
great mystic beast of European forest. 
green warrior woman, towering. 

leave the children with. 
kind watchdog I cd 

Mother & sister. 

(Performer 9 removes mask. Performers 1 & 9 face each other.) 

INTERLUDE: LOBA AS EVE 

Performer 9: I am Thou & Thou art I 
and where Thou art I am 
and in all things am I dispersed 

and from wherever Thou willst 
Thou gatherest me 

Myself. 
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but in gathering me 
Thou Gatherest Thyself 

(Performers 1 & 9 embrace, run offstage.) 

(Slides change to 
LOBA AS EVE 

"1 am Thou & Thou art I 
and where Thou art I am 

and in all things am I dispersed 

and from wherever Thou willst 
Thou gatherest me 

but in gathering me 
Thou Gatherest Thyself" 

--Gospel of Eve) 

152 

(Pause a few moments while performers pass out plates of sliced apples to the audience, then 

slide changes to I am thou & thou art n 

Performer 2: (enters NW) where tossing in grey sheets you weep 

Performer 8: (enters SE) I am 

Performer 3: (enters SW) where pouring like mist you 
scatter among the stars 

Performer 7: (enters NE) I shine 

Performer 8: (stepping forward) where in the black oceans of sea & 
sky 

Performer 2: (stepping forward) I chant 

you die 
you die 

Performer 7: (stepping forward) where a voice like angels from the 
heart 

of virgin gold 

Performer 3: (stepping forward) I am 

Performer 2: (another step) where plaint of the unicorn caught 
in the boundless circle 

Performer 8: (another step) I shine 

. - ... ---.------ ... -- .. ----- .. 



Performer 3: (another step) where you confront 
broken glass, lost trees & men 

on my beaches 

Performer 7: (another step) I chant 

Performers 2,3,7 & 8: hear me pray: 

Performers 2 & 8: your words 

Performers 3 & 7: slip off my tongue 

Performers 3 & 8: I am pearl 

Performers 2 & 7: of yr final tears, 

Performers 2,3,7 & 8: none other than yr flesh 
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tossed up 

(Exit walking past each other to opposite corners. Simultaneously, Performer 5 enters, crosses to 

center, slide changes to: and where thou art, i am.) 

Performer 5: astride the wind, or held 
by two hoodlums under a starting truck. 
crocheting in the attic. 
striding forever out of the heart of quartz 
immense, unhesitant, monotonous 
as galaxies: or rain; or 
lost cities of the dinosaurs now sunk 
in the unopening rock. 

who keeps the bats from flying in your window? 
who rolls the words you drop back into seed? 

who picks 
sorrows like lice from your heart & cracks them 

between her teeth? 
who else blows down your chimney with the moon 
scattering ashes from your dismal hearth to show 
the sleeping Bird in the coals, or is it 
garnet you lost? 

What laughter spins you 
around in the windy street? 

(Performer 5 sits center. Slide changes to: & in all things am i dispersed. Performers 4, 6 & 7 

enter, circle Performer 5.) 

Performer 4: gold fleece on the hunted deer. 

. ... -- . --_._---



Performer 6: the Name of everything. 

Performer 7: sweet poison eternally churned 
, from the milky ocean. 

Performer 4: futurity's mirror. 

Performer 6: ivory gate of death. 

Performer 7: the fruit I hold out spins the dharma wheel. 

Performers 4, 6 & 7: I weep 
I weep 

Performer 4: dry water I am, 

Performer 6: cold fire, 

Performer 7: "our" Materia 

Performer 6: mother 

Performer 4: & matrix 

Performers 4, 6 & 7: eternally in labor. 

Performer 6: The crescent I stand on rocks like a shaky boat 

Performers 4, 6 & 7: (stop circling) it is the winking eye of God. 

(Performers 4,6 & 7 lie down in a triangle surrounding Performer 5. Slide changes to: & from 

wherever thou willst thou gatherest me.) 

(Performers 3 & 8 enter, begin circling, in opposite direction, Performers 4-7.) 

Performer 3: steel, from the belly of Aries. 

Performer 8: Or that cold fire which plays 
above the sea. 

Performer 3: White sow munching acorns in graveyards where roots 
of oaks wrap powdery bones of the devas. 

Performer 8: There, suckle at my tits. 

Performer 3: Crucify me like a beetle on yr desk. 

Performer 8: Nod out amidst the rustling play of lizards, 

Performer 3: recognize epics the lichen whisper, 
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Performer 8: read twigs & leaves as they fall. 

Performer 3: Nurture my life with quartz & alabaster 
& drink my blood from a vein in my lower leg. 

Performer 8: I neigh 

Performer 3: I nuzzle you 

Performers 3 & 8: I explode your certain myth. 

Performer 8: I crawl slimy from a cave beneath yr heart 

Performer 3: I hiss, I spit oracles at yr front door 
in a language you have forgotten. 

Performer 8: I unroll 
the scroll of yr despair, I bind yr children with it. 

Performer 3: It is for this you love me. 

Performer 8: It is for this you seek me everywhere. 

Performer 3: Because I gave you apples out of season 

Performer 8: Because I gnaw at the boundaries of the light 

(Performers 3 & 8 sit at outside of circle around Performers 4-7. Slide changes to: but in 

gathering me thou gatherest thyself.> 

(Performers 1, 2 & 9 enter, begin circling in opposite direction.> 

Performers 2 & 9: days tar that hovers 

Performer 1: over the heavy waters of that Sea 

Performers 2 & 9: bright stone that fell 

Performer 1: out of the fiery eye of the pyramid 

Performers 2-9: it grows 

Performer 1: out of the snake as out of the crescent: 

Performers 2-9: apple 

Performer 1: you eternally devour 
forever in your hand. 
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Performers 2 & 9: I lock 

Performer 1: the elements around you where you walk: 

Performer 2: earth from my terror 

Performer 9: water from my grief 

Performer 2: air my eternal flight 

Performer 9: & fire / my lust 

Performers 2-9: I am 

Performer 1: child who sings 
uninjured in the furnace of your flesh. 

Blue earth 

Performers 2-9: am I 

Performer 1: & never on this earth have I been naked 

Blue light 

Performers 2-9: am I 

Performer 1: that runs 
like marrow in the thin line of yr breath 

Performers 2-9: I congeal 

Performer 1: waterlilies on the murky pond 

Performers 2-9: I hurl 

Performer 1: the shafts of dawn like agony 
down the night 

PART V 

(Performers 1,2 & 9 sit creating a pattern of one performer sitting in center, three performers 

lying in a circle around, and five performers sitting in a circle around them. Slide changes to: 

PART V with illustration from page 91 and quote by Plato: 

He who listens to her 

------------- . __ .- . 



fearing for the safety of the city which is 
within him 

should be on guard against her seductions 

Each performer reaches up one arm, snapping fingers. A slinky, campy dance follows with 
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flirtations and laughter that turns to a rape-chase. All performers leave the stage. Performer 

3 enters with Greek chemise over her costume, begins pacing north to east.) 

Performer 3: Helen 

the gates are iron, they are set w / ruby 
four towers in the comers, I pace 
north to east; I draw the dawn 
I rip it bloody from the laboring earth 

we shout; in pain & triumph / the stars 
hide, at last, is this sacrilege? I hold 
the bloody dawn aloft, it screams 
earth moans, I shout: unholy 
trinity, Hecate & three-faced walking 
east to north 

wrapping the infant in my silver robe 
shivering loveless ... 

this is Helen's tale. 

(Performer 3 leaves stage. Slide changes to: 

LILI1H: AN INTERLUDE 

Red & white 
Lilith & Samuel, entwined 

emerge from the abyss 
red & white & 

intertwined 
like the nadis. 

Quoted from an 
Imaginary Jungian Scholar.) 

(Performer 5 enters, sits, preoccupied as if playing cards. Performer 7 enters with white filmy 

scarf, dances throughout these next Lilith poems, surrounding the other performers. Performer 9 

enters to describe the action.) 

Performer 9: She flies over partitions on the 
wings of a bat; while you 



play cards w / a stranger. 
She bites yr foot. 

She leaves, screeching at the sight of yr 
silver & turquoise. The stranger melts. 

Dank mirror, a gilded swamp in which you 
sink. A singing parchment that bursts 

continually to flame. 
Kingdom of smoke in which swirl demon children 
whining eternally for the golden bread 
panis angelicus, they glimpsed 
on a snowy mountain. 

Performer 5: Whose mouth 
sits on yr mouth 
so that you freeze? 
Who blew like cold wind 
thru the broken window? 
Who sits like sphinx on yr chest 

&doyoudare 
win at her game? 

Performer 3: (enters-Performer 7 stands atop the backs of Performers 5 & 9 like the 
charioteer in the illustration.) 

The horned lady 
stands on lions. 
She is winged & 
flanked by owls. 

Performer 4: (enters) Or she takes yr shape, she bites 
yr old man on the shoulder while he sleeps 
he freezes, hears yr heavy corpse 
roll out of bed beside him, she whirls 
in holy incense meant 
to hold her in abeyance: even myrrh 
don't stand against her softness 

only, there is sand in yr heart 
dank wet rags in the corner, a footstep 
like slime, again, on the threshold. 
He rubs his eyes. 

Performer 6: (enters) Delicious the flesh she offers, like 
succulent 
rare meat from the spit, her eyes 
glint thru sacred, ancient letters in yr study 
the candle gutters. Unholy 
perfect presence; blank 
window opening on emptiness as if 
the earth had rolled at last 
beyond the stars. 
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Performer 8: (enters) You roll, listing thru gummy sheets like 
ship in an ocean of glue; tossed 
from dream to murky dream in a room 
where morning doesnt come. 
o Lil! The apple at your hand, at least 
putrescent wd long since 
have gone to seed. 

Performer 2: (enters) She sleeps on sheepskins in yr dining room 
shoots smack into her arm, murmurs soothingly 
of the glorious vegetable soup 

she will make, tomorrow 
the velvet pillow 
under her head is torn, the lice 
writhe in her eyebrows. You unpin 
her rhinestone brooch, slip the fringed piano shawl 
off her skinny shoulders, she sinks her teeth 
in yr wrist. 

Performer 1: (enters) Oh LiI! You promised me secrets of mushroom 
& fern 

elf language of mosses, you swore 
that I'd hear yr blood song, took me to burial grounds 
where blue bones danced to bikers' radios 
sank in a murky lake where I cd not 
follow you. You promised 
endless, perfect afternoons where wood 
rots slow; where house falls to dust 
in slanting light thru redwoods, but left 
w / only the red glint of meat between yr teeth 
red glint of yr lipstick, blood of muledeer & jackrabbit 
on yr murderous black crossroads 

Performer 3: She is not Helen. 

Performer 2: On every branch of the Tree is her face. 

Performer 4: Cheeta. 

Performer 5: Owl. 

Performer 1: Locust. 

Performer 6: Fly in the blue evening. 

Performer 8: Higher you climb 
the more she fills yr dream. 

Performer 9: She is the bolstering Other, backside 
of the coin. 

-------- - ... - . .' ..... -.--
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Performer 5: Underpinning of stage set you love. 
Whatever play you're doing. 

Performer 1: She is flying moon in the clouds 
on all the foggy coastlines of the earth. 

Performer 7: Where land touches water; where fire meets w / air 
where guts of earth burst out in coal, or diamond: 
it is flesh, it is flesh, it is Lilith. 

Performers 1-9: Interface. 
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(Slide changes to illustration on page 116. All performers put on masks, face outward, sit in 

circle.) 

(Slide changes to: 

PERSEPHONE 1. 

for it is at dawn 
we comprehend the night 
& in the spring 
Persephone remembers Hades 
relives her winter sojourn. 
she walks 
moaning over dry & stony fields; 

her tears 
raise primroses 

-same Jungian scholar) 

Performer 4: (stands, gets pomegranate from side of stage, faces center) 

And must I return again to that 
long hell? Narrower 
passages than my shoulders now 
slide thru? Cold lord of definite 
passion. I have just thawed 
Have barely tasted fruit I brought to ripeness: 
The pomegranate & persimmon ripe 
just as I leave. I go. My footsteps bum 
they melt 
the icy staircase; as in spring when I ascend 
my frozen flesh blasts snowflowers into life. 
D desperate this love that calls me home! 
to icy caves where black fire shapes the walls 
and ecstasy screams thru unrelenting winter. 
My love is there. 
Not on this softened earth. 

-- ------------------ - ------



Not in the life I quicken. 
But in the bowels of night where all my warmth 
is lost in vast darkness of galactic air. 

(Slide changes to ISEUL T ON THE SHIP.) 

Performer 8: ISEULT ON THE SHIP 
Is there other time 
than to late / when we wake 
enough to recognize Time 

is it not always then 
too late? 

Does the beloved's breath 
still mist the mirror? 

What balances 
at the turn of the sundial? 
Dream within dream within dream. 

exquisite as milk opal 
smeared w / blood 

(yrs & his) 
while the worms work in the 

hollows of yr face 
while the clouds fly 

across the wailing moon. 

How sails strain / mast creeks 
this rain 

cold as his kisses my thin wrists strain 
to tie me to this ship 

which arrives 
does it arrive? 

in time? that is 
too late 

we recognize 

this ship, his fierce arm 
carries me across 

thresholds of water 

he does not wait, too late we recognize 
Sin: that we live misguided, we die 
alone it might be 

The waves 
reach salty, well they will not have me 
unless they have us both, 

oarless in one more race 
we beach 

we engage 

----------------- ------------
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breathless 

this wind 
will tangle our hair 

graveside 
this shore 
rocks, more than the ocean 

(Slide changes to SONG OF HELOISE.) 

Performer 2: SONG OF HELOISE 

from out of the body of fire, 
the body of light 

out of the wind, virtu 

the light that is the mind 
these essences 
moving 

pale color 
al fresco 

a homecoming (clarities 
from out of the passion 

crystal, spiralling 

books open within the Word 
small windows 

light within light 
"space is a 

lotus" 

from the body of light 
like dayspring 

ineffable breath 

& out of the crystal, 
the fountain 

quintessence 

how the flesh 
adheres 
in its 

passing 

(All performers leave stage.) 

jets like sperm 
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PART VI 

(Liturgical music is used throughout this section in the background. Slide changes to 

illustration on page 127: 

PART VI 
The Seven Joys 
of the Virgin 

So, to know what she was like 
You must come to a place in yourself 
Where columns strive . . . 

--Rilke 

High pitched hum from all performers offstage. Performer 1 runs to center of stage with blue 

hooded cape, terrified.) 

Performer 1: ANNUNCIATION 

the tall man, towering, 
it seemed to me 
in anger. I was fifteen only 
& his urgency 
(murderous rage) an assault I 
bent under. I saw the lilies bend 
also. I had been spinning 
flax: violet for the temple veil. I had just 
gone to the well for water & when I returned 
he was there. A flat stone. Towering. 

Murderous rage 
like the Law. They call it 
love. his voice 
was harsh, I bent, I tried to 
evade. 
Sound trembled in my gut, my 
bowels 
moved w / fear-

the red tiles 
shifted beneath me; a light 
flashed from his eyes, his hand, the blue stone 
in his ring & my bowels caught 
w / fear. He said 

"HAIL, FULL OF GRACE" I remember 
my hand 
found a psalter, something real, the smooth vellum 
sunwarmed 
under my fingers 
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the wind had stilled, the lilies 
bent of themselves, my body 
bent under weight of robes 
white muslin gleamed in my tears 

like a gold brocade 
& my head too bent 
under weight of hair. I fell 
to my knees, I salted 
the ground before me 

He did not move, his voice 

in sunlight 

had turned to thunder, there was 
no word to remember. but Womb 

He spoke of my womb. 
The fruit of my womb. 

Sunlight & thunder. I had not 
heard thunder before 
in such blinding light. 

Performers 2-9: (enter, circle stage) 
the rose, the thorn, the thistle 
the rose, the thorn, the myrtle 
the lily, the thorn, the thistle 
the lily & the myrtle 
the lily, the rose, the thistle 
the lily, the thistle, the myrtle 

Periormer1: Thewind 
bent the palm trees again 
the room was empty 

I stood again, as one stands 
after earthquake 

my young girl's hands 
began to spin the scarlet thread 

for the temple 
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(Performer 1 & 2 in center, facing each other, holding hands. Performers 3-9 sit and watch the 

center, Performer 3 circles Performers 1 & 2.) 

Performer 3: VISITATION: Elizabeth & Mary 

Not the trees remain, 
not black wind 

out of volcanoes. Not fur 
leaping from heart 

of weathering rock. 

-- ------ -------------------- ----------



Yet they remain, they two: 
Fire & firebringer. The torch 
that is a sword. 

Not small wooly grass 
not furze 

will cover us. 

Magnificat. 

(yr belly leaps & mine is still as stone) 
Not the wild prairie grass 

that hides 
white antelope. 
Shrill the wind, no reed 
to catch it in. 

They walk. Cold air & 
icebringer. Theirs the first 
scorched earth. 
Their sandals. Scorched 
on glaciers 

No more the dancing babes, the tribal fires. 
No more chinook 

breezes from Eden cover us, 
no dates 

fall into our hands from tall 
palms, the babes 

have melted all. 
Post-math of Noah: flood & 
barreling trumpet. 
Now the galactic barrenness shall come 

Performers 4-9: AND NEW STRANGENESS BLOOM 

Performers 1 & 2: all nations 
shall call me blest 

Performers 4-9: AND NEW STRANGENESS BLOOM 

Performers 1 & 2: all nations 
shall call me blest 

Performers 4-9: NEW STRANGENESS LIKE RED MARTIAN FLOWERLIGHT 
LIKE GREEN VENUTIAN RAIN 

Performer 3: gliding secretly 
past the waning moon. 

Performers 1 & 2: All nations 
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Performers 4-9: AS WITH ONE VOICE 

Performer 3: Never again will there by any human 
they two, the last: 

fire & firebringer 
walking in charred sandals 

thru galaxies 
space walkers 

wilderness & voice 

wind from our wombs freezes 
the Alpine meadows 

Performers 4-9: THAT NEW MADNESS FLOWER 

Performer 3: Magnificat 

Performers 4-9: FRAGRANT AND HOLY AS SAFFRON HURRICANE 

Performer 3: one voice all whirlwinds 

Performers 1 & 2: all nations 
calling us holy 

Performer 3: bringers of desolation 

Performers 1 & 2: calling us blest. 
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(All performers begin humming "Silent Night, Holy Night," move offstage to get 8 more blue 

veils. AIl performers lie on their backs on the floor in a circle, feet towards the center, legs 

bent.) 

Performers 1-9: NATIVITY 

Performer 4: Dark timbers of lost forests falling into my bed. 

Performer 5: Did they fetter me 
with cat's paw, rock root, the beard 
(0 shame) of woman? 

Performer 6: They fettered me 
w / leather straps, on delivery table. 

Performer 7: I cd not cry out. 

Performer 8: Forced gas mask over mouth, slave. 

Performer 9: I cd not tum head. 

-- .. _--_._--



Performer 5: Did they fetter me 
wI breath of a fish? 

Performer 2: These poison airs? 

Performer 9: I cd not 
tum head, move hand, or leg 
thus forced. 

Performers 1-9: They tore child from me. 

(All performers sit up.) 

Performers 1-9: Whose? 

Performer 1: What kind beast, near, breathing 

Performer 2: what royal hall or temple where I got this 
slave flesh? 

Performer 3: What price fathered this mite? 

Performer 4: Silence sticky as cheese. 

Performer 5: Kind beasts around me: 

Performer6: Women who knew same outrage. 

Performer 7: Every child here 
princeling, is shackled & numbered. 

Performer 8: We breathe in our rags to keep each other warm. 

(All performers leave stage except Performer 3.) 

Performer 3: Flight into Egypt 

stone force. Stone heart. I move 
boulders along this path. Pursued 
by cries of 200 infants 

each of whom 
might have been the Christ. 

Ido not know 
which one I have carried away 

on this aging burro. 

on this road the sun 
never sets, I sit on 
stone walls 

that never knew cool mosses. 
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I sit 
beside scorched trees. I sit 

on boulders 
& the same blank arch curves everywhere 
framing the picture 

It does not 
keep off the sun. 

(Performer 3 freezes in place. Performer 5 enters without veil.) 

Performer 5: A Coyote Tale 

Sometimes you take up the trap & 
run with the metal between yr teeth, 

At times it is better to chew off 
your leg. 

You have in this case to consider 
the trail of blood. 

Sometimes for weeks it is better 
not to eat, the meat is pOisoned, but 
you wait it out 

knowing the creatures are not 
consistent, they forget. Or they will 
move on. It is hard to explain this 
to the cubs. 

You keep downwind, stick to 
the water; journey in thick mist 
or at the dark of the moon. 

There comes the safe times when 
we congregate in the snow, 

under large barren trees & each 
of us is a flame. 

an offering to the moon. 
At such times it it unnecessary 

to sing. 

(Performers 3 & 5 exit, Performer 4 enters with veil.) 

Performer 4: THE MARRIAGE AT CANA 

o he mounts me, he has broken 
the mirror, has burst 

the opaque air; he comes 
from the far side of this agony 
of thirst. TantaliZing. he mounts 
me & it is all pain forever 
& end of days 

dove, lamb, first fruit, cattle 
I am all these. 
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rocked on the threshold 

(Performer 4 exits, Performer 6 enters. Performers offstage humming "Christ Our Lord is Risen 

Today") 

Performer 6: RESURRECTION 

1. 
o what have I spun out of entrails 
what vision 
of unsubstantial hope 

whose hag arms received 
dead Matter of the world 
whose wolf head devoured 
tough, bloodless corpse 
howling like pity w / in 
unopening tomb 

now wander in morning field 
see dew 
bright on the hem of 
this ghost. 

laughing in frail sun. 
now wander in morning field 

(Performer 6 freezes in place; Performer 7 enters.) 

Performer 7: RESURRECTION 

2. 
now I am burnt, sunblasted 
dry as angels 
now I am towering presences I feared 
in human girlhood 

I do not touch him, cannot avoid 
his touch. I stare w / his eye 
from chasm of my forehead. 
his light 
sweeps me 
I am burnt to powder. 

(Performer 7 freezes in place; Performer 8 enters.) 

Performer 8: RESURRECTION 



3. 
o I am crouching 
beast & seek to devour 
this wraith as I chewed 
sinew & bone 3 nights 
it was hell danced 
in my veins 

Performers 5 & 9: (enter, without veils) now eat ghost 

Performers 2, 3, & 4: (enter, without veils) incorporate light 

Performer 7: no longer burnt 
butbuming. 

Performer 6: he shouts NOLI 
ME TANGERE 

Performer 8: he blasts 
un healing force. 

Performers 6-8: I 
cannot 
keep back, I leap 
thru flaming hoop 

Performer 1: (enters with huge headpiece including crown of light, has difficulty 
holding up head) 

CORONATION 

implacable son sets weight of metal 
on my immaterial head 

my flat tears drop 
thru concentric 

crystal spheres 

at my feet 

and I stand in these structures of angelic sound 
alone as any woman in her doorway 
in the rain ... 

The pain of wings is nothing 
to the crown 

which presses on my 3rd eye 

is his little church the rock 
on which I founder? 

while the stars rush outward 

which start 
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to darkness, must I 
remain still? 

Monumental. I lack 
even the grace of that girl 
who bent to angels. 
Flexible limbs of my flight 

thru Egyptian desert 

Is this the end of my dance 
on the temple steps 

Eight year old dervish who thought 
to shatter stone 

with her fierce, virginal joy 
0, I shall burst 

(throws down headpiece and veil) 

Burst thru 
Take now 

milke of the stars 
& rub it in my flesh 

like sabbath ointment 

I will fly 
Broomless, unarmed, unready 

(puts up wolf mask) 
I will fly 

PART VII 
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(Performer 1 leads a chase, swirling all the performers offstage. Slide changes to illustration 

on page 155 and PART VII: true events move upward -Georgio de Santillana. Performer 1 runs 

back onstage with a a wolf call, leading the others in a line, they circle the stage once and 

leave again. The slide changes to read: 

She is about to run 
circles around the sun 

Performer 1 enters alone again, stands center, gives one last howl, and is silent, stands panting. 

Performer 2 without mask enters, addresses Performer 1.) 

Performer 2: Is it not in yr service that I wear myself out 



running ragged among these hills, driving children 
to forgotten movies? In yr service 
broom & pen. 

(Performer 1 runs offstage.) 

The monstrous feasts 
we serve the others on the outer porch 
(within the house there is only rice & salt) 
And we wear exhaustion like a painted robe 
I & my sisters 

wresting the goods from the niggardly 
dying fathers 

healing each other w / water & bitter herbs 

that when we stand naked in the circle of lamps 
(beside the small water, in the inner grove) 
we show 
no blemish, but also no superfluous beauty. 
It has burned off in watches of the night. 
o Nut, 0 mantle of stars, we catch at you 

lean mournful 
ragged triumphant 

shaggy as grass 
our skins ache of emergence / dark 0' the moon 

(Performer 2 exits as Performers 4-7 enter and take seats among the audience, note pads and 

pencils in hand.) 

Performers 4-7: The Critic Reviews Loba 

Performer 4: Where is the history in this 

Performer 5: & how does geometry of the sacred mountain give 
strength to the metaphor 

Performer 6: wd she have us believe 
that passion & shifting flesh enhance 
proportion 

Performer 4: where are the dates, street names 
precise equations? 

Performer 5: Must we accept 
that star clouds burst with feeling 

Performer 7: Hermes dances 
in blood & bone 

Performer 4: no longitude given 
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Performer 7: it moves 
& breathless beauty 

of circle 
forms the mind's light 

cutting lines of Force 
thru this quivering 
flesh seedpodl 

Cosmos 

(Performers 4-6 sigh and walk offstage. Performer 7 sets down pad & pencil and moves on 

stage.) 

Performer 7: GUINEVERE 

Do you understand, beloved? I cd not seek 
the way to you, but only 

the way to Myself. 

The way to Myself you sought 
it is not for me 

to find you, planetary 
wanderer 

Ah tome 
even when you paused 

on the edge of shame 
to me you were golden 

golden. 
it was not for me 

to forsake the gallows cart. 

To you it is given 
to seek the other I to me 

perfection. Completion 
the circle 

I may not step out of. 
The black fire of yr flaws 

consumes me. 
We are eternal. 

We have played the time outl we 
have paid the time. Have done 
our time, beloved. Done our time. 
Do not pause again on this edge, lest I pass from the 

earth 
unfinished & hungry 
warped as a yellow ghost. 
Come leap into light I the aureole 
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surrounds me 
be this coronation or hanging. The stake 

PART VIII 

at Montsegur. 
For sweeter than shame 
is the fire. 

(Performer 7 exits, slide changes to illustration on page 177 and PART VIII: 

For disorder does not come from heaven 
But is brought about by women 

--Shih Ching 

Performers 1-8 enter stand in circle; Performer 1 moves center.) 

Performer 1: LOBA, TO APOLLO, AT THE FOUNTAIN OF HEALING 

now dervish I slough off 
pain, which is my claim to 
commonality of woman 

Performer 8: were we not killed, out of jealousy, run thru 
w / a black lance, every moon? 

Performer 7: did I not bum? 

Performer 5: stand naked in icy waters while willow twigs 
tore my raw shoulders till the stream 
ran red? 

Performer 3: did I not carry my lord's corpse cased in gold 
barefoot thru every turning of that wood? 

Performer 1: I whirl 
to undo 
the winding sheet 

father 
mine, not yrs 

(Performers 2-8 begin circling counter-clockwise) 

Performer 2: was I not sold & sold & my daughters broken? 

Performer 4: I remember 
yr teeth on my half-formed breasts 
welts on my legs. 
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Performer 6: Have remembered 
since childhood, carts of coal I pulled 
in harness, wet of the mines, the leather straps 
cutting my swollen stomach. 

Performer 8: mouthfuls of blackened blood 
I spit out 

each morning 
to sing 

Performer 1-8: now dervish I slough off 
this pain which is claim to womanhood. 

Performer 1: Refuse 
the remembering skin. 
End commonality of rage to be born 

in uniqueness. 

(Performer 9 enters, stumbling, moves to center.) 

Performer 9: Stumbled keening 
tongue cut out 

eyes ... hands ... 
stumbled keening 

thru the forest of Provence 
after the debacle of Montsegur 

& still you expect 
we'll carry the sweet Grail 
out of those woods 
to yr table. 

Performer 7: Table where I was chained, often enough 
like a monkey. 

Performer 5: Or yr door, where it 
was decreed 

I go on all fours. To carry 
all guests on my back 

until forgiveness. 

Performers 2-5, 6-8: Forgiveness? 

Performer 1: 0 Lord of Measure 
there is No Thing to measure 

w/outme. 

Performers 2-9: Do you growl? 

Performer 1: Know I cannot undertake 
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to meet you, tho it be only 
a step. 

Under this temple there is a well so ancient 
it will abide the mouldering of the floor. 
This night, for healing, I'll tear up 
the flagstones; for oracle, drink 

the black water 
Apollo 

abhors. 
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(Performer 1 goes offstage briefly and gets vessel of water. Other performers get cups and more 

vessels and serves the audience. Performer 1 offers a toast.) 

Performer 1: Now born in uniqueness, join the Common Quest 

(Everyone drinks. Performers take the vessels and glasses offstage, return, encourages the 

audience to stand and take hands.) 

Performer 1: and when we have won clear 

Performers 2-9: and when we have won clear 

Performer 1: we must return to the circle 

Performers 2-9: we must return to the circle 

Performer 1: Return the hunt to the measure of the dance. 

Performers 2-9: Return the hunt to the measure of the dance. 

Performer 1: (moving back to center) 
Sweet friends 
whose common dance 
made Europe bright 

Performers 2-9: when we have won clear we must return 
to the Circle 

Performer 1: Friend 
that I murdered 
in the sacred grove 

or fled through Asia 
hiding in her caves 

Performers 2-9: RETURN THE HUNT 
TO THE MEASURE OF THE DANCE 



Performer 1: Sweet friends whose common dance 
when this you see 

Performers 1-9: When we return to the circle 
we have won clear. 
Return the dance to the pulses of 

the Hunt. 

(Performers 2-9 put up masks, wolf howl, spiral offstage, howling.) 

Performer 1: for there is another Lilith, not made for earth 
of whom it is said / that when she is seen by men 
it is as a vapour / a plague / a cacophony 
of unique bells / straining & stranger, they pursue 
her unsubstantial cors thru this world 
& the next. She is, in fact, the archetypal 
foxfire of the stars 
will 0' the wisp of empty space 
cosmic marshlight that lures us away 

from the heavenly spheres, our home 
to wander, forever, between quasars 
at odds w / the Sound of the Harmonious Crystals 

temple flower of the abyss 

windlass 
on which is wound 
that hope 
which exceeds proportion .. 

Ship-Tha t-Veers-A t-An-Angle 

White Fox that Leaps over Tombstones 

(Performer 1 lets out one final howl that is met by the howls offstage. She runs off spiraling 

clockwise. Slide changes to illustration of the Leba from the cover of the book. Lights dim.) 
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CHAPTER FOUR 

CONCLUSION 

A three-fold thesis is at the heart of this dissertation: 

178 

1) Identification of feminine themes and images in the Loba poems, renders obvious the 

connection between women's literature and the feminine experience; 

2) Once these aspects are identified and illuminated, an informed production concept can 

be developed; and 

3) A theatrical adaptation can ritualize the mythic story of the Loba. 

This thesis leads to the conclusion that an archetypal analysis forms a production concept. 

Archetypal Analysis Forms Production Concept 

As images are uncovered through an archetypal analysis, a production concept is formed 

that reflects those images. Knowing that water is a significant symbol for the feminine gives 

great meaning to the Loba drinking from the black water that Apollo abhors. Understanding 

that the wilderness is a symbol for the dark feminine, gives meaning to the fact that the white 

stones leading to the city cut the Loba's feet. Many of the symbols and archetypal images 

uncovered during the review of literature are highlighted in the adaptation. Mainly, the 

discovery of the goddess literature allows the production to focus on the character of the Loba 

herself. A summary of the findings is outlined below. 

Taking a long look at the development of the feminine archetypes involves sorting 

through thousands of images and dozens of authors in order to discover the archetypal images 

surrounding the Loba. An archetypal image is the outward manifestation of an original pattern 

stamped on our psyche. Frye extended this definition to literature by calling it a recurrent 

image or universal symbol in literature. Despite some feminists' fear that a feminine 

archetype becomes a thin veiling for a stereotype impos~ on women, research continues to 

broaden the possibilities of images which can guide women. Carl Jung's definition of the 



179 

feminine centered largely around the mother archetype and the anima. Emma Jung further 

developed the concept of the anima, mainly relating it to the function of eros or relationship. 

Erich Neumann thoroughly examined the image of the Great Mother and described her aspects 

in terms of positive and negative images. Neumann also elaborated the idea of the feminine as 

the vessel. Toni Wolff notes the absence of the feminine principle within the male godhead 

and wrote positively of the Amazon. Demaris Wehr, Ginette Paris, and Karen Elias-Button 

called for a definition of the feminine in women's own terms that would validate non

associative femininity. Jean Shinoda Bolen developed such a typology which names many 

qualities within women as archetypally feminine. Other authors such as Edmund Whitmont, 

Christine Downing, Carol Pearson, Carol P. Christ, and Naomi Goldenberg develop the goddess 

imagery to empower women and the feminine in all its aspects. The dark-side of the goddess is 

seen as an image of power and is ultimately transformative. The non-associative feminine 

archetype of Artemis and the Amazons supports the female independent spirit. Amid the 

discussion of the goddess, Downing sends up a cry for powerful images of women: 

We are starved for images which recognize the sacredness of the feminine and the 

complexity, richness, and nurturing power of female energy ... We long for images 

which name as authentically feminine courage, creativity, loyalty, and self

confidence, resilience and steadfashless, capacity for clear insight, inclination for 

solitude, and the intensity of passion. (4-5) 

This cry is answered in part by di Prima's Loba poems. Within these poems, the Loba is 

courageous, creative, loyal, self-confident, resilient, steadfast, insightful, solitary, and 

passionate. 

The review of literature surrounding the feminine archetype and the goddess was 

conducted in order to discover the images which encompass the Loba. The historical growth 

and development of the feminine archetype is also interesting to note in terms of the expansion 



180 

of the roles available for women. As women's consciousness-raising experiences have increased, 

so has the need for images to reflect that experience. 

The research involving myth focuses on the importance of its organizing function for our 

experience. Janet Hocker Rushing and Elaine Martin discuss the feminine myth as a myth of 

inward descent rather than outward quest. Ritual is a physical enactment of myth and has the 

power to create revelations. Alicia Ostriker introduces the concept of revisionist myth-making 

as an important tool for women to support the main purpose of feminism: to tell women's stories 

and value them, according to Adrienne Rich. The purpose behind the discussion of myth and 

ritual is to understand the value of them and the need for a performance of the Loba poems to 

validate the myth of the independent feminine spirit. 

Feminism and feminist theatre describe the need for woman as subject which leads to the 

production concept of the Loba poems. It focuses on the Loba herself as the primary image. 

Therefore, the costumes reflect the Loba as wolf and woman and the cast is essentially one voice 

split into nine parts. The surrounding evokes the womb of a goddess to support the idea of the 

Loba as a numinous figure. The Loba is the subject and the point of view in the production. The 

definition of feminism and feminist theatre is detailed as a way to show again the need for 

performances 1ike LOBA. 

Estella Lauter and Carol Schreier Rupprecht develop feminist archetypal theory in 

order to "reformulate key Jungian concepts to reflect women's experience more accurately" (3). 

Lauter and Rupprecht along with Annis Pratt find recurring images in literature and art which 

revolve around certain archetypes which Jung and others have not previously expressed. Some 

of the most important themes for the Loba are the desire of women for erotic autonomy and the 

celebration of femininity which Pratt outlines (51). These themes which Pratt uncovers in 

works of fiction by women are also central to the Loba. Lastly, Carol Pearson and Katherine 

Pope write of the female hero's journey as a journey to discover herself. Whether this journey is 
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a vertical one or an outward quest, the goal of the journey is to uncover the self. This material is 

included in the dissertation as another way to look at the progression of the Loba poems. The 

Loba is journeying toward the discovery of herself and is encouraging the reader to do likewise. 

The final poems which indicate that the journey has come full circle indicate that the Leba 

has found herself and is reunited with her sisters. 

The analysis of the poems is conducted to find images and answer questions which tell 

about the mythic journey of the Loba. Understanding these images allows production and 

adaptation decisions to be made for the Loba poems. 

The scripting and performance of the Loba poems is an essential step in the process of 

understanding the Loba. Richard E. Palmer in Hermeneutics writes that "a work of literature is 

not an object we understand by conceptualizing or analyzing it; it is a voice we must hear, and 

through 'hearing' (rather than seeing) understand" (9). Literature, especially poetry, is meant 

to be spoken aloud. The speaking of the Loba poems is enhanced by the several voices which 

ring together in chorus. Through performing the poems, or in this case, through preparing for 

and imagining the voicing of the poems, a new understanding of the poems develops. The 

performance of the poems allows the myth to be actualized. In order for a myth to become an 

active part of our awareness, it must be ritualized. The performance allows this to happen. 

Contributions of Study 

This study contributes in many ways to the body of knowledge which includes feminism, 

archetypal analysis, theatre, and poetry. 

The four purposes for undertaking this research were: 

1. to add to the body of research on feminist archetypal theory, 

2. to add to the minimal amount of scholarship about di Prima, 

3. to link the research in feminist archetypal theory with the practices of feminist 

theatre, and 



4. to create another analysis of translation which in tum continues my artistic 

development as a choreographer of poems. These purposes were realized in the following 

ways. 

Feminist Archetypal Theory 
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The study shows that many archetypes surround the nature of the feminine. It also shows 

that the development of these archetypes over time, including the recent development of a non

associative femininity. These archetypal images were explored for their value and truth for 

women, which is one of the goals of any feminist study. I learned a great deal about the goddess 

and discovered a plethora of information about her return since 1978. Through this 

dissertation, most of the literature surrounding the return of the goddess is summarized. This 

may prove a valuable resource for others researching women's spirituality. 

The discovery of feminine archetypes within the Loba poems has changed my 

perspective on the analysis and interpretation of literature. I won't go looking for myths in 

every poem I ever perform or read, but I will be aware of those elements which may be 

distinctly feminine. Others may be attracted to this type of analysis and search for the 

archetypal images in literature. Poetry definitely contains archetypal images because poetry 

is the language of the unconscious, and as Frye writes, "the poet ... is not the father [or mother] 

of his [her] poem; he [she] is at best midwife, or more accurately still, the womb of Mother 

nature himself [herselfJ" (Anatomy. 98). An understanding of feminist archetypal theory 

allows one to tap into those images of the unconscious and connect one poem with a body of 

women's literature. This study is a contribution to the practice of feminist archetypal analysis 

which is a relatively new phenomenon. 

Scholarship about Diane di Prima 

This dissertation represents a major contribution to the study and understanding of Diane 

di Prima's poetry. Not only is this significant for the illumination of one poet's work, but it 

-- ---------
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also is important for other "marginalized" poets. Oi Prima's work has always been 

underground. No doubt many other poets exist with similar work. This poetry is valuable for 

women and minorities to name and reclaim the power of the patriarchy. I hope such a study 

would encourage others to pUl'sue the interpretation of poetry by "minor" poets. Oi Prima's 

voice deserves to be heard. 

Linking Research in Feminist Archetypal Theory with Practices of Feminist Theatre 

Both feminist archetypal theory and feminist theatre are interested in the telling and 

revaluing of women's stories. Both are interested in illuminating works which show woman as 

subject. This study emphasizes these similarities. By utilizing both bodies of knowledge an 

interpretation and performance of women's poetry is achieved. 

In the process of valuing women's experiences, both feminist archetypal theory and 

feminist theatre seek to incorporate the dark-side of femininity where the power of women is 

buried. I recall bringing passages of the Loba poems to a graduate level psychology class which 

had been studying the theories of Jung. One woman in the class was appalled by the poems, 

especially the cannibalistic and graphically sexual passages. She explained that we didn't 

need these negative images of women; in order to improve the position of women, we needed to 

erase these ugly images. The idea behind Loba and behind much of the thought which 

embraces these seemingly unattractive images is that we need to incorporate this aspect of 

femininity and reclaim the power of these "negative" images. OuPleissis writes of the poet's 

reasons for reclaiming these images: 

The explicit naming of sexual organs and bodily functions in ... recent poems by 

women is, I think, an attempt to reappropriate so-called 'dirty' or 'clinical' words, 

and by so doing, to construct a critique of the cultural values regarding women that 

have kept these words taboo and unspeakable. As 'cunt' is a hidden word, so other 
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words about women have been censored, and ... women should begin to speak them. 

(283) 

By aligning the tools of feminist archetypal theory and feminist theatre, a living critique of 

cultural values which have kept women silent is created. Since another goal of radical 

feminism is to change society, the perfonnance of these poems informed by feminist archetypal 

theory and feminist theatre will contribute to that change. 

Other areas of knowledge informed by feminism are undoubtedly waiting to be combined. 

Such combinations are encouraged through this study. 

Another Analysis of Translation 

The adaptor/director of a series of poems for perfonnance is essentially a translator. The 

poems are translated from a written page to a physical performance. The LOBA script adds to 

the study of translations as it is a ritual developed from a mythic story. The production concept 

utilized in this perfonnance comes directly out of the literature about the goddess. This offers 

another way to approach the performance of poetry. 

I eventually want to stage the Loba poems. In fact, I'm in the process of figuring out how 

and where and with whose money I can do the poems. Visualizing the production completely 

and scripting the poems has been the most satisfying aspect of writing this dissertation. 

However, the script would not have been possible without the previous research into the 

archetypal images. Creating the LOBA script has definitely contributed to my growth as a 

director and choreographer. 

Connections 

The last contribution to research in this study is the compiling of and creating connections 

between the various areas of study. Combining the many elements involved has proven to be an 

eclectic task which calls for an understanding of many topiCS. I believe that more connections 

- -- ----------------- -- -------



between areas of study are necessary to unify and enhance our understanding of the arts and 

humanities. 

Limitations 
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The major limitation of this study is that it is highly unique, geared for these poems and 

nothing else. Although the combined use of feminist archetypal theory and feminist theatre 

could certainly be conducted with other works of literature, I would caution the researcher to be 

wary of the appropriateness of this methodology with another set of poems. Certainly, many 

poems would benefit from such a study, but it is dangerous to look for archetypes where none 

exist. Superimposing symbolic meanings where none are apparent simply inflates a poem into a 

caricature. I would encourage the use of this methodology with caution. 

As the myth of the goddess and the respect for the dark feminine is incorporated into our 

culture, such a study will no longer be relevant. Part of what makes this study necessary and 

important is the current emergence of the archetypal figure of the goddess. After she is 

accepted and becomes a part of our language, such analyses may be unnecessary. 

Implications for Further Research 

First, I encourage other scholars to examine lesser-known authors who have been obscured 

by the patriarchy or for other reasons. Kate Chopin's The Awakening is an example of a text 

that was forgotten for years and has recently emerged as a beacon of the feminist voice in 

literature. What other authors are out there waiting to be discovered and explored? 

Second, others might seek to discover what poems or stories by women could benefit from 

this methodological approach? Although the approach may not be appropriate for all works 

of literature, undoubtedly there are poems that would benefit from such a translation. 

Third, one might seek to define how the goddess is manifested in other areas of life and 

social interaction besides women's poetry. Studies which explore the appearance of the 



goddess in other arts or areas will add to the knowledge about archetypes and their 

manifestations. 
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Fourth, more parallels can be drawn between myth/ritual and Iiteratur~/ performance. 

Other explorations of the interplay between anthropology and performance will enlighten this 

process. 

Finally, further translations of poetry to performance are necessary to continue to give 

life and voice to literature. As Palmer writes, "We have forgotten that the literary work is not 

a manipulative object completely at our disposal; it is a human voice out of the past, a voice 

which must somehow be brought to life" (7). My deepest hope is that we continue to give voice 

to poetry through performance. For in keeping poetry alive we are, as Campbell writes in 

Myths to Live By, "nourished from the soundest, richest strata of the human spirit" (13). 
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