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    This edition presents Dylan Thomas’s Portrait of the Artist as a Young Dog, first published in 1940, in its full original scope. It gathers ten autobiographical short stories that together form a loose narrative of childhood and youth: The Peaches; A Visit to Grandpa’s; Patricia, Edith, and Arnold; The Fight; Extraordinary Little Cough; Just like Little Dogs; Where Tawe flows; Who do you wish was with us?; Old Garbo; One Warm Saturday. The purpose is to restore the integrity of Thomas’s single, coherent prose collection, allowing readers to experience its cumulative portrait of a young imagination shaped by place, family, friendship, and the comic perplexities of growing up.

Although Thomas is renowned primarily as a poet, these pieces are prose narratives—short stories that draw on autobiographical experience without claiming documentary exactness. Their modes range from anecdote to memory-sketch, from comic episode to lyrical vignette. They are not essays or letters, nor are they journal entries; they are crafted works of fiction that retain the pressure of lived experience. The genre’s flexibility lets Thomas move between intimate confession and public performance, presenting a voice that is recognizably his while exploiting the freedoms of storytelling: invention in service of emotional truth, scene-making anchored in closely observed detail.

The collection’s unifying concerns are childhood and adolescence, but not as a simple sequence of dates. Thomas explores how memory selects and enlarges: ordinary rooms become theatres; streets, small cinemas; fields, fabulous kingdoms. Family bonds, the awkward loyalties of schoolmates, the allure and threat of the adult world, and the hum of local gossip recur throughout. The stories note class distinctions and the pull between town and country, but their emphasis is on sensation and response—how a young person meets noise, weather, rumor, and ritual with curiosity, alarm, and delighted exaggeration, and how those encounters harden into character.

Stylistically, the prose carries Thomas’s unmistakable musicality. Sentences swell and taper with a poet’s ear; images tilt toward the sensuous and the comic at once. He favors cascading clauses, tactile metaphors, and a relish for sound. Yet the exuberance is disciplined by narrative control: a scene is set, a voice is modulated, a punchline is timed. The comic hyperbole never quite breaks faith with the felt world. The result is prose that is at once lyrical and dramatic, a style that animates the ordinary without sacrificing its grit or its recognizable scale.

Place is central. The landscapes and streets of south Wales—coastal town, river mouth, farm and field—are not backdrops but generative forces in the storytelling. The very title Where Tawe flows signals the river’s shaping presence; elsewhere, market lanes, parlors, and parlous stairwells carry their own weathers. Thomas renders localities as pressure chambers of sound and smell, revealing how a boy’s senses school him before any curriculum does. The settings give the collection cohesion: each story feels rooted, and together they chart a map of intimacy in which geography and memory are mutually illuminating.

The sequence advances from early experiences to more complicated adolescent ventures. The Peaches opens on a childhood visit that tests the textures of hospitality and class. A Visit to Grandpa’s tilts toward affectionate portraiture and familial bewilderment. Patricia, Edith, and Arnold and The Fight turn to friendship, bravado, and social testing. Extraordinary Little Cough and Just like Little Dogs observe mischief and performance. Where Tawe flows and Who do you wish was with us? widen into public spaces and group outings. Old Garbo introduces the glamour and mirage of cinema culture. One Warm Saturday closes on a youthful day’s charged freedoms.

Across these episodes, Thomas excels at character sketches: relations bristling with pride and folly, friends quick with wit or bluster, passing figures who flare into significance for a page and then recede. The characters are not ciphers for arguments; they are observed with comic generosity and an eye for revealing gesture. Adults appear both outsized and vulnerable; peers are competitive and companionable by turns. The young narrator learns less by instruction than by contagion of example, catching habits of speech, swagger, and sentiment, and the stories thrive on that social electricity.

The book’s title playfully alludes to an earlier modernist portrait of artistic formation, while declaring a different temperament. Thomas’s young “dog” is impish, attentive, and unhousebroken to solemnity. The portrait that emerges is not programmatic, and certainly not a manifesto; it is an apprenticeship conducted in streets and fields rather than study. The artist’s making is traced in embarrassments survived, jokes told, and sensations hoarded. The humor matters: laughter is a way of knowing, and the prose’s delight in exaggeration doubles as a method for grasping the world’s texture without presuming to systematize it.

Voice is the instrument that binds the collection. Thomas channels speech rhythms—anecdotal swerves, sudden asides, a raconteur’s timing—while sustaining literary poise. The narrating self is both participant and observer, present enough to feel the sting of a moment and detached enough to articulate it. This doubleness allows the stories to honor the immediacy of a child’s perceptions and the retrospect of adult craft. The effect is intimate but not confessional; the voice invites us close, then turns the experience outward, shaping memory into a shared performance.

Read together, these stories extend Thomas’s reputation beyond lyric poetry. They demonstrate how his verbal music adapts to narrative, how his comic sense sharpens observation, and how his local attachments yield forms of universality. The collection has endured because it is hospitable: readers can enter through any doorway—family farce, schoolyard bravado, movie-house fascination—and find the same fidelity to lived sensation and the same refusal to condescend to youth. As a whole, it stands as one of the twentieth century’s memorable experiments in autobiographical fiction.

The purpose of gathering the works here is to preserve Thomas’s arrangement and invite readers to experience the subtle arcs that emerge only in sequence: recurrences of places and types, tonal shifts from innocence to knowingness, and the growing boldness of the narrator’s gaze. These are not isolated sketches; they converse with one another. By presenting the complete suite from The Peaches through One Warm Saturday, this edition restores the author’s design, foregrounding the cumulative portrait that the individual stories alone can only intimate.

Portrait of the Artist as a Young Dog remains a book about beginnings: the beginnings of taste, judgment, and vocation. Its comedy does not blunt its seriousness; its lyricism does not float free of the world’s weight. Thomas’s young protagonist discovers that attention is a form of love and that memory, rightly handled, is a discipline. The lasting significance of the work lies in that discovery. To read these stories now is to encounter an artist learning how to listen to his place and people—and, in listening, to find a voice capacious enough to carry them.
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    Dylan Thomas was a Welsh poet, prose writer, and performer whose richly musical language and visionary imagery made him one of the most distinctive voices in twentieth-century English letters. Born in Swansea in the early twentieth century and dying in the United States in the early 1950s, he wrote across genres—poems, stories, radio features, and a play for voices—while cultivating a public persona as a mesmerizing reader. His work yokes the intimate textures of Welsh life to universal themes of birth, desire, time, and mortality. Thomas’s influence extends from modern poetry and radio drama to the contemporary culture of live literary performance.

Thomas was educated at Swansea Grammar School, where he wrote for the school magazine and began stockpiling notebooks that supplied much of his early verse. He left formal schooling as a teenager and worked briefly as a reporter for a local newspaper before turning to freelancing. His reading was eclectic and formative: the cadences of the Bible and the rhythms of Welsh chapel oratory, the metaphysical and Romantic traditions, and modernist experiment all register in his style. Equally important were cinema, popular song, and the spoken idiom he heard around Swansea. Without university training, he shaped a self-directed apprenticeship grounded in sound, pattern, and daring metaphor.

By the mid-1930s Thomas had emerged as a formidable young poet. His debut, 18 Poems, announced a dense, incantatory voice preoccupied with cycles of the body and the natural world. Subsequent volumes in the later 1930s consolidated his reputation, and readers encountered poems that fused private mythology with verbal virtuosity. In the 1940s his lyric range broadened, yielding work of tempered clarity alongside the earlier baroque intensity. Collections from this period, often praised for musicality and emotional charge, ensured his standing among the leading British poets of his generation. Throughout, he refined a craft attentive to breath, chiming consonants, and the dramatic possibilities of the line.

Alongside poetry, Thomas developed a supple prose style, most memorably in the semi-autobiographical stories gathered as Portrait of the Artist as a Young Dog around 1940. Pieces such as The Peaches, A Visit to Grandpa's, Patricia, Edith, and Arnold, The Fight, and Extraordinary Little Cough trace schooldays and early encounters in and around Swansea. They balance comic incident with a compassionate eye for vulnerability, class tensions, and awakening desire. The sentences move with rhythmic poise and oral energy, revealing how closely Thomas’s prose listens to speech. These portraits helped readers see the continuum between his lyric imagination and the lived textures of place.

Other stories from the same sequence—Just like Little Dogs, Where Tawe flows, Who do you wish was with us?, Old Garbo, and One Warm Saturday—extend this world of seaside streets, pubs, and parlors. Their vignettes animate apprenticeships, friendships, and flirtations, while sketching a social map of South Wales between wars. Thomas’s touch is affectionate but unsentimental: he catches bravado and embarrassment, the quicksilver shifts of adolescent identity, and the comedy of misread signals. The result is a prose idiom that is simultaneously lyrical and local, capable of panoramic description and whispered aside, and central to his broader project of giving voice to ordinary experience.

During the Second World War and after, Thomas wrote for radio and film and became a frequent broadcaster, roles that sharpened his ear for dialogue and narration. His postwar poems, widely anthologized, include villanelles and elegies that exemplify his matured lyric poise. In the early 1950s he shaped Under Milk Wood, a play for voices about a fictional Welsh town, test-reading scenes in public and refining its choral textures; it reached a broad audience shortly after his death. The same period produced Do not go gentle into that good night, whose ringing imperatives and villanelle form became emblematic of his command of musical structure.

In his final years Thomas undertook lecture and reading tours, especially in North America, where his dramatic performances helped define the modern poetry reading as a cultural event. He died in New York in the early 1950s, leaving a compact, resonant body of work. His legacy endures in the classroom, on stages, and across recordings that preserve his unmistakable voice. The stories from Portrait of the Artist as a Young Dog remain touchstones for writing about youth and locality, while his poems and Under Milk Wood continue to shape expectations of rhythm, humor, and empathy in English-language literature. His relevance persists across generations.
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    Dylan Thomas’s Portrait of the Artist as a Young Dog, published in 1940, gathers prose pieces drawn largely from his adolescence and early adulthood in Wales during the 1920s and 1930s. The title wryly echoes James Joyce’s A Portrait of the Artist as a Young Man (1916), situating Thomas’s work within modernist self-portraiture while signaling a more comic, demotic register. These stories look back on interwar Britain from the opening phase of the Second World War, compressing a formative period that coincided with Thomas’s emergence as a poet, his years in Swansea, early work as a local reporter, and the cultural transformations that reshaped Welsh urban and rural life.

The interwar decades in Britain were marked by post-First World War dislocation, the 1926 General Strike, and prolonged unemployment, especially in coal and metalworking districts. South Wales absorbed these shocks keenly. Wage cuts, pit closures, and industrial unrest etched themselves onto everyday routines, family economies, and youthful ambitions. Thomas’s stories rarely dramatize political events directly; instead, they register the aftershocks as social texture: crowded streets, precarious work, and a mixture of bravado and unease among adolescents. Against this backdrop, the collection’s humor and lyricism coexist with glimpses of scarcity, improvised leisure, and the friction between inherited moral codes and modern entertainments.

Swansea, Thomas’s birthplace, had grown in the nineteenth century into “Copperopolis,” a port-industrial town where the River Tawe fed docks, copper smelters, and, later, tinplate and other metal trades. By the 1920s–30s, heavy industry still shaped the skyline, alongside trams, buses, and the seaside line to the Mumbles. Commerce clustered around theaters, picture houses, and cafes that served workers and clerks. In this environment, Thomas absorbed the rhythms of streets and shore, the mingling of sailors, shopgirls, and schoolboys. These urban fixtures and the river’s presence are distilled in pieces such as Where Tawe flows, which binds place, memory, and identity to an industrial waterway.

Rural Carmarthenshire forms a crucial counterpoint. Small farms, tenant arrangements, and seasonal labor persisted there while mechanization advanced unevenly. Extended families offered both labor and social safety nets when cash ran short. The Peaches turns on a visit from town to a country household, and its class frictions and rituals of hospitality point outward to broader interwar hierarchies—between gentry and smallholders, townspeople and farmers, English manners and Welsh rural customs. The story’s attention to table etiquette, gifts, and summer abundance quietly registers how material displays mattered when money and status were fragile across Wales in the 1920s.

A Visit to Grandpa’s works within the inheritance of Victorian and Edwardian family authority, refracted through the interwar moment when such authority faced urban migration, new media, and shifting work patterns. Nonconformist chapels remained influential in much of Wales, preaching sobriety and respectability even as younger generations drifted toward cinemas and dance halls. The story’s generational tensions, comic eccentricities, and country-house routines are contextualized by that transition: a rural patriarchal world negotiating modern tempos of newsprint, buses, and weekend visiting. It reflects how kin networks—grandparents, aunts, cousins—continued to mediate welfare, discipline, and identity before the post-1945 welfare state.

Across the collection, changing gender relations appear within a society that had granted partial suffrage to women in 1918 and equal suffrage in 1928. Economic necessity drew many women into clerical, retail, and service work, while leisure venues enabled new forms of sociability. Patricia, Edith, and Arnold views adolescent courtship through this lens of expanding, yet still constrained, freedoms. Chapels and parental supervision persist, but promenades, cafes, and letters reshape expectations. The triangle of flirtation and self-display corresponds to a broader interwar negotiation between traditional propriety and the allure—and anxiety—of a mass culture that circulated images of romance through film posters and magazines.

Schoolboy life in the 1920s–30s was framed by the grammar-school system, with its examinations, uniforms, and “games” ethos that prized discipline and sportsmanship. Corporal punishment and codes of honor still structured pupil hierarchies, while the memory of the Great War lent a martial aura to drills and team rituals. The Fight distills these formations without turning them into thesis. Its concern with reputation, bravado, and spectatorship belongs to an educational culture that trained bodies and tempers for competitive public life. Such scenes resonate with a wider British belief in character-building sport, as celebrated in school stories and local press columns.

Public health loomed large in interwar Britain. The memory of the 1918–19 influenza pandemic and the persistence of tuberculosis kept illness at the foreground of families’ anxieties. National Insurance panel doctors, municipal clinics, and school medical inspections expanded care, but effective antibiotics lay mostly in the future. Extraordinary Little Cough reflects adolescent self-scrutiny amid that medical landscape: symptoms are measured against newspaper advice, family lore, and the authority of the doctor’s surgery. The story’s humor depends on widely recognizable habits of health vigilance in an era when chest infections, sanatoriums, and convalescence were everyday references across Welsh towns.

Urban leisure was transformed by cafes, tea rooms, tobacconists, billiard halls, and the “picture palace.” The Swansea waterfront and the Mumbles promenade offered stages for seeing and being seen. Just like Little Dogs studies that choreography of looking—boys performing for one another and for passersby, women navigating assessments and advances. Such scenes fit interwar debates over respectability and the commercialization of desire, as advertising, window displays, and film stills recast romance as spectacle. The story captures how inexpensive treats—ice cream, cigarettes, matinee tickets—structured courtship and camaraderie for youths with limited incomes but abundant hours after school or work.

Where Tawe flows binds biography to topography, making the river a chronicle of Swansea’s industrial rise and its everyday labors—barges, warehouses, foundries, and the odour of coal smoke. Interwar municipal schemes widened streets and pursued slum clearance, while port traffic adapted to changing global markets. The river carried those transitions, as well as the voices of sailors and dockers moving between ships and pubs. By anchoring memory in the Tawe, the story reflects a historical awareness that a working river is never merely landscape: it is a ledger of migration, trade, and pollution, and a vocabulary for thinking about class and belonging in a port city.

The conversational structure of Who do you wish was with us? reflects a culture of walking, talking, and quoting—habits nourished by cheap tram fares, parks, seafronts, and an expanding print and film commons. Interwar dialogue often borrowed from songs, advertisements, and movie lines, which circulated through gramophones, posters, and newsreels. The story’s meandering sociability corresponds to that media-saturated ordinary life, where a stroll could be a performance and friendship a chorus of shared references. It preserves, too, the tempo of a town where distances were navigable on foot and the evening air carried both chapel music and cinema organ accompaniments.

Old Garbo pivots on the global reach of Hollywood. By the late 1920s, the arrival of sound film had reshaped exhibition across Britain; Welsh towns boasted ornate cinemas with programs that mixed features, newsreels, and shorts. Greta Garbo’s star persona, disseminated by posters and fan magazines, provided ready shorthand for glamour and aloofness. British policy—the Cinematograph Films Act of 1927—tried to protect domestic production with quotas, yet American films dominated screens. The story exploits that asymmetry: local spectators measure their lives against exported fantasies, revealing how interwar identity in provincial Britain was refracted through imported images and the rituals of the picture house.

One Warm Saturday unfolds within the rhythm of the working week. Many shops and factories observed a Saturday half-holiday by the early twentieth century, concentrating leisure into Saturday afternoons and evenings. Licensing laws limited hours, and in Wales pubs were generally closed on Sundays under the Sunday Closing (Wales) Act of 1881, intensifying Saturday sociability. Dance halls, cinemas, and football fixtures made Saturday the emblem of interwar recreation. The story’s crowd scenes belong to that weekly carnival, when wages had just been paid and seaside trams were full. Later policy, such as the Holidays with Pay Act 1938, confirmed a broader social turn toward time off.

Education and print culture also shape the collection’s world. The 1902 Education Act expanded secondary schooling via local authorities, and grammar schools schooled many lower-middle and skilled-working-class children through competitive exams. Thomas attended Swansea Grammar School and later worked as a teenage reporter at a Swansea newspaper around 1931–32, learning to compress observation into vivid copy. That training inflects his prose: quick character sketches, keen ear for talk, and attention to street detail. The Peaches and The Fight, among others, draw on the reporter’s habit of noticing social cues—posters on walls, shop signs, and the cadences of local speech.

Religious and ethical influences remain palpable. Welsh Nonconformism—Methodist, Baptist, Congregationalist—had long emphasized sobriety, self-improvement, and community discipline. By the interwar years, chapel attendance was uneven but still culturally central in many districts, shaping everything from choirs to temperance campaigns. Sermonic rhetoric, hymn tunes, and eisteddfod performance ideals filtered into everyday language and values. The stories’ scenes of prayer, pulpit cadences, and moral gossip reflect this inheritance, even as cinema and popular music introduced competing rhythms. The tension between chapel respectability and seaside modernity underwrites the comedy in courtship pieces and the ambivalence around pubs and Saturday revels.

Questions of language and Welshness provide further context. Industrial south-west Wales had become predominantly Anglophone by the early twentieth century, though Welsh persisted regionally and in family domains. Thomas wrote in English, yet his work is saturated with Welsh place-names, chapel idioms, and rural imagery. This linguistic situation—English as public medium, Welsh as heritage—frames the collection’s voices. It also informed later debates about “Anglo-Welsh” literature, where writers from Wales using English documented local textures for national and international audiences. The stories’ bilingual environment surfaces in names, jokes, and the coexistence of English schooling with Welsh domestic memory.

The book’s 1940 publication placed it amid wartime uncertainty—blackouts, evacuations, and mobilization. Readers encountered these retrospective Welsh tales as Britain braced for air raids; the Swansea Blitz would come in 1941. Portrait of the Artist as a Young Dog thus offered both diversion and a record of a precarious peace just vanished. For London and Welsh readers alike, the collection’s everyday interwar scenes—trams, cinemas, chapels, and river quays—became touchstones for what war threatened to erase. The juxtaposition sharpened Thomas’s contribution to a broader cultural effort to catalog local life as national memory under strain and change at speed.
Later responses have read the collection as social testimony as much as literary self-portrait. Postwar critics saw in it a prehistory to Under Milk Wood’s community chorus, while Welsh readers after the 1941 bombing treated its pre-Blitz Swansea as a lost cityscape. From the 1960s, youth-culture scholars traced continuities between interwar Saturday nightlife and later pop modernity. Debates about devolution and cultural identity in the late twentieth century recentered Anglo-Welsh writing as a record of plural Welshness. Centenary events in 2014 renewed attention to Thomas’s prose. Today, the book is valued as commentary on interwar transformations and a lens through which later publics reinterpret that era.
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    Early Visits and Rural Childhood (The Peaches; A Visit to Grandpa's)
These childhood recollections follow a boy through family territory in The Peaches and A Visit to Grandpa's, where hospitality, pride, and eccentric kin turn ordinary visits into rites of initiation. Comic misadventure and class unease ripple beneath lush, sensory descriptions of food, farmyards, and bustling streets. The tone is affectionate and exuberant, with memory magnifying both embarrassment and wonder.
Schoolboy Bravado and Fragility (The Fight; Extraordinary Little Cough)
In The Fight and Extraordinary Little Cough, schoolboy swagger collides with bodily frailty and fear of public exposure. A much-discussed duel and an outsized illness become stages for performance, boasting, and backpedaling, told in a voice that revels in exaggeration and the music of talk. These pieces probe how masculinity is rehearsed and unravels, balancing slapstick with sharp self-awareness.
Courtships and Saturday Nights (Patricia, Edith, and Arnold; One Warm Saturday)
Patricia, Edith, and Arnold and One Warm Saturday chart awkward courtships, rivalries, and the intoxicating promise of a night out. Young desire runs up against mixed signals, vanity, and the indifference of the town, as dances, pubs, and streets turn romantic fantasies into comic negotiations. The mood blends sensuality and bathos, tracing an evolution from self-dramatizing boy to gawky young man seeking connection.
Bohemians and Street Characters (Just like Little Dogs; Old Garbo; Who do you wish was with us?)
Just like Little Dogs, Old Garbo, and Who do you wish was with us? portray bohemians, poseurs, and comrades who invent themselves in cafes, streets, and conversations. Portraits of an aging dandy and of chattering would-be artists are tempered by tenderness, while a ramble of naming absent friends becomes a ritual of belonging. The style is theatrical and musical, celebrating talk as art and revealing the loneliness beneath performance.
River and Return (Where Tawe flows)
Where Tawe flows is a riverine meditation that maps place and memory along the Tawe's course through town and shore. Industrial grit and natural beauty mingle as landmarks call up episodes from youth, turning geography into autobiography. The piece is panoramic and lyrical, distilling the collection's abiding concerns with home, time, and the currents that carry a self from childhood toward art.
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The grass-green cart, with 'J. Jones, Gorsehill'
painted shakily on it, stopped in the
cobblestone passage between 'The Hare's
Foot' and 'The Pure Drop.' It was late on
an April evening. Uncle Jim, in his black
market suit with a stiff white shirt and no
collar, loud new boots, and a plaid cap,
creaked and climbed down. He dragged out
a thick wicker basket from a heap of straw in
the corner of the cart and swung it over his
shoulder. I heard a squeal from the basket
and saw the tip of a pink tail curling out as
Uncle Jim opened the public door of 'The
Pure Drop.'

'I won't be two minutes,' he said to me.
The bar was full; two fat women in bright
dresses sat near the door, one with a small,
dark child on her knee; they saw Uncle Jim
and nudged up on the bench.

'I'll be out straight away,' he said fiercely,
as though I had contradicted him, 'you stay
there quiet.'

The woman without the child raised up her
hands. 'Oh, Mr Jones,' she said in a high
laughing voice. She shook like a jelly.

Then the door closed and the voices were
muffled.

I sat alone on the shaft of the cart in the
narrow passage, staring through a side window
of 'The Hare's Foot.' A stained blind
was drawn half over it. I could see into
half of a smoky, secret room, where four
men were playing cards. One man was huge
and swarthy, with a handlebar moustache and
a love-curl on his forehead; seated by his side
was a thin, bald, pale old man with his cheeks
in his mouth; the faces of the other two were
in shadow. They all drank out of brown pint
tankards and never spoke, laying the cards
down with a smack, scraping at their match-boxes,
puffing at their pipes, swallowing unhappily,
ringing the brass bell, ordering more,
by a sign of the fingers, from a sour woman
with a flowered blouse and a man's cap.

The passage grew dark too suddenly, the
walls crowded in, and the roofs crouched
down. To me, staring timidly there in a
dark passage in a strange town, the swarthy
man appeared like a giant in a cage surrounded
by clouds, and the bald old man withered into
a black hump with a white top; two white
hands darted out of the corner with invisible
cards. A man with spring-heeled boots and
a two-edged knife might be bouncing towards
me from Union Street.

I called, 'Uncle Jim, Uncle Jim,' softly so
that he should not hear.

I began to whistle between my teeth, but
when I stopped I thought the sound went
hissing on behind me. I climbed down from
the shaft and stepped close to the half-blind
window; a hand clawed up the pane to the
tassel of the blind; in the little, packed space
between me on the cobbles and the card-players
at the table, I could not tell which
side of the glass was the hand that dragged
the blind down slowly. I was cut from the
night by a stained square[1q]. A story I had
made in the warm, safe island of my bed, with
sleepy midnight Swansea flowing and rolling
round outside the house, came blowing down
to me then with a noise on the cobbles. I
remembered the demon in the story, with his
wings and hooks, who clung like a bat to my
hair as I battled up and down Wales after a
tall, wise, golden, royal girl from Swansea
Convent. I tried to remember her true
name, her proper, long, black-stockinged legs,
her giggle and paper curls, but the hooked
wings tore at me and the colour of her hair
and eyes faded and vanished like the grass-green
of the cart that was a dark, grey mountain
now standing between the passage walls.

And all this time the old, broad, patient,
nameless mare stood without stirring, not
stamping once on the cobbles or shaking her
reins. I called her a good girl and stood on
tiptoe to try to stroke her ears as the door of
'The Pure Drop' swung open and the warm
lamplight from the bar dazzled me and burned
my story up. I felt frightened no longer, only
angry and hungry[2q]. The two fat women near
the door giggled 'Good night, Mr Jones' out
of the rich
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