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- , THE MATTER QF PERCEPTION °

IN THE FICTION OF W.0. MITCHELL
. . @

The fiction of W.0. Mitchell appears:to carry the burden of a

' -
~ . .

: . o
protracted concein with the matter of percepfion. In Who has geen‘the
] - . g |
« wind, an innzcgn; protagonist matures to the point that he is con-

founded by a pestlapsarian world which he struggles to bompréhend

intellectually 4nd emotionally. The Jake and the Kid stories seem to -
J 3 ' 5

v , R - .

provide an Arcadian retreat which obwiates the necessity pf coming to

. +
A S

terms with such a Gorld; however, The Kite “suggests a movement toward

an imaginative perépec;ive which has the power to give life and coher-
. v . ° - . .
ence to a fallen world, In The Vanisﬁing Point, imagin;tivé percep-’

.
¥

tion revitalizes a barren wq;ld and effects a reconciliation between

e ! .,

\ ' . , T 4 .
man and man and between man and his environment. It is this”compre-

r IS '

hensive and affirmative perspective which allows the artist®to per-
AN > N
céive a paradise in a ffallen world. .t > )
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the fiction.of W.0, Mitchell.
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I am indebted to Asséciate Professor John Mdsé. .He has begn
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CHAPTER T’ ’ p N

. Lo ' INTRODUGTION °

W.0. Mitchell has produced many works for radio and television.

-.The best known of these have been collected and published as the Jake.

and the Kid stories.

b
In addition, Mltchell has published three .

novels Who has 'seéen the wind, The Kite, and The VanishingtPoint.

a/

Nevercheless, it appears that he has received a minlmum of critical® "

\

‘ele outliéing the contours of Mitohell'sacareer as a writer.l

attention.

¢

There have been the usual reviews; essa?s by Michael

Hornyansky and Catherine McLay on The Kite; William Newﬂs comparatl&e ;"

study of Who has seen the wind and The Kite and Patricia Barclay's arti- ~

.

Warren

< N - * -~

"Tallman, Desmond Pacey, Northrop nye and Doug Jones have undertaken to

place Mitchell within the context -of Canadian writing in,general.

R N { T

0

14

1

i
Aﬁf

e

s
£

L

f§6 (Winter 1963),

0 =
5o
. & -

LN lMlchael ﬁa}nyansky, "Countries of the Mind," Tamarack Review,
: 58-68; Catherine McLay, "The Kite! A Study in Jmmg=
¢ tality," Journal of Canadlan Fiction, II, No. 2 (Spring 1913)) 43-48¢"~

William New:>”A Feeling of Completion; Aspects of W. 0. Mitchéll,

Canadian Literature 17 (Sumier 1963),

"Regionalism and the Writer: A Talk with W.0. Mitchell " Canadian Lit-
'erafhre 14 (Autumn 1962),.53-56. ) ‘

. ]

22-23; Patricia BarclaYr\
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nTallman's'essay; "Wolf in the §now",2 estsblishés'that'thete is 4

-

thematic link between Who has seeﬁ tHe wind and several other Canadian

0

novels that also deal witﬁ the . problems of alienation and isolation. ) ‘h

In Creative Writing in Canada,B'Pacey groups Mitchell with Sinclair Ress . s

“

and E.A. McCourt .as one of thefﬁtomisiné group of writdks of the forties

+

‘'who joined the realistic‘treéétion, established by Grove, Callaghan and, * . -

MacLennan, challenging the /historical romances and regionél idylls which
el

were in vogue well into fhe twentieth century. In the concludlng chap-

< g
L}

ter QfOThe_L{terary Higtory of Canada,4 Frye 1ndicates that Mitchell is
> ') A

/
./

A g - . . y s
%» one of several art%sts who nfanifest a distinctly Canadian sensibility in .,

°

their response to'the vastness of the Canadian-scenes It is Doug Jones, .
® . . - .rcD
n his study, Butterfly ‘on Rock who amplifies Frye's subsequent discus-

’

g

-

Wha has seen_the w1nd Jones sees Mitchell's novel ,as one of many Can- "’

v .
l 5 . -

3

orks in which the community 1s-portrayed suppressing the vital

I

associated with 'the 1and an he establishes that the struggle o 1‘

e garrison cuiture and the ﬂd is the basic, rather than in-

- :
] .

cidental, \pattéPneof the novel. Many of these studies are useful, ones ° :
\\ .. . , . . . .9
. g ! : . N o
\ . o “ s
A <. ’
v ! ' \ ﬂ - . .
2Warren Tallman, "Wblf 1in the Snow,"\Canadiaﬂ Literature, 5 v
(Summer 1960), pp. 7-20. } :
e .
Desmond Pacey, Creatlve Writing in Canada (Toronto: Ryerson T
‘Press, 1964), pp. 223-225 N
4Northrop Frye, 'Conclusion," Literary History of Canada, ed. L . |
Carl F. Klink, (Toronto: University of Toronto‘Press, 1965) P 828. ’
5Doug Jones, Butterfly on Rock, €Toronto. Unlversity of Toronto
Press, 1970) pp. 37- 38 . - - . ) R .
‘ |
v b ) ' >\.~r ] i3
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which illumine a.partigular work or serve '&Q p&ace Mitchell s fiction__ A

» l -
within the context of Canadian wfiting in generai* Nevertheless, they >

ce -~ b S

scarcely constitute a combrehensive view of the fiction of W.0, Mitchell.

' : " ) * .
L4 —r

,Now that.Mitchell has published, The Vanishing Point, which not .

. °

only has met.with'general aeciaim but aisoliulfils : the promise of his

&

earlier works, it seems timely to take a tentative step toward a compre- ‘° -, -
" - \ N :
hensive view of his fiction. One aSpect of Mitchell s writing invites

- v

investigation in particular. It would seem that “his flctlon reveals an

on-going search for a satisfactory mode of percelging the human experi—

ence. Who has seen the‘ﬁ;nd Jake and the K1d The ki;e and fhe Vanish~ - - .

.
< «?

ing Point are all qulte different fictional forms and~this in itself
A S b . - P .
suggests that Mitchell may be interested in the different perspectlve

thrat each allows. Furthermoré his prptagonists generally seem to be in

[} 3

search of atcohérent vision. Therefore, this study is COncerned with ’

“
A}

.
-

the matter of pergeption as’it manifests itself in the narrative tech=

. - : - M ) 4 N
- niques and4as a subject of Mitchell's fiction. ' o ..

& g

Although Mitchell has experimented with different forms, all of

]

his works, w;th the obvious exception of the Uake and the Kid stories, ' o A

= t

' are generally refetred to as novels, This designation is suitable ’ S
. ¢ "‘t ' . [ ' - N * ‘ ‘
;enough in the case of Who has seen the wind, The Kite and The Vanishing

-

Pdint in that in each Mitchell clearly does portray a character w1thin

- [=3 | . . !

‘the ‘tontext of his society which Erye indicates is' the functign most

-~ - - - [3
- N T
J ), . . R 4 \ Lt

.

. . .6 . : ‘
-appropriate to the novelist#ﬁ_ Howev%r, these works can also be classi-~

6 ! { '

N Northrop,Frye "The Four Forms of Fiction,' rpt. in Philip Stevick
ed., The Theory of the" Novel (New York.;rhe Free Presg 1967), p. 33. ,

%
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fied ‘more precisely and, perhaps, "it Lis useful to’ s0 in that éach of

»
the~ fﬁ:tional forms implies a different narrative technique. In the" -

Y

case of Who has seen ' the wind, Brian Q! Connal moves from his initial and
a . s\ . -

. 1nnocent state of harmony a‘nd equanimity to a ‘state of experience and"

-

disi~1lusionment :m andarkening world. This is the particular process

N b
[ g

which Maur,u:e Shroder' sees as pecullar to the Bildungsroman, perhaps

the most ba51c form of the novel. ',

' The K:f.’te is a hybrid fictional form.
. !

helby, hls prairie to n. \However Daddy may ‘be the do'inant figure in -
g =

s "

the novel but he is not the protagonist. The Kite follows the prot&éo-‘

nist, Dav1d Lang, through his process of education which does not,end in
- P . Y

N ]

dis:.l‘lusmnment but rather with an unconvincing illumination and a

.

. p; -

. kquiekening of Ddvid' S powers that promises to rescua him from limbo. ) j

(This somewhat happy enging, coupled wi th the fact that most’ of the cbar-’
N —

acters-are stylized figures suggesting the projection of ideals and ~o .
(3 .

-

wishes, indicates that The Kite is at least as much romanbias 1t is a

v

novel. -There are also aspects of The Kite which. 1ink it with the tradi-‘

[}

- 2 50
- L%
tions of Menippean Satire as it ﬂis'described by Frye in ‘his essay on N '
“fictional ﬁorms.8 In conformity wi’th the conventions of this form,
N, -0 ] i P TN ' ’ ' .
7Mauric:e Z- Slgogpr, "The Novel as.a Genre, -'rpt. in-PBhilip—-- - P
Stevick, ed.,,«The 'I‘hqukqf the ﬂovel (New Ygrk The Free Press, 1967), "
P. 16. . »\ :/w i : I .
Frye', "Th Four® Forms of Fiction," pp. 37-41. o <
4 . . . .
: B Y
. .. Ly N , - -
W - .
- 3 \ -]




1

. . - Shelby is portrayed in Utoplan terms. ‘The town of Shelby is an 4

. o s
*

: ‘ idyllic place, quite apart frdm the rest of the harrled world. The in- r

3 }

Lt } habitants are, forg- the most part, gentle&, folk whose problems are only:
. ‘ mitor ones. Altho%:xgh most of the charac}:ers, with the exception of
Daddy Sherry, tend to be styllzed figures, they display some measure of
erudlte and encyc10paed1c knowledge which by virot;xe of its inadequacy,
o~ . . beco‘mes the oh_]ect of the satire itself, Thus/, the main thrust of _the

work is the ridculing of the "pliilosophus gloriosus" as is customarily .
. 0 . - . Iz '
the case in such satire, C

] , ’

- Eleven years after Mitchell published The Kite, he’published.

' The'(lanishing Point, a novél written in the mythopoéic tradition as it

N ' - N
is defined by botlr Northrop Frye and Harry Sloctower. In The Bugh Gar-
- ‘ . ‘ 1
- den,9 Frye 1nd1cates that the primary element.in the mythopoeic act is

the identification of the subjec?: and the object, or of the creator "and,

§ ) the object of his creation. In his work, Mythopoésis: Mythic Patterns . \

- in £he Literary Classics,lo SloChower elaborates, defining a qgiistinctiv“e

eSS ‘
t s . * 1 -~
e - +

'mythopoeic structure in which the protagonist, who nostalgically recalls

a golden hast from which he was expelled by his acts of rebelliousness,

»

= - undergoes a long difficult struggle. Usually he emerges', -having wan {
- A -
a tentative victory, and experiences a sort of home~coming, although the

/
P 9Northr:or) Frye, The Bush Garden (Toronto: Anansi, 1971), p. 242
.J'\ , -
i ) lOHarry Slochower, Mythopoesis: Mythie Patterns in thé Literary-
Classics (Detro:.t Wayne State Univers:Lty Press 1970), PP. 12-41.

L3

*

.

&
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‘heme is not psually the one which he left in the first placex< Tradi~ .

‘tionally this hero is acclaimed as a culture herq because he redeems "

what ié vayu%gle froﬁﬁthe society a 'inst which he rebelled. The
) v v 3 . e ~
mythéﬁoeic,wri%er is conterncd~with translating the most basic and re-

. . N
v current human dramas into \his"own contemporary\(grms and usually he

. portrays the complexity of/his‘society in a un%fied manner. -«
: 1 - .
/ ‘ ‘ D
*Che Vanishing Point has the hallmarks of amythopoeic work, 4

The narrative technique suggests an identification between the cheator and
z

the prothgonist, the object of his creation. The'ﬁ%ructuie of Carlyle's
~ L ( ¢

quesf is also mythopoeicifor he recalls his-golden past; he rebels against

the sterility of white society; and he escapes to Paradise. There helis

! [a]

. accepted as a leader and he gains a new perspective which allows him to

g

see without distortlon and to know that he is finally home. The ége of ~ (/

. the ontrolllng,metaphor of the diabollc carnival lends, coherence to'the

- -

novel and to the portrayal of the contemporary society, ° Also in con-

I’ . -
. LA ) »
o .

fbrmlty with-the tradition, the novel resounds with echoes of other such

quests througﬁ allueions,tolJacob and Esau, Alice in Wonderland and

Blake's "Songs of Expefience". : -

a
- v

Similarly the JaKe and the Kid stories may also be classifipd
s%ga

'precisely. - These storieg conformto the traditions of the clas 1 .

(=] - 4

ddyll or eClogbe. Thelf spontaneity and tobﬁstness recalls. that of

; . @

N Theocrltus and the rlttle prairie town of Crocus is conceivﬁd as a Can~

- " » ‘<

adian Arcadia. In ceriformity with pastoral conventions, the Kid is the

innoceént who observes and comments, upon hiézrelatively idyllic world
. N . .

and he plays his role in the usual dirges, love-lays, eulegiés,,singihg S

e ‘ . +

I . )
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Ve, A . N .

matches amd rustic dialegpes. However, it.must be-noted tHat éithough’. ' oo
v 4 * n. ) ' ' - : ' 2 ) '
the Kid and his fellows -speak in a cogventional rustic idiom, they do,

r R ‘enot give veice to the penetrating and subtle perceptions which charac-
. . e ... . e s . i - R * ;.-v' ~N .. .
s . .terize some of the classical eclogues. 4 & .o
aq N ) Y R %, - , " .. oL ’*;’
' : In the context of this study of Mitchell's fiction, his.use of’ -

[ q . L]
L ' [ s (SN

. - . e . . .
‘ . 'a variety of forms is significant inasmuch as each allows, a different - -
’ . mode of perceiving the world. The story of the growth and developmeat’

a . ‘e

. of 'a very yodng-ehild in Who has seen the wind lends itself to'a nar~ . ' .
; ’ .

- rator who speaks with a reiatlvely distinctlve and omnisclent voice from
] . w' \.\//

(3

some lofty vantage p01nt. This perspective a110ws the narrator to ”F ;. ™~
~ B \ . R N
: . .

)
. . cord the worklngs of a chald s mlnd to colour the setting with the A

b o

. , redlism and imaginatlon of hls adult mird; andnto establish the fact ‘ ) L
. . [T . . “
| B - . .3 ¢ o .

, -\ © that the.protagonlst 1s movnng along an established li;erary trai; By
" ) way of contrast, slnce the Jake and the Kid stpries are idylls, they T
4 P Q ‘ 4

are natrrated by the Kid himself. As dn innocent, he perceives théyesf - .

\
“ N . . -

sentia pnity of'his relatively idyllic world. He also senses, rather

L

s . <

than perceives, the boundéries beyond which he ‘may not 80 but it is the

. . [
treader ‘who comLs to see the limitations~of the innocent s perceptions,asgthe.ﬂ

-,
pe

: . . .
. . "2 N . a

K 5 Kiid. ~ functions inla role usually assumed by more'sophisticated‘rustics. S
. T ) The Klte belng a hybrid fictional form, is narrated in a complex P
" ' ~ 'Y - - :
- o **  manner. The 1nte11eetua1321ng voice of a would-be philésophe ~narrates o o

e ana explicates all events' a romancer seems to be"responsible~ or the~

- ' o

stylized flgures and for the wishfulfilment _ contours/of the action; and

.‘ “«/ -
“/ﬁ\" , it- appears that it is a novelist whro creates the irrepressible and vital L
%, ¢ / .

Daddy Sherry. However, the voice of the philbsopher and ‘the influe?ce

- ’ . N - ! ¢ t. 1



of the romancer pale before _the vitality of Daddy Sherry and it seems

o

that The Kite may he the ‘experimental ground on which Mitchell discovers

]

the limitations ofithe philosopher s and romancer s ,perg.eption and the ‘
-

validity of the novelist s, who sees the potential in the bits and
Y S
pieces of humah experibnee to become part of a new ar\d vital creation. ‘

<
g

. /In his"mythopoéxc novel The Vanishlxg Point, Mischell uses a

[y . o

narrgtor who is ’neitherglofty nor g‘wen’to explication. Rather, he - \

stdnds Ain an i‘nti?a.te pgsition in relation fo the protagonist and his]
ot . ’ ot ) P AN

oice o‘ften gives way eto% that qgf Carlyle Sinclair's. This narrator

g oo N

gdcans the diverglty of tH dontempbrary Canadian _scene, &S well as the

n: (cbmplemty of the prot,agon st's gp.nd \w’ith a relentless sort of rEallsm

thatwspares no detail. At the same t:hme -the novel is a ﬁlghtly con- . .
o . v,

tro}led one for it 1'5 i’maginatively anformed by the metaphor of the di-.?

-abolic carnival And i ‘fol‘lows the customary pattel\n of a mythopoeic |

quest. It seems the E’hat Mitchell reverts to the use of a nar,rator

Iy ’!;

=

who recalls the inginative\and{ealisnc narrator of ‘Who has seen the

wind who also saw /the protagonist mOV}ng along an established literary
¥
' trail. Possibly /Mi@’l s intervening experiments, with “the perspec- -

\ A ~ . }
tives of innocents, philosophers and romancers may he an indication ef
‘ a ¢ kY .

. o

“his own ambivalence about the means by which to comfy to terms with a'
' ]
fallen woeld. ;jPerhaps it was necessary to explores the alternate pos-
. . . .. ] . .
. ) . » ) .
sibilities before he could returnto some of th\e pnarrative techniques .

.r"'

of the first novel and could create a new ch)racter who comgletes th :

e v ' 7
-~ - v

journey whieh Brian begiqs.' ' e . n "~

6, NI
In each of Mitchell's works, the matter of perception a®so seems ".\:’-“’f"

. . . -/”\




- N
o ’ -

<

. ' \\jzo\toncern tlie protagonists. In Who ‘has seen the-wind Brian 0'Connal -
4 . L R . s . ) P} '
N ] is, initially, enchanted by’ his ability‘as an innocent te perceive a

3

. g ,1~soecial splendor in the commonplacé moments of hisg prairie life. How-
s ' LN II . o .
.~ ever} he, loses this special perception and subsequently struggles to

ta - h >
° ~

TR make sense of his postlapsarian world. First of alk, he explores the

N < : . . X - " . ~
persbective of a philosopher and, as .the novel concldﬁes, he seems to .

. be taking the first tgntative step toward perceiv1ng his world through

§ * € »
] / *

the eyes of a poet" None the less, in his "eyes and in the eyes of

_ the narrator, the world still appears to be restralning, divided, demon— )

v . . ¢

, ic and absurd. ~ «
- . : 4 .
‘r

~ .,

a~

The Jake and the Kid stories are highly sentimentalized pastoral

-

Yo idylls and therefore,there is little suggestion that the protagonist or}‘
; - f gy
- . . . -

apyone else has a problem that tannot quickly and easily be resolved.

'However, ds the Kid romps through E}s bucolic world, he at least senses~

i . * that he isvlimited and“gohfined by his state. The reader is made very

* [ al,‘.‘,

much aware of the inadequac1es of, his innocent™ percéﬁtion for the Kid

N * sees only what“is immediate and spgprficial and finds it difflcult to K
' clgssify and analyze his exper;ences. - : aw/x/
o’ ' , ’b -
_ In The Kite , Dav1d Lang's general pfﬁblem seems to be that he:

'

has the fac1lit% but not the vislon of an artist and his specific pro- ‘

-

ER blem seems to be that his creative powers, which should assix him with
t R

a‘ ) <7 his Daddy- Sherry aSsignment are blocked because he cannot See the se-
N ;
Co ¢ . ] cret that Daddy Sherry has for him. Nevertheless, he finally does per:, A
-~ ¢ -
S
- ceive Daddy's secret ‘and hears, consequentlx the promise that,his creaﬁ‘

K3 - I

»
s -

tive powerg,wil} be-quickened. ’ , ) .
..'“ . ¥, -, . b Y ® 4" ’ -

AN " ) 4 - '( ),



ne

"~ for the lost Viétorié'takéé\him through the fhell of Carnival City and

v

e—

" In The Vanishing Point, Caglgle Sinclal&\is also troubled by the

matter of pe;cebtion for he is'5ent to Paraeﬂsé o instruct the people

Caw

there who, for the most part, see more cleanly tha he‘doégfi-ﬂis search

'

&

his own past. However, when his journey is over, he has won a new kind

-

of perception which comprehends that of the innocent, the romancer and

the philosopher‘and has the powef to " give-life where there was none be-
: P hai =% - p

fore. In-the process of acquiring this perception, Carliyle also learns

to sée the limited pos;ibilities of dealing with a wégi? which 1is very

“much like Brian 0'Connal's. He learns to break the patterns which re-

©

strain, to effect a reconciliatibn‘betwegn those whq are divi&e@<\to

A ]
[

embrace. the demonic and to celebrate the absurd. It seems tﬁat it

LY

Caf%&le Sinclair who discovers the means by which Bzian Q'Connal might

resolve his problem of pefception. .

“

Perhaps it s net surprising that Mitchell should have produced

a’ mythopoeic/work such as The Vanishing Point inasmuch as \le preced-

[

~ing works, taken as a whole, have some ‘of the contours‘of a ﬂ&thopoéic .

& - e v

quest. In Who has seen the wind, the narrator and ultimately the pré?hg—

onist seem alientated from their environment. The narrator of this no-

vel is often éloof and aetached from the characters and their worid, which
. kL)

-
°

he describes in the most neutral of voices or by allowing his characters

to speak for theémdelves. When he views the prairie world and prairie

people, ima,ginativély, itieems that he acts upon the scene to- give 1t )

a particular aspéqt’rather than respon&ing,to it. Possibly the narra-

tor's distance from the world he sees, coupled with his active efforts ,
. .’ " i

. o \
3

. | | \ -

Y
N

. . . .
* . . - /
- .
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to'reshape it, suggests a certai

¢

n(malaise. Brian too becomes a stran-

Ld ]
- [

; . -
ger in his prairie world which#buzileg‘him with its regtraints, divi-

. / ‘ )
sions, absurdities and demonic aspect and he moves toward the detach-

\ -

ment of the philosopher and/the imagination of the poet in his attempts

.
~

to comprehend ft.l The sensibility which‘febels against the status quo

. is the sensibility of the mytthoeic.héro who finds himself iﬂ a setting ¢
which he refuses to gccept. However, such a hero usually4has a memory

of a better timé or 3 goldén past. So it is in Mitchell'g'fiction.for,

Y

in the Jake and the Kid stories, the harrator and the protagonist be-

"come one in the person of thé upnamad prelapsérian,gjd who lives in
relatively idyllic harmony in.the Arcadian town of Croeds. - However,

]

\\ggcadia is eventually left behind when the ‘narrator of The ¥Xite and ghe

protagonist, .David Lang, sally forth in an atfémpt-to discover the vi-
ston that w#fl quicken their pOW%?Sn Both émerge'from their struggless
with a tentative or limited kind of victory, ready to play out the next .

phase of the mythopoeies; quest in @hich the hero redeems what is valuable

x
-

L] v
and experiences a sort of home-coming.
. - L3

In The Vanishing Point, Mitchell returns to use what is valuable

in the narrative techniquz% of Who has seen the wind, He effects a_

~

_ sense of realism and he engages a much developed imagipation that doésﬁ

not so much impoée a particular aspect on a given scene but, rather,

o

[ s

responds to the totality of the protngnist's‘world and.givés it a

L .. v > . . \
distinctive shape .and unmistakable coherence.\\Caylyle §incléir\als

LS .

"+ completes the last stages of the mythoddeic!suest by rescuing the valu- -
© . * " [ T .

; able technical knowledge of the white éﬁsiqty"and taking it with him to

' - B
. . A N PR TN '
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®
\

/
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* he has found the only paradise there is. Thus if appears thaE‘Tha\\

the Indian Reservation, Pafadise.
I

a kind of home- ﬁ*;Pg for, although he does fot rega ,ghs;ij:t.state‘of
o -

‘1nnocence, whlch-he a?d Brian O' Connal once knew, he does bed meﬂgttuned 4

‘-4 " . t " .

>

to the natural nhythmé which he was taught. to deny. It is then that his

ra

apparently sterile anq demonic world is revitalized and he knows that

Y \ .
Vanishing Point completes the quest'@biqb;begins in.Who' has seen the \\\\;ﬂ

wind. ) e D e g
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CHAPTER 1I . : |
) s

o THE WAY OUT OF EDEN B

.

)
.

When Who has seen the wind wag published in 1947,. it was\gener:

N
)

ally regarded as an exciting and promising first no,vel.1 It is now .

0

N e d

‘clear that this novel indeed anticibates much of what follows in : .
Mitchell's fiction in terms of nargative techniques'and protagonist's *

.

problems. The narrator of this novel speaks from a remote‘vantage
. A

point, describes the characters and their world tealistically and K

[

N \ - t
imaginatively and displays a penchant for established literary trails.

These are the qualities which chafacterize some of Mitchell's subse-
: 5 \ )

quent marrators. 1n addition, the protagonist Brian O'Connal,\views , ;

his world first as an innocent and then intellectually and e

It ‘is these modes of perception which subsequent narrators and .pro- . 0
. \, ad
tagonists examine and explore. -
- t EY
. , ) 4 .
/o r l‘ or ] .v
Desmond Pacey, Creative erting in Canada (Toronto: Ryerson -
Press, 1964), p. 225, X
(¥ T T T
s > ¢ - °
) < 13 ’ o ’n x‘e .
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The narrator of Who has séen the wind.seems remote in several
» i s .

senses. He speaks ,from a vantage point which allows him a broad perspec-

\ s

v L]

v

i . .- .
tive of space and time for he scans the vastness of a prairie panorama

&

.
-

and is also able to see that Brian's town, with its z}eepymmain street
and false fronted stores, has grown from one homeste der's sod hut.

However, this narrator can also ftarrow hi’s focus_énd probe behind the

‘false fronts to view the dramas played out in school and manse and shoe-

s

maker's shop. When he does so, he often maintains an aYoofness and

‘allows the féithfully recorded voices of his charagters to tell the
story. When the text requires his voice, it card be a completé}y neu-
tral and detacheg one as it is in the fdllowing tybical excerpt:

On the porch below, Brian stared at the
pafiting setter. Opén the mauth; spill the
tongue;, close, open, close. .
. h . [

Such detachment may well contribute to’ the realistic quality of the no- -

vel, although this must also be attributed to accuracy of observation.

o

When the narrator diretts hié attentianto children, he notes their:

or {

patterns with particular subtlety, ‘He reproduces their, childish incan-~

f/ - tations aud “the complei’couﬁterpbint.of-fheir speech, He provides

-

sensitive descriptions of their reactions to impressive and oppressive

‘adults, Christmas morning crises and their moments of dawning aware-

ness.

»

<y
- . .
’ 2W.0. Mitchell, Who has seen thé wind (Toronto: MacMillan, 1972),-
p. 183, ' Further references in this chapter are identified by page num-

bers in parentheses. , T e - ' .
. - . i
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This same narrator ¢an also:speak with a d%stinctive voice that
intruggg itself upon the reader and imaginatively colours that which is

°

‘\ perceived. In a typical passage, he describes a prairie scene in

language that demands that the reader experience the Binister silence

-

and sterility of the prairie:
. . Y . - -
‘ < " Where spindling poplars lift their dusty
‘ leaves and wild sunflowers stare, the
gravestones stand among the prairie grasses.
- Over them a rapt and fndless silence lies. - ’

' (295)

"In a similarly descriptive passage, -he. portrays the workings of¢Brian o

0'Connal's mind as "an alchemy imperceptible as the morning wind, a

’

. growing elation of such fleeting deiicac§ and poignancy that he dared

~

not turn his mind to it for fear that he might spoil it, that it might

>

2 be carried awé&ias lightly as one strand4gyf spider web on a sigh of

wind"‘(lOQ—lQSf. Similarly, imaginative language colours many, of the
'lgéser moments of the novel. Cuckoo clocks "poke the sti%}néss" (20),

the house cracks "its knuckles" (20) and butterflies.go "winking and

‘blinking" (263) across the prairie in Who has seen the wind.
b

' |

Mitchell's realism lends an authenticity to Who hagzseen the o |
. ) <§§&
-wind and his imagination gives this Bildungsroman a' particular inten-

sity. Another dimension is aned to the novel in that much of Brian's,

.
» »

T

. experience appears to be patterned after Wordsworth's "Intimations of

,Immo}tality". The relationship between the two works is expiiéitly

. L . .
R established by Digby who finally recognizes' that Brian is a child of
’ o . . .
{  the Ode:
' N . ~ ‘. ‘
* ¢ [ i . > '
R M,
.y . ' «
L J ,) ‘ (;x -
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Digby was struck by something more than “ A
familiar in the serious eyes under the
broad band of the toque with its red poffp
"'His mind went swiftly back to the first
.. .day of school some six years ago when
Brian had faced him in the office. He
thought of Young Ben; who no longer at-
tended his school. -That was it - the
look upon Brian's face - the same expres-
© e sion that had puzzled him on the Young
Ben's: maturity in spite of the formless-
. ness of childish features, wisdom without -
years. "Intimatioms of Immortality," he ' 3
thought.

» <8
s ,(595';"

Not only is there this explicit identification of tffe two works but

y

. also there is an implicit relationship. Similar assumptioné about the

- N
Ty

v ,
4 . ' s
pre=existence of the soul, the nature of" ¢hildhood innocence, tlie man-

«?

nature rélationship and the relationship of the:real and the ideal appear

] o

to inform both works. Fuxthermote, the contours of Brian's :journey are

much like those of Wordsworth's. He ‘too begins with\g,child's un- ) /

'

troubled play and moves through the stages when there seems to be "spien-
' ¢

dour in the gr?ss”} when che is preOCCuj?ed by''obstinate questioning and
when he- sefises the “'shades of the prisdn house'". Finally, like Words-
worth, he arrives at a period of self examination and recall, It must

be acknowledged, however, that Mitchell does not follow this trail

slavishly; indeed his terrain is dominated'by é,wind that" does hot even

. whisper in the Ode and it sometimes is il}umiﬁéd by a demonic kind of

."Iight quite foreign to Wordsworth. Furthermore, Brian's path seems to

N .
go beyond Wordsworth's merging with what might be Childe Roland's

1

"darkening path" across the "grey plain".

In his preface 'to the Ode, Wordsworth identifies the Platonic ’

r
a .
.
- ®

=Y Ed
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‘Brian and YoungBen apparently existed. Gerald O'Connal. ;Soﬁders the

attraction, thé”sense of priof knowledge and, the feeling argue for the
. 0 { .

v *

-

concept of a prior state\)f exlstence as <’1me of the basic assumptions

of the poem. Although Mi.tchell does not preface his novel with any
such declarations, he does\%re?sp some previous state in which baeth
' -

mute relationship between the two boys and wonders what they possibly

.

could have in common. By way of reply comes the narrator's comment:
And Brian 6'Connal across the aisle was -
awar¥e of a strange attraction to the Young
Ben. At no time Had $e -played with him

: in the town; he had seen him seldom, NN
having caught a glimpse of him only now . _ i
and again, hauling bundles of washing to .

and from town families; yet it \seemed to
him that at some time he had known hir
. intimately. v

? (85-86) |

Later, Brian himself makes a similar observa‘tio ¢ '"He realized with a'

start thtt an exeitement, akin-to, the feeling ‘Fhat had moved him so .

often, was beginﬁing to tremble within him.. His knees felt weak with
. ! » )

it; the Young Ben could cause it too. The Youﬁl;g Ben was part of it.

He's something I know, thought Brian" (123). I’ires‘umably their mutual_, o

v / / ‘ "
fact thdt they both have come "trailing clouds of glory" from some . y

e

antecegent homg. ‘In the novel, as in the Ode, this assumption is nat

merely an exotic touch but rather essential to the concept of the na-

*

ture of chi’l;lhood innocence.

In the Ode, the prior blessedness ‘accounts for the fact that

-

children are the "best phi‘losophers " the "Eye amopng the bl;nd" who
5 o t
display an enviable c}egree of equaniinity as they sp

t on the shore of



.

§

i R -

eternfty, llstening without fear to the‘xéar of the mighty waters. Simi-

) .

larly, it accounts for their remarkable capacity to perceive the celes- _—
j,,_"'* -

tial light in the ‘commonplace aspects of nature. " In Mitchéll's terms,

.

the child's prior state-of eiistence aigo allows him to participate ‘7\

-

- with composure in the awesome mysteries of life and death, The:efbre,

\

!

. "8 o - 8

[ t’
Brian is priyileged to look up into the "sun's' unbearable radiance" (10)

one mqment and in the .next to become an/indifferent ‘agent of death for
",:(‘\\, a e »

-l

. 3
a Péssing ceterpillar and a\spider./ Similarly, he contemplates his
0 - e -

_brother's impending death with détachment, and apnouncés to Forbsie,

’ .

:

in a matter of fact way, that the baby is going -to heaven. Furthar- C
: L . ) )
/more, Brian is even able to play at being an ant in a deep dark cave,

. L3

presumably because, in his Jpresent state, he 15 not troubled by the pos-

«
,-
"{

31billty that -his play anticipates what will, become a reality for him,

when he feels the prlson houséﬂyalls closing in on him. . .

.

Brian also demonstrates a capacity to perceive and experi- .o

Y

ence’a special splenddur in commonplace things. A dew drop onm afsparea
leaf occasiofs a strehge sense of enchantment:

Within him somethlng was opening,: re-

T leasing shyly as the petals of g flower
open, with such gradualness that he was ¢ o
hardly aware of it. But it was happen-

" ing: an alchemy imperceptible as the:
morning wind, a growing elation of such’ o
fleeting delicacy and poignancy that’ he ,
dared not tufn his mind to it for fear .
that he might spoil it, that it might h .
be carried away as lightly as one} '
strand of spider web on a sigh of wind. T

. (104~105) ] ,

v u

ot
.
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T eming in teiephone wﬁ'es'; ruffled rooster feathers; theismell of a

feeling was most exquisite when the wind blew" (120). However,
- — - e ,

19

Sybsequently the feeling comes again and again, triggered by mglhy'
parenfly ,unrelated things: the wind in the poplars; the wind hum—

v
e N

the sound of a'buck saw; a crow calling; a
Pt -

\burniqg Straw st

tiny garden toad; ‘éi?iijt;he smel"ff;of leaf mold, clover and wolf wil-

low. The simple things which seem to be bathed in the celestial>
1ig‘ht of the 6de and whi;:h g’ive rise to the feel;‘\ng in the novel

are: pri_méfi]:y,- the things ?f nature. Another"assumption that isL\
basicv to bo\t?i\@f the wotks is that.the splendour that the innocent ]

-

child perceives in nature is the shadow .of the absolute forms of

-

eternity. In the an, the philosopher-~child can read the etexnal

o‘.!‘ e L0
mind in the forms of ﬂature.i"“ln the novel, th%:“ﬁl,ind, which is sym-
- Y

bolic of Godhood éccording to Mitchell's epigraph, attends almost

A
every occasion of ‘the feeling. In fact Brian notes, that “the

4
=]

~

both words'worth and Mitchell appear to agree that time and experi-

ence lead the child away from his privileged perception. In the -

Ode, th‘; -splend‘ot:tr eventually fades~ into the light of common day

and in the novel Brian finallly says, "'I don't getf the feeling any

more. I don‘t\’.th:'tnk I will g;:t‘it anymore'" (292). - ) .—
The trail that leads Brian to the place where he laments ral

the passing 0f"'the feeling is also {rery like Wordsworth's. As the

.

composure and the sense of splendour begin to fqde; a F‘iew mode oOFf.
- \ .
perception begins tIC’(IdP-‘\'"ﬂf’l?-_ In his preface to the Ode, Words— . -

o [ . . .
worth explains that this new perception is one which confirms the
St N .

+ N 14
.
- . -

4]




. ' 4 @ .
valiQﬁty of the internal world of consciousness, as opposed to .the
oy - v
external world, and of the ideal as gpposed to the real. 'In the
- » / o
i language of the:Ode itself, Wordsworth ‘talks of "obstinate question-

e - ings", '"vanishings" and of mving'about in "worlds not realized".

‘ In ithe ﬁovel, a movement téhérd the ideal or abstract can be detec-

tedtin grian's attempts to grasp the beipg or principle which might

ipform his world. At first he conceives of R.W., a hybrid god

+

made pp of the concrete details suéplied by Uhple Sean and his tales

-

of little men in "two inch overhawls" (16) and by the géd of the
stained glass window: "The man standing in the center of the light _
3 colors,; decided Brian, was about as high as a person's knee, his. own

knee. He wore a hat like Uncle Sean's, uncreased just as it had

L2

a

e ”
come from the store shelf - a blue gumdtrop hat. He wore white rub-
P . Toe - e .t
#ber boots, and He held a very small, very white lamb in His arms"

Ly

(32-33). Llater he conceives.and contemplates a much less human god.

"God could be like a flame, Brian was- thinking, not a real flame,

e Rt ‘v . .

.‘”‘ffvbut like a flame. Perhaps He was a great person made entirely of

- Al r .

flame - with a flame beard and flame lips licking out to change the-
~shape of His mouth" (59). SubSequently, Briap)po longer tries to

‘picture god; rather he thinks of him more abstracgly, as a person-
. , . . J 7 -
ality. He turns to his grandmother and says, '''God isn't very con~

Sg siderate - is he.Gradma?'" (167). Finally Brian's questioning’

leads him past the stage of thinking in anthropomorphic terms.” He ,

3 ~

no longer thinks in images; he gropes*for the principlq% that might
¢

re

"give coherence to his experience. "'I've been trying to figure out
v

]

~
- 14
-
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for a long time, and 1t won't! Everything has to figure out; ) !

doesn't it"“’ (289). Apparently Brian is moving toward the abstrac/(

AN

world of the ph1losopher. - ) ’ ' K

Brian's experience of the feeling deads him to the discovery

that his inner world of ﬂmotional responses has a vistality of its =i

-

& #own that lends colour and significance to his experience of the ex-~

.
ternal wbrld. 'I.‘he day that\hls puppy 1is returned to him is, natur-

-
§

ally, an important one, bur‘ hid ifnner responses make it an-occasion
when the"%hole world is vibran ly alive: "The boy was aware that

¢
the)yard, was notfstill. Every grass-—blade and leaf and flower

> o,

:Lenedno be breathing, or perhap( whlspering - something to him -

something for him. The puppy's ®ar was inside out.. Within himself
v s of
Brlan feltva sof.vt explosion of feeling It was one of completion /

and of- culmination" (59) On a lest ha’ppy daﬁ when"his father is

seriously illg, Brian s motions translate t:he simyle touch of- his ’

o . ’
4 £y B

mothér's' ha.nd into a momentous occuri‘ence! "He jelt the deliberate ol

b B < ',/

and reasst;rin preSsure ot her hand, and with such, suddenness /that

“ 2:,, . Z -

his heart adm s; ,stopped ‘its beating", that his knees were weak §ﬁ- . e

4 t . Pl ..

/
der hing‘ and fis éhroa,t was aching yith hn’believa"le hurt @fle feel~

ing ‘:ras_inj him",_(206). EVen when a meadowlark sings, gBrian s Eemo-

tions mark.thewoment: . L, L ,j LT
" ] A meadow lark splintered the g,t'illneSS.; :

The startling notes stayed on-in the '
boy's mind +

It sang again. =~ ° o

A sudden breathlessness possessed him;

" fierce excitement rose .in him:}

‘. (242) e




-

. .. Eventually "the fee}ing" fails to come any more3 but it has taught

.- ) Bfian a certain inwar&%ess so that he ;eadily\ggcepts bigby's sug-
. X -
':39. gestion that the external world ex st only 1nasmuch as he per- .
. D ¢ . \

ceives it. TheyEonsider the attributes of’ the post office and

-

. . ' & B N o«

. . Digby explains: : , '

Bl - - "That's just a set of sensations -

] ‘ L3 . Al . ’ * ' ’

" ; - nothing else. They ' re yourﬁif They're . ;

| - . inside you. . /

7 ‘ C o~ ' -« . Brian tried to work his way through . >
- N S the séething sges and feels. "I guess . °- : !

’ . you were right," he saifl.. G,

-

- 4 - ‘.JF_‘“ - 1

s ' SN * (288) ‘ < -
. & B e '
. - : . . b ’
It would seem that Brign wou%ﬁ also have understood what Wordsworth
. . "N , .
',{,f o was talking about in his preface to the Ode in which he says: "I ’

. -~ ? 5 . - ‘ . “'\! ’ -

|

|

|

|

«was often unable to think of external things as having external ex- ﬂ
. P s ‘ 3 * . - ) . / |
{7y istence.., ." : . o |

‘ |

\

|

1

|

- o
- a [}

y , o ‘Kpparently, one of the difficulties of both Wordsworth's and ‘ -k

. f . ¥
| . ) Byfﬁ“ journey derives from the. conflict created by vieﬁ;ng the . .
T, ‘ S ST . v CoT ‘ \
e I samg”world bo'th intellectually and emotionally.. Wordswors?,cele: T

P - . . brites his phi%osophﬁégl queéti?dﬁﬁke and”yet the Ode is primarily \ }rs
» ] s

.+ a panygéric in praise of the child's emotional-capacity to g1ve :

.

.splendour to the WOrld through the innocence of his perception. In
- i ¢ , the novgl, the scene concerning the two—head&h‘calf seems to crys—:

© -“{ . Lt -

tallfee'BriaQYE*version of the same dilemma.”  Long after, Brian;

. Y - - » N L.
\ ! Y - r - , L
. < . . y F) . » Was °
Ja . :.'7‘ - © - .
. s . 3 " 6ak»v’\?‘
_ William WOrdswor;h quotation is frdn his preface to Inti-
R - ationseafOImmortallty , as the preface is reproduted in English °
- . Ropantic Writers ed., David Perkins, (New ¥ork: Haycourt, Brace C
i . %orld,, 1967), p. 279. . ,ﬂ . .
. /"% : . < N ’ _ *
- % \.,r - ’ * - * A
s . oo PR 4 .
M y -
. " ) ’ X v
® 3 » " ) e
; ‘ % ' .
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e S

recalls the sight of ‘the dead calf: o

( everything has to‘%iguge opfi

\

: ‘ g<philoéopher,-pa§sisgé to the end of the novel” §till convinced that

Rty

However, if he could

- 4 e
°

*

rea@ the ﬁinds

) o It lay on the straw-1ittered floor. |
. - . Its recks were like a slingshot - a . .
. willow slingshot with two arms y-ing
. . out.] The-. feeling was fierce in
; ./ . ~— Brian as he stared down; it possessed
\7//i‘ L ;' *» an uncertain and breathless qualityj; .
" - etfelt as "though he were on a tight-
A} rope high in the air. Silently he
looked down at the two moist, black |,
! - %poses, thé -two sets of cupping.ears, '
S wo" L the twin foreheads with their identi- >
' R ‘ cal ‘diamonds of white, the hair ip
° the center of ‘each curling in twin %
" oo whorls as though they had been c0mbed v
4° ! - by the same hand. ym
-, : N N
. [
T (173) . - PR
- . Peféaps the scene haunts him because he sees hinmself in the calf
"k 2 with two heads, or two directing forces, for he too is directed by
. ’ : two impulses. His intellect sends him on the upﬁafd trail of the
4 o * ' ¢ ’ ~ .
' Platonic philosopher in search of high ideals and absolupes: his
m,u ~ -
* ) emotions, which are nr;ggered bY'tﬁg concrete world that the. phil~
. . '
.o osopher would tramscend, send him on a path that would seem to\turn
- ) . 7 L.\‘ v
: inward. Little wonder that he senses that he is on a tightrope. ~
,» Inasmuch ag he is on-his way to becoming aéyﬁilosopher, h?,moves
. S ) / .
on a plane well above those shackled to thé illusions of ‘the ©
} . C x P y
| ¢ - Platonic cave; yet, while'the feelin® still comes to him, "he is in
‘ ! - “ '
{ . ) . danger of losing lyis philosophical footing and capitulatinButo the
i : - hd i oL
| po&erful attraction' of emotion. ke L - -
e . . 5\ @3““"
1 ‘ As it happens,''the feeling'fades and- Brlaﬁ, the potential i
‘ - g ' i
} - L
|
\
|

§
e
A
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of Milt “and Hiéiop and his grandmother,"he might be less confident.

Milt tegfifies to the pain of the inteltectual process as he talks
- R - %,

———
—

with Digby: . . . ~ , »
"'That there tree is doing all- right,
an it's doin' it w1thout thinkin'
Me - I think - I'm havin' one hell of
prs——) a time [ \

_E S e \::Are you?" ) . .
\~\\\k ‘4 . 4 "¥§55k§n27§iVin it up." - \
g v "Thinkin'.
P
) ) (133-134) - )
Presumably it is because.Milt discover}t that he can not‘give up ln
~ “thinkin'" that he comes‘to reiy more and moretheévily upon the

' ~‘<anae'st:hetic'efj‘:'ect:s of The Ben's brew. Hilslop,lwh‘o is"driven f.rem
thé town because he insisés ubon tryiné to actualize the.iéeal in

ot . ) the teal, might well proyide a lesson for Brian. So might his

v
grandmother; who in the wisdom of her years, concludes that there
* " 4 , ’ ‘.

is no.particular significance or coherence to the fragments of her

experiences: '"Beyond the emoéiongl coloring that each had, they . )
_possessed no particular significance.’ Meaning/wﬁg a tag that

- people tied to things, nothing more'" (97). It is Digby who turns
Brian's attention inward to examine thé testimony ef his feelings

° v

« and the1botentia1 philosopher ié relieved to have found a new di-

rection in which to turn. . . - - B
[ 3 M -
. . - g get the closest - I usedato -
. . when there's a feel ng. ¥ Is there a
B feellng7" /7 . " ‘
. . { M"Yes." ’ . .
' . Tl "Then, I'm on the right track?"
] PN " "I think you are." o
].\\\\\\ o . “A person can do it by feeling?" . .
- «  "That"s the way," said.Digby. -~
. “Then, I'm on the“right track." . .
N Brian said it with convictioan. , _
. o P (‘} (289) .
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of perception thatﬁ?re more or less parallel to. those documented in

a
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Just a few days later Brian seems to achieve the requisite "dis-

Ty

tance" that allows him to begin the examination .of his feelings:
"As he turned toward the door, he was suddenly aware of an emotion
>

long familiar to him; 4t was as though he were recognizing again
an experience that hismemory had stored for him, but not too well"
’ ¢ . . :
(293). 1t would seem then, that as the novel ends, Brian beginsy

v ]

to perceive his world in the manner of "a poet, or at least in the -

manner of Wordsworth, who alsq recollected hls emotions in tran-

quillity. - ‘

s In the process of matuting, Brian experiences three modes

v

the '0de. As an innocez;, he looks upon life and death with equa-

nimity and is able to swe the splendour in nature. As the splen-

-

dour begins to fade, he becomes a potential philosopher, forﬂhe‘at—

tempts to move upward tdoward abstract ideas. He also becomes a
”- L3

e . N ‘

“

o ¥ . .
‘poet for he“begins, td look inward and discovers the powe€T of his

@ o

feelings, or emotions, to shape the world that he perceives. In his

! : ¢ - - )
subsequent works, Mitchell continues to explore the potentials of

eﬁﬁg‘li.ihese perspectives. In Jake and”the Kid, the prairie toéwn

S -

of Crocus is seen through the eyes of an innocent. 1In The Kite,

his narrator views things with the eyes of the pﬂilosopher and a

-~

romancer, while hi's most credible. character steadfastly ins:?xs

. ,
upon retaining the perspective of an innocent. In The Vanighing

Point, the innocent, the philosopher pna the poet ultimateiy become

.one in the person of Carlyle Siﬁcla&r; and the chaotic divefsity of

-

the fallen world is finally given coherence through the author's




paralyzed on the sill, the numbness of his sound lost in the empti-

o 2galnst its inmates as vigorously-as it militates against the enemy

. . .
.
] ' ! \ 2
v - ‘ . .

shaping and synthesizing perception. ” ok

. Y
Not only doeS'EEjan's journey correspond to Wordsworth's
¥ . Fi ’

but:also there are aspects of his world which recall Wdfdsworthfs.‘
fhe Ode notes thaty "shades of the prison house" inevitably close
in on .the growipg boy but Mitchfll expands the point. On Brian's
first dax of school, hglfiﬁds that he is bound physically’ for he
must stand and sit at Miss MacDonald's command. In~gihe ﬁé‘wi}l
discover what Digby already knowé; namely, that the highroad to
learning may be an intellectual blipd Aalley for it 1é presided é&er
by the,myopic Miss MacDonald. The episode’chat deals wit# Br;an;s

first day at school is concluded with a passage that suggests the-

hopelessness and .paralysis of the schoolhouse inmates. 'For some .

-
A

" time after Brian had left, Digby sat at his desk: On the half- '

-

opened window behind him a fly, lulled‘to 1angﬁor by'fhe morning

sun, bunted crazily up the péne, fgll protestingly, and lay half- -
’ ., s .

ness of the office";(73). The school prison house proves to be an

antechamber to ths larger prison house, which 4#% the prairie society T

\ . ]
in which Brian finds himsgafl This society happéns to be the kind

.of prison that Frye and Jones see as a garrison which militates

I + .

without. Mrs. Abetcrombie, one of the most forceful members of the

v

power-elite of the garrison, is relentless in hef'attempts to ﬁun—

ish the. towr prostitute and she is equally hostile to the prison's

foreign inmates. Therefore, Tang and Voole are ostracised and . ‘ N

e




L 4

‘the prison keepers.,and almost becomes one of Mrs. Abercrombie's -~ |

tle children are 'rushed from his presgnce.

01d Wong is driven to suicide. - Hislop is %xpelled from the gatrison

.

_for he threatens the order of things by his acts of feconciliation

- 4 * 1
and by bis renegade love’of beauty. Digby too feels the scourge of

victims, because hé does not subscribe to her sense of propriety

-

Qsﬁd‘cahnot agree that the wild and irrcpressible'children of nature, "

,\ .
are necessarily the enemy. , L ]

", The garrison-prison by no means’expends all of its energy in

keeping its inmates in order. It has plentyxﬁf wrath left for §ean,

Salnt Sammy, The Ben and Young Ben, all of Whom are the enemy be~

)
L
v

cause they are aligned with nature. The attacks on Sean are some-

what subtle ones. When he approaches the ga}rison stronghold, lie-"

+ ' 4 o«

The devastating weapon

N -

of indifference is turned against him when he pleads in vain with
garrison farmers to practise irrigation and Mr. Abercrombie delib-

erately places financialk obstacles in his way when he attempts to

- -

—establlsh his own irrigation system. The attacks on, Saint Sammy

-

are even less subtle. Bent Candy's devious‘manoeuvns are calculated

v . 3

to deprive Saint Sammy of his.raison d'étre, the gloriously‘unbroken

Clydes. Apparently there were also earlieruattacks on Jehovah\ ?

Hired Man, for he ca;rles the garrison scars which he displays when ~

4

' |
he bursts imto his distorted version of the gospel hymn "Count Your

Blessings". "Count'your labels, count them one by one" (261). Al-

~ . . *
e o e e e T = T

though many of the power-elite: depend upon The Ben for his brew,

he is still classified as enemy for, in his .amorality, he disdains

(’\\ . A
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the code of the garrison. Such lawlessness is.ndot countenanced and
, - S -

o The Be; equ up languishing in theﬂ%elativeecomforé of the garrison °
jail cell. Not content with this vigibry, the‘gaf;isqp forces set
out to capture the Yogng Ben' im order to seﬁaﬂgim away for "corre;—
tion". As it turns out, the ‘dissenters in thé garrison ranks man-

o age to sabotage this particular undértaking;ﬁ\ﬂowe§er, the’prairie
people are also active {nltheir qﬁn defnce. The Ben hg§ha glorioﬁs
kind of revenge'the Sunda;;his stiil detonates in‘the éhgréﬁ base~-
ment between thf announcement of the Ladies' Auxiliary Chicken Din-
#ler and the passing of‘the collection plate. Saint Sammy calls the
wrath of] gature upon thé town in the form of a storﬁ which spares
Sean's farm and revitalizes Grand%other MacMurray, but destroys Bént

by

Candy's barn and does %ifty thousand dollars damage to the tow;. It.

-~ TR e oy e .
DN S0\ ) .

‘".appears that Brian awake§ in a postlapsarian prison in which there

L3

may still be some hope; for the so-called "enemy" clamours at the

%3;es“6fwiﬂg‘§fison and at least threatems to destroy the fortifica-

tifns. ° ' . °
Wordsworth's Ode dpes not belabour the point that khe human

. family is divided against itself but Mitchell's novel does, perhaps

e
]

because the dichotomy lends‘'itself to scenes that are amusing, sa-

1

tiric and even dramatic. However, this division aﬁpears to be an ~

3 3

inteéral part of Mitchell's own vision whichAdeviatgs from Words-
worth's.  In the Ode, the fdllen world is merely bathed in "the

light of common dayﬂ but, in the noéel, Brian finds himself in a |

.~

world which seems actively demonié. Therefore, it is not surpris-
. a -



.ing that, in Mitchell's world, the human family is divided into two

"or Saint Sammy's piano box.

\ X J—
[ ]

3
v

“eamps, %ch' of which wages war on tle other ir}stead of moving. toward’

a reconciliation that could only be fruitful since each is in pos-
session of what the ther lacks. The prairie people haye irrepres-

sible vitality: Sean's irrigated vegetable garden is one of the few .

¢ 1

that makes it through ‘the érought to harvest; Saint Sammy's prophetic
/

/’
ravings have an authority before which Bent Candy and Reverend Mr.

Powelly pale; The Ben's ba¥room stories stop itinerant ,travellers in

L)
their tracks; and Brian sees the everlasting prairie itself in Young Y,

© o

are more obscure: Ruth and Svarich

Ben. The g‘arrison's,vlirtues
. - &

demonstrate a semse of social responsibility toward the WOnés;
Digby's sensibilities allow 4im to recognize and respond to the needs
‘of a variety ‘of people; and presumably the skills of the pharmacist

and the doctor are valuable, even if they are not always efficacious;

- - “
¢ Lot TS

and _supposedly 't:hé-gentle grder and decorum ‘that Maggie creates in

her household is to be p;:éferred to the squalor of The Ben's shack * oy
: bo If there is any hope that the divided -
famil): might ever be rec‘oncile:i, the promis\e lies in the mute re- ‘

'lationdhip that exists between Brian and Young Ben; nevertheless,

even this seems doomed, for as Hrian moves more and more toward ab-
* f\
stract thought, he moves further and "furthet} away from Young Ben )

whose responses-are intuitive rather than intellectual.

Since the world in whi¢h Brian finally finds himself is more

- L8 ! - -
actively demonic-than Wordsworth's, it is to be e.xp@cted that his
( ot
journey toward it should be more rugged. The poisit has already ’

[ [y

° - . - . . -
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been made that Brian's experience of"thehfégliné'corrqspbnds‘tn
WQ?dsworth's moments when he sees the world "apparelled in cel-

stial liéht". However, if one considers some of the events which-
* : - -
/ N

o i .
occasion"the,ﬁeeliﬂgrand the characteristics, of the emotion evoked,

v

~ then one discovers a pathway that is a.good deal more difficult

- “than Wordsworth's. Initially,"the feelirg' has the.@de's sense of °

'splendour. .When Brian sees the dew drop on a spirea leaf, he kndws
“the feeling's'delicate alchemy which elates him and makes the world
. . ) ’

seem vibrantly alive. However, subsequently'the feeling' assumes ‘a

T

" new character and comes under different circumstances. When Bobbie

and Brian find the carcass of the tailless gopher, it comeg

.
-

fiercely, "uncontrollably so, with wild,gnd unbidden ower, with a
. . PO

new, frightening quality" (625).r On another occasion when there is
"the smell of fall wild on the 3£nd that lifted carelessly now and

again, with the clear air crisp aﬁd at the same time'ﬁellow, he, was

suddenly sad, his- throat aching, his heart filled with unbearably
sweet and maddéning melancholy" (172): The day that Brian sees the
two—headed calf, "the feeling' is fierce~and's£fanée and when his

father is sick,.he -is filled with unbelievable hurt. As Brian re-
. : y i

Aalizes the-finality of his father's death,'"the feeling' is sudden,

fierce, and seems to possess him. Thus the events which occasion

t

"the feeling' are mo longer dgliéﬁte moments involwving de@”drbps and
»
spirea 1eavé§, but rather moments of violence, death, wildness,
~ . | . ) ) ,
absurdity and loneliness. The sense of splendour gives way to a

sense of wild power, melancholy, uncertainty, pain and fierce ex-
| L:g . . B
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citement. Apparently Brian's travels take him through difficult

3
country. !

o
g 7

It would seem that the song of the meadow lark, which is

Heard throughout the novel, serves to indicate the difficult nature

of Brian's world. .The lark always sifigs with an untaint'ed/sweet:—

/ ness and purity, creating an ironic éounterpoint to many events.

k)

As Ruth Thompson ruminates about her helplessness to protect Tang

arnd Vooie from the bigotry of (fthe town folk, the lark sings. It

sings again as Brian buries Jappy and at the moment that he hears

Y9

of his father's death. The meadowlark is heax as‘ the garrison

) ‘forces proceed with thg mockery of justice that is The Ben's trial.

Thus the meadow.lark is not only a reminder of a lost purity or in-—

nocence but also serves to emphasize the bigotry, pain and injus—

i .

._tice of Brian's workd. o -
o ) . Similarly, the light imagery in the novel illumines the de-

- * monic quality of Brian's fallen world. Initially there seems to be

v

a baiance- Between the light which fs demonic 'and the light which is .
benign. Brian sees demonic light stabbing from Mrs.:. Abercrombie's
glasses, or in thg farm house windows that buin yellow in the night
or in the glinting winter sunshine, but he a_lso sees benign ]:ight‘:;

© " on a dragonfly's shimmering wingé, or in sparkling ra;ndrfps, or on .

-~ . \ .

bare branches of a popldr, transfiﬂ.gure'd with light. However, by

: } . . .

the scene and Brian sees the moon, normally a source of benign light
L] ' - ) , d
. " which shimmers and trangfigures, as a pale ghostein danger of being<

) . the conclusion of the novel,-the demonic light seems to, dominate

5 ' . -
° Nt
v v v L4
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dissolved. ‘Thg tight which rémains to illumine the prairie is de-

-~

monic sunlight wﬁich glints fjrom frost blackened leaves, or the
eerie tinting gre;an of Nprthern I:ights,. ‘I‘t seems tl;en' that as the
day of the novel comes to an end,‘ it isathe benign light which has
withdrawn from the sky and the demonic light which remains. Such
/

"a conclusion is a good deal more sinister than the one found in the
Ode, "I_‘Egi'e, t}}{e: celestial. radiance mgr'ely becomes the 'lig'ht of com~
‘mon day. l\{ope the less, thesnovel suggests that there is some kind
of hope for there are parables of regeneration to be read in the
- final patterns of light and darkness: "As clouds' slow shadows -
melt acrass the ‘prairie's face, more nights slip darkness m;er.
Light“ the'é,l dark, then 1ightjagaj‘.>r.1.' Day then night, then day\agg%n.
A meadow i.ark sings and it is spring. And summer comes' (295).

Not only do meadc;wJa;'k and iight suégest the demonic quality
of Brian's wqflél; so does the win;l, the major mo;:if of the novei.

The hook begins with a reference to the wind, which establishes it -

as beiné both benignly 1life-giving‘ and demonically destructive.

.

One reads: tha‘t the pr;irie "lay wide around the town, stretching . =
tan to the far line of }M& sky, shir;”mering under the June sun and

. - T
waiting for the unfailing visitation of wind, gentle at first, o

barely stroking the long grasses and giving them life; later, a long
; ! . !
hot gusting that would 1lift the black topsoil and pile it in barrow

-~

pits along the roads, or in deep banks against the fences" (3).

%
’}\
/.
.

Similarly, as Brian goes to church to see‘God, he feels the gentle

wind ruffling his haizy but in the next instax‘tt. the demonic wind also

n ‘

~

4
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.makes its appesr nc_‘e "A ferveht whirlwind passed the brown house °

__\

with the \Joman standing on the porch at the trees before the ehurch,

it rose suddenly, setting every leaf in violent motion, as- though
oLt

an invisible hand had gripped the trunks and shaken them" (8) “ This

same duality may also be observed on the occasion ‘that Brian experi-

ences the feeling for the fifst’ tine, Indeed, this time demonic
v / -
elements seem. to prevail; '"The poplats along the road shookﬂ',llight
. - : RS
from their leaves. A tin can rolled in the street; a newspaper
o >

"'plastered itself against the base of a telephone pole; loose dust

lifted. Dancing down the road appeared a dust-devil® (59). Co

The tendancy for the demonic wind to domiriate continues

throughout the novel. By the conclusion, the, ‘gentle wind has all

but disappeatred, except for moments when the 'wind is heard ' whisper-

- ’;‘J
ing through the long, dead prasses, through long and endless si—

lence” (241), o‘r when the, gentle fall w1nd°stirs 'a tissue of sound )

through the dry leaves of the poplar outside" (238). Klthough these
' /

winds are recognizable descendants of the ‘earlier benign winds, they

have, underéone a signific'ant change., Now they are associated with

-
]

dryness, death and endless silence. It appears they have taken at
least one st;p toward the demonic. Meanwhile, the demonic winds
continue to whirl an keen through the novel. Oné reads thafi in
town, ''the wind rose in the 1e@v;: of the poplar. It lifted the

dust din the street along the front of thg'house; it whirled towayd

the center of the)\town in feverish little dust-devils" (183)./ Out

.

s

.
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self that the wind demands and relentlesslb leaches from him. “La-
/, }: L4 -

the wind, singing fierce.and lost and

ter he hears. "the sound

s this wild .and sinister wind that ultimatelygdominages ,

parently it
rait"ie, for the last paragraph of the novel creates an image ~

-;. ’

of a’sterile whirlwind. turning in upon itself: "The wind turms in

PN o .. .
ilent frenzy upon itself, whirling into a,smoking%nnel, breath-

ing up topsoil and tumbleweed skeletors tb carry them on its spin- -

-

I3
e —

"ning wa}; over the prairie, out and out to the far JS(ne of the sky"

(296). !

n
~

Since Mitchell prefaces his novel 'iﬂith the observation that

['E]

many people believg.\the_ wind to be symbolic of.‘God‘hood, the wind .
imagery not only implies a demonit:_ w.o.rld‘ but also a demonic god - £ ,_,,,-.'.
wh{gh informs it. Thus Brian, whg instinct;'.vely gravitatesﬂ towa-x'—:i
b./;::ler and beauty and vitality, ends his journey, as a stranger. in a
)‘\ thoroughly alien land which is illumined by sinis‘ter light and pre—
) / sided over by a demon whirlwind. It ;vould appear that Brian has

v ¢

' ) strayed far from Wordsworth's path in the Ode,- where the most sini-

ster light 4s the light of common day and the winds are merely indi-

A dental breezes that come "from fields ‘of sleep". - { ,

~

‘A sense of disharmony between the individual and his sur-

v -

roundings seems to be basic to the absurdists' vision of the human .
l ° N e £ .
’ "+ . dilemma; therefore, it is_not strpfising that Brian,.the alien in a

T . ‘ - -

. .;; " demonic land, senses the absurdity of both man and nature. Even as
. ¢ v 0T . . : o )
- \4}\)%\1 / ’\ - l
.:"' — . \" - J -
, o e A e )
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he é\bpes for Fiatonic ideals of perfection, he stumblééfacros§tthe v

discovery that' people are 1nexplicab1y and 1rrationally attracted .
-w,.‘ ,rE.

i ( . ~ g

to what is imperfect. He ruminateh: 'The world was a funny place.

He loved his runt pig that wasn't any good Tor anything. Ab was )
. ; ( B I
fussy about Noreen, the snuffiest cowin the,ﬁerd, with her wheezing
. ]
and sneezing -and coughing. Before Annie's eyes had been straighth -

ened he had. . ." (224)."“Later he is trosbled to find himself.

inexplieably attracted by Saint Sammy's ravings which he knows to be

a: powerful but incongruous conflation:of barnyard and Bible:
| . "Be you not downcast, <«or -1 have pre=,

pexed a placenfor you. Take with you
Mirlam an' Immaculate Holstein. an also
them €lydes. Lo you to _Magnus Peterson,
who is even now pumping full his stock® -,
trought, *He Wdill give aniuh you his " ©

3 . south eighty fer pasture, an' there you
will live to the end of your days when’
I shall take you up in the twinkling of"
an eye.," . ‘ »

(258-259) e ™~
¥ o e t
Indeed, such ravings evén have the power to summon"the.feeling in

-]
Brian, but,in his 1n31stance upon an ordered, rational world he re-~

L AR

jects ‘the experience. "Listening' to Saint Sammy, -he had been carﬂleg

- >
away by the fervef—of his words;'he had felt ﬁpr ‘a whMe that he was

closer, but it cqpldn‘t be right. $aint Sammy wasg crazy, crazy as
) . . s
a cut calf, Uncle Sean had said. " A thing couldn't come closer

through 3 crazy man gone crazy from the prairie" (194).

[
p——

Absu%nity is not "found exclusively among the prairie people,

Perhaps one of the most discordant momentg of the novkl occurs in
. K .

town as_Brian first experiences'the féeling"

6, R v

At
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- vet of Renaissance chaj.rs (26%), that they W1ll be spared the wrath

.of "all proport{on until they are “ir} Hoffman's yard in_ such numbers

was filled with bredthlessness and ,t’? -
expectancy, as though he were going to i

-*+*_ be given something, as tliough he vere ‘'« . .

' about tqQ find something. . -

"Breakfast, Spalpeen'. '

b,
L]

>
Ve
~

, T am '. ST s
Britan\is not witness to some of the other episodes in tbwn in whici-x - N
-, - , ,
people are*essentially absurd; %Yut they do no't escape the eye of the

~.>
narrator who portrays Judge Mortimer as a ridiculous mocl;er\y of the )
1dea1 ofg?;ustlce who pavs through a spring mail—order catalogue .

-~
instéad of The CPiminal Code, while he pres1de‘t The Ben“s trial. ‘
Mrs. . Abercrombie and R¥verend Mr. Powelly are also abs’{xrd as they |

v

get. down on their knees to pray, with "their elbows on the rich vel-

3 e

of Saint ‘Sammy"s storm.

o o
- Nature, too appears to- be. ageurd for, with just a litt@e help ’ ‘.
. & P - .

y )

from the Hoff?nans» it allows Fat's pair of rabbits to mulatiply out

4 - o
' ©

that one"s"rpind ceased to think of them in terms of rabbits, slipped |

" a notch‘and thought of them in t:érms of rabbit" (164)., With fla—

3
grant disregard for the norm,, nature also ‘produces the pathetically ‘

absurd two-headed ca{f whlch trqubles Brian. ~Nature's abmrdity . |

pers:.sts to the last page of the’ novel witere it is mani{ested in

L

the form of a jack rabbifnith ears ridiculouSIy erect that goes

&mundlng idioticaIly out ovér the prairie (295). -

o

When Brian s 1ong journgy is over, he finds himself in a

B .

world that 1s much mor% s;\nister than that’ of the Ode for it is

-~

- .‘:‘{g
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repressive, divided, demonic and absﬁurd. None the less, the novel

1

end_é with a timid promise that "spriun?sviilbcomg again. Perhéps

o T

cﬁere is also hope in the fact that Digby redirects Brian B;EE\CO -~ '\ )

V L .
Wordsworth's trail. with the suggestion that he begin recollecting '
2 8 . ¢ - .

"and examining his emotions. wssibly Brian, in t!e manner of ' :

Carlyle Sinclair, will eventually'move from, such introspection to a
more creativé and imaginative state. Perhaps then he may regain
éxis lost innocente 'so that his ste-rile world will once

L. J

agaln seem vibrantly alive and so that he can look upon its benign

something of

and demonic éspects with equanimity. . '

LA

o

It woﬁld seem that there is a promise rather than a problem,

v
implicit in the nar}'ative techniques of Who has seen the wind, for

Mitchell indicates his ability to observe the panorama of his wbgld‘

. - .
with a realistic and’imaginative eye as he directs Brian O"Connal
- L4

along the way marked out by "Intlmations of ’-Immortality Howevyer,

the matter of perception remains a primary concexn of the novel for,
by the conclusion, Brian has not found a way to make sense of a

. . .

\ A P

bewilderirT;g and sterile world which confronts him and tantalizes . , ~

with igf,s, prbsmises of spring and its intimations of an order that >
' . ]
Brian has yet to perceive. To some extent, Brian 0'Connal's modes . -

\
AN

.

» v -
of pcrcepti\ﬁ{ anticipate the narrative techniques which Mitchell| (/

subsequently e‘ﬁa\mines. In his prairie idylls, Mitchell explofﬁs'the

1nnocegt pe'rc;aptiqn of the Kid. In The Kite, he weighs the merits

o

of the emotional and {ntellectual perspective of the romancer and

.

the philosopher respectively.. It is many years before Mitchell,

(3 . ] . : ) . =
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) CHAPTER III

AN ARCADIAN INTERLUDE

_As early as 1942 Mitchell began writlng eclogues, some of

\J

which were published in 1961 as the Jake and the Kid stories. 1t

is possible that the eclogue, or ‘pastoral idyll, had a special ap-~
peal for Mitchell in that its conventions are well defined ones, T
which could provide as specific a framework as "Intimations of

Immortality",and in that a s&ntimentally conceived Arcadia, - :

viewed Khrc;ugh the eyes of "an innocent, i):reciuaes the: problem‘s of °

a postlapsarian world, Spe;:ulation notyithsta_nding,” the fact re-

”méins-that Mii:chel], i:learlg'/‘dedicateq a significant émoﬁnt of his - N
time to these sto’qié;. T};eref-c;re, this c‘h;pter bgfﬁfly deals with ~*° .-

ﬁthe Arc‘adi"an‘qualities_of Crocus, Saskatchewan; the positive aspects ,

" lof the Kid's perception; the limitations pdf his perspectives as he

B .o ~ .
‘senses them and as the reader sees them; and, finally, with the "

possibility that- these eclogues constitufe a necessarly step in the

»

proc'e'ss; that eventually"lléads‘to Paradise in The Vanishing Point. . - °

Crécus proves to be a highly-sentimentalized A?cad;[a, well

3



‘ ’ removed from the war which ravages the rest of the world, where old

A

men may look directly into the sun and where the breezes are almost

s always gentle ones that stir the yindmill’ to creaking. ’Here, ?1-

though nature threatens with the occasional droug})t or blizzard, she
. prbvides ffr,eely':;nd bo,ur_xtifully to the ‘denizens who talk much of

work but are rarely.seen doing it. In this idyllic place, the po-

-J \v-\"\ Stential evil of Sam Botten, Mr. Ricky and Doc Toovey is quickly

-
——

vanquished by the gentle power of Jake's ingenuity or Ma's school-

. -

teacherish look. This is the.idy}lic place which shelters the Kid,
who knows little of fhe demonic face of man and nature.
Bechuse the. Kid is innocent, he is able to perceive the essen-

tial unity or c¢oherence of his world in which man and nature and man

and man are basically in harmony. Thus, the Kid sees one of the

/ e

rare prairie dust storms as a sympathetid expression of his torment

over Jake's apparent treachery:

. The wind caught me full in the face, >
drove the dust. clear into the corners of”
my eyes... . The whole sky was blown un-
tidy with'torn black pieces of cloud, and
the night was real fierce with breathing.
The sound was coming from a million miles
away, and she was after every living
thing. She.was...Jake letting Mrs.

| . ) : Clinkerby talk about your baby like that,
R ' and not having any time,to drown out

’ gophers; she was awful! .

v
[ ]

1 A 1W 0. Mitchell, Jake and the Kid (Toronto: Macmillan, 1961),.
p. 59.” Further references in this chdpter are identified by page
numbers in parentheses. : Q x




On the other hand it also seems to the Kid that nature gives expres-w

sion to his sense of joy and exhilaration as it does the day that ~

e
" . i,

he rides his horse,* Auction Fever, for the first time: "All around -

us was the bald-headed prairie with the air soft and warm an? the , !
sky liféing Lp withouﬁ a cloud inv;ight. A meadow lark sang to us" 1
(27). ' J 2 )

. The Kid also sees his Arcadian frie'fnc’i"‘ in the same intimate

relationship with nature, as the mnatural metaphors which e uses to
describe them indicate. His comments about Molly and Gate serve to
illustrate the point that he sees not onl& a parallel, but also a

direct equation between man and nature: .

Her eyes will put you in mind of thosg
violets that are tangled up ifi praird
grass along about the end of April. j
—
I guess she is tHe violet and old$
N Gate is the dead grass. That's how tH®
are,. (91) ‘ '

P
« 4 )

The identity which the citizens of Arcadia share with nature is, of
8 o Iy

ﬁeqessity, an identity which they share with each other. The Kid is

‘able to perceive this 'common human bond even when the dramatic neces-

-

sifles of the stories dictate that there must be antagonists as
well as protagonists. Therefore, even’though Doc Toovey attempts

to trick the Kid in the all important race between Auction Fever °

s

and Spider, the Ki&,views him mildly as someone who has made nothing ///;7///

more than a slight error in judgment: "Doc Toovey ought £ have s

P
‘known better. My Fever is a Gent. And Gents don/t chaw!" (142).

The same applies to Mr. Ricky who is much more of a threat

because he conspires to buy thé Kid's horse; none the less, the Kid

R
f ) -t
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-
5

Lo
° , regards him neutrally, even at thgvgfkt critical moment.
0 ’ However, the Kid does not hecessarily look with equanimity _

at those from outside Crocus; nevertheless, he can learn to perceive

outsidsrs sympathetically., Miss Henchbaw is such an outsider who

‘ ‘ bewilders the Kid with her foreign insistance tjiat the pure bpring -

of truth should not be muddied’by Jake's tall tales. When she is !

«

in danger of being fired from her position as a reshlt.of Mr. Ricky's
maching@ions, the Kid responds with indignation and rises to her de~‘
. fence., Perhaps the Kid's caﬁacity'}o see the esse;tial unity of .
1 his world derives from the f;ct that he has not learned to reason,
. analyze and clas?ify, preferring EQF.sub?egtive and imaginativiaPer- '
' "ception that Jake's tall tales teach him. ‘}erhaps this ié why-he is

. . free to conceive of a world in which man, nature, foreigners and

’

. - fantasies create a more or less harmonious coherence. p
Theré are also limitations implicit in the Kid'g\perce;tion

' and he senses these as boundaries beyonq which he cango% go in his

’ ,étate. He discovers one of these ba;riers the day that hé becomes

/////// awére of his Aunt Margaret's twenty-year-old charms. He sighs: ‘ 0

‘ | "Even 'if she wagsmy Aunt I wished I wasn't a kid and- her growing

older all the time I kept growing up' (17). Apparently the Kid

| ' senseg that in his particular Arcadia, sexual maturity must be'pro—

| o jected to isome impossible future date; however, that is not to sué—
. - ) gest that there is no rooﬁ for the mother-child relationship, or - '

. “ for the pristine relationship‘of two.innocents such as t?g,one that,

Jake and the Kid experience. It also seems that the citizens of

Mt



- ) " Crocus must not be confronted by violence. Therefore, although it

1.

- is clear that Sam Botten has committed devidus and even viplent

. crimes against Old MacLachlin, the Kid stops short of.realizing just
. , ) b ' N -
what has transpired and allows his attentionlto‘be deflected to

o

) more, frivolous matters. Similarl% he and Jake never become aware’

that their annual spring gopher hunt is an esgentially barbarous af-

¢
fair. | Apparently, the citizens of Arcadia are not to look upon death

either and therefore, when the Kid“is forced to realize that his
| ‘ s
missing pup is probably, dead, he finds himself strangely out of har-

mony with his surroundings. The whole of the prairie is alive with

. the sights and sounds of spring but he wishes himself dead, indicat-

75t
<%

ing that pérhaps in this one instance he has moved ‘outside the
/ .

N k- .
' state of innocence. Nevertheless, he manages to return to Arcadia
)

and when he is in danger of dying in the Christmas blizzard, he can

o . . N ,
2 ngg conceive of this possibility and agsures himself that he is get-

’ “ting his second warmth. On another occasion when the Kid senses

. //f/ﬂfﬂgbgﬁ_gg,ie/ﬁ/bnderlng toward some sort of—analytical reasoning, he

| stops short. In this instance, Jake tries to give the Kid a
“"geientific" explanation of his rainmaking miracle, buq"ét the first

i reference to dry ice:?the Kid giadly'reverts to the non-logic of

”

~ - ., Jake's tall tales: ™

"Ever hear tell a dry ice, Kid?"
I looked right back at him. "Sure," i
I said, "it was all over the prairies
. ] the year of the blue snow. That was )
| ' " when the dust all froze into solid cakes."
| . ~ ’ Jake looked at me kind of funny. He
| ’ started to say something}but he changed .
"his mind. T
He Kknows better than to try fooling me.:

(157)




ticulate is that he 1is feeling unhappy and that both he and Jake AN

Thus it appears that the Kid senses that to approach sexual maéur- /

ity, violence, death and reasoning is to}approach the'bbundar{es‘

’ “ 4

which define his harmonious state of innocence.
Perhaps it is the reader who becomes acutely aware of the
Kid's'limitations as the Kid plays the roles of the eclogue. Con-

ventionally, rustiecs who only appear to be inﬁocente lend their S -

° &

voices to’ dirges, lbve-lays, eulogies, singing matches and rustic -

dlalogues and in doing so display a\hlgh degree of lyr%iism and
subtlety of expression. In Mitchell's eclogues, the Kid, or his

+

counterpart Jake, assumes these roles but betrays the poverty of
his perception and expr®ssion. When the Kid launches into his ver-
sion of a lament for Adonis, (which’ actually is a lament for his ’ -

*issing dog), the standards established by Bion, Milton and Shelley

in their laments comment upon the Kid.'s superficiality:

*

He's dead-now. I can't give any speech

about refugees because he'was.my pup. v
] ‘ You: oughta seen him. He was red and £
. he was white. He was a he, Jake got him . » > °

for me. His ears sorta flopped but the
was gonna stand-up when he got QldéfT/JL/’

He was ‘a fox terrier... y\{iZ)
/

In the same lament, the Kid éiso betrays is'own lack of subtlety
by -assuring his listeners thef calves, colts, chicks and pups are
the same as refugee kids. Similarly, when-the 'Kid renders his ver-
sion of the tradi;iﬁhal love-lay, lamenting the gl{ght oé dieap—
pointed love sincevﬁe thinks he has lost Jake to Mrs. Clinkerb¥,

A

he reveals his limitations once gain; All that he can really ar-

O

.
. . ~ :
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seem different in some undefined way:

.

g

By his own confeésion, the Kid's es:say which eulogizes ‘Jake is ram- -

7

bl‘ing and direcétionless: "That
bleweed" (17€). Furthermor‘i;., although Jake sesses qualities of
lloyal—t:y, ingenuity and syn;pathym that are w‘ojrf:

the Kid does not perceive them and so talks instead of much lessgr
acco.mplishme‘nt.s: put d;wn all ;boutuhow Ja'kec-‘ct'a:;i"""tc‘all"1:&‘er~

weather and witch water wells...I told how

"The next couple of weeks, with Jake
golng around with his face all naked
looking from -so much shaving, I didn't
feel so good. Jake he sure acted dif-

~ ferent; he didn't have any time to do *

anything With mey half the time he
didn't answer me; you couldn't say he
was exactly mean-Jake, he wouldn't
hurt a fly. '.}fle went around acting like
he waﬁx't him and I wasn't me. :

® X

(46)

\

Ty N
I 1)

<

essay just rolled along like a tum-

to be eulogized,

he, could play' the mando- ' ="

lin and sing "My Wild Rose of the Prairies" so you had a lump in™ _

<

you“r«. throat - how he was the fastest runner in the whole Northwest

.

L]
in his stocking feet" (178).

Apparently.one does not become a more subtle innocent the- -

, ' > o h“, .
longar one &Stays in Crocus for Jake, who is more or less an adult.; /

o

version of tl;e Kid, does no bétter- than.the Kid woufd have with .- "

his contribution to the ‘traditional singing match, which either
offends or amuses with its vernacular language, Strained meter and

trite rh'ygle scheme:

f{fﬁ*““ﬂh’

-
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{

iy

"I ain't so fussy about the flowers,
Growed by the April showers.,
Crocuses and buttercups ‘ v
. And vilets and buffalo beans ° N
And flax. flowers too,
They ain't a patch on you.
- It's you I'm fussy about '

PR,

- It's you I can't do without. A °
I gotta have you like rain after ten years dréut," .
' ‘ 'ﬁgé)
- .
However, perhaps Jake does have an inkling that his rustic dia~
logues or tall tales leave something to be desired, for he concludes 3
+ ’ ‘ ’

his tall tale about Albin, the oversized grasshopper, as follows:

s

"There," Jake. said, "is thuh tragical

. part of it, Albin, he fell in love." » }
' "Fell in love!" ' ‘ .
¥ . "Yep. He was settin' in this here - ) .
Dooley's back 40 one day an' he looked up
~ + an' seen one a them there four-engine

- bombers they're flyin' tuh Roosia. She

‘ was love at first sight, He took' off, an'

thuh last folks seen was two little black

specks disappearin' tuh thuh North, . Han' ‘e
me that there manure fork will yuh, Kid?"

¢ (104)
4 As it happens, Jake is not the-only inhabitant of Crocus who
suspects that there'is something unattractive about such innocence. a

It is in her eulogy of }ake that .Miss Hepchbaw makes the point most
~ . . @

. tellingly.forfshé describes Jake in terms that evoke the aimiable

but hollow scarecrow from the land of 0z: '"He wears flat-soled -
. “N . )
bgots, has chores in his blood, straw in-ﬁ}g overall bib and binder-

3:twinevin his heart" (183). It would appear that Miss Henchbaw

senses something hollow, perhaps even grotesque, in the aged: inno- ‘.

- ~

‘cent and apparently the Kid does too for, in a moment of revelation, C&

S
<



he sees Jake's face as a strange squinting mask that hints of empti-
- T

ness behind 1t: ?Jéke, our hired man, he didn't Janswer me right
away, just looked at me with his mouth making like a round hole in

the middle of ‘his face; he was sort of squintin " (15). Therefore,

A

it seems that not only Miss Henehbaw but also Jake and the Kid know
the inradequacy and hollowness of the perpetual innocent. However',

it is the reader, who is aware of the pastoral ‘convention and its
pctential for lyricism and sophistication, who truly senses the limi-

. 4 ' ¢
tations of the innocents of Crocus.

. —

-

. This chapter opens with the suggestion that the eclogues may ‘ i

1

perform a necessary role in the process that leads Mitchell from ’

Who has seen the wind to The Vanisﬁing Point. Possibly it was

. - H
necessary for Mitchell to explore ﬁhe nature of the innocent's per-

" ception, exposing its limitationsg in particular, 'before he was ready

. .
to move on to "Pastures mew". Perhaps it was also necessary for

- X ~ . .
Mitchell to broaden his definition of the innocent. Effectively,

/

\
|
|
|
this is what hlS portrayal of the Kid accomplishes for the Kid -

.emerges as an %ﬁnbcent who has more in common with Sean, Saint Saﬂ?y

and the Bens_;yan with Brian o' Connal. \Whereas the Kid shares
Brian's initial and fleeting sense of eqﬁanimity and harmony, he
also displays many of the specific characteristics of those outside

the garrison gates. They, like the Kid are in some kind of harmony

v

> with nature: Sean knows instinctively how to protect his land from

the effects &f drought; Saint Sammy apparently has the power to di-
) o’ \

rect the for?es o% na{ure against his enemies; and in Brian's eyes
» n




’ £
. learning; Saint Sammy sees his world through'deranged eyes which at-

the Young Ben is the embodiment of the prairietitseilf. | They too”

seem to sense their id@ntity with others of their kind nd so, even

though#Brian is_born inside ;he walls of the garrison, he 1§ recog~

nized and accepted by Sean, Saint Sammy and the Young BHen. ﬁlthough

Saint Sammy is actively hostile to the garrison forces, Sean\and

The Ben, like the 'Kid, display an ability %tolerate and eveh inter— ‘ |
|
act wlth outsiders . All three are born story-tellers who consis- -

©

tently muddy the pure spring of truth in much the same

< ’

Jake does, Sean fabricates llttle men in "two 1nch overhiwls", !

ashion as

?

-

Saint Sammy glibly produces ‘his powerful conflatlon of barnyard and
Bible; and The Ben stops itinerant travellers in their trachs with
h:i.s"’tall'qfé'—iis.,3 These three are llmited in theix” percept{on in the

samelmanner'es The Kid: Sean displays the fnétics dfs;aste\for book-

o R o <

tach equal importance to undervear labels 'and hoises;\apg\THe Ben . = - -— —
: ’ \

t

usually sees only in terms of what is immediate and obvious.\

The parallels between the Kid and these characters in HWho..

%

. ) A
has® seen the wind are so definite tHat one concludes that in these

comprehends those outside the garrison'gates and perhaps antic -

Kite: Signiflcantly, when the:protagonist of The Vanishing Point

-and Daddy Sherry. Thetefore;’one assumes thet ¢he Jake and the Kid

. 2 ) . |
eclogues the definition of innocence has been broadened so that it

1
3 s v - LS

H

»w

pates the ‘innocence of Daddy ﬁh//;y, the' dominant figure in The

-

finally d&scovers his paradise "happier far", he finds himself|in

the company of innocents who recall® Sean, Saint Sammy, The Ben

2 . B . .

L

f




M 13

stories may be an integral part of the process that leads from Eden

. B ¢

- N .

to Paradise. ) ’
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Even as Mitchell was writing ‘his Jake and : \eélogues, A
- S e_-____.ﬂﬁgngéib .

it would seem that he was also experimenting with other forms of
4

° -
«

fictidn.‘ Apparently some of the experiments were not successful .

2 . B \)‘ o
and, thereﬁpré,'one might burmise that Mitchell may' have experi—

L3 - a
o

. . enced’ some difficulty in departing from the well defined°conventions
é >
{;% the eclogue and its. idyllic setting..uThe titles of two ﬁroposed

o

novels, The Alien and Roses are Diffieult Here, suggest that’ they

v

- ™

Howeven,

N were indeéd intended to deal with the posflapsarian world.
) The Alien never appeared in hard cover, being only pantially pubf
\

. lished in Maclean's magazine, and Mitchell acknowledges that Roses

L]

** are Difficult Here was one of two times.when h fnissed the tra-’

i 93 . .
;peze”.” - C o

Q

< - ) . - ' N - .
'lw.o. Mitcheli discusses The Alien and.Roses .are.Difficult].

Heré in a letter to me dated March 22,:1974. CRg
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Although one can only speculate about the reasons for artistic fail-

.ure, Tge hite, which was published a year after Jake®and the Kid T

s

suggeSts that Mitchell may have been ‘ambivalent about the validity
\ :

. ‘a ) Cf ) . ' ) ' ‘-
of a variety of modes of perception. It has been noted that The B ’

Kite is a complex work. The voice of a would-be philosopher narrates

he events/ which assume the contours of a romancé and yet, Daddy !
N . . - N
Shercy, the dominant figure, seems to. spring from the imaginatiwve

mind oﬁ\é novelist. It would appear that this hybrid romance,
. N, . . e

Menippean satire and novel may, in part, constitute an experiment- I

LY . . - .
with the matter of perception. Ultimately, tHé emotional perspec-
- Al

“tive of the f&mancef end the intellectual perspective\bf the philo-

éopher are both challenged hy the vital figure, Dadoy Sherry..

i v - -

Therefore, it would seem that The Kite validates the:superiority of

* -
-

the imagination which has the power to give §hape and cbherence to |
bits and pieces’ of experience, conceiving a*viehﬂ% personelity such
: : ¢

j . . ' bt -
as Daddy Sherry. It would also appear that the Lfte, the.major‘ .

®motif of ‘the work, contributes to this particular view for it too. ’

gecomes a high—fiying, living 'thing preciseiy-bécause a crafteman

[
A

gives wood, paper and string both proportion and coherence.. Al- .
\ - [ . . &

though The Kite appears to elevate the imaginative perspective, it

does .not overlook the perspective of the innocent fox Dadd{ Sherry
~

has his own.brand of innocence which expands the definition of that

3

state. ‘Apparantly, in The Kite,, several paths are explored and L -t
P TS

several definite steps taken which lead from the Arcadia of .'Jake .

et P

and the Mid to the Paradise-qf The Vggishing Point.

» ' %



1
l
\

' The contours of The Kite are those of a romantic'quest in
P

‘which David Lang, a Twentieth Century version of the knight errant,
successfully sallies forth in search of that.which will quicken his
creative powers, If Margaret Atwoo&'is eprfect in snggesting that

" Canadians in general, and Canadian explorers.and artists in particu- '

lar, are troubled by their inability to articulate what it is that

[ 3

they have seen, then The Kite deals,‘as romances do, with the pro-

a

jected ideals and wishfulfilment of the contemporary society.z In

- A Y 0
conformity with the conventions of the romance, David Lang must wrest

the treasure, which presumably has the power to render him articulate,

2

Z$$§rom a formidable father figure, Daddy Sherry. Predictably, David

passes through the usual perilous journey, which in his case is an -

%, airplehe flight haunted B§ the spectres of explosions and crashes.

\:?h then moves on to the preliminary adventures in &hich he estab-

1ishes himself in Shelby, locates Daddy Sherry and propitiates the

.

local powers. ginally, he reaches the 5%1t1ca1 struggle with death
in which he convinces Daddy Sherry, that he must not die before he

has revealed his secret. AMaving been successful in this crucial
. ) . . .
battle, David emerges triumphantly and' éxperiences the promise of

regeneration on several levels.

8 .

It appears that Mitchell views his protégonist in the manner

»

of a romancer and yet hé‘undermines David Langiand his quest in a

" . . : o
2Margaret Atwood Survival (Toronto: Anansi 1972), pp. 107~
125"pp. 177-193. T -

.
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Fed .
. variety of ways which suggests a certain ambivalence about Fhe

AR

§ ) .
validity of the romancer's perspective. - Mitchell places Dawvid

. Lang, a very, conventipnal stylized figure of the romance, against

Daddy Sherry who is not only the repository of the treasure that \2'

_David seeks but also a viable and credible character in his own

right. Therefore David, the protagonist, pales beside 956§y Sherry

.and, as a consequence, the focus of the novel shifts from David to

Daddy as Catherine MalLay notes in her essay, "The Kite: A study in

.,

. ) . :
Immortality"if In addition, while David quests through Shelby in
‘ .

search of someone to cast light on Daddy's profound secret, he is

repeafeq}y‘confronted by the evidence that Daddy is far from being

r

the image of the idéal, as the object of a quest usually is. In-
stead, he is a thoéoughly basic, willful and cantankerous old man.
who likes his cigars and his scotch and attributes his loﬁgevity to

buttermilk,pigweed, keeping regular and keeping out ‘of draughts. .

There are three major stages to the prototypic quest, as Frye in- '

dicates in his "The Mythos of Summer" in Anatomy of Criticism,4

but David is allowed to complete only the first two, agon and pathos, o
stopping short of anagnorisis. Thetefore, David Lang is never re-
cognized and elevated. Presumably one could conclude that Mitchell

finds something lacking in the romancer's perspective for he permits
.

3Catherine McLay, "The Kite: A Study in Immortality," Journal
of Canadian Fiction, II, No. ‘2 (Spring 1973), pp. 43-48.,

-

4NorthrOp Frye, Anatomy of Criticism (New York: Atheneum,
1966), p. 187. . ~ PN

vy
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his hero to pale before the more vital Daddy Sherry; he indicates

g, TG
that the thoroughly basic and human Daddy Sherry is the one who

4
possesses: the power to quicken David's powers; and he does not al-

-

\ low his nominal hero to proceed to the last stage of the quest.
It has been noted that The Kite not only confoxms to some

of the conventions of romance but also to those of Menippean satire.

p——n ’
-

In the context of this discussion, the most significant of these

e ' ) ' .
conventions is the ridiculing of the philosopher. This qppear§-to
be achxeved by allowing the narrator, the protagonist and the minor

|
: characters to intellectualdze about Daddy Sherry, and the events

4

which—concern him. The narrator frequently declaims over the events
.whicn—t;;n;;I;;T\\Tyﬁtcally, the meetiny 3Fgani;ed to plan Daddy

Sherry's oirthday party is described in gfand terms of m&ﬁhological

pasts, man and Methuselah:
g Dav1d had the feeling that he was in
- touch with something old and ‘elemental;
all shared a synthesizing insight such -
) as drops over a congregation at the

e taking of communion or holy sacrament;
all made their obeisance to the eternal
ancestors of a mythological past when
man was ageless;_they planned a party ,
for Methuselah. .

*

In fact,§every episode and- anecdote clearly has a special burden or’

Vd _ ’,
. significance and the rendér_is nudged to‘be sure that he does not

P .

5w 0. Mitchell, The Kite (Toronto: Macmillan, 1962), p. 71.
Further references in. this chapter are identified by page numbers
in parenthesges. - .

#
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A"

(3 )

i 2NN . 3 R
miss it. Title Jack's récollection of the Paradise Valley episode

concludes quite tyﬁically with the moral of the 1esson.beiné pro-

- < -

vided by Mr. Suttee? )

"Anybody ever figure out how come
he's lived so long? T suppose they've
all got an answer for it. Me too. Now.

~You know what I think? ‘It's because

, ~he just doesn't give a damn for un-
important things." Mr. Suttee stared
at Title Jack fqr a moment. .

"Things like half a million dollars."

That was what had frightened Title
Jack Dalgliesh., .

(123)

Similagply, the novel ends with David's moment of revelation and
- ' .
once again there is.a pontificating voice which protI¥ims the les-

son which the action of the book has alregdy,dramatized,_not once, -
~ .

but several times:

= Now he knew what it was that Daddy had

for him - the astonishingly simple thing
the old man' had to say - and had said
through. the hundred and eleven years of
his life - between the personal deeds
of his birth.and his death, knowing al-
' " ways that the string was thin - that it
could be dropped - that it could be

. snappel. He had lived always with the

awareness of his. own mortality.

s
t

'(209) - e
The cié;zens of Shelby also éet involved intelle;tualizing
for they clamour to explain té David just why it is that Daddy has
managed to live so long., Each explénation is offered in the earnest
tones oft a character who is sharing his mos; profound insights

about life. The barber assurés David that Daddy's longevity can
, M )

.
-
.




N\ separate and feeble light on the figure of Daddy Sherry. Daddy too

n o

e ] ’
be attributed to the pure.dry air of the foot-hills; the doctor dis-
plays his encyclopaedic knowledge on the subject of the aging, and
explains that Daddy‘s’aging continuum must have been determined by

the unusually s&nng germ plasm from which he started; the minister
theorizes that Daddy has managéd to live to a vene;able age because
he has become the personification of '"Freedom" and Mr. Suttee talks
of baddy's contempt for material things. Helen also has a Sherry
explanation for SE? attributes his longevity to his appet tp for
surprise. None ‘hé iess, she 1is also the one who points o:E\the ‘
utter fut%}ity of trying to intél;ectualize or philosophize ;bout

Daddy Sherry. As David gropes for the significance of the old~mén's

life,, Qﬂé explains that Daddy 1s as inscrutable as the rhythms of

_ nature for he ‘has been shaped by the seasons, the lunar cycle and

earth, leaf, grass, water ana’sky. .

Helen clarifies the fact that the object of The Kite's
satire gs the &ery pr6§ess of intellectualizing or philosophizing,
in wﬁic% the narrator, protagonist and minor characters ﬁave been
involveﬁt &Howevéf, it is not.Helen’s comment alone which underlines
;hé object of Ehe satire. Theqcollection of Sherry explanafions

b ;
comment upon themselves. Whereas each may contain a modicum of

truth, each is eclearly incomplete in itself and bears little or no

relation to the other explanations. Thus it appears that the most
that the combined philosophizing intellect of barber, doctor, mini-

[

ster, bysinessman and favoured grand-daughter can do is to cast’

.

o

o
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has his say on the matter of intellectualizing. On the occas;:s\pf

his birthday party, the whole town solemnly,éésenbles, all too ready

P B

tq elevate him to some higher plane, but the narrator’g assurance . .

1

) :K~',:
ve A\

that "a ﬂigher reality ... was to be revéaled" (203) proves to-
. “' s
ironic, for Daddy insists on being neither more nor less than his
. \ T o
usual cantankerous self and effectively desf%oys the solemn ceremony

‘ in the process. Apparently Daddy knows instinctively what David also

seems to sense as he looks from the window of théﬁmlane over an ex- -

quisitely pure panorama of clouds. The rarified atmosphere o highe;

realities, ideas and concepts is "quite unsatisfactory, this celes-

tial neighborhood too rare and lonely, proper province only forlthe

1

eagle and thelbawk" (6).

Daddy -gxkposes the limitations of the romancerTand the'pﬁilgr

LI

sopher precisely because he is the vital creation of a novelist, a

fully portrayed character seen in the context of his society, It
would bé“impossible to ignore the unpredictable old man who contem=—
3 e

plates marriage in his nineties; reminisces.the good old days of

the Riel Rebellion and of Paradise Vailey; tyrannizes his house~

-

keeper; and goes fishing and goose hunting. Not: content with these
activities, Daddy insists that he should be allowed to tr& out
Keith's trapeze and plans g trip to the tropics; however, he eventu-

N . 3
ally accepts the excitement of a prairie flood-as a reasonable sub-

stitute for tropieal adventure. Despite the fact that Daddy is dif- . ‘

ficult, it is apparent that, over his long 1ife~€fkg,'he has estabJ\‘\ -
lished himself a place in the town of Shelby. Citizens set their

e



e

‘”%gﬁ the romancer and philosopher and validating the .perspective of

clocks, predict the weather and plant their crops by him. Further-
A

. . \"(
more, theré are many individuals who apparently:have a, special rap-

port with the old man and will go to the mosfieigborat extremes to

satisf§ his whim. In fact, the entire community of Shelby is con-
certed in its efforts to celebrate the old man's bir day. It is,

the iraseible Daddy Sherry who emerges unscathed from the tangle
t

of fictional forms that comprise The Kite, -exposing the limitations

-
the novelist who has the imagination to conceive Daddy, Yone’ of the

enduring old folk pf literature".6 .,

-The Kit;;treats the matter of pemception in that the persgeef
tives bf the romancer, philosopher and the novelist are explored’ggd
lﬁ that David Lang struggles to‘gain:the insight @hich'quictens his’
creative powers. ~It also concerns itself with inpoeence for, de-

spite his one hundred eleven years, Daddy retains his innocent per-

spective. In the terms of Jake and the Kid, Daddy should not be in

the state of innocence because he has consciously crossed the boun-

- ’
daries which define it._ Ee/knows sexual maturity, violence and

death for he recalls the Riel Rebellion, remembering even its subtle
indignities; he chexishes the memory of Ramrod, his long dead triend,

and he carefully guards the secret of Victoria Binestettner who

o

died giving birth to tHeir ‘child. However, Daddy is a literal but

. ',I o ) »:
6Catherine McLay, "The Kite: A Study in Immortality," Journal
of Canadlan Fiction, II, No. 2 (Spring 1973), pp. 43-48.

"
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nocence so that it only faintly echoes Brian 0'Connal's initial °

not a figurative expatriate from Paradise Valley for he retains many

* -
of the attributes of the innocent,. Clearly he is in harmony with —

nature for the folk of ShelB}{ forecast the weather and plant their

crops by him and when everyone else flees beforéea threatening flood,

N I

Daddy st;ay§ and finds exhilaration in riding"'natu~re's demonic powers.

- i ’ ‘o }
Al Daddy is in harmony 'with his own kind, Ramrod,.Keith and

but he is actively hpstile to the garrison forces that mili-

tate agginkt his freedoms with their expressions of apparent soli-

_citude: None the less,...Daddy can tolerate and even accept outsiders.

L S

providing they do not tresﬁass on his freedon. c'Altl'u)'l.xgh Daddy is
appar&ly quite conscious that others filter experience through
logical, ordering minds, he choc;-s/es his own erratic and subjecti\;e
view of history and finds it _'relaxin\g to lapse into disjoqinted. razn-f
blings which ;nake sense to him but not to ot:tfe'rs. . I; seems thdt
Daddy is an innocent very much like Jake, the Kid, Sean, Saint
Sammy and The Bens in that he Ena;lifest's their sense of harmc:ny'with
man and nature, their.general ant‘ipathy toward garrison forces,v and
‘the.:l_r preferencé for a highly subjective view of e;(perience. Never-
theless, he differs from all of thenm in that he not only has crossed

the bou\ndaries which Jake and the Kid.have not, but also has crossed °

them coﬁsciously as Sean, Saint Sammy and The Bens apparently have

not, Thus ‘the person of Daddy Sherry expands the definition of-in- ’ v
+ - ) - /

innocence and instead is broad enough to include the paeople of Para-

R

dise who populate Mitchell's subsequep't novel, The Vanishing Point.

&
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CHAPTER V

©

® . « -+ PERGEIVING PARADISE T

®
/

In 1973 The Vanishing Point was published fulfilling the

promise implied in Who has seen the wind and proclaiming a tenta-~
tive solution to the problem 6f making sense of a world which seems
]

repressive, di‘vided; demonic and absurd. None the less, cer:?in

-

aspects of the novel appear to carry the burden of Mitchell'

earm experiments wifh the perception of the\r-omancer the philo-

SOpher and the innocent and these will be given brief consideration .

"ist are considered. o 'f

~

| before the narl'ative technlque and the development of the protagon—l

., When the narrator and the protagoni'st‘ refer to such diverse

subjects as the magic lantern, Esau's talent for self-erasure, the

dance tent and the television screen, they seem to comment upon the

limitations of the romagcer's perception. Sométimes the passages

o

or Platonic philosopher'who seés the ideal man as a rationalist or

r

as a philgbp’ne.r-king. For the six—ye‘ar--old; Carlyle, the rather

imply the type of criticism that one might expegt of an Arisf:otlean




limited magic of the magic lantern resides in the fact that it en-

ables him to project and enlarge disjointed images of himself. In:

this, he resembles the romancer who also projects hik various wishes,

2

.

fears and ideals.in the sepérate figures of his story. .Although
there is no part-icular criticism of this process implied in the ma- ,
gic lantern episode itself, there is in Carlyle's observations of
0ld Esau engaged in his act of seLf—era;‘,ures:

Esau-trout-trout-Esau, God, how he en-

vied him his primitive talent for self-

erasure, if it saved him from melancholy,

from flesh and spirit pain. Did he -
achieve oneness,with etern¥ty? - what

an overblown way to explain sun-warmed

stupor in which half-thoughts and frag- .
“ment dreams are projected against no

time, lighted up, shaded and faded and -
vanished to light up again., Not too v
much different from steers and cows with -
absently moving.jaws - or the bull trout -
‘or the Ffungus.

In this passage, the reader may not ignore the equations drawn be- - /
- o « - . .

‘tweéi™~ Esau and the trout, the steers, the cows and fungus, nor the

- »

reduction of his'activit'y from a potentially transcendental one to
t %, .

a sun-warmed stupor in which he seems -to project, in the manner of

L]

a magic lantern or romancer, half-thoughts and fragment dreams
L

which’ 1ight up -and fade in an apparently endiess cycle., If the

reader is acquainted with the ﬁritings of Aristotle, this particular. ,-

passage ;nay evoke a discussion in the Nicomachean Ethics in wh_:Léh" '

v

-

o] ' oo o .

1W.O. Mitchpll, The Vanislhing Point "(Toronto: Macmillan, 1973),
p. 136. Further rpferences in tys chapter are identified by page
numbers in parentheses. N Py S

.
-
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a

the philosopher eﬁuates the most base of mén with cattle. Further-

-

. more, he suggeéts that the real function of man is not merely the

/
“iyanishing dreams: -

¥,
*

which the whole of brute: creation does, but is rather :? enéé%e
. P _»_“1 . .
e

hgtively in the process of reasoning. ‘However, with.or yithout

B

® ‘act of living, which vegetables do, nor experi?ncing of sensations,

~

.Aristotlean echoes, Mitchell's description could hardly be said to .‘ﬁf"”u
validate Esau's stupor. Since’Esau's state is described in language

'
\D

which also suggests the process of the romancer, the condemnation

would seem to apply equally to the romancer. ce ¢

In the description of the dance tent, there is a direet ref-

2

erence to the magic lantern and the flickering shadows of the tent

.are described in a manner which recalls Esau's shading, fading,

~

Before he reached the bridge over Beulah

Creek, he could see the long glow of the.
' dance tent through the trees; magic-

lantern shadows were -thrown against ‘the.

| g : walls and sldpe rpof, swelled, contracted,

*

= + vanished, reappeared ¢igantically. Just
L before the tent flap he tripped at a guy
" rope,, caught himself, stooped to enter.

) . (380) :
- ' .

‘The reader pr%éumes that the fact that Carlyle trips and stoops in

t

order "to enter the dance tent may imply a condemnétion of the world
. : ’ . |
of the romancer which also is a world of shad?ws.

]
1

! - . . N e .
The_gé%evision screery is depicted as a surface on which magic

lantern reflections dance like the ghadows of the tent and like Old

* .
! ¢

Esau's p#ojections. They too form growing-decaying-swift-gliding

. ~
Jpatterns: . . \\\\ e
T oo L ¥ . )

F v



e

,* is firsdt seen in the slow process of waking as though he were reluc-

-
.

Weesackashack's patrons’sat,éide-saddle d
on their chrome stools, their eyes turned
up to the television screen high ona Yo .
o corner shelf at the end ‘'of theé bar. Vi- R
Q olence and grace growing-decaying-swift, , -
gliding patterns forming-flowing-hreak- ‘ ‘
ing-re-forming. Pretty smart trick with
a whole continent watching in.the dim-
~ " ness of their dead little Willis's toy
.. rooms all togethér‘watching the magic-
lantern reflections dancing there.

(367)

.,

In this passage there is a new note of condemnation added in the

reference ‘to- the whole continenf-apparently shackled in "théir dead
little Willis's ‘toy rooms". This éeems to .evoke Plato's "Alleéorf
of the Cave" and, its image of men shackled to the belief that the

1llusory shadows which they see reflected there are, in fact, real~

ity. Perhaps Mitchell like Plato, woul&’suggest that the philoso—

pher-king, who escapes the cave and looks upon the blinding ligh;

a

of truth, is one Who performs the funetion truly appropriate to man.

3 >
s Y

It seems that thk reservations about a romancer's perspective first
L]
8 h A o @ ° ’ ﬁ“
expressed in The Kite are given much fuller expression in The Vanish- .
- . - . e ¢

ing Point. However, it appears that it is not particularly easy fo

N

leave the-shadowy dreaurworld df projected ideals and wishfulfil- e

ment for Carlyle Sinclair, the protagonist of The'Vanishing Poiﬂ%,

-

%
- ¢
tantgro leave the-dream world behind him. . ,/ :
. Although The Vanishing Point-appears to evoke Aristotlean and
Platonic standards.to cast an unfavorable light upon the romancer's
G . b ~ Y ! ) -
perception, the novel is by no means unqualified.in its. praise of ;
v . .. '
C\ .u‘u v °
. / . ,
! [y ‘ )’ . o
4
o ¢ b4 - : .
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(the intellgctual or philosoph1ca1 perspective. The wprld 1nto N

ot o

which\Carlyle awakes is-not one which invites- iﬁtelléﬁtualiziglg. ) 3
DS R A

Rather the waking*world -is. vibrantly and chaotically alive and de-

-

' mands that it be perceived by the senses rather than the intellect. v,

“ .. )

. The drun?i/n‘é of the roffed grouse ‘assails the ears; leaf mould and L

a [y 9 '

et earth address themselves to, the olfactory sensej cold floo&s

'

4 . .
assert themsel’i/es througﬂ the‘sens‘e of fouch and’ the stove with its <
'gfow of coalg appeafg to the eye. This‘is‘ Pafadise: 4 world which

is not only concretely alive but also def:i,es the order which ‘the

= ' v, 1 hd [

ﬂhilosopher—ki,ngs would impose upon “.Lt. 'I‘he 1nd1genous citizens of

Paradlse frustrete the attempts of;fyfe Saungers ahd-Sinclair to

5o, .

.. actualize th‘eJ.deal in the reality gf the Indian reservation.. Fyfe s ¥

e
o - ~

-

mi&lmal—subsistence cookles Jitter the schooth)use floor' i)mder s .

»
9\ medical assmd;ance "is qften offered 1n vain, and Sinclair flnd‘s hé s

’ ot

must mndhipulate and coerce to implement his plans to imprgue Para- ~

\ ]
.
a, - . a

! dise. "However, the- defiance which greets t:he nqt-ritionist ' doctor ' .

. Q . . 0
~ and teacher does not dlmin sh the obv1ous values of t‘hese. practical .

¢ ' - o
P .
, e

applications of igtellectual enlightenmen.t' rather 1t“serves to _‘ "

¢ ‘A 1 :
. ' = \ i ! L3 " , [}
. emphasize the enormity of the gulf between the ideal and the real

£y ’w \ [y

Even,Archie ‘Nicotlne who 15 willmg 'to accept the validityg of medi-— . ',.

I i -

- ’ -

) ocal mechanlcal and agricu]kural knowledge does so with difflculty >

“ - G4

The Vanlshlng P01nt *like Tha Kite, seems to eﬁrphasize g t the .t

visi@n of the' intellec}t‘uhaluis “indeed alien to fhe vigorous and un-- (

ot @

pred:,etable denizens o\f Pavradise. Co v NS .

A ~
03

-
1

The ;\.nhabltants of Paradlse are innocents, much like Daddy



‘s

-

o

‘
s

She‘rry.' Appax_'entl’y they too have conseiously' exi)erienced sexhial ,
4 N A _ ‘ -
maturity, violence.and death and yet. they manage to maintain a kind

) < £ . . ) - . . - ‘%
of harmony with nature.and w1th~eafh oéxer. However, Vt:he:u' percep-
..i: ' ‘AN R L

&:& -

tion_ also appears to be limited. Carlyle indicates t-h'alt;‘these'in-

nocents may 8ave the capacity to perceive nature in such a way that

they achieve oneness with etarnity but the suggestion is cince_lled

N . . \ n

-

by Carlyle's reduction of 0id Eszh's contemplation to a’ sun-warmed

§tupor, in which Esau fis merely
tg E-O f

from ‘the object of his contemplatlon. ""Esau-trout-trout-Esau'" (136‘)':.-.

brooding subject indis tinguishable

Apparently the: denlz.enls of Paradise can percelve the Bony’ Spectre,

' M H "

Wendigo, Wi:ard And Witch in the forms of nature-but these’ p‘ercep-—

. ]

tions prove to be fantasies which are altered and abandoned at will; .

3 , 5
it*seems ghat they are not, andvperhaps never were, part of com~

- .3
L]

' ﬁreheneiue Indian inyt-h’olo‘gy which could lend shape and c;c‘).herence to

) .- T

the human experience. However, the Indian stories* do have much in

“

common with the char\m.fn‘ fantasies of which Sean and Brian and Jake’

"and the 'Kid dre capable. The chlldren of Paradise prove to be ex-

-

cellent artists who f.aithfully and llterally regpoduce what they see

’ . i
2“ 3

around them: wild delphinium and t:.iger lilles, tractors, hay balers,

trucks and horses; above ’all horses. But Carlyle-notes that the -
N Prs . . rl S .
d@iildren's drawings are usually framed by’ the mountains which en-

<

-

close t:helr valley. ‘In a like. mannex  their perception is also cir=
N - -

cumsc-ribed in that usually they do not see beyond physucal barriers '

-

and in that their vision excludes that{of the philosopher-kings who\‘ \
] ' :

live bexond_l:the mountains antl wage war against the aép.ects_ of 1life

»i

-
‘ » ) ¢
' \
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that seem to be demonic. When Carlyle at last dances to the innocent
N )
and natural rhythms of the drum, he realizes that he uddergoes a

-

klnd of lobotomy and accepts a kind of perception which comprehends

cold,’disease, starvation and licence .as inevitable _aspeots of life.

Although The Vanlshing Point exboses the limitations of the

romancer, philosopher aqa'&nnoceni, it validates the tmaginative per-

ception of the creative artist. The Kite implies that the artist is

an artificer who gives shape and coherence to bits and pieces of ex-,
¢ Lo .
perience. The Vanishing Point‘éuggestqkan even more complex percep-

tion which 1ncorporates "the»implications of The Kite and, comprehends

& ¢,
-~ .

‘the perspective of the romancer, philosopher and innd\@nt. Pre-

. ~ ]

sumably, the power of this imagination is sufficient to rescue both

the ereator and the objeét of his creati?n from the oblivion impf&ed

P
by the pr231d1ng motif of the novel, the vanlshlng point., It is

Cariyle who explicitly articulates qhis“eonéept of the imagination.

in his~lyrical address to the Powderface Child:

.- - a

v~ Bear little bare-bum shaman, I am

here--I'm standing here. Oh let me

show you to you--I want to mirror you

so that you may be more neaxly true.

Please peyform your marvels for me--sur-
- prise me.} Astonish me with' your agccidents.
. sTrust me mow. I promise you, I won't
i destroy you with distorted image... .
Let's you and I conjure together. You
watch mé and I'll watch you and.I will
v show you how to show me how to show you

how to do- our marvellous human tricks

w ,l together. ;o . T .
. S SR / ;

i ——
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*

In this passage one hears the voice of a one time romanéer

+ -

- . ~ - . [y

who has turned from introversion and subjectivity to extrovefrsion and
. it

objectivity, for the mirror that was once turned inward, in the man-

1 -

ner of a magic lantern, is now' turned outward to image the world.

<

The emotions, that once might have shapea what is peréeived, now only

“ . . -
lend an emotional colowr to the object of perception., Thus Carlyle

turns his mirror on the Powderface Child whom he sees realisﬁicaliy
\ T .
and dispassionately as a child with bare buttocks,.black-fly bites

&
and an inadequate undershirt. Nevertheless, his dpeech to the,
child is a lyrical- one colared by his own emotional responses to the
. ’ !
potential object of his creation. As he addressés the chiltd, Car-

lyle speaks of mirroring him so that he may be '‘more ﬁearly true'"

\ . " s

and thérefore suggests thit his new-found imaginative perspective

enables him to perceive the essential- nature of what he
\ ¢ ' .

sges. I® would seem then that his new perception comprehehds that
of “the philosopher. Carlyle also seems to have acquired the inno-

. - L4 o
- a e

cent's sense of unity or harmony, .for his speech to the child ig"in-

7 formed by the metaphor which implies thatbheland the child ara,bound

T

_together as conspirators in the magic art of mirroring ‘reality".:
This metaphor not only wunifies Carlyle and thg chilh but effectively

harmonizés the passagefwitﬁ'the metaphor of the carnival which in~
N . 2

‘forms the enitre novel Apparently the new-found imagination em-

bodles the perception of the romancer, philosopher and innocé;t,.

ot ‘

and gives birth 50 synthesizing metaphor, all of which may well as- N

sist the artificer in defying the threat of oblivion.’ .

v




-t

%

- This passage not only serves to define the nature of Carlyle's

-

new perception but also to describe the narrative techniques of

The Vanishing Point. Mitchell, like Carlyle, capparently responds to

the objects of his creation but, at- the same time, he maintains a

kind of objectivity which enables ﬁ:j.m to perceive the "true" nature

of his protagoﬁist's experience. He.perceives Carlyle engaged in

" i +
the essential quest of all mythic heroes who must find the answer to -~

S
three questions: "'Where do I come~from? Where am I bound? What \/
st I do now to get there?’"2 ‘In order to emphasize that Carlyle's
story is one of the recurrent human dramas, allusions are made to

¢  _other ‘variatiqns of the human story. The old Indian, who embodies
. i * B

v \" the spirit of the once gréat hunters of the prairie, is named Esau.

L

Thus he recalls the Biblical Esau, the other hunter who also lpses
‘ " i

[

his birthright to the paler brothery; puts that brother to flight,

Y )

“ .
~=7and lives to see him come offering gifts and seeking recon‘cilirtfion.

: P .y
The Vanishing Point also resounds with allusions to Alice in Wonder- fa

- ’

land. Norman Cai?acefs\sﬁhrred; smiling” face and his function as a K
guide in the revival tent recalls the smile of the Cheshire Cat angd,
‘ ) _ :

< its ro%le as a guide through amother bewildering and grotesque Wonder- ;
) . > - T )
"”‘ land. Similarly, Carlyle's‘ refrain, "little lost. lamb, Victoria"
. K (115) ec;xoes Blake's ','SQngs of Expex;ienhe", ."The Little Girl Lost'
- . . L o . N

j, © and "A Little Gi'rl Lost™, both oywhich speak of an apo;:aiytip vi~
K o0 * AN ' . -
) - v ' - o .
2Harr.y Slochower, Mythéjgoesis: Mythic Patterns in the Literary .
- Classics (Detroit: Wayne State University Press, 1970), p. 15, '
\ '° . . . ’ \< )

N - ; . ' - 4 .
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sion which approximates the one that Carlyle'finally achieves.’

For all that The Vanishing Point emphasizes . the essential
and recurrent natufe of Carlyle's experience, the very specific re-

alities of the anadian scene do not escape the narrator's eye. The o

Canadian reader may recognize his own world in the descriptions of

! myopic, self—importint bureaucrats; discarded cars, lawnornaments

° :
I3 -
»

N o . .
and signs that litter the highways ‘from Paradise to, any city;

sterile, concrete business districts; glossy supernfarkets; and the

carnival air of the faith healing temés Perhaps fhe most familiar

——m

of all is the atmosphere of despair that settles bver those in Car-
nival City who feel themselves caught in a systemjwhich propels

. "
them in futile circles. :

rééponsivé to the objects of his creation. The followi

o

©

]
serves to-il%sstrate the point:

Mountain spring‘exploded in his face.
Fifteen years and he still wasn't emo-
tionally ready for the chingok stirring
over his cheek and breathing compas=-° |
sion through thesinner self that had. : .
flinched and winced for months from i e
the alienating stun of winter. Full
reprieve! Smell, Sinclair - sméll
- leaf mould and wet earth, singing with
' -the menthol of spruce, bitter with
the iodine edge of willow smoke from
Esau's stove pipe! The old man was <
. stilj alive and it was Saturday morn-
ing - into~the-city day - Victoria
day!

, | lO . ‘ |

ra

Here Mitchell, using the voice of his wrarrator, consciously cr®tes

v

’ * v < -

.
~f P

- i

“

of



impressions of spring. However,”he seems to respond to. the scene

-

’ .
that he creates and he turns to ‘share it with Carlyle. Subsequently,

. [N
v - C rI&le's bolsterous voice takes over the passage. The fact that

Mitchell, through his narrator, addresses his protagonist and gives
&way to him suégests that there may be some kind of aﬂ?idengification
between the two. At the very least, it must be acknowledged that

| Mitchell is’unmistdkgbly responsive to the objects of his creation.

~1

B

1 * Perhaps the author's gene%hl receptivity is what gives rise to the ’
. vy ]
imaginative use of two controlling mé%aphors, one for gach of the

‘societies he creates. Certainly it is these metaphoxs whieh give

—— -~ B . ,\
coherence to the. portrayal of Carlyle's complex and divided world. .

It apﬁgars that Paradise Valley is seen 3g an awesome mother

-~

who is chﬁrécketized by her capacity to give birth, somewhat explb-
- v . ’/
‘ *  sively, to her diwverse progeny. Early in the novel, as Carlyle.walks

through Paradise, he ‘experiences awesome power. Mountain spring

13

| . ) ,
stars burst from the earth, Even the gr‘en hills seem to surge into

- rd

. \\ explodes in his face; magpies fly up from the ground; and shooting-

.prominence and Cariyle imagines himself as a young grizzly emerging

from a cave. These are the mother's gentle offspring. She also 4
- . . B -

- ’ ¥

spawns her children in their demonic forms._ There are the blow—~flies

S

> i . . . R

l S \ which rise from the stinking guts which.suddenly; loom before Car- R
' \, .

lyle and the stench of hydrogen sulphide which escapes from every:

\‘- - :
R .. flaring vent in the'Paradise\Sfl field. Ihis\is a mother whose very

eing must inorporate both' the benign 4nd the demonic.

\f - . ’ It dppears that the people of Paradise are the children of

i
»

f e o

i
[
¢
<
L 4



this awesome mother as were Sean, Saint Sammy, The Bens and Daddy

-

& Sherry., They have her exuberance and fecundity,. for even the whis-
pers of the Grade Three pupils lisp of "young bodies epileptic in

‘sweet grass fishy with semen-eager legs in denim-tangle of cotton

~

~

skirts and undercloéhes ripped" (377). Whgn,Carlyle undertakes to

impose the order of a. school regime on the community; the children

fly to the shelter of the bush and to the protective branches of the

trees. When they dance,‘it is to the rhythms of the prairie chicken, .
# . \

the owi, the rabbit, the rhythms of the prair#f herself. The people

oﬂ'Paradise, 11%%;their mother, can also erupt into,vi61?nce, as izfv‘\

Harold Left Hand does when he confronts Carlyle with his drawn knife.- - :

They also are caPable of nature's wanton acts éf wastefulness and

thus, through their indifference,'ghousands of acres of badiy needgd

4 oats are never harvested. Even the smells associat;d with the people

of Paradlse,cwhich continually assail -Carlyle, proclaim kinship with

the earth. None the 'less, perhaps because they have §trayed away

from Beulah-and the old ‘and allegedly Edenic ways, the people of Paw-

L]

\Jadise know a despair which is given voice in tLe first hymn that _

Carlyle hqars thé parishbners of Paradise sing. "Rescue the Perish-
riyle by , |

ing, care for the dying". And they are dying as the annual spring
. ' Ny .
inventory reveals: ' ) '

Moses Rider died of pneumonia/in early
™ May, and Sarah MacLeod and het unborn.

child; the bony sgpectpe€ fikally rode up - .
for Jonas One-~Spot t the ice . ’ //
“ e went out of the ach spring .
TN ‘ death seemed to p a‘counteérpoint to . T om -
. i  bud and sprout anfi rising sap and river .. 1
L%, Y L flow. . i ‘

¥ (224)
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72

LA

Apparently all is not well, .even for the children of Paradise. In-

deed, the suffering of both body‘and soul. is great epough %o that

s ¥

Ezra turns to his perfidious white bropher for help even though he
knows, as Carlyle does, that Ottawa sends{ﬂhurses and Xray machines

4
for the hart that.pants for cooling streams' (38?). Actually, it is
4

ultimately the earth-mother who provides a balm for her eﬁildren.

P ,*-\(
‘Her rhythms teach.them the lobotomy of the drum and she allows them

"self-erasuréd in a''sun-warmed Btupor to ease "flesh and spirit pain"
(136).

The white society is, apparently,-viewed as a garrison cul-

- A

ture which endeavots to dmpose i&? sense of order on the peoglg,df
. - k

Paradise. Its agents are men such as Fyfe who sees his forty-five
yeéars with the department of “Indian affairs as forty;five yeé}s,of

@v k]
having "Held the fort" (88). However, this is secondary to the more

obvious fact that the .white society is conceived as a diabolic car-
nivdl. It is this metaphor which not only g}ves coherence to a%;he
complex, multiple forms of white society but also shapes the narra-
tive éentoursxof the novel.‘-. -
15 should be noted that the carnival haj/;éé’brigins partly .

in the Roman Saturnalia, an,oEgiasgic fertility rite complete with

\ &

-~

phallic symbols, inversiohs or reversals of the accuStomed order and
a sense of hurly-burly~created by counterpoint and the mixing of

dispafﬁte elements, all of which is calculated to unleash the pas-

4

sions and to guarantee that the cosmic forces bring about the annual

v

bgeneration of life. It will ‘&empnstr.ated that many of these-.

"

- . .
- . o
' g >
) : - -
. \ . ;
.
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carnival elements are to be found in the~descript10n of the nameless
city' of the novel which, for the purposes.of this study, is designaf‘
ted as Carnival City. Siﬁilafly, the Twentieth Century midway also

—~—
. . o » . .
h 8 seems to lend its conyenéions to Carnival City for there agg evoca-

\
vt i

. ' '_
‘tions of the house of Horrors, the shooting-gallery and the cingus

tent, complete with its freak ‘show. The Romdn Saturnalia and the

-

, midway are clearly not diabolic in themselves, inasmuch as those who
i ) . - -
) enter understand that the carnival is jerely a temporgry disruption

. of the accustomed order, or perheps‘§/hay out of time. The carnival
\ ’ -

S, e - [ U Ui

becomes diabolic when 4t becomes the accustomed and inescapable or-

Vi

7 Y !
der of things in which people writhe in endless torment or know

themselves to be caught up in somg,kind of limbo or in perpetuating

the hdrror.

hl
A}

« ’ ‘
i Just as the tarnival informs the portrayal of the city, so it

-

seems to contrel the narrative movement of the novel. The cifclé,

) .4 which is’ common to both the fertility dance of the Saturnalia end to i .
) . ] -
N © |8 . - P\\
the merry-go-round and ferris wheel of the midway, seems to be the | /
.'. —’ hds N R . _ - ‘ .
‘ figure which describes some of the contours of Carlyle's quest,. .' - \ -
\// - $imilarly the spiral Wthhd&S directly related te the carnival inas~

4o ‘ . . . .
’ much as. bOth may sigﬁify a Uemporary suspension of the order of

things, describes the natuxe of Carlyle's descent 1nto his own past

. andhlnto Carnivel C{ty. Thus this metaphor gives coherence to a com-
& 2 Ve . .

‘plex story. N

-
-

. . ) ’
.3 ‘.'Even as Carlyye abproaches Carnival City, it assumes a dia-

-y

bolic aspect for the jorange flames of the oil fields create the

l
|
i
P

> -

L d
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impre551on1np" ame—fitful purgatory'" (98). " Within the cityp‘“ .
Heally Richards, the faith healer, proclaims that it i3 hell indeed

v ) : -
and he proceeds with his inventory of hades which might be an inven-

tory of apy midway:

a . Hell was real; he had faith in ﬁg}l He
) even ‘knew how ‘hell smelled - french
. fries dnd Milkyway chocolate bars-. ‘,
~ There were two distinct stages to Hell .

'~ first the, carnival one - Blue Eyes-
»  Brown Eyes-pink tits-brown tits-the hu- o
man pincushion pulls a half ton tyuck ¥ :
‘ with a steel spear thrust through his )
. skin'-.runé six meat skewers through his - . Y
o M tongue and feels not the slightest tingle - Ye
of pain.or even discomfort. Nerves rot- > .
ted with tertidry syphilis..,. . Lizaxd s
Lady with her snake eyelids...Incaboy ad .
Pinhead - fiddle the Arkansas Traveller -
o~ \\\\ backwards ~ Blue Eyes whose beauty drives
all men mad. Oh yes, he knew carny Hell
and its citizens. And he knew the sec- e

ond ‘'stage too,. Skidrrow Hell.. '.?\;\\\\\\
‘\\\\\\\~ _ . @) .t “

s Carnlval City is sultably dominated by the Devonian Tower, a giant,

- ¥ concrete phallus Wthh fs an apprOpriately sterile fertillty sym~

\\\“ bol for “the diabolic carnival - T e \Jj
< P . ot
\ Far ahead, the Devoﬁlan Tower thrust with"-
-~ = - - stiff arroganae fully a third higher than
. the tallest of the office buildings -

around; from the broad .cylindrical base
the concave.slope sides soared six hun-
dred.fégt so that its glass revolving res-
taurant...floated above traffic smog.

o Pretty nearly the only six~hundred-foot
concrete erection fn the British Common- >

¢ wealth. With a May basket balanced on ,
. 4 its tip - that twinkled with coloured
lights at night. ,
L (42) o ‘
v ’ ’ .
oSN - W "




\ .
~ ~ ' nival tecséiqdeé which create a carnival sénse of hurly;burly.
s ' \3' N Z:’ . . - o \ . ‘
v Cod%terpginﬁ}is used in“the chapter in whigch Archie Nicotine is
- N arrested for !Eéécent exposure even .as Hiigiy Richards prepares for .
’, o ) 4 .
. . 2 . 7/ . ae
i BN
- N - , .

75

Carlyle discovers that to enter the city, presided over by

Such a tower, is to enter the ,inverted and reversed world of the

- ;

carnival. !He findg himself confronted by the lo accoster in
. ‘} . ) 3 .
‘ the hospital who is conv;%ced that his heart onFs backwards >~ _The

accoster imagines that there are many others whose brains work it

% ' 'tjeve'rse and whose eyes and ears arg turned inward and still others
- who breathe in when they should be breathing out and a(gost of
- . ’ s : -

people who are left-handed rather than ‘right-handed. Nor is the

lonely accostertalone in thinking that he is in an inverted world,

e
. o .
BRI for there are those who note that the Reverend Heally Richards,
- L) c
e reéplendent in his white shoes, socks, pants; suitcoat, vest, tie,
. : \

~ . : ‘ .
. shirt and Cadilac,''Looks just like a goddam: photograph negative" <=

(73). Holly also seems to be*a pale reversai of her dusky room-
mate, Victoria, for she\is so pale that‘Carlyle observks that even
‘thg slig@iest fatigue bruises her eyes. Sa@nders bluntly notes that
.Whereas Aunt Pearl may have ?shit""whité thé people of Pafadiseb
(“%hit“ black. He also suggests to Carlyle gﬁat in d%rectiné Vie~
Egria to the city to train as a nurse he m%wae‘pptnting‘he; back-
_ward and C;rlyie discové&s thaé‘the.garniva;iﬁity is some kind of

hail of distorting. mirrors that makes the people of Paradise appéap

to be backward peXsons. Ve =

The @ity is also rendered a-carnival throuéﬁ~theiuse of caf—'vnq




\' A
‘i‘m T ' . . ' . ! ! ) /
v " ! v f ) JREEN N ~ \
- his evangelizing broadcdst. Richards unbuckles his belt, pulls down -
. . , -
his zipper, drops the microphone cord inside his trousers and wiggles
- N . N .
it obscenely down his leg. There,isoalso the counterpoint of Rich- %
) ' I .
. ards' hellfire*and-brimstone sermon and Gloria Satface's negotia-
- , M i 2 [" - . .
. tions as a prostitute. wwentually the two events ¢ollide in the fol-
‘ ' lowi sequence: 1 -
k owing sequen | . . ' P
i "But ¢h, my friends there is a Hell C
o . - and the prige of sin comes very high!" g
, ) ”That‘lL be thirteen ninety-five . @
| \ Gloria Cd4tface-said to the young ma :
\ ' with the ;acne-;‘:l}ge‘d\éu&l\'?\' _—
' ~ ‘ Q N N ; o A
_ . oy (75) : . .
N f . ) -
Similarly, the carniygl custoh of mixing disparate elepgmts . oo
. seems to inform the creation of the doorman at the Foothills Carie- 8w

¢ ’ o “ , . [4
ton Hotel for he is described as "an impossible cross-fertilization

14 T .
en beefeater and‘medicine man; he wore a,long, scarlet tunit,

-

¢ ° but the beef eater hat hadibeenyreplaced by a shabpy, buf?ﬁlo-hornéd,
.mediclne-man head-dress" (248), Here is a ‘grotesque, carnival com- -

. i N ¢ - e N L 4 . r .

- bination of hybrid plant, and a vestigial reminder of the British

. -

.

Empire topped off by a mangy Irdéan head-dress, all seen Th the .
. ’ ' N - . t o, ‘

| : lurid l{ght of a gas flare. Archie Nicotine is fascinated by ano-
a . . . . L. . N ~
' @ ther carnival conflation of .disparate elements which he discovers )

. in'the deparCment'store, Ga;lyle~finds him staring at the plastic
/ *y . e . Ve

0 .
, S e - , ) .
oy neter parts of a woman ipn'panty-hose:. ~. 7 . . .

~ . < -

'
- . . N -
g .\ "L ¢ Aol L

ram
L
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,,\hurly-<burly quallty of a @arnlval

It was as ‘though she had trustingly lain - L,\

~ ~ back to do her bicycle exercibes on thg

& counter, and someone had’ taken & com- - .
.pletely successful swipe at her .with a .
scimiemr. Truncated, she rested on her ‘
waist stump; knees: gracefullyn bent, toes :
AN p01nted, one leg almost outstretched -, .
. Through the) tipped and proffered crotch ) e e

looping down and around the buttocks | .

\» cheeks, hupg garlands of pearl necklace,

. B - o

: (61) R

This .is an unsettling mixture of the gracéful and macabre, the fan-
>

]

- ciful and the real. However”, ‘it is by means of such improbable mix-

' : ’ . 3

7
’
P
-

*

° Tp carnlval is calculated to unleash the pass:rons and indeed

. a2 -

‘tﬁe‘ city does S0. " There are the urgent passions of the acxg—ravaged

~

5\)
young man, the” seethlng hatred of Gloria Cax:face and the explos1ve ,

toa

- tures and thvrough the use of counterpoint, that:the novel takes on the i

violenqe of Archle Nicotine who slits Norman's face. It is —Heally _’___‘_.‘_/

5

Ri:c?rds who is truly dlabollcafot he inflamew=she passionate desire

of his flock to be* shriven °§ mo.rtality, to be afree'd of th’e»terrible

-
.

- - . * [N = w 3 T L4
burden of ‘humanity. However, he can no more satisfy' the desires
* ?‘ - a . L4 . - B - » :)

. that.he inflames ‘than he cdan restore life to the dying’ Esau, for he

b S

iw, ‘after all, merely an agent 'Gf the c,st:erile city. Thhe"n}'iole:at and

v w.. . - ~

frustrated paSsmns aroused in Carnival City are neceﬁarlly barren

as one mighg expect of‘a Carnival dominated by a concrete phallus.

The portrayal of, Carnival City 1s also informed by\the
Twentieth Century tﬁidway. Carlyle has to do no' more than stop at'
P LIVEEN ‘
t&€ in order to be reminded oﬁ house of- horrors

the *Traffic 1i

7
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wiéﬂiits'slanted*fiﬁors tipgediagainstagravity and ‘its dangliné sug-

-gestiqn S5f spider webs SN

-

w7 . though the pavement
‘ ~ them, and allx were e

e« - s tralllng behlnd then,

n

R (57-58»

[ <
°

;n the department store, Cariyle tindsa shootlng-gallery as he wét— '~‘

© -

H

LY ‘ - "«;
rabbit, duck ?nd four-leaf clover targets:

. ©°

o . , Tnege shgyld have geen the flat, 'ctack—
’ '+ ing whap of .22 target rifles, the
~

.o splce—sting of gun powder acrid in the
] rair. The fat, worried womén with the
.. ‘nearly alblno child, Ihe mnarrow-shouldered

T j. of ‘sight... . k)
.t v \

. o .o Ly . Ll

b . ’ € 2

Ahd,‘of.dburse, tqere is‘also al circus ﬂept in Carnival City.énd:
. . . . ) 3 ¢ R w

Y ‘\ \

o

v a

o > -

- . f . € v 7 . C
e ?éey made 'such work out of Walking,, as .

. . pant@mime illusien of alking™
AL \ visible slqpe. :Some ol thée wome

ot ., seem to be ... -persiste tly "but unsuc—;“f

’ »°  cessfully trying tq brugh off .a web“bing

. - that. had caught at their skirts and was

ched the rising ‘line-of people on an- escalatdr and sees them
: . . v

man with the tragic fa@e mask ... the
two clown-faced and giggling teenagers
w one after‘another they should ring
> %  and stiffly £lip over bachwards and out

s the

&

. : LN
e althﬁnghwit qarries & banner announcing that God 1is not deady it

stil} seems to proclaig its origlnal suggestlon OE freaks and wild
proclaip

-

« ' i

animgls. Inside the tent, Heally Rlchards snlffss"the old carniy

4 .

. and'reviwal salad of: crushed grass and sun—warmed can

-

freak ‘show begins with a parade of people reduéed to being véhicles -

'. - Lo

% the v1negar of ‘sweag!' 1(346), and it is not long before ‘the- pathetic
¥ &

%.

w3

¥
stung with Qv-m

nn
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dies frozen - heuand the bus-depot -« } *
! . people and the.$tonys - all men - held N
) - ~ . frozen.' They must not move = they R e
N e " could nof flove - not a muscle - not an *
v . SN eyelid. Thrown into p051t10ns that were ', RS B
i LN so ofteneludicrous = ... . Ca ' °
. o - PR . N . N -~
oo - toe, . 3 - ) . '
. . S J . ‘R’ B ( 02) S . ;

diabolic power of the carnival,,iﬁto‘ludicrbus statues: I

-for their‘ailﬁentéf There* are shoulder bursftis, two ar hritic

bouquets pf fingegs, a child witH a prlze-fighter face, co stipation

<

. prostate glauds, catarq'ks, and flnally Old Esau, all but dead his

l IN

face swallowed by the scarlet and yellow edgle-feather war,bonnet.

v

It is in the circus tent ‘that Carlyle sees. the lowest level of hell,
for here the tormented are naked in their agad? as they lie wrestlin!\

with Heally, an 1nfleted parody of Jacob's ap@el; T
‘_:Many ... were lif€lng,théir‘é§ps with

"'« *palms and asking. They wanted the .

-, impossible, and he promiséd to shrive \

L . them *{hgir mortality, to lift from ) .

them the terrible burden of their hu- ' :

manity, :the load of their sepafateness,w;:'. ' ,

v Now their bodies lay at his feet with -

. . arms and legs twitching. Tiwy moaned; — ,:

. . they whimpexr&d; they gibbered chllq- '
\Epod echolallen.‘ '

-

A

» fer * " '

o o (338) Lo - . )

.
1

As a Chlld Carlylé had sup, “sed tﬁat the city, which even

then seemed to h;m to be a gggyetual carnival _ could never bé’frigﬁt-
~ [y . I ’
{
ening. As an adult, he Knows its horror. He not only sees 1ts in-
~ - v 1
habitants writipg in agony but he also sees those frozen, by the

‘. . - N R "‘ "
Statu - oh God, yeés - that was it~h
&S y

* .

And he diécoveps that thoge who are not in the'pit”of hellior caught

[ ‘ 1 . /c.
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, in the limbo of the bus dépot may be cqmmltted to perpetuating the
. ) , , > I
sterile consumer system of the city: o * -
— . They were born in Infants' Wear; they
' sgrew up through the difflcult and in-
‘ . ' secyre  years of adolestence in Teén .
S - ——_JTowh; were marriéd in Bridal Bejls.
e . . They bought their contraceptives and
v _ douches and sanitary napkins in Drugs;
e - B i . ate and slept in Furfiture and Bed-
- - ding... . What the hell happened to
Rl ; ' .~ them when they died though? Ah - that® N
" . explalned cit¥h parks - hidden people- ' 2
o ot - cemeteries actyally, and thegggometric- a
. . . ally exact fldwer beds w1t}‘;( mou@lng - - ’
- earth fortresses were grav
’

e

-

~-
’

-

e

i Lo (61-62)

’ This diabolie®carnival of the city does not btring about the annual -

. . . o v
1 . . \‘\‘\Seneratlon of 1ife but it does spawn Fyfe-llhe orchids in rows*pnd

. . -

rows of n@rsery flasks and Luton's plaster dwarves Jleprechauns,

- flamingoes, bear gubs and bambies. ° Also,‘there are Nogpy ‘p.? s arti- L
)- ficial flowers which proliferate in the windowé of c1ty florists,'
in supermarkets, Econo marts and funeral parlours.. -And out- of the

. . "
. . ~.

Carnival comes Old Kacky to teach children a mechanical kind of aré«

—,

~ ,, . '

. *" that effects-.the barren 111usion of reality¢and EXcludes the vitvl
. L and bizaize acciaents of "realit§" The Carnival even gives birth

to amhafs dors that carry the curse qf‘Fyfe«Luton~ Kacky to Paradise )
i ? ° \ R )

/ [ 2 . ' * .\ » ' “ tor

i » k\ itself, where they t}y to shape arfd mold thespepple there in the, ol

' - ) grotesque image of the people of Carnival City. \V

.
. »
/ . v - . T
Yo . .
A

[

[ Jt e ., Apparently those whd escape are fey in eed. However, thére
. ‘ .
- ) * 're thef mporary escapes offered by the whisﬁy and television in the
— , '
. . ' Weesackashatk room, well named after, the coyote who ircles "hungry '
: !.‘ . | 2 7 “ - ';’ \ h




- . h

-

~

LY

* h ]

effect a limited sorr of escape from the cit}?, where both his wifeée

. ]

_49n his own: trail to discover scabs from his own réae end" (13). - .
) . i .. ) s +¢ - . ,

Here people, dull with tHe pain.of the Carnival's ° huis clos, o f
oo ' v
gulp ;qhisky and watch reflectioui of themselves on the telewision

. B
* * . 2 \

screen. Neverthe‘less,athere are the few, like .Carlyle, who rebel . 4\"'

» Hd
. . ;

at the barrenness of the city and manage to “get off the sinister;
4 . I ¢ i ’ '

merry-go-round and to escape to Paradise.

- The carnival metaphor not only contrdﬁ's the portrayal of the

2

city bit also seems to shape the narrative movement of the novel
‘e

for Carlyle's quest takes him on a path which both circlés and spi— : .

,-\‘:_L
= val o

o

rals, Hi§' réubie is charted by the circling fergility dance and - , ?.

merry-—go round’ and by the spiral “which ignlfies the’ carnlval s "
V4

.

ot ' i
suspensmn of the customary order. Although Cafrlyle has managed to ST

and cHild died, he spends ‘his Yime /répeatedly c1rcling back to res-—

r \ C

cue the people of Paradiée frocn ‘the City Jail or the bus de.pot or o,
- ‘ ‘3 , ! A !

s

- Y., R :
from the I:jo a; "bright bubbles of bal.loogs .. and the up and down -
N o

music of tife merry-go—réund" (195) “These are th& circlas which ' L2

N .; - » 5\ o >
o «form the backdrop for «the main zrctionoof t,h‘e@novel fn which Qarlyle . (J

i LY

»

1w

o ™

N \
. "‘- Ve el R v

spirals deeper ind deeper back iuto his pagt in brder that he might : .
. ‘e “
see the faces of those, who !!ﬁti'ét;ed him into the ‘Carnival in the T / R
Ty o® 4 N - ‘ ‘3
i

fi‘r% place. Thls'downward sp%a&, is. paralleled by ‘a secon o'ne,'hisx"" ., 4t

descen‘t‘lrﬂo the diabolic and labyrinthme streets of Carnivai Eity
\‘\ v s l\ .

wvhere he searohes for Victoria, ‘who “For *him

W Ce A ' - ; ,

* 'hiddey, somewhe;e at the mysterious ceatre- 'of the maze, = !y ¥+

“ v 1 : |

"v

"the whole thing" SRR

. ;
. M .

Carlyle begins both of-his descents :Lu "Book_ One" 'of the ° q-

- \ e L] 3 ." »



5

. A‘ b ‘ K . ! ' .
/ The Vanishing Point. In his initial burst ¢f ‘springtime euphoria;

—— © v <

v he experiences an involuntary and minor recall of Aunt Pearl and

litwlg Wil’fis',s blue hal];oon. It pasxsegs quickly and Car%e moves

I N

. + bloyantly toward Carnival City whére he soon discovers that Victoria

is. lost and" he begins his search @“r her. As though anticipating
- . £ - .
the conclusion.of his quest, he first looks for_ her in Paradise and

‘*3\‘- o then extends his search with a circular and futile trip'back to

’ 2

| Beulah. Insteai of; finding Victoria there, he finds a cold damp mist Tre
. - - -

- that mutés the world but na&hm awakec and fills him "with strange ¢

C .

lightness, his mind walking just along the edge,; of consciousness

- -

(110). 'ﬁf)parent:ly Carlyle .iear'ns that what he sgeks is not_ to be

féund in a.retreat to some prior place or position of preconsicious- ) X

v A . ~

."g- ‘ ness. !f_e is commi.&ted to-a fully conscious deseent into his own .

%}\“‘.p.as\t and into Carnivai City. Thus ':Bool? One"‘esﬁz'abl.ishe‘s: t'he patte'rn
3 . . . , o :
- s -of circlilar moveme‘nt_s and s‘p‘ir,ad,ling descents thatdominates the en- .
; tire;.noilel.- : ‘ ‘ ‘ . -.J: .
T : ) "Book ;I‘wc;"" lodps \the reader 'bacic eight yeans and allows him
- tg} fo};c&:g Carlyle 8. trail through ;I;aradise up, to the moment when )
ce Sadnde'rsj@onfronts h,1m.,'W1_th ».the‘ po/SSabllity tha,t he may have p01nt:ed

:

Victoria the wrong way. ;In 'those elght years Carlyle 'S memories of '
“his past sgrfaoe”calling hJ.m back to reckcm with them, His first

8
- \\ ¥

3o

b encounte; wit;h Sauz;ders summons Aunt Pearl and Willis and white ‘ ™ e
Y ot o , 4 .
¥ o-" .
Ve stools and magic - lanterns and, Carlyle wonders : "Hnw come Aunt Peag:l
. Al (, . -
. : \
had floated ur .o ." (133). le Christmas ceremonies in the dance
- o . . ]
' tenti\e%ke the blind pain of more -recent events that have not as
N ' U v Y
. ’
o o yet assumed the clarmty» juemories. S /
.o - \_\ - Yy / ‘.' .«-‘ : ' é ] ) ‘
A TR . i F
‘ . . * . v v .t b
‘ [l ! .é' ! L
a N Co L N
i ' * ‘ i .




83 s €, ..
4 DN e . —
\ <@
ﬂe saw Magdalene Powderface tip. her face s ’
back ‘and away from her baby s hand like . :

¥ oa moth at her Touth and cheek. He felt
'his throat stiff ... . He waited for
the ‘emotion to subside. ~ )
. "I came to live with you last sum-
meL. o-. o' . T
] "Because I lost my wife." ~‘§) )
. =+ ."And I lost mqy baby daughter. n ’
\ . " "Before she could be born'" .o
- - . E (168) . "f ¢ ’ -

”

The moments of recall in "Boek Two" are more complete or more in-

Y

tense- than those in "Book One" and suggeet'Carlyle‘s slow downwafd ' 4

spiral into his past. : “ A /‘ 3

a ”

"Book Three". circles back to. Carlyle's search for Victoria - i

* -
\ >

begun in "Book One". 1In Carnival City there are the hellish "days

..e . ® +

and evenings of wanderlng and aching w1th confused helplessness.

~

It was all he could do - 5&51: and revisit the Indm@n ‘rlendshlp

-

_ Cenfre, the bus depot, bjrs and restaurants - searching among the

Y v e
destrnyed the homeless young, the 1imbo dwellersﬂ (262) As Car1v

) {
ly;e spitals through Casnival Clty, mov1ng inexogably toward its

15§E§E*1 el i the Carnival tent, He also journeys deeper and deeper
| AW o !
| . , into his nhst. nd so he conjures up kaleidoscope memories of Aunt

\ -
. Pearl with\her chlcken wattle cheeks and fntransitive sighs, anal )
2o ' N LV e
fixations and mania for order; of little Willis's toy room on the
, . - . L N
- \ g
v third floor; and of “the carnival barker Christ- p the stained glasé‘f’

s " window of Knoz ‘church. He remembers Old Kacky \and the day that he

~

]
¥

hani?ygd Carlyle‘into the vagishing point of his office and Mﬁgg

, who also disappeared into the -oblivion of another vanishing point.

" . R
- -, ) » - N /
R ’ v o N
S~ : [ %
. R »
! . t h -~ ¢ L @
. ¢ L . -
—_— ~ - ‘ -
. T . . '
) ) = '
.4 . ‘.' . . o - . -
v . 5 ¥ [ .
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’ i . .
A u..,.\av '
< 5 ‘

T Bpt it proves m}re difficult for Carlyle to summon up his father.‘

"Two searches now; he'd found Aunt Pearl again - indeed had never

-3

|

| lost her - or 0ld Kacky. How about his father? Why should he be
| . . .
| able to recall the curtained pallor of Aunt Pearl's face but not

| a , his awn fﬂather's features?'"(324). Somehow it is easier' for him to
recal]gSadie Rossdance and her three little cottages on the other
side .of the fair \"grounds where Carlyle's\father-'s car was so oftsn .

R parked. Finally it is the memory of a childhoﬁd hymn tha‘t cg%nes '

[ 4
- . :  the father-son regatlonship. "you in your small corner and I in
. mine" (33%)} ' 1.3 ’
. , [ 3 * o -
= - When Qarlyle s descent; 1nto },ils past is complete, he awakes - ' .
s . . . ?’ 1
' '*  in the JFoothi{ls Carleton Hotel Cowing himself to be a night crea-

- [ 4

»"

’ . - - -
o /fture, the child of Aunt Pearl /0 Kacky and a faceless father.
- ( “Why had he never .thougl of himself -as a * ) o |
' . - night créature. He might once'have been ' { 2
o 7 "+ - not now. The darkness was not merci- Co "
\ £ 3 ful - sleep, .yes - but not darkpess with- . AN
L out sleep - darkness that would not' for- N LT
; give the light - that was w:Lthou;,mercy. .
This was the darkness he could remember S .
"y from his . prairie childhood, when the .y . T
. ' whole house hummed and thrummed with the ‘
- o ’ : wintek wind dirging at ‘the brass we%ther
° . stri:'pping. : S
? Ll < < \
‘0 . ’ - ' ) ) : '
’\‘ (338) A 4 . N
‘) .o . : At last Carlyle learnssthe ans;lr to two of his mythic¢ questions, ,
oy 1 -
L /
. . . for he now knows; in pagt, where he “has come from and also that he-
+ -\
-, . . ¢
s is bound to leave the ‘darkness of Carnival\ (ilty onge and fqun all. . .
. .
" 15 However, he does not begin to spiral u[ﬁard towayd that. he has been P
. 0 : t&ught to depy un}:il he searches for Victbria in the revival tept,
)\ ' . -



o .\ T - i
o

. in tHe depths of Carnisai City ﬁell. ‘But Victoria is not in the
: : - depgﬁs of hell and Carlyle does not flqg her until he begins his
. ' ascent toward Paradise. When' he does sée her, his vision is still”
dsrk'and distorting, and he sti}l bears the mark of "Aunt Pearl and
01d Racky. Therefore he sffends Vigtoria by prssuming to order 2 .

) her life. However, bpth Carlyle and Victoria circle back to Para--

<

dise in their separate ways, in time to participate in’"a carnival
r qﬁ Paradife which is truly a suspension of-the accustpmed order.

It is in éhg dance tent that Carlyle laaFns the magnificence of

“»

L

: , | q ,
. - Matthew Bear, who can give himself to t e rhythms of/the drum that o

Vﬂ throbs like the oné that pulsed for Carlyle and Mate in the'ia;llic

: ! past and drumsy like the tuffed grouse,‘ is own pulse and the master '

. Py I
- ¢ . h . ‘“

thrumming of the wind iun Storm and, Misty Canyon, /ii is Victoria
: 5 - .

Y

4 . . ! L s ;
who shgws Carlyle that he may get wherge he is bgund by allowing the
2 s . |

. Tt k4
. . ) -drum to release hig from all that Auny Pearl and Old Kacky have ., ) LLC
1! . - -—--.,.' A ) .
: 1 taught hlm.h Nome the less, as Carlyle 'enters into the dance, he does s
- A\ ' not relinqulsh his consciousness and so it 4s with full knowledgd .- =~ .

Q

} that he participates in a dance of’ iife that is alsora dance maca-
bre.incorporating licence,;cold:‘Starvation,,disgase and death:. ‘ [

N B ’ j‘\ y . Who cared how - who cared for tabes and A ‘!“
. . for little sabre - shinned bables in . .
4 the deep trachoma‘dark! Who cared now &
t

’u' if the belly sang 'high‘- if the belly i o ,.

Lo ' rumbled 1 Canvas and rags and card- T
board’ kept y uzglmost warm in twenty- W
: . five below. Let fevered baby cough . .

. g ' and the ndgh ,sweats come R £

v e ) o ° casual blanket mat¥iage bring luetic’

. ’ babies, raise: blisters for ourselves and
' . T N for our sisters, in the Bull Durham.sack L |

\ o , . . ' . , -

R 4 ) - “ Q :



f ]

iwe just let it run and run and rup! ..., e

. So we lash the hidden instinct wolf to )

: e life - we club the mirror ... we smash :
E it with disdain! - . r S

~

v ! . st \ ¥ :

\' ) ) ' (384) - T
\\\“ \ ‘ In the dance tent, Clarlyle( vonsciougly gives himself to the *
A"T“}\ ' benign and demonie\rhythms of the, e;aesome mother and in this manner .. N

’ ° X \ | achieves a harmony with)na’ture and her childre . It is only when .

- ""‘-\ ‘ . Carulyle assumes this vnéw innocence that he can see Vlctot;ia clearly &
-, and knows th-at she also is in a state of innodéfit H;rmony for,- like

. ' ‘ Xthe earth itself, she is preggant with llfe. It is only then that

& - Carll;rlle is free ta know that he loves her z;nd to bé&come her ,lm;,er.

“ - ‘ ,Their uniof: * és sw1ft* to bear frult, for it is the next day that Car- ‘ ‘
* ot ® !

i \ g iyle ‘awakens to fmd that his dlscovery of innocence ahd love bas'™ '

. glveo him the power to pefrceive a paradlse "happler fa'r ) The .

: /\;? pqwef‘, appat’edtly, is ‘t;eulp,o'wer_of the imagination.whlqb allows hinxd R

. / )

N . s « * «

P

e

a3

. "L tQ comprehencl3 and mirror all that is'around him so that it becomes -

“‘d‘ ] g % f 6 2 3 H -
, R . i 2o ’ v »
' "more ﬁeanly'true" and to E)erée,ive life where there'was none before.

s . - . ° d .

.a . And as Carly%e turns his mirror ‘upon a world whlch to him had so
~ 4.,‘ , !
recently ‘seemed dead At bursts into llfe., He'héars the sprihg,Surf,

~
] 5 3 .

., ) the music of Beulah"s renascence, and sees the river willoas suddenly,
R * v ¥ »

«
PO .

|

| o - .

| o miraculo,usly, in full 1eaf. On that spfing- mornlng,feVen Archie s
1 ) ’ ‘s

| long dormant truck explodes and explodes dnd’ explodes again {1:0 ‘

l

|

|

N . ' @s“ a
: ‘ ll‘fe and ! circlks the school grounds «in a scene tfhat is glorioush\
. [ , , \‘.X"a? .

% - ‘ - . . - . . \
. and absurdly al‘ive. S °, . R .o . )
¢ v MY . * 0 -

. o ", frThe victorious note wh'ich",sounds{a»t the conclusiontof * ° i

"
~
[}




‘ The Vanishing Point would seem to celebrate. not only the birth of

Carlyle Sinclair's imaginative ‘faculties. but also the fact that he

.

has dealt with his sterile and demonic world. He has managed to es-

cape the regime of Aunt Pearl and 0ld Kacky by defying their barren

,, "

‘ A Than e e lessons and partlcipating in the more vital and comprehensive rhythms
i .-—-.g'fj‘#t @- ' Y ';f Paradise. " In doing so he has effected a tentative marriage be- . '
¢ & -
‘ - '\\ . B T tween the twin societlés, which is manifested in his um.on‘ with Vie-
1 . e ' toria. Predictabl’y, the reconciliation ’of the.children’ of acob andv
| * Esau is a fruitful ene. It i‘escues Carlyle from artistic élj'.’vion ‘ Y
A N .. - _ . v
#\\ . ' and it enables him to brlng ‘the knowledge of the doctor, the agri-

) N ~ culturalist and the community planner to Paradise, perhaps rescuing
o e °
*  the people of Paradise from oblivion. Carlyle has also learned to
’ move with the demonic currents of life, at least in the dance tent.

N . ;
} Co, - Similarly he has learned to celebrate the®ital absurdity of life as -

-

B s

' o *. . . it is manifested in Archie's tﬁ;ucking tfidmph. Nevertheless, the

. P . =~ R 1 \
' victories are—tentative ones. Even as Carlyle celebrates his quick-

N - ~ , . \\ . o . B - .

L e .- - ened powers, he makes obeisanct_ktcz%“t Pearl, Fyfe, Old Kacky and s

et »
b

. 2 . e

e ' ()ttawé'. Tell you what > Aunt Pearl and Fyfe and 01d Kacky aQOttawa

e SIS I 11 marry herm— I promise, I'1ll ask her®. ' (388).

“e

ot ’ o P‘erhaps the tentative note of cel.ebratlon with which this nos

" ‘vel concludes‘ also speaks for Mitcl@], for he, 11ke Carlyle, seem‘; !

: \_ - ~ to have fodnd the comprehen51ve perspectlve of a mytho[;oeic writer,
. ) ~’ o e He'\t.o,d ‘stazxds« in an fntimate re]_.ationship to, the‘object of his !

! IR cte;a'tit;n as hi‘s‘ identification with Carlyle suggeste; He views t.he‘ '

. . ‘o
PR N - ~,

» . ‘\

. .. esgdential and recurrent .nature of Carljyle's experience and,; .at the \

e
<



'88 . ’
- : R A o B o\ "

N\ . ' ‘
same tipe, gives coherence to the specifics of ﬁme Twentieth Century

o
'

scene. From his vantage point, he is able to “envisioh Carly}.e?!moving

- . along the prescribed path of a mythopoeic hero until, in a tentative
5 . v - ’ . R

way, he reaee;nﬁ, what is valuable,*fi'nds,what he seeks .and. e‘xperi—

v ‘ 4 i 0

ences a home—comlng ». -

1

1 N -

. ) Such a comprehensive and affirmative V151on is surely satisfy-

s

. . 5
. . T . - ing in itself. Perhaps there is a&dltional satisfactlon td'be found

R - ' ) @

- in fhe fact that The Vanishing Point embodles and fnlfils much"of

, ‘ BN "; e e

v - the potentlal that is evldent 1~n Mitchell s eal\l’ler f.iction« . The .

- .
R
'

realism of Who has seeri the xund 1s more than matc}‘d 'by 'the subtlety

i <

o ’ .and relentless realism with which Carly}é and *his world are por- :

.
- ° o . oy
.

trayed. This time,- the task -is more difficult ft’;,r-thé narrat®r thﬁst

trace the workings of an adult mind, including its memovies of child-
. . v ke

o hood. Furthermore, although Carlyle's society is essentially like

e

-

. Brian's, it is portrayed in larger and more .complex terms. The it

. s tle garrison town of Who has seen “the wind that was last seen"'dim

3

- - gray and low upon the horizon ... notreal, swathed in bodJ.,less

s )

-
u

N O - mist"3 %evelooed into' the complex Carnival City which Cariyle --
) : . .

L2 - .
i , comes to know so ;«'}ell. In Who has _seen the wind imagination ghapes

«

Y

"and colours many of the se'parate moments of the novel however, the

© »
v

imaginative powers at work in The’Vanishing Point are such that they

~
.

: -+« - not only lend colour to commenplace 'events, but also gfve coherence

I
I'4 . . * . v
- R LI -~ . * - Hy
, N v - " ¥ N . N ) -5
= .t ¢ ’
e v, A - a

| . ) - . ° L. ® o () o
'tt{ s . , ' . 3“ ! ) L .‘ & s
£ “ . W. O Mitchell Who hias seen the' wind (Toronto: . Macmillan, Y
| 1972)s . 2. ., . . , 7 L

N o' ’
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be an i‘\ndep_endent and creative transposing of an essential human ' - ‘

" seem to shape tl‘e protagonist’s journey, although Carl'y'le's final ;
\ \ >

© falso affirmative in that it seems to make it 'possi.l,‘)lé’ to envision a

<

. the one that, bewild'érs, Brian O'Connal. Both of their worlds are®di-

mythopoéic perspegtive is one which allows Mitchél\l to :fncorporate

I
.
2

]

r

N ’ i X 3
: : .\ x ‘
to diversity through the use of a contrbllin&‘and!sg}cgthesizing meta-
. oL N Wy < Y
) : 0 3 L S
phor. Whereas much of Who has seen the wind may . haye 'bfen patterned
N : ) ) o

- ] ' - Y * 1 AN
after "Intimations of Immortaldity'", Thé Vanishing Pbint apgeais to -
. TR

- \

2 2 |

story into contemporary terms. It would also sedm that the peridd

’ P - 14 ' . s
of wandering in the realms of idylls, Menippeag satire and romances

B

is comprehended in the‘mytYpoeic vision. T&g harmony that charac-~ . e

terizes the idyll is echoed in the cxje%tor—protayniét identity'

and in the coherence created through the use of the synthesizing meta- .

phdr. Thesrasiveness of satire is evident im the portraydl of white
- . v, )

society as a diambolic carnival. The cpntoﬁ\rs of the romantic quest .
3

- A

a -

triu‘mph is necessarily a tentative one. It appears, then, that the S
R o . . \ N Y

\,
. . 4 N\, ? of
valuable aspects of earlier perspectives. \\..; .

is

’T*he myithopoeic perspettive is not %nly qomprehénsi‘}é. It is

-

.

’ ’

B » « . o' *
protagonist who comes to terms with a wotrld which is. very much like

.

Q@ . \ A Y : 1"
vided ones. Brian finds himsélf in-a ‘garrison tdwn which militates

“

against the vital prairie people. Carlylei¥ society is dven:more J

-
.y

clearly polarized. However, although the existing link between Para~ ~ . ..

. R B ~'% . . . '. .
dise and Carnival City j;s no more, tl|an an -J.nsubst'antia‘l‘\:fpp}:bridgb,,

o e" * [ .. s 3
Carlyle effects 'a partial reconciliation between t‘hq ch}ldren, of .~

v
L] - >

) .. . . ~ 2 . Yoo
Esau and Jacob, ‘In both bf the novel’s, the -official_ gocieties are . 't\“, ‘\
AP K S g : ca
' ) . . . . . ’ —_
. . T ] T 4 e .
L v [ . N . “ .
- P ‘. - v,

. y . . f
. . .t e ". ‘ﬁq'. . ) , o
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LY

satanic’ and sterile. In"Who has seen the wind, Sean knows that the

~ o
\}a_r.rison gardens are necessarily barr?n‘ ones; Ruth discovers<how_the

. P - ' > '
. society torments its victims; and The Bens, Brian and Digby learn,

K e ' -

¢ that it can be a prison house.‘ This garrison iprison is, mor& or

.

less, burled for twenty-six years beneath the Arcadi.an creations .of,

Crocus and Shelb » but it finally emerges “in The Vanishing Pplnt
S ¥

- ]its full blown, barren form of the diabolic Carnival City.- which

. \ PR T, - N
h ’ freezes its victims into grotesque statues and manipulates them into

B

< X

e fruitless.suffering or into the limbo of consumer cycles. .Th‘e C;r-

»

. - . - 4 N 1
} v . nival's satanic power extends evén to Paradise and its aggnts, f¥om
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