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lies any possible freedom of the spirit,‘ any affirmation.

¢  The River Flowed Both Ways: The Vision of Margarst Laurence
Ansmxc'r

\

* The subject of ;:.his thésis is a consideration of the thematic centre .
of Margaret I..a\u-ence's published canon. Margaret Lanrence herself has
admitted t.o havj.ng pursued the Same th 8’ thronghout her career, theahs
which she sees focused around int locld.ng concepts of f'freedom" and
';survival." Nop do her conclusions t these vary sipxﬁ.ficantly; each
of the novels defines meaningml survival as an outgrowth of a paradoxical

\

union: of the courage to fight for life, and of the wisdom born of an

ac‘c&ptance of 1life:- of cii'cumstmqa, .of others, of oneself. Only in this

A

Laurence's work is organic, then, in the sense that it &ll can be
viewsd as an outgrowth of -these concerns. Perhaps even more important
from an aesthetic point of vieu, one ¢en trace the growth and development
of ‘these themes :Ln both content andlxpuasioon Consequently, this thesis
concerns 1tse1f with her work from a chx:gmological pgrapoctive, beginning
with the Africsh works, and concluding with The Diviners, the novel she
says will be her last. ’

’
- , Y

The original African work - travelogue, short stories, and novel - is

Ay
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only limited success are also offered.

looked at briefly in the first chapter for the purposes of identifying and -
v ' \\\ - T -
documenting the existence of typical Laurence-sttitudes, whether in. the

\

aBstract or in embryonie croative rorn'nk. Somé possible reasons for their

‘Jj E:
Chap‘bqra Two and Thrce concentrate' on the three Canadian novels .

written in the sixties, each with a- herci.ne from Hanawaka. Heré the

¥

"
problems of freedom and survival becomo\s&re cxplicit.ly personal in nature, -
as do the solutions. The first of these chapters exami.nes t)ﬁc‘garal&le’ls in A
what each woman considers to be a life of Mprisment. - pl:gysical, circum~

‘

- . /
stantial, *social, and psychological -~ while the second qub.ses on the

.sini.laritias in their final, victorious \responses to thi fsituation.

m_xd.gm and
Jagon's gest, but in particular the at.ories in A Bird /in the House as a °

Chapter Four goes on to. consider not only Long [

+ 1ink between the earlier novels and The Divineu. /411 gmious thematic

conéerns of Thd-Stone m__ A Jest of God and The E fo-Dwellers has been
added a new stress on the redeuptive valug of one's past - ancestral and

(o
N

childnood. In conjunction with %{ua, the significance of the autobiograph-
1ca1mtmotnm1n m_unaommen. ' ‘
" » The final chaptc: deals with The Divi.nere. ﬁhile the first section of L

¥

the chaptor focuses on the novel as a aophisticated nriation on the
original theme, the conclusion examines t.he aesthet‘.ic and thematic :

'Justitication which support.s Hargmt Lam:ence's lamentable claim that this :

mvelwillindoedbeherlaat.
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CHAPTER 1 /

A common pattern in the work of an author is ;t.he nQ@lt e;way from
- the autobiograi:hical sphere. In this Margaret Laurence differs profoundly,
_for her earlieat work. that set - in Arx;ica, acted as the px;oving ground |
l _ for techniques and concerns tbat would lead her relentlessly back tewards "
’ ’ her own country, her own background and >perhaps, deeper into her own
!

in v personality. Itsﬁ the thesis of ‘this study th&t‘ this progréssion was

. artistically ao\md, in that it constituted a steady deveélopment of
, P2 - .
Laurence's major strengths; The Diviners,\ her last work, superbly displays

| both her warm mimanisa and her multi-faceted vision Nonetheless, the
African pieces form ‘éin inporbant Jumpingboff placa, for even in the non-
fiction, one finds Laurence already absorbed in variations of what become
her basic themes: ° the concern for the integrity of the individusl and
k . e
the difficulties which arise from the inevitable restrictions of time,

.

external ci}cmtaixce and one's own natixre,l as well as the author's over- -

~—

riding convicti(m that, whﬂaw no pat solutions exist to the human dileuma,
sffirmative ruponsos to life are posaible. To this extent, she suggests,:*
life can be fought to a limited victary at least. In these works, one also
Tipds early ‘evidence of what will become the heart.of Margaret Laurence's
style: the stress on heightened awareness as a key to meaningful
existence, and a consequent experimental use-of the sglf-cox'{aéious ) .

i a
“ . ‘ !

L



" narrator or céflt,ral character, It is jh The Diviners, howpver, that these

i

elements. are displayed with a co te degree of polish.

A Tree for Poverty® was the firdt of the pubushed vorks (excluding .

the undergraduate se and poetry in Vox )y and, given ita intent - to
provide the i‘lrs’t translation and transcriptions ﬁ'om the oomali oral .
tradition - one might not. axpect t.o find much‘in the book which is typical
\@,»style or content of Margaret Laurance herself. Hwever, she has :lmbued '
the small work with characteristic touches ;‘mt the least. of which 15 the .
very fact of its h:d.stence, the.act itae].f of translation is an expression}/

of Launence's respect for the Somalis.
It is imnediately evident that Laurence!s admdration is directed

towards the Somalis not ‘as an exotic human specles, but as people who are
i facing great obstacles to’ survival. This admiration for their t.oushnesa
of spirit is implicit gthe commentaries and w:lll form the text for mch

¢ - re
N .

of _T_}_x_g Promet'a Camel 89113 as well:

*Igaal' is a humourous character, and yet. there is some— o
thing in his essential toughneas, his way of layghing.in :
the face of disaster, his pride and jauntiness, even ih’ )
the most discouraging of clrcumstances, that remind ong , '
very much of the pride, courage and humouy of the ondinary
bush Somali....- It is*this toug)medg and 'defiance that

save him.
(Ie )

In this stmg@.e, the Somalis are aided at least ip part simply by their’

N '
. ®

honest response to life: ' , . : A

'rhe ¢lement or cruelty is accepted in Arsbic literature

as it is in Somali. It is & part of life and people do

not pretend it does not exist. Nor are moral judgnents
applied to it. Haroun Raschid gives the order that all
the Bermakil will be slain, and slain they ars. Life is
like that. The great thing is to be ¢lever enough to

escape. © Y
- Laurence's own matter-of-fact rea.uunj.a consistent with sn equally

v
Y

Y V .
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. . )
- subt.le view of Mcter. in discussing o contrastn.ng t P é\of story,

she concludes that "the paradox is perhaps not a real one/ ] f character— ©

_istics of guile a.ndlcrartin&ss plus gen sity and pi/ety can here

-
wit.hi.n the individ person with no lack|of harmony." Consequ ly, the

nothing

|

|

| . two types of story dp not show a "mdral confusion" i‘or n(tJhere
\ ' paradoxical about. th)em They represent two aspects of lii‘e, that!s all....

One later comes to s&ae ani underlying realism -a realism ‘that rec gnizes
| ‘the presence of both good and evil in the.world and in the individual"®
.’l . (Te 24~5)." "Even he i ) theny in aﬂ early and somewhat academic work, oné
a finds the mﬁe;lyixxgi]-assunipti“on thaf nbthing- i&fsimple or easy, a con-
viction which will célour all of her . '\/\ | | )
MM Margarot Lau.rence, waj:ig in 1970, claimed that "] had

mich %o learn abgut tshe validit.y of human differences" (TP v), it is

’

‘sign;u‘icant that Hicere Hd.go, a doctoral student froam X

\ A Tree for Pmrert » pinpoints Lamrence's "beauty as a wri er" as due ,
precisely to this "utcrary and in?.elleétual\ l"mmility" whic admits " do .
'not. know..ﬁ./l do n;t understand " Qu.ite simply, t.he charm of this slighf,
- bock of trnnslation arius /minly from 1ts stamp 6f Margaret Laurence's
o mbt.la\w;éaint. “Even so,*A Tree __9_____5:& has by de.t‘init.ion only a
. / | ,‘ linited appeal, one defined by its se: "to record poenms which will

otheﬁiaebeloatinamtherrm;r "(_P_B) P L

(\ : m M'_B_ Came) Bell, the travelbook which grew out of the di
'\\, kept during the Laurcncea' stay in Somalilarxi, while a more amﬁtious rk.

4\ agaln betrays s dunl focus. Ostensibly a portrayhl of the: Somald people’
| and their hm as Kargmt. Lanrence found t.hau. the book sharos this

i convmtional emphuia with a chart.ing of t.ho grawbh in consciousneaa of its.

.

. mrutor Inothuwords. even more thanAmgrorm m&'omet'
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_ Camel Bell derives a sigfificant propont>on of its strength'less from its.
material 29_1'_ se than from: the impact o(il‘ the narrator's corg¢lousness upon
that paterdel. T | |

A statement late in the book, “As usual,, it was not the technical
* problems .that proved the most difficult, but the human ones" (PcB 231),
reflects thls\psychological bias.’ And while Laurence's snperb eye for

« detail and ear for dialect fills the book with e.xotica, the emphasis falls

. clearly upon discoveries about’ t.he versals in human, behaviour: for

A ?zx\axfple, commication is difficult, ‘

little to do with language barriers:

’ .Their virtue, as self-declared,
. belonged to a natior of parag
' irritated at their pretence, then amuged. But o
finally I perceived that it was more than I

deserved, PeOple are not vyster ahe.lla, to be pried

' :1

life is also a puzzle, leaving most of its problems unresolved
TN,

as remarksble.: Th .
- I was somewhat .

Rightly or wrongly, we chose Mohamed. Ismail left us
withbadfeelingallamm ving first handed us a '
, ° ~letter written by a local scribe, in which his many . y
~ grievances were set down in copious detail. We did pot

deceive oufselves that justice had been dons. But what
© Was justice, in thia situation? We did not know.

. AR (eem 166 |
Moreover, - the attempt at action often only confirms one's sensation of
near impotence: "I bandaged the small wound, thinking that all a person .
could do'was what hey could, but st Least in thp koowlodge that it was ’
only slightly more than nothing" (PCB 63). Psrhaps the most disturbing
discovery concerns the hidden motives which Leurende detects in her;elf,
the white liberal: ' v,' - ‘

This was 'something or/ an irony for me, to have started

out in righteous disapproval -of the empire-tuilders,
and to have been forced at last to rocosnize that I, tooy

~ L3N
-




hadbmofthatco-paxv Forvohada.l.lbeerximpeml-
. 1ists, in a sense, but the empire we unknowingly sought -
was that of ster John, aqythica.lldngdouand a

privatc uorld , S
S . " e : . (PCB 228) ‘ ~

’ ‘ Ieft. the discoveries and confix‘mtioqa ‘are not all negative' 'I'he

PR

Prophet's Cane:'L Bell also chart.a &positi,ve grovth in accaprtance and
v
e t.mderstanding me is struck by t.ha &sensitivity with which Laurence
I imeata her dasm'iptiona of ‘the Sonali hendsnen, the Italians and evyen

. the "aahib-type English". 'd;or example : ‘ : " ° .-

L I fond the amb-tmemammdetenwmx
- always’ imagined that- if I ever wrote a bogk jgbout
,_,’Sonalilmdlt.wo\ﬂ.dginntrmzd‘mjoy S
a - deliver avitharingblastotime\ctiveintheir .
: ' “\.. . Girection. Strangely, I now find I canpot do so. . : .
R . - What holds me back is not pity for them, although -
. - they certainly were pitisble, but rather the feeling
- g 'thatinthorwghlyexpoaing-xnhoftheirsoresasl .
<.~ - saw, there would be something obscene and pointless, -. - §
- like uxtilating & corpoo. ‘ , .
LT (PCB_205)

~

’ 3 Alroady one finds hers the coupusion for the exils, uhether cang,ht
betueen eountma ~ "Some of Ct.be n:lsplaced It.a.liana] may hava ‘gane back

, : to .Itgly, e families who are ww ‘strangers to “then. .And }his may be
| . ‘,t.h“éworstofan-arlt.araoaanyyears,f:ofindtheyareonceagain
| Texdiles,, ‘t.hia time in thefr own land” (PCB 151) - or caught between eras <

"Mohamed was, ccuponod to aeek the elders’ blessing, but it is too late
for hiin mr to-return conplctclx to the old tribe. And yet. he will never

Y

boentirelyrmothianeedforit. qumderifhemyhavafmmd, at

hst\.anytnbonw?v(__ln) SR ' '
U The book also colobutos the existence of couraga and persaverence.

S

‘ in the face of grest, odds1
B ‘ "Each year it wvas the same. In the Jilal, the Sanlis

) the people nor the land would dis, al the
weakest of every species would not fesllths rains of * -

i — spring. ﬂmvuatmghnuadupintheaepooplo &
|
|

. were a dying people in a dying land.... But peither N



Lo b . ) o v
. like the fibre of gdesert cactus, the ability to eke
N out life, the refdsal to die easily.

, ‘ (__11:3)

Perhaps even more significantly in view of her later works, Laurence

celebrates the courage of. the ordinary man, whose virtue, like the Somalis,

lies in the simple fact of his contimed su.nﬁ}gl: "Alf was hot ‘undque,
"He was not ‘sven unusual..., I came at last to see akind of heroic |
{ | quality about the man, something he would have denied utterly and with .
‘ embarras.,ment. . He was an ordinary bloke -~ he never cyret.em:kad otherwise"

(PcB 19). : '
< If celebration is not always possible, acceptance often is. ;At. t;w ¥ B

' beginning ‘of the book Laurence comments on Moslem fatalism which "gives

& Suffering a meaning and refuses the rinam.y.%fueat,h" that, “while “I saw

the necessity of this belief," "I would have sHared such a faith, if P .
- " had been a matter of choice, but I could nob" (PCB 82); imch later one ,
\ . rinds: | . |
) . "In sha' Allsh," the Somalis ‘sald. "If Allah w:uls,
. it will rain.™
S R We, too, said the same thing now. What else was '\'
» - there to say? All other words had ceased to have L

meaning in the Jilal.

L (B
‘The same acceptance 1s mctended 3:.0 tm behaviour of othera' "In ny alcove, .
I listened and wished he had not spoken in this way, sanctimoniousl,y But -
I recognized that the ’chcught was foolish. He was not perfoctly designed
and 1lifeless like a cardboard cut-out. figure" (PCB 74).
., . ~ The closing c;hapters rﬂ:g with the quiet assurance of nodobt truths
./ such as "One should not be too quick either to love or to hat.é" ad ou '/
don't expect miracles - you Juat do what yOn can" (PCB 229) And, in t.he

end, it is Margaret Laurence herself who dominates the book. As Clara
P ¥
Thomas comments, The Promcf.l"a Camel Bell goes'"a long way to plant and‘l/ Y

L




v

0 \ -}

: set in our niinds a character of eneryy and decision, vrit and .,trength "5

the "mosf. vividly realized cha.racter .. in the book."é ( The voyager has
"upstaged the voyage. Throughout, thet is, one senses the strength of the
book as coming from its self-consciqusness - its att.empt to view the
. experience simultaneously from difforem angles; thc original record of
a scen% is consta.ntly monitored and challenged by later mterpretation.
In my diary, I raconded that it was surprising to find
the ease with which "one gains their popularity".by *
. showing friendliness and courtesy towards them. The
. : Somalis, I went on to say, spsaidng generally but
e ' referring to Abdi, were good judges of character
: ) (naturally, théy must.be, since they appeared to
) like me) and one of ghe chief ways in which they -
. Jjudged Buropeans wasS whether or not the mro;aeans *”
L f liked them. A later, much later, comment at the
Voo o .end of this paragraph bears in heavy lead peacil one
...  vord -~ BOSH. . ,
' : ‘ (PCB 131~2)
“This approach is a reflection of Laurence's basic recognition 'of the
\ ¢ :
. existence of different, even opposing, points of view on the sane thing.
—y, Life 13 too co&pqex to allow any easier tack. And she is insistent on

the wismabmty of this "viewing the vhole qf life through different/
fean (ECB 50); “an attempt has to be made, howevcr imper(‘ect.h to see

b

L,the Somalis in t,ems\gf themselves and their i_nheritance, not omT

Iet while the at.t.empt is a valiant one, ironicalh y it is Laureénce
herselr, of cmx:se, who is revealed’ mst. truly, an inadﬁertant outcome - ) 5
which she alludes to 4n her mroduction to the Dook: "in your excitemer;‘t -

nt tha trip, the laat thing in thé worid that »,tould’ occur to you is that

the nrangest glimpses you my x{we or any creature in the dist.ant 1ands

vd.ll be t.hoae you catch of yonmelf" (gcﬁg‘ 1) Judged on its ovm tems,
then, cum t.rnvelogue, 'I’he mpget's amel BeM. BeM. cannot be considered an

' unqualified artistic mcceas, for its focua refuses to obey its creator.\ ' 7‘? )

: . , . .
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'Moreover each is haunted by his rejection of the past. Johnnie has ruf -./ ’
auayfmhahomelaxxiwhereablackmancmﬂdout—workaxﬂmb-ﬁma

1

Neither 'ﬁ'.shs.:;nor fowl, \tra_veiogue nor autobioé;-ap}w, it is nonetheless

. impressive in its promise of the powerfill: and prafound’ human analyses t
i { ’

4 \

N -
’ Laurence's maJer work oé‘ fiction written M this period, This

a

Si&e Jordan,7 reveals, however. t.hat she had ndt: yet leamed ,to recoznize

and capitalize upon the strengths in The Pro 23‘&_?.'3 Camel Bell Instead’

one finds a recastmg of~the work's weakness, ,'i.ts original naive aim: ‘the

need to structu.re reality’:in accordance with ef naive liberal optimfsm. oo ‘
\ The artificiality of m._g Side Jordan is) best demonstrated by a.n\ , !
a.naJysis of its- structure.‘ Set in Ghana J\!st! / prior to Independence, phe .

novel follows the. parallel spiritual journey# of the two ma;)or characters - “

Johnnie Kestoe, whites, a.gressively unsure of hIifself, upwardly mobile_; and -

Nathaniel Amegbe, black, reticent, but also addresaing himself towards t,he

future, throug)x much less certain than Johrnie of the wisdom of this

direction. Lau'ence takes great pains to emphasize t.his parallel, even to

the point of reini‘orcing it with an episodic structure t.hat alternates

between Johnnie and Nathaniel. ‘ T °

Not only the characters, but their sitfuat.ions'm remarkably similar.

' Both are at critical points in their lives, due to the preguancy of thedr

wives and t.he fact that their careera seem mmemt.ar:uy at a standstill.

>

white, ax}d where a mother could die slowly but not. qu.tetly from a botchod
abortion. Nathmel too has sbandaned a past - rulod by fear (ﬂmetipea
(the slum-dwellers) wére. his fear eoqn-eased, and he wanted to ghun them
lest they pull him batk into their river® (T3J 45) ). But the old fears
are onJ,?r replaced by new vnes of inadequacy and impatence. ';Iolmnio ia

VJY.[ . M -
. N Lo 4+
\ . .

N . P - ? ' ”
. . ‘ -
' \
.

b * ‘ .
it 4 - q‘.' . ‘y,
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3~ccepts a briba for recoanending two young men for a Job, arnd Johnnie \

i - R !

’\ afraid to xjeveal his attraction to black girls, and afraid that he may

l\

be no more successrul in his fight for dignity than was his father, the
~nglow-witted Irishman, a halfmin with a bone disease, a limping clown®
who lost his job cleaning urinals{\to a “man-ape Jamaican" (_\_ TSJ 5).
Nathanial too lives in fear -~ of i‘aﬂing to meet. the standards of his new
world, a fear deepened by | the kmwledge that he secret.ly desires this
fz\xilure: . . s T

He could remember the fear now. Overseas Cambridge' T
"+ School Certificate — it was 1ike a regal title, hated - ‘
and coveted. Sometimes, iri the state of mind he had - |
o had then, the words took on & peculiarly evil, feminine - : |
; quality - repelling him, beckoning, Yepelling again. w
He had not honestly known whether he wanted to pass or |
7. fail. He had felt the unnerving. desire to fail, as

though it would be a pemnce.

\ n - (T 25)

3 =

Y ) 4 |
Haviqg turned their backs on their meagre heritages, Nathaniel and |

Johnnie can participate only half-heartedly in the presenf;::, "Each is

spiritually adrift and _;:onseque"ntly 1t is not surprising that each finds
himscif coamitting an act which he knows 'to be accent.able within the new
morality but: which e rejects in jsome part of his deepest, self. Nathaniel -

"\

Y
betrays in‘.‘.x manager in order to climb anotkler rung. of the ladder. | |

. The “pa.mllele betveen Nathaniel and.Johnnie exbemd to the conclusions
as well. Each ia embled to make a t.oken gesture to the past, and hem:e ] ¢
1iberate hﬁmelr from an unwitting subservience to thatipast. Johnnie is S
able to achieve a Mt ‘of tenderness with BEmerald, a young black ‘girl '
from the bush who, mbolizing both the mother whose suﬂex'ing he rejected
ahci the blacks who threatened him, fox’gi,ves‘aml(_aécepts him. The decision
to name his child Mary, after his mother, is an ind#at.ion that Johnnié
~haa md; peace with his roots. At the same time he discovers his business
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\ . ) ‘#‘?
future assured and, with.it, jhe opportunity to expiate his earlier sins
of ambition. Nathaniel too both forgives and is-forgiven. His constant

self-pity gives way to the ability to feel pity-for Miranda, and his
headmnstei"_ s new dependence on him in some way reinstates his spiritual

" integrity. Both men, then, ’addro;as themselves to the: future at the end

of the novel, having suffered, but having grown. The births of the two

&

children presumsbly confirm the novel's -hopeful endjng\. : N
Critical reaction to This Side Jordan varied. Mary Rensult, in

Saturday Review, was uniformly laudatory; 'she praiae& the characteri-
zation, which she found "consistant]q belimhle," as well as Laurence's
ear for dialogue, and comented on the "warn humanity and relentlessly
straight eyem’ which sha found in evidence throughout. - | \
The strz;ined pattern of the novel's cemfz‘al panlle.]: has nbt‘gogze
unnoticed, however, by ihq more discerning critics. Kildare Dobbs sees
the plot of This Side Jordan as oo tidily mixed up,™ -and Clars Thombs

~
~ /

refers to"a certain forcing of zaterial within its frano."n She goes R

- on to suggest that »(tJhe final chapters, with the: evidence of their good

intentions and apportioning of rewards, are almost fussy inthd.r
insistence on tying all threads."? A related criticism is Barry -
Callaghan's description of the chanctm as "stereotypes” calculated to
move ‘within a pattern.’’ Mafgaret Leurence herself criticized Tnis Side
Jordan in "en Years® Sentences,” an article mu.en ten years after the

. novel's publication, addtting it uu too pat. “Bven if it was "somehowv *
retrospectively touching,” she found 1t "onb-datud and mperﬁchl.

largely because "victoryforthceidoofthomgolaumm;uurﬁ"l"
Mstrmgthnotthemlmwm&mtm hommr Atiubut,
it reveals Laurence's charaetcristiully subtlé touch i.n hu- uhility

N -
- R N o
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catch a character. -She can accomplish this even in a short sketch: |,

She would be tired all the time, for physical: work

. was nov completely alien to her. The flat would get . K
drabber ;as .she slowly stopped trying. The tines of

- the rorﬁs would be clotted with egg-yolk she somehow, ,

. hadn't been able to wash off. Forgotten dabs of milk
pudding would sour in little bowls on shelves. -The
sinks would be bxrown as tea. She would wear shapeless
cardigans and heavy shoes, and would cry because she

,could not get the ?oal fire lighted. ‘
; (TsJ 130)

)
One also finds the tacit recognition of the immense complexity of life

. 'implied by the use of two central characters with differing perceptions
RN

of the same reality,-and echoed by detail 1ik# Cora and Helen's competi~
tion over their need for the biggest. bungalow. ‘ ’ |

I find it significont that one reviewer should confess to ™
pertainty as to the mood o;‘ (the) “conclusion.” "Is it primarily hopeful

or :L:’anica.‘l?"1 > F. W. Watt asks.. In the context c;f her deep awareness

[

- of 1ife's complexity, it seems possible that Margaret Laurence might well
" have been unconsciously aibiguous, despite her conscious intent to simplify.

The dverall subtlety‘ lacking in This Side Jordan can be found, chcme«rex-,

in the short stories written during the same period and collected in 1963

16

as a book entitled The Tomorrow-Tamer and Other Stories; " here Laurence's

ent is displayed ‘t.o fall advantage. No facile optinism is z;!ppa‘ren't;
here.\@ead, one finds a deep and penstzating study of aspects of the
- |
Hhi.{le the es f;i:lﬂer ;ridel,v in contéent, certain £echniquespand
concerns appear and ’ﬁ}fppear f.hroi)ghout them: charact{ers burdened by

self-consciousness; a stress on the tragedy of alienation from one's

. cultural heritage; and an exploration of the meaning of freedom.
_ Both The Prophet's Camel Bell and This Side Jordan had touched on

3
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the curse of self-consciousness with its inevitable accompaniment of
motive-hunting. In this collection, concealéd motives are the ;)rder of

' things. The missionary, for example, traditionally clearly-oriented, is .
portrayed in two of the stories as' motivated by unaclmledéed pe‘rsonal
needs: Matthew's father in "‘I'}Ee Drummer of All/ the 'rlérld," whose
arrogance promoted him to /bring "Salvation to Africa" (TT 1), or

Brother Lemon in "The Mer \t\ of Heaven" who '"intend?d' to s;\lvage

those souls" (TT 7.4) like| serap meiél.. ' ' , -
A mgn r;xore impelling frevelations occur vhen the central character or

the narrator discovers sych discrepaxicieg in his own behavior. Constance,

\ ) ) .
in ™A Fetish for Love," t agimit to herself finally that her solicitude * -

as 'selfish ovei'tor;es:

-
$

about Love's barrenness

Constance began| to deny it. Then she remenbered how
she had felt at! the ju-ju woman's hutA and could not

reply after all. The whole'business had begun with I -
such clarity, but now she was no longer, sure of her '

“ own reasons. X )
i’ ‘,! m 178) o ’

Godman's master too finds himself motivated by increasingly subjective
\ .

CODCQITB: . \\\

*  However helpless, Sodman would have to go. : S
But if Godman went, Moses would have to go back - : .

"to preparing his own unappetizing meals. Pither °

that or buy his food in somé grimy chop-chop. All

at once Moses saw that he was wondering not how the

gwarf would manage aloney but how hehimself would

manage without Godman.
- , (12 1533

. Most striking, however, are Matthew in "The Drummer of A1l the World,"

v

and Violet in "The Rain Child," &s one watches theitr spiritual aul;.kening
through the tectmiqqgé of .the ﬁrsb-person narrator. In fact, Clara Thomas
_in her introduction to The Tomorrow-Tamer identifies "her narrator's self-
examination, a tharting ?ei: connacioubneaa and of growth” as "(c)entral to

3

#




Margaret Laurence®s technique."l 7 Matthew, foi* instance, comes only

\
slowly to realize that his outrage at Kwabena's rejection of him is only I
a defensive recognition of his comfortable :Lnsulation from reality: ‘
It was only I who could afford to 1ove the old Africa.
* Its enchantment had touched me, its suffering « never. : ¢
Even my fright had stopped this side of pain. I had
" always been the dreamer who knew he could waken at . .
will, the tourist who wantgd antique quaintness to 7
remain unchangeq
(TT 18)
Violet, the most successful character in the collection, and literary
. anceétor of the Laurence heroines, while more honest wit.ﬁ herself to
begin with, also must admit painfully to ulterior motives - an attraction
to Dr. Quansah which dis\'guised itself as concern for Ruth, his child. -

" Another recurrirg theme withih the stories concerns the exile, '

% geographic or spiritual, a focus first explf:red in The Prophet's Camel . - )
v Bell. For example, Doree and Mr. Archipelago, those two delightmlly

fragile figures, have both peen transplanted from origins
although the story's light and clever ending dissipates’
’ ; their fate in\"'rhe Perfume Sea." Broth&' Lemon is anoth

3

e{\about
e, but he
'u port.rayed at 1\as\having a home to return to. Violet's fate is-
therefore far unhappler than that_ y

sympathy is reserved for those who find th

co'unttyz. .

" Sitting in my garden and lookdng at the suh an th

o prickly pear and the poinsettia, I think of that

' strangers here.

In this context, -t.he loss of one's cultural ties o;r traditions is
concuived a8 pmfound lmnan tragedy; it is a fate which is s most




' often in the African characters by virtue of the fact that their country

is undergoing great change. It is Kwabena, nor Hatthew. in "The

Drumer of All the World," who has no.cholce but to find a new A.t‘rica.
Only in "The Pure Diamond Man" is this dilemma viewed with any humour

at all. Even Kofi's almpst sacrificial death in "The Tomorrow-Tamer" as
priest of the bridge, interpreter of the new 1o the _oid,\is,inadequate
compensation for his people's loss of their past. Most moving of all the
stories is "The ‘{Ioices of Adamo" which reflects a consisténtly tragic
view of the meoting of the past and the future; in effect, 'the central
charactir chooses the death cell as preferable to a freedom without

direction. ‘ S

The problem of freedom is at the heart of Laurence's African vision --

freedom not only in the ptwsical or polif.ical sense, alffhough ;hh‘e promise
of Independence -always looms behind the action,18 but freedom in the
spiritual sense - a stress which she readily confirms. Y However, 1t

not until The Tomorrow-Tamer that one finds the focus on spirit

freedom developed to any degree of erfectiveness.; Interest
defined negatively, in association with thdbi‘ealdng of traditional ties
rand the sinnl“taheous‘ gréwth of a self-destructive individ\mlism.

Few of the characters in the stories can cope with:such "freedom.”
The destmctive process of its effect can be seen most clearly, however,
in the passage betgeep childhood and adulthood. The children in "The

Drummer of All the World" - Matthew, Kwabena and Afua - are characterized .,

by their freshness, exuberance and curiosity. Adulthood achieved in the ‘
context of rootlessness and modern self-consciousriess transforms Matthew
into a stranger, Kwabena into a bitter patriot with mmourless laughter,

and Afua into a prematurely old woman with hatred in her eyes. Ruth “the.

C

e
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rain child" and Ademo, both orphan and killer, are equally f:aignant

victims of progress. ’
Some, of the charactprs succeed, hmever, in bending fréedom to their

=

:,OND purposes, ‘and their suceess in doing so is directly related by
‘4 I_.aurence to their ability to exercise the virtues she celebrated int e~

¥ .. earlier books: cowfage, acceptance, the capacity for joy: Tetteh, the.

) o M /
happy-go-lucky con man of "The Pure Diamond Man," is propelled by pure '
exuberance and the rei\xsal 'c.o be beaten. A chrdml of Glory" shows

. Mammii Ama riaing above the white woman's disparagement oi‘ Ghanaian
Independence simply by affirming her own independence. And Godman, no
more- than a parody of either god or man, faces the terror of an enipty

. universe and survives. "I have known the worst and the worst and the ' T
worst," he says;“ vand yet I live." As Moses mist admit, "No man...can
T do otherwise." (IT 159) As Barry Callaghan observes: >
' " Mrs. Laurence, revealing the frailties that are man's )
- nobility, has re~shaped the club-footed message of -/
"Thig Side Jordan and has dealt very subtly with a '
) truth: the human race has managed to roll
‘ . with the punches of war and drought and political’
’ battles and has gone on, has survived, sometimes as
I no more than a b%c, but very often with a special
private dignity. : .
It will remain for Margaret Laurence to explore.this "modified
pessimisa® (or realism, perhaps) at mors length and with greaﬁer

> facility in the anadian novels. mt. what she accomplishes in the

African work is aign:l.ficant. in itself the following critical commf.s-

¥

already considerable achievement: C [
. . Margaret Laurence's Aﬁcm stories do fulfil my

can speak for thmel’ves in attesting to t.he various facets of - this

\ mte tic requirement; they tell me some-
. I not have conceived of by myself but
which I 1nod1ately recognize to be true.2l .
: - . (Phyllis Gotlieb)

k
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I strongly feel.that she should be better known and
read than all those other North Amerigg.n‘ writers on
Africa that -one so .often hears about.

' : (Micere Muao)

"It is this occasional penetration to the very heart
. of things,: along with a constant and brilliant use
- of more superficial detail thdt gives Margaret -
. Laurence-an unusua% distinction among rion-African
writers on Africa.<3
(Clara Thomas)

Ultimately what is impressive about her writing is
cher affirmation, without any sentimentality, of the
+- essential dignity of the human personality. In the
finest sense’of that wond, ‘she is a humanist.<h
. (Henry Kreisel)

Laurence will fulfil her spiritual debt to Africa in Long Drums Dmms and

” Y

Cannans (a book which belongs to a lat.er period and which will con-
sequently be discussed in Chapter L); her béit work, however, will
result from redirecting these gifts upon another land, this time no

longer as an exile.
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The publishing of The Stone Angel marked Marga}-et Laurence's literary-

return to Canada as the source for her material ~ a return that was

L]
) o= -
nSthing short of triumphant, if one is to judge from the unanimously

enthusiastic tones of the reviews which greeted the noyel. The
greatest praise was reserved\for Hagar herself; George Robex't,son,
Canadian Iiterature refers to her vextraordinary portrait ot and R. W. ',
Watt, 1n, Fiction's review, claims that there "is a Shakespearean vigour
and earthiness in the po?ﬁréyal of the querulous, ciga;'ette-smoking old
women." Although remarkably few expressed ary reservations about the
ultimate aaathet;c success of the novel, it ‘did not go en'_cirelq,r without
criticism: Dave Godfrey found himself disturbed by several elements -
"the prose Q:hich:) was too warm ‘for the woman Ragar,""'the meuéely)
order of her memory," and "the pride-blindness of Hagar (which) was too
exbrem at times." His reservations were laid to rest, however, by "the
hard bmty of the Iaurence\prosé, by her knack of choosing the most
revealing action, by her ability to, open tc; us - the exact shade of envy,
fear, or need which has tormented a character's whole 1ife.™ '

Hanry Kreisel's roview in The Canadian _gm goes one step further;

N .

he pinpointa tha erfoctivenesa of -The Stone Angel as the outcome of ‘a



quiet assurance about subject matter: "It could only have been written .

by one who understands the ,Canad:f.an version of the Scots Presbyterian
/ / soul, the tough, 'u[ﬁ‘c‘ompromising outlock which ;)its itself gainst cir-

cumstance, lt This. observation is closely related t.o Margaret Laurence’s
own reflections in "Ten Years' Sentences"5 about: the rationale behind - /

thn.s movement back to ({anada and Speciﬁcally to Manawalca, the small
y e

pralm.e town modeled on Neepawa, her own home town /

~/
To some extent, the reasons were negative.’ For one. the Africa oot

which has captivated Laurence had h ed in the :lntarim, as had she:

while the books were neither "enﬁZ-eLy hopeful® nor socially naive, -

they “do reflect the predominantly optimistic outlook of mary Africans s
and many western liberals in the late 1950's and early 1960'3 and

vbear( ) the wrmi stakable mark of someone who is ymmg and full of

faith.” While "(t)his was the spirit ¥ rot only of myself .
but of Africa at that time(, t s have shifted considerably since

t.hen."5 Secondly 'ohis/ concern for literary integxity was reinforced
. - 3 ' =~

by the conviction that working “from the inside" is essential to good .

~

N

writing:

It had seemed to me, a few years before, that if
anything was now going to be written abdut Africa,
1t would have to be done from the inside by
Africans themselves, and this was one eaaog I

ing.

stopped writing anything with that sett
If Margaret Laurence had to reject. an African setting as personally
unsuitable t0 this appm'oach. she was clearly directed towards the

. . 4

setting which was suitablez v ~
once I began The Stone y it wrote itself moio ‘
easily than anything I have ever done. I :
experienced the empleasure of ¢ home :

] .in terms of idiom. With the African characters, I . .
« . had to rely upon a not-too-bad ear for lmx;nn speech,
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tut in conceptual terms, where thoughts were concerned,
.1 had no.means of- lmowing whether I'd come within a )
* mile of thety or not.7 . - ‘ )

It was this selT-assured fanfﬁiarity with her Canadian material which

>

Henry Kteise], detected, /

“ In 2 profound sense, however, there was nothing .Lacile in tha.v
redirection. Indeed, the aesthetic return home presented a paradox:
R 'o%one hand it offered a haven for the exile;. on the other hand it
f ,‘ - created a now challenge, a fact which Laurence had i_m‘plicitly

-~

recognizéd as early as The Pro‘phet's Camel Bell: o . L,

S ‘ It seemed to me that my feeling of regret arose from
. unwisely loving a land where I must always remain a
stranger. But it was also possible that my real
reason for loving it was simply because I was an
’ - . outsider here. One can never be a stranger in one's
' / own land - it is precisely this fact which makes it
so difficult to live there.
-.«/\: ‘ @ 226)

~ The choice gj;‘ Canada and Manawaka was a step of courage. -

Yot in retrospect, the eventual emergence of Manawaka as the focal’

"point in her work seems inevitable. First of all, it provided Laurence |

. with a resdy-made fund of psychological and physical obsérvat;ons
garnered. during the formative period of her life. Seéondly, it
challenged her with the task to which she alludes so.'o'ften in the African
workst although always in t.he context of the Africans' own self- dis- ., /

. ~/
covery: that of coming to terms: with one's background, semething which

she calls "(t)he whole process of every human individual."8, .
The three Canadian novels - The Stone Angel, A Jest of God, and The
w" - are an outgrowth, then, .of the period of uxperiqéntation

represented by the African work. If .on a superficial level they may not _-

appsar to unbody_-t.hé same basic foci of the earlier books, closer -

!
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examination reveals clear similarities: in the general concept of life, °~
in the "modified pessimisu® which ultimately affirms the potential - 1
| dignity of the individual, and in t};e appmach vfrom the inside." More—
4 ) ) bvar, the three novels can be viewed as variations of a single basi.c
: pattern or shape, a fact which suggests Laurer‘xce's confidence t.hat she
. had indeed fqﬁnd the. prop; vé;hicle for her vision. -~
Thé"novels present & highly self-conscious protagonist, be it Hagar,
Rachel"’o Stacey, staggering under the same burden: a universe in which '

opportunities for meaningful choice: arélmt at all apparept‘.. .Ahd en~ |
slavément take many forms, ranging from physical to soclal-and
psychologlcial. As a result, the charaéters share a passionate yet often
misguided skarch for freedom, and a clear—cut identity. Each carries as
protection sophisticat:ed .defencg}' 'mechgnism - a shield ot" ironic”
detachment which separates exterior from int.erior,ﬁ actor from 6bserver. o ‘
of course, this self—dei‘ence proves only to be a source ef‘mrt.her
isolation and despair In the concluding sections of each Orf the novels,
o however, Laurence does provide some insight into the "motions of grace"
which cctmterpoint t.hismdeterministic vorld, offering a meagu.m of

1ibera’?ion. Bach woman discovers that émancipation o} a sort 1s ‘

e \ possible, although not in the sensé she had originally imagined. The //— ~
author has said that Walter Swayze expressed this u::::zy\
- - accuratel;;" in the following words'z "In momenta ‘of tion of our

q

identity and_our own responsibilities, we may be Iroe w0 \\
The bulk of each novel is devoted first to an exploration of the
various forces which “imprizens’ The most evident and inescepable oi“
- these forces is t};,a. physical priso the quy. - '

Hagar, for example, iB as much amazed as infuriated by the treachery -

- .
v , . . . ,
\ &
.
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of her aged body: "My -hair, pinnbd on top, of my head, would come undone

Y o

" and fall arownd my ahculders in a black glossiness that the boys would

< ' try to touch. It doesn't seeém SO very Xong ago" (J. 22). Her "ereat,”
swathed” hips, she views with "surprisé gnd unfamiliax:ity" (sA 56) The
vi,sion that greets Hagar in the mi.rror is not that of" a,,e itself, but of

_the decay of youth's beauty:
" - I glve a sideways.glance- at the mirror, and see a puffed
face purpled with veins as though someone had scribbled v
over the skin with an indelible pencil. The skin itself '
is the silverish white of the creatures one fancies must °
" “live under the sca where the surt never reaches. Below
- the eyes the shadows bloom as though two soft black
& , . petals had been stuck there. -The hair which. should by
: g " rights be black is yellowed white, like damask: storec

'

b toolonginadmnpbasement. L .

- | \ L T @
o  Her once dependat{le body has ‘turned tratfde.. . ’
R - Wnat dn fact enrages Hagar is the insinuation of the body's new - .
weaknesses into her g and will. _Rendered childish rather than child-'
like, yot c{anied thetu}ercy of uz'mwa\.reness,k she cringés at tr.me sound’ of \"‘ 1
her }roice's\,phhrlish Ihining, ‘realizing that. ".éh, but that was not what \/
‘I meant to say at all" (3A 68). She ié‘,@azed to hear herself petulant, -

or ré’sorting to begging to get her wm;r..tv.fith Doris and Marvin. As if ]
incontinenke were not hurdliation enough, the stone angel who would never

adlow herself to cry, finda hgraglf reduced to tears at tho slightest )

provocation:
[T— ‘ I ) \
Ny Then, terribly, I perceive the tears, my own they must
' be although they have sprung 5o unbidden I feel they AU

" °  are like the incontinent wetness of the infirm. !
.- Trickling, they tsunt down my face. They are no tear:
» of mine, in front of her. I dismiss them, blaspheme against
) ) them -~ let them be gone. But I have not spoken, and they B
* . m Btm themo ’ . -t
) ' . L (sA 31)

L4

Hexr failing memory adds insult to injury and increases the nightmare
} .+ quality of her huniliating confusion.

I3 ‘
) ——— .o
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" Hacar is li‘herally bemg rer&dered powerless by Ker body umd.lling-
| ly subject t,o the benevolence' of others, she sees clearly that "Privacy
.3\15 a privilege not) granted to the aged and the yméZg (SA 6). 1In fact,
she chooses the word "violation” (8 74) to describe this invasion of
) privaty. And the self-images which emerge at’moments of gre;xtest help- O
} lessness are écually appropriate: "I am, «.&n earthhom impaled" (sA Sh)
' or "an overturned lad)bug" (8h° 191) . \ o .
Throughout these ‘irials, Hagar remains convinced that this
capitulation by her bocdy is only'a-superficial defeat, and that she, £he
"real" Hagar, exists beneath the mask of flesh,/ young and’ vibrant (i.e.
powerful) st.ill "Yet now I feel that if I wei-e to ‘walk caremlly up to
my room, approach the mirror softly, take it,;by surprise, 1 would see

,there again that Hagar with the sh:ming hair, the dqu—maned colt off to
i 1

LS

t_i ~<"  the tralning ring, the young ladies acadeuy in Toronto (__ z.z) sm-
ficantly, her éyes have not’ changed ("szen I look in the mirror. and
" beyond the chan@.ng shell that houses me, T aee the eyes'.of Hagar Currie, -
" the same dark eyes as when I first began to remember and to notice- d
myself" (34 3¢)); they mirror a soul in revolt against its captmt.y. .
v Yet a profound irony emerges when we»look at the pasf. Hagar mourns, .
the body she then inhabited. For it tod enslaved her. If she was
beautiful, she was unsure of it at the time - "G\, I was tho ons, all
. right, tossing my black mane contemptuously, yet nerver cartain the ymmg ]
men had really noticed" (_, L6). EVan tbenyshe was discontent vd.th he

body (“for I was tall and sturdy and dar‘k andwould have i1ked to be the
*  oppositen (5A 27)). Horeovar, 1t wes her body that bound Hagar to Bram

I l. .
Shipley: . “ .-
As we went spimning like tumbl eweed in & Viemese

g
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< ., walte, disguised and hidden by the whirling crowd, g .

quite suddenly he pulled me to him and pressed his .
outheld groin-against my thigh. Not bty accident. .
There was no taking it. No-one had ever dared °

. in this « Outraged, I, pushed at his,

_ shouldefd  and he grinned. I, mortified beyond
words,, couldn't look at him except daitingly. But-.
when he asked me for, another dance, I danced with
him. . .

Fp— ;L;‘ » , ! . ' ' (SA l#7)

P -

Although Hagar's rgentility" is -in the main repulsed by Bram, she is _
drawn to him and held by him for years for, as she admits, *his banner

over me was only his own skin“ (SA 81). Perhaps urmilling sensualism -

is no less a physical enslavement than is old age.
¥ " While Hagar's is the.most 6bvious and painful imprisoment Rachel oty
and Stacey too find themselves subject to the tyranny o!‘ their bodies.
Rachel has never even been close to being besutiful; she has always felt
ungainly and freakishly tall ("I was my full height then, and must have ,
looked like some skinny poplar sapling" (LG a)). Ko doubt. she would
,, " attribyte her spinsterhood to thig appearance. Nau “added to this :Ln-
justice, is the fear of agmg (a rather ironic fear when one compares B
her age to Hagar;sf). Nonetheless Rachel lives in temr of coming .

prematurely to resemble ber mother: "How can it. happen, still, this

echo of my mother's voice? (JG 4).

y Belisving }ieruul.f unapcéptablp and Anferior ;argely fo-r Dt;hese physical
re;agns, Rachel is terribly vulixarab;l?e to any male attentions, which she
associates with a sense of self-worth. Added to this is her sensualism
nvfl}ich, 1°:lke‘Hagar's, is absolutely normal, but which horrifies her. Rachel

-is drswn to the sight of Willard's hands no less urwillingly uu\m to the

4
-
-

erotic reveries which she must Justify to herself as "sleapinducing:"

. It is only now, concentrating on my hands, the nails
nicely msnicured and coated with colorless polish, that )
= I realise something else. When Willard Siddley's . "
spotted furry hands were on my desk, I wanted to touch : P

1]
[ . !




them. To see what the hairs felt like. Yet he repulses

M.
(6 9)
' I didn't. I didn't. It was only to be able to sleép. .
The shadow prince. *
(46 19)

"Skin" drives Rachel, then, not unlike it érove Hagar. }Because she

E * is unmarried, however, Rachel feels obliged to repregs her sexuality
until Nick appears. . Then her body acquires a will of its own; it not
only directs her deci‘sion to sleep with him, but simultanecusly humilistes
her with its ‘clumsj,' eagerness: "Oh, Nif'k" I can't help this shuddering
that is'not desire, that's something I don't understand. I don't want /
to be this way., It's only sy muscles, my skin, my nerves severed froé'

' mySelf, nothing to do with what I want to be. Forgive mer (JG 91). ..

~ Rachel's compulsive need for Nick motivates all her actions in this'part
of the novel, and ultimately, it is suggested, is a factor in driving hin
away. ) »

Nor does Nick's departure restore Rachel to control of her fate.

- She must first endure the torture of the possibility of pregnancy (again,

2 state which occurs ultimately at the pleasure of the body: Stacey.has -

previously completed an ill-timed and unwanted pregnancy at the begimi.ng

of The Fire-Dwellers). Then this fear-hope is replaced by an ever
crueller blow - the tumour. Perhaps the tumour, an unnatural outgrowth °
of the body is an aWe disease ) one who, when not setting her-
self at-, ‘odds with her body, was prone to see herself as ita powerless '

accomplice. That the tumour turns out to be benign is simply the body's

last laugh. ‘ - . /
. -~
" One might suppose that Stacey would be the most free of this sense
R ‘1
¢ :
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of physical enslavement for she, unlike Hagar, is still relatively
young ‘gnd, unlike 'Rachel, she has been reasonably attractive to men,
actually ha)drig succeeded in marrying the man of her choice. But she,

too, traces a major portion of her disappointments to the failings of

her body. The novel begins in fact with Stacey's wishful thinking that:

Everything ,would be all right if only I...were beautiful.
Okay, that's asking too much. Let's say if I took off
ten or so pounds. Listen, Stacey, at thirty-nine, after
four kids, you can't expect to look like & sylph. Maybe
not, but for hips like mine there's no excuse. I wish I ¢
lived in some country where broad-beamed women were
fashionable.

(FD 4)

On closer examination, one is st'.ruck by further parallels between
her situstion and Hagar's. Ea‘ch possessed a beauty that she did not
recognize or appreciate at the timeé ( "Stacey tv;enty—three, alm'u;st, ‘
beappiful although not knowing it then® (FD 4) ). Now each smarts from
t: desertion ‘of this beauty, convinced that her present ai:pearance un—
fairly represents her:

What's she seeing? Housewife, mther of four, this

alightly too short and too amply rumped weman with ) , -
coat of yesterday, hemlines all the wrong length as '

Katie is always telling me, lipstick the wrong

colour, and crowning comic touch, the hat. ™Man, how

antediluyian can you get?" Is that what she's

thinking? I don't know. But I still have this sense

of some monstrous injustice. I want to explain.

’ ."Under this chapeau lurks a me a whore, a f

=L . (Fp 13)

Like Hagar, Stacey has been taken by eurgifise'by the encroachment
of the you;a and their evidence upon her body: "I'm not what I may appe&
to be. Or if I am, it's happened imperceptibly, like eating what the kids
luv; on their plates and discovering ten years later the solid roll of
lard now gddly living there under your own skin. I didn't used to be.
Once I was d;i\rrmnt" (FR 72). The emerging womanhood of Katie does

o
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not delight Stacie %0 much as it pains her, for it too symbolizes
time's dominion-over her life: *Katie, baby, how can you be so gorgeous?
I love you for it, but it makes me.feel about a thousand" (FD 69).

e affair w?t.h Luke is foremost an atte»t;pt to reccgpture the elusive
't.hat seems to Stacey to h\ave existed in her past. Just before
Luke maberializes beside her, Stacey is visuilizing Diamond Lake, her
sy{xxbol (o] t.hoat time: - "That's the place I want to get away to, eh?...

e it, it always looks like Diai;)ond Lake. Like, I guess I
mean, everything will be Just fine when I'm eighteen again" (FD 175)

Yet while her 1ovemaking with him does bx'ing a temporary sense af' peace
and fulfilment, it soon becomes apparent to t.he reader that Stacey is

subsequently even more enslaved by it than she has been by Mac's -

.infrequent desire for her. "Luke. I can't not see you again. I have

tor (FD 230). And at the end of the affair it is her thirty-nine year
. 2 .
old body that Stacey finds to blame, no lesa for its desires than for its

physical shortcomings: ."Face it - he was only being kind.... *There was

‘this middle-aged doll, see, and' No. I won't think of it" (FD 2i4).

It is this sense of onb's body as ah alien but compelling entity
which unites the three women. Rach sees her body as pmereely un~
attractive, and as such, a barrier to commnication with others (while, :
in truth, it is her most effective means of communication). And, '
struggle as each uoman does, she cannot get nfree" of her body (ne
camnot materially changa one's own body, and time, reflected so cloarly
in the body's decay, will continue its narch. "No easy solution is
immediately apparent to them. ‘

Nor can.any of the three materially affect the cobwebbing of

circumstance which enfolds her life. Although Hagar would be loath to
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7 N\
admit it, the ; ry environment into which she was'born has had a prmd

fect on her: e Scottish P,regbyterian and Calvinistic values of
Manawgka have not ‘only provoked many of Hagar's rebelli}ous actions("w\e'd .
each married for those guaiities we later found we coulcin't bear, he for -
. my manners and speech, '1 for nis flouting of them” [S& 79)); they have
also ironically and thoroughly conditioned her own values: *What could I
say?... That I'd sucked my secret pleasure from his skin, but wouldn't
care to walk in broad daylight on the streets of Manawaka with any child.
of his? (SA 100). Eyeén a3 an old woman far from Manawaka Hagar is .
flattered to b"e~ recogniz(ed by Mrs. Jardine as a townsperson ("How stupid
. of me, to feel 50 plea;ed that she}shbuld th:ink that, straightaway"
[§_A;-27g] ). And she finds it a comfort at times to be able to recall
Lottie Drieser wfien she was "Lottie Mafne." The irony of ‘her o&‘t
r%ﬂ(, "Fa.ﬁcy' spending your life worrying about what oth;r peOpl\e / \
thought™ ($A 227) is lost on her. Hegar is least becoming vhen she is
most conventional. Y
" Rachel is & thixd—gqxaratim product of Manawaka's -cogtrived sense
of "gentility." Wore susceptible than the others to the town's velvet
gloyod coercion, she finds herself an old maid at thirty-four after she
has rejected her only serious suij.;)r because he didn't meet the town's .
social 'standards: =
When'I first came back to Manawaka, Lennox Cates used -
to ask me out, and I went, but when he started-asikdng - °
me out twice a week, -I stopped seeing him before it
went any further. We didn't have enough in common, I

thought, meaning I couldn't visualize myself as the
wife of a farmer, a man who'd never even finished

High School.
NN (J_G, 31)

On first meeting Nick and sensing his self-assurance, Rachel agsin finds
“herself hisaing, "Who does he think he is? High school or not. Nestor

" Kazlik's son. The sdliman's son® (JG 6L).

t

b
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everywhere" [JG 18] ). She wistfully tells Nick that she has always
" envied the freer quality of his Ukranian backgrmmdz

.

Another ‘Manawakan (or m?re properly, Cal N,st) ideal isfthai of
"duty," vwhich exalts the care of a burdensome mother or a despised Jobh:
“iell, I think it's marvellous, the way you manage - I slways thivk that
e;xqzone'who's a teacher is marvellous to tal;e on a'Job like that® (QQ_ 17).
The corollary ts a faith in the value of duty per se se is the inculcation &
of a distrust in pleasure, a ;;;:c/hich may explain t.heucharacters'
ambivalent attraction—remlsion to sex. Rachel feels compslled by her ’
guilt, as George Bowering notes, to set tr the scehes for her masturbation

dreams as far from the town as possible ("It has to be right away from
iy

&\

~ \
"More free? That's a funny thing to say. How '/
did you think we spent our time? Laying girls and
doing gay Slavic dances?" '

"] didn't mean that.” .
“How;—then?" " Co. -
"] don't know how to express it. "Not so boxed ) |

in, maybe. More outspoken., More able to s out.
o . More allowed to — both by your famﬂyandb) yourself.,

. (JG 83)

While th;a town's taboos lack the power to keep Raghel from lﬁck,‘ they
can blun;, the edge of her pleasure in him ("What if we were in an _sccident,
and I were found with gy hair all disarranged and my lipstick gone and my ‘
dress creased and cru;npled?" JG 93] ). And her agony over the possibility

ﬁeaires, springa dihect.ly from & fear of | |

~
)

of a pregnancy she (;.lesperat
st{cial consideratims: "heh I think of it like that, away from voices
andeyes, it seemsmqrethanlconm“erhanlnpedforinlwlife"
(JG 158). Manawaka can uterally drive one to the point of suicide..

, Because she left Manawaka for good at an oarly age, St.acqy 1: the
most free of the tovm's suffocating influence, although sha can uo the !

) ‘ : \
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old values retuming as she talks to Valentine Tonnerre: “She would like
to go back :Ln t.ime, to explain that she never meant the’ tmm s invisible
stabbing, but this is not, possible and it was hers, too, so she cannot
edge away from it (FD 264). More gignificantly, he.r comn:mication
\proﬁ]'.ems with Haé stem from a piece .of Manawakan wisdom dispensed by her
mother when Staéey was only a child:

Stacey (?ameron, eight or nine, back from playing in the
" bugh at the foot of the hill that led out of Manawaka.
There was this gopher on the road Mother, and somebody
e had shot it with a twenty-tws and all its stomach and .
' that was all out and it wasn't dead yet. "Please, dear,
dontt talk about it - it isn't nice.” But I say it and
it was trying to breathe only it couldn't and it was.
*Sh, it isn't nice." (I hurt, Mother. I'm scared. )
(Sh, it isn't nice.)
D (D 163)

What's -the matter with us that we can't talk? How can |
anyone know unless people say? How come we feel it's

indecent? .
(- 107) ) s

And the morés of the small town are only modified in those of suburbia,

)~

Which simltaneously exalts the valuss of the family and of materialisa.

Stacey's rebelliousness certainly springs in part ﬁQm her sense of the

inadequacy of thob; ideals; she fears becoming a slave to an eternity of

scraped knees and Tupperware parf.ies. N&netheless, she rem?ins subject to

‘ her hxhrod sense of duty - "I can't. I can't stay away all night. Itt's

not possible" (Q 201.) ) ( _ , "
In varying degrees, then. Scottish Preabyt.erian Calvinism.and its

perverse emphasis on, conventional social propristy prove to be a compelling
mﬁuenée on Hagar, Rachal arid Stacey. One thinks of Margaret Atwood's

"Rapunsel Syndrome:" she ‘sees Canadian heroines as having "int.ernalized ~, |
the values of their culture to su¢h an extent that they have become their

own prim."u As Rachel observes: "The Ukrainians knew how to be the
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better grain farmers, but the Scots knew how to be almightier than anyone

_but %/d"Qg 65). Even the church itself is decorous and.restrained in
manner and content, not turbulent .and Joyful like the Tabernacle but,
what is more important, guaranteed not to ”emgai'rass. .

' Perhaps this Presbyterian stress on propriety is responsible for an |
even /,mor\é "s,ubtle form of bondage. Rachel and Stacey (and to a lesser '
dgree Hagar) are unwittingly trapped by their (or more accurately,
Manawaka's) images of acceptable feminine behaviour. Sexuality is
suspect t.c; bégin with, Added to this is their sense of desire as being
particularly shameful if housed in a less-than-perfect-body. As suggested .
earlier, each feels almqst obliged to be more attractive or, failing that,
to repress all sexual desire. Horeow{er there is. a compulsion to play the
passive role in courtship and love-making: "For God's sake hold your

\to_l_'_x&e and let me love. But it's a man who's supposed to say that,"
(g_G_ M5)Asays\ﬁachel. While she may once summon u;’) the nerve to phone

) Nick, and Stacey may find the brazenness to visit Luke, neither feels free
to initiate lgv&ma}dng. Even in the novels® ages, Stacey and Ragar,\
at least as passionate as their husbands, must waif, or at best, hint.

It is worth nc;ting at this point that, while garet Laurence has
concentrated her attention upon the prison of the body and of society as
experlenced by“:hese three women, it is clear that she is no feminist in
its currer;t radical commotation. Nowhere in her work is there any
suggestion that ‘the spiritual or physicalfhardships endured by women are
any greater than' those experienced by men. Valerie ‘nner, in a recent
article in Saturday Night entitled "The ‘l(atyiarch of waka," is far
‘too simplistic when she states flatly that "Mar_garet Laurence is a
vehement supporter of f;:ni.xﬂsm,". &nd refers to both Stacey and Rachel as
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having suffered from:"the physical putdwn"13 (maldng‘them martyrs of The

Movement, one supposes). While it is true that women in our culture are

not on],y conditioned to appear passive but are more vulnerable to judging .

) themselvpls and being judged by a physical standard of measurement, it is
* evident thaf: Margaret Laurence's sympathy is equall, extended as well to
men, whom she finds just as trap;;ed on the whole by life. 1In fz;ct, one
even finds touches of parall__e]: male fears, such as those about
appearances ~ Mac's concex"n< with his hair, and Willard's with his height.
None of this is to deny Laurence's essentially feminine point of

view. As she herself most sensibly says: %I write like a human being,

orie hopes, of course with a woman's point of view. I am a. woman."u‘
/

Margaret Atwood is closer than Valerie Miner to the truth when, in
another recent article (in Maclean's), she notes that Laurence approaches
the subject of Women's Liberation "with gratitude but caution:

I'm 905 in egreement with Women's Lib. But I think

' we have to be careful here... for instance, I don't
think enough attention has been pald to the problems
men have and are going to have increasingly because

®  of the changes taking. place in women. Men have to

be reeducated with the minimum of damage to them.
Thege are our lusbands, our sons, our lovers... we '
can't live without them, and we can't go to war 15
against theam. The change must liberate them as well.

This gentle humanism is consistent with a much earlier interview in
c_mtug_g (Febmary 1971) in which Laurence suggested that:
I'm not sure men need to be attacked. Men have alot
of problems. Life is an anxious thing for a man who
has a family to support, rent to pay, a Job to keep....

So women must be concerned about doing a nd.niﬁm of
damage. The aim is not to stab to the heart

This humanistic (as opposed to feminist) bias is supported, in my view,
" by a conspicuous lack of stress on the specifically female physical

concerns such as-menstruation, pregnancy and menopause., When they do
Y,
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figure in the novels, they are rarely if ever treated as profound events
which‘unfairly isolate the-woman further. Instead they are seen simply
as an unavoidable part of the difficult.and often pa:lnful human Journey.

The subject of the male-female relationshlp introduces another area
of extremely limited power: the control over other people in general.
Each woman attempts in her ovn way to manipulate those around her, or at
least to avoid’ ben.ng mampulated herself « Margaret Laurence sums up this
tendency when she speaks of "/:haract.ers who want independence ‘for them-
selves but not for anyone else."l7 In aqy case, each meets little sn.xccess.L

Hagar has several men in her life wllﬁo will clearly brook no attempt
on her part to control t.hem. Her life a} home with her father was a
mingbonﬂict of wills culminating in the argument about Bram;
although Hagar apparently wins ("But I went, when I was good and ready,
all ‘ e same" C_SA 49} )y her father is able to deprive her later of the 5\

S
inheritance she had counted on. Moreovar, the marriage itself proves to :
be a hollow victory. Attracted to Bram by his roughness, Hagar neverthe- ' .
less expected to polish him to her lﬁd.ng
What did I care? For the moment I was unencumbered.
Charlotte's mother gave a small reception and I

shimmered and flitted around like a newborn gnat,
free, yet certain also that Father would soften and

yield, when he saw how Brampton Shipley prospered, *
gentled, learned cravats and grammar.
(54 50)

But not. only does Bram remain stubbornly himself but in fact his behaviour
becomes }ncreasingly outrageous ("Relieved hisself - that's what the L

Mountie called it - against the steps of Currie's Store (8A 115)) in

‘Tesponse to Hagar's disapproval. / 9

Her son John is even more diroctly rebolliona Andu/malleabla. As a
boy he went his own way; his casual barter of the family pin, in full



. oA
knowledge of its signirican\ce to Hagar, is symbolic proof of\that.

"What else didn't I know?

He grimmed. "Oh, lots of things, br‘} guess. Art\er
you told me not to walk the trestle e we dreamed ‘
up another game there, I and the Tormerre s. The \
trick was to walk to the middle and see whd could
stay longeste..."

] didn't think you'd ever chumed around with
thope boys again."

"Sure,"” John said. "It was Lazarus Tonnerre I
traded the plaid-pin to, for his knife. Probably
he's got it yet, for all I know."

- "Where's the knife?" \/ >

nGone up {n smoke,” he said. "I sold it once, to
buy cigarettes. It wasn't much of a2 knife.”

+ "Gatnsay Who Dare,” I said.
- . "What? - A

"Oh - nothing." , .
‘ (84 177) S

“John simply refuses to allow Hagar to define his character for him, His

*

‘decision to return to Mandwaka to nurse Bram is a.not.hs symbolic defiance

' N\
of Hagar's hopes for him:
e o "Why go, then? There's nothing for you there.” h
A "You never know,"-he said. "I might get on

+—Maybe—it*s just the place for me.”

. l
Laught sitle to me. . i
a o angherwasincouprehms e(-‘“m;aé’;'\l {
i
|

)ltfxwgh Hagar is successful in shatterd.ng the limited peace that John
/ and“ Arlene find, John'a ultimate dec&arat.ion oi‘ independence is his ’ |
suicide (for that is surely what his foolhardy trip across the bridge i
- . intended). In view of his‘prcrious‘ words tg Hagar, one might be tempted
- to read the""acl even as spite: "!oix‘ve got it all wrong. I was - well,
I was just about ouay, after.a 1ong um ~ didn*t you know?" (_ 237),
Even had Hagar succoedod in d\aping Brem and John, her victory cmxld
only have been pyrrhic; as Lanx'ence comments in an \mterﬂew with Don

v




Cﬁameron, "She Eﬂagax:j vh‘a’s always tried to'put the hooks on people, to

influence peop;e, to mja'uriiwlat,e them, her husband and her sons, and she

Th—
has never really a;l%/mem to go free, so she has never been {ree

L/herself. cea® T o : o

Rachel mests with ecual frustration on t‘rare occasions when she
attempts to impose her will on others. Nick is’t'?l;e best example of this.
If Hagar was too heavy-handed ("We were blunt as bludgeiggs. both of us"
[‘S_é h3]), Rachel at least is a mistress of circumvention (' Jell, you' ®
might teach' here,\/I/ suppose;" {g_c_ 142]). She make- every effort to in- - \w
fluence hick without his knowledge, but her motives are transparent, and ‘

Nick simply. leaves, pef'hap§ for reasons of his own. Whatever the cause,

Ra:c'hel's desire to hold on to Nick remains unfulfilled.
Stacey too is met' with resistance whenever she tries to mold or

direct others. Her cizildren stubbornly inslist on being themselves, as -

childrer will, and t./b/e novel is full of pe%ty confrontations which Stacey ‘

never satisfactorily wins: : T /

vl

*You sald I could go tonight. You did say.”
"I didn't say you could go to that one...."

"You said I could go and I'm going. I just
simply am. That's all." , ’ N
. - (&R 16)
And she can no more predict the behaviour of Buckle ("Stacey maves slowly
towards.him.... Then.as, she is about to place her hands on him, his acute
rasping voice. 'Ckay = that's it  don't ftouch me'" [FD 155]) than ’
she can influence Thor to lay off Mac. As if[to drive the point of her -t

impotence home, Stacey ‘a:hot even induce Jen, her two-year—old, to begin

v to speak.’ oo

" Fl
Ironically, the less dynamic characters in the novels are equally

-
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unmslleable; in f'act they posses a peluliar ability to manipulate '
through their very passivity.
neuroses, and Mac's withdrawal are no less frustrz;ting than was the

overt independence of the others:

f

" until it ot on my nerves. °

‘Rachel's

indication of the \ffecti\_reness of passive resistance: -"Crackl What is |

<

s

He was a. serious and plodding little boy, and seemed
to take~to_chores raturally. But when he'd finished
them, he'd hang around the kitchen, and everywhere
I'd turn, there he'd be, getting under sy feet,

(sa 1152)

viell, it's quite all right, d&zr. I'm only “sEying
that if you had let.me knowy it would've been Better
that's all..... Well, never mind. I shall be quite
Tine here by myself.... I'l1 be just dandy. Don't you
worry apout me a speck. ~T1]l1 be perfectly all right.
If you'd Just reach down my pills for me from the
medicine cabinet. A4s long as they pf: ere I can get
them handily, in ‘case anything hap I'm sure I'11
be fine. You go ahead and enjoy ymxrse(i,oléusxchel.

"Mac?"'

"I'm looking at the news, Stacey, if you don't mind."

. (FD 165)

~
g

; N , :
fury at James' refusal to show her hi\:aper gives some

. 1t7 What's happ@ The ruler. From his nose, the thin blood

(Jg 52-3).

-real or aat.iafying effect on the lives of others, but that they themselves .
are ofteﬁ in fact the ones manipulated.

—

Marvin's stolid quietne§s, Mrs. Cameron's.

traces its courSe lown thﬁgs mouth. I can't have. I can't have’'done it"

Rachel may want :to cery "Listen,

35

//

river

-

/ ( ’ In gmeral, 'f.hen, the women share a sense that not only have they no |

Nick - ™ but she 18 too aware of her own powerlessness even to voice the

words.
\

The mask image in the novels reinforées this sense.

[y

-

The charsdéters

lament the msibility of cvery t.mly lmowing,;umch less influencing

\ J

q ‘



anothef knman being~
! What is he thimdng?... I can't tell. I can't, tell
at all what he's thinking. I never can, not with
anyone. Alwa.ys this futile gussing game.

’ : , ‘ T (G 8n)

. In God's name, what 15 Mac like, in there, wherever
+ 4% he lives?
(FrD 126)

e

*
Y

Tess. What's the matter with u% naybe ‘you really
s are only telking about the outer ? Idon't knowe -

' : I can't get through the sound barrier eny more than I
can with any of them. It is, only me’ who wgg;s to‘? ¢

"  The'wask image (devéloped more mlly later in A Bird in the ﬁg_u_gg)_\is an

attempt to symbolize this impasse: '“Perhaps it isn’t that the masks have

‘ been put\on, one for eaoh &'a.r 1ike the circles that tell the age of a

,stree. Pe€rhaps they've gradually peeled ofr, and what's t{xere underneath
is the face that's alvays been there §atme, the unspeaking eyes, the

' mouth for whom words were /oo difficult. Nc;. No. No. I clan"t take
thatf (D 170). o .. ’ ‘
| To this. web of extnal influences can be added .a rinal strand: the
larger perspective. Although the Depression and the Stock Market Crash
provide a hint of mchmwerviw;plh_ggt_g_m;gge_];, itianotMly ;

3

developed urtil The é‘%e—me;__l_e_gg, where.an intolersble world situation
\ reinforees thé'clamstréphoi:ia of\ the microc‘os; ( a state of affairs mirrored |
by the style of the novel which weaves nevscasta in and out of the action)
McLuhan's televisiom acts as a Chorus, peppering Stacey wit.h assorged N
_ reports and pmphecies of disaster. She is particularly hamted by t.he
T'Vietna;nese war in its indirect threat to -her childrem «

Evex\-Opeﬁ eye. . Bougai.mrilhea bur‘geoning. odg:l.ng st.roets
where beggars squat in dust. A man burning. His face -
cannot be seen. j He 1ies sti1l, perhaps alrudy dead.
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Flames leap and quiver from his bla;:kened robe like -
excited children of .hell. Voice: today another Buddhist '
monk ‘set fire ‘to himself }n protest against the war in....
\ T (FD 125)
That St.acéy keeps' a revolver is significant; tmt she eventually
recognizes its futility and discards it is even more sigxii‘icant. "Slowly,
Stacey tells him how she félt then and how she came to realize there was no
use kéep}.ngﬁ the gun" (FD 3065. As Hemingway recognized, war is the ultimate
/ ‘symbol for the Massive fortes which are beyond the control of the individual.
| ) In this exploration of the bondage of Laurence's; three heroines, there
remains one key factor to discuss, one which is not externsal, but :Lntemal
the fact that insofar as the women have' any freedom to act, t.hey seem
compel?.ed to act as they do by pride. This pride may display itself in the
é aggressive arrogahce of Hagar, it may disgni’se,itself in the neuroses of
' Rachel, or it may manifest itself in the"éompﬁlsive maternalism of Stzcey,

but it is[ pride nonetheless. Each has an unconscious drive for perfection, :

a heritage Yperhaps‘, of the Calvinist association of success and relection,"
and she \remaes to content herself with less from life; in this sense their
attitude night even be called "hubris.”. And as such it is the most import;nt
. of all life's imprisoning forces. ’ |
The insulatﬁ;g\effect of pride is clearly reflected in Laurence's style.
Each of the three novels employs the device of filtering reality through the
ayes o.f'it:} heroine, whether this is accomplished t.hrough the first or the

) Mmrsm point of view. Consemiently the reader is coristantly con-

- fronted by an 1ron1c discrepancy betveen external ai;pearanca and internal S
- - reali't,y. William. Neu's obnmtion about The Stone Angel 'is equally -
. '3

applicable to A M of God and The Fire-Dwsllers: “the novel continually
. Juxtapoaos dpsm and reality, axpectation and event, what one wants and what

one geta."lg It becomea evident that.v each womsh has erected defensive

A . .




barriers of pride which have unfortunately proved more isolating than
protective. Failures in commmnication must be seen, then, as at 1east ‘
partially stlf-created. Hagar, Rachel and Stacey" wear ‘the mask too.

This alienating influence of pride is easiest to document m‘_Hagar;
That she is a fighter, refusing ever to submit, yet remaining paradoxically
conventional, has alreédy been discussed. It, .was suggested that this |
two-sided arrogance was partl) conditloned by the Scottish Presbyterian
milieu; in an equal sense, however, it is a unique expression of Hagar
her‘sel-.' This fact is attested to by her father's recpgnition that in - k
Hagar was reborn the fierce spirit he .so admired in himself: "'You take
after me,' he said, as though that made everything clear. 'You've got
backbone, I'11 give you that '™ (SA 10). '

. _ .
" Laurence's admiration for strength takes an interesti:}ag turn in the

study of Hagar. Even as a young girl, Hagar despised weakness in herself

-as much as in others; believing herself superior, she refuses to cry when

her father spanks her ("I wouldn't let him see me c;-y, I was so enraged”
(54 9)). This refusal to admit hurt or weakness will follow her throughout
life and become her curse. For Hagar's pride is, of course, magnificently

ironic. It is when she senses her Q of power that arrogance ‘and even

\

conventionality surge to the forefront. as face~-saving devices.
This” defensive reaction can be seegin her relationship with Bram,

for instance. It is consistent that Hagar can never''admit to Bram that

she( enjoys his love-making:

It was not so very long after we wed, when first I
felt my blood and vitals rise to meet his. He never
knew. I never let him know. I never spoke aloud, -
and I made certain that the trembling was all immer....
I prided myself upon keeping my pride intact, lika
* some maidenhood. .
- (_ 81)




Such an admissi;m would be tantamount to betraying her need for him, and

-

of comforter with Bram any more than she ‘could with her dying brother:

*Hagar - put it on and hold him for a while....”

But all I could think of was that meek woman I'd
never seen, the woman Dan was said to resemble so much
v and from whom he'd inherited a frailty I could not
: ] help but detest, however much of me warited to sym-
‘ pathize. To play at being her - it was beyond me. -

"X can't, Matt." I was crying, shaken by torments
he never even suspected, wanting above all else to do
| the thing he asked, but unable to do it, unable to

K BN bendenough
(2M25)

I wanted to say "There, there, it's all right," but I
did not say that. My mouth said, "What is it?™ But

. he did not answer. .

) . : ' (§A 65)

7. Refusing to acknowledge weakness and fear, she canrot share them. Anﬁ, in

- the end, deserting Bram is easier then daily facing her inabi;it‘.)" to change
him. '

, ' The same self-protective pattern emerges in Hagar's relétionships with
her sons. She cammot stoop to beg Marvin not to leave for the war, nor even
ask him to take care of himself: "I did not uaﬁt to embarrass both of us,
not have him think I'd taken.leave of my senses" (_ SA 129). She is equally
silent at his return:

I wanted to ask him, then, where he had walked in those
days, and what he had been forced to loock upon. I

v wanted to tell him I'd sit quietly and listen. But
. ) I couldn't very well, not at that late date.
o~ B (SA 182) ° )

Nor can she reveal her fears ‘and mdecision before John. Hagar must simply
try to forbid him frog taking risks and, in so doing, alienate him. It is
' ‘to his credit, not hers, that John senses Hagar's\real sense of powerless—

a ]

ness and forgives ler:

thus hazarding the possibility of his ré:{)ection. Nor can she {play the role
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"Mother - it hurts. Can't you make them do some-
thing for me? Make them - give me something?..."

"No," he said‘distinctly, s"You can't, can you? = . .
Never mind.; Never mind."

He put a hand on mine, as though he were moment-
arily caught up in an attempt to comfort me for some-
thing that couldn't be helped. ’
(SA 242) @

The gPeatest irony here is that Hagar's pride far mgre enslaves than

protects her., It is a strength only in the small context, as for example
{

when the aging Hagar has fallen in the ferest: 7 N )

I hurt all over, but the worst is that I'm
helpless.

I grow enraged. I curse like Bram, summoning
every blasphemy I can lay my hands on, screeching
them into the quiet forest. Perhaps the anger gives
me strength for I clutch at a bough, hot caring if
it's covered with pins and needles or not, and yank

" myself upright. There. There. I knew I cauld get
~ up "alone. I've done it. Proud as.Nspoleon or lucifer,
' I stand and survey the wasteland I've conquered.

(5a 191)
. 3
Ultimately no defense against a world beyond her grasp, it defeats the one)

small chance she does possess for real power — love. And having feared to
reveal weakness Sefore her men, she is renﬁered not wwilling but unable to
convey her regrets or shed the tears that are as necessary to her as to them:
- "But I s?ioved her arm away. I.str,aightened my spine, and that was the .
hardest thi;xg I've ever had tq do in my entire life, to stand straight then.
I 'v;ouldn't cry in front of strangers, whateveri it cost me. - Iixt' when at last
I was home,...I found my tears had beem locked too lang and wouldn't come/ '
now at my bidding. The night my son died I was transformed to stone and
never wept at all" (S4 2,3).
Hagar haé found pride to be a poor weapon against the claustrophobic

_dariness oflife: "For me, (the darkness) teemed with phantoms, soul-

parasiteslw}'\t.h feathery fingers, the voices of trolls, and pale constant

N
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, fires like the flicker of an eye. But I never let him, or anyone, know

that" (SA 205). The "black $ea" that haunts her old age echoes the same

image of a menacing chaos:

Outside, the sea nuzzles at the floorboards that edge
the water. If I were alone, I wouldn't find the sound
soothing in the slightest. I'd be drawn out and out,
with each receding layer of water to its begiming, a
depth as alien and chill ag some far frozen planet, 2
! night sea hoarding sly-eyed serpents, killer whales,
swarming phosporescent creatures dead to the daytime,
a black sea sucking everything into itself,.../ S
. (8A 22425)

Rachel's pride Koo is a defense against an alien uni agge, a fact
| 3

confirmed by Margaret Laurence in her interview with Graed

“Rachel's hang:-up in a sense was very similar 1-50 Hagar's,] jagh it was

- very, ver:;' concealed. Because anyong who is desperately afra d of having

human weaknesses, although they feel {very unself-confident, as ﬁéchel'did,
1s in fact suffering from spirftual pride.n?® Pride is a methpd of Jpre
serving her dignity against shy-eventuality, the worst of which is to be
proved a fool ("Am I mlb;lan‘ced? Or only laughable? :That's worse, much
worse" @_q 19)). Neuroti’c’ally conscious of thé ‘aridity of her existence,
Rachel walks her life like a ti:gh’cxjope', attempting to exorcise meaningless-.,
riess with the magic charm of manners and gentility. Though her students
may find her “antede uvian,“ Rachel can hold up her chin, knowing she is
wearln,g fresh underwear ("It's only self-reapect. really" (JG 20)).
Gambling on the value of being "sensible," Rachel, however, is con-

stantly diaappo:lnted. She sees herself no less comio for it - an oversize
old maid who lives above a funeral parlour. She flagellates herself with —

wounded pride, summoning up 'inagas of even worse indignities:

" I honestly do not know why I feel the daft sting of
imagined embarrassments. The ones that occur are more
than plenty, God knows. . I mist not let myself think

-~
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like this. I don*t know why I do. Unles¥ to visualize '
something infinitely worse than anything that could
possibly happen, so that whatever happens may seem not

so bad in comparison.

. (3G 41)
. * =77\ .

As a yesult, Rachel cannot allow herself the dangerous luxury of
intd acy./ A hint of lesbianism (ive. grotesqueness) in Callgy for example,
is great a price to pay for Calla's friendship. As the Z:ene with
James showed, Rachel cannot allow anyon; to make her look foolish.

G‘eorge Bowering notes that "Rachel seems to prefer her inside to her
outside: because it'is abstract and hidden from outside'x"s, hence untouch-
able for two reasons. But her desire to be Openéd does bittle with her

sense of good taste and bel'lav:lom'."21

Although Rach’el consequently drops
the fa-cade with Nick, no doubt her cﬁstomm' defensiveness at the beginning
must have already dor;e its damage. And though perhaps both Nick and Rachel
suffer from her over-sensitive pride, Rachel is cleariy its greater victim.
Pride is. less evident a factor in Stacey. However, she too tends t,o
punish herself for imagined failures, again with some indirect damage to
those around her — Mac and the children ("Oh God, Stacey, why do you always
have to make everything so difficult?* (FD 43)). But, as with Rachel, the
brunt of pride’s sting is self~directed. Frequently deserted by her common
sms;, Stacey atcuses hersel;‘ of having failed in her roles sz wife and
mother. She blames hex:self first of all for being discontent: "This is
madness. I'm not trapped. I've got everything I always wanted" (}2 73).
And she blames evg;'y ‘weakness in her children, real or imagined, on herself:

"I think 'How can I ever make up for what I've done to them? How can'I ever

answer or atone for it?'» (FD 26). Though terribly uncertain of The Art of

Childraising, Stacey feels she cennot reveal this to her family: “I don't

know what I should be doing. But I think if I don't tell you, 1}-11~ Yook
bad* (FD 47). Painfully aware of these "inadequacies," Stacey begins to’
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abdicate contg of herself through her gin and tonics. I

Pride, the last deéfence of the three against their perfectionist .

‘disappoint.ments, Ras proven to be simply another shackle. Predictably,

then, while each novel employs imagery characteristic of its protagonist,
the ov‘erall impression conveyed by the imagery in the three novels is
t.hat;, of entrapment. ‘

Hagar, child of a pioneer, draws from natural imagery:

"I cannot breathe. I am held, fixed and fluttering, like
an earthworm impaled by children on the ferociously
unsharp hook of a safety pin. -

(84 54)

My heart is pulsing too fast, beating like a berserk bird.
I must try to calm it, I must I must, or it will damage
itself against the cage of bone.,. But stil_l it lurches
and flutters, in a frenzy to get out.

(54 95)

Rachel, on the other hand, imprisoned by a later and more sophisticated

Marmwaka, employs imagery of enclosure and strangulation to express her
AY

psychic claustrophobia: . !
' I can't move, that's the awful thing '‘m hemmed in,
cm&ht.
| (9 30)
Oh God. Again. I can feel myself beginning to grow
. dizzy, as though a leather thong has las:meti ny temples.
B (J¢ 81

"No,"' she says, circling my wrist with her white sapphire-
ringed. hand, "don't be, dear, will you?"

(JG 101)
And Stacqu‘. modern housewife, either flatly states her frustration -

If only I could get away, by myself, for about three
weeks, Joke. Laugh now.

(FD 171)
I'm trapped.
(fD 211)
If only Iﬁ could get out of here. 1If o% I could get out. .
. o 25

L N
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or, in the true spirit of the sixties, frames it in audio~visual echoes
of the omipresent television. In their variety, Stacey's nightmare

images touch on the spectrum of ancient and modern disaster: forest fire;
o

~ sea drowning; Roman invasionj religious suicide; decapitation. Perhaps
the truest e:{preésion oI Stacey's version of the trap, however, is her,

" dream vision of life as a prison sequence:
The place is & prison but not totally so. It must be an
island, surely, some place where people are free to walk
arounc but nobody can get away.... Lying together on
the bed of leaves, she-gnd Mac listen to the puards' '

- ? boots. The legions are marching tonight through the

streets and their boot leather strikes hard against the
\  pavements and there is nowhere to go but here.

(FD 259)
As a subtheme, it is interesting and important to note that the men in
| \ the novels share this sense: NKick, for example, ‘speaks of the "Goddamn
spider viebs" (JG 141) and Mac agonizes that: "I don't know. ' I just don't
know. I don't sée how I can stay and yet I don't see how I can leave,
either (FD 253).
The oyerall effect of the imagery is to create an overwhelmingly
passimistic picture of 1life. Although Frank $esando somewhat overstates
the point, his description of this vision in the novels is essentially
accurate: . ’ A
She is an author with a keen awareness both of the more
‘horrifying aspects of this 1ife and of the shells of catch- .
phrases, rituals, and trivial bigotries which we build to
protect ourselves from them. These shells, of course, are — - -
. also cages and ultimately, rather insubstantial. They are .
- incomplete, frequented with gaps thiough which apparitions
may suddenly appear, apparitions which, by the trath thery
reveal, threaten san:lty._
J As the begiming of this chapter suggested, The Stone Angel, A Jest
of God, and The Firo-mger are remarkably parallel in theme and shape

(although not in atyle) insofar as each deals with the personal universe

of a woman who sees herself at odds with life — restrictive s6cial morés,

.
-
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Imsa’oisfactory personal relat.ionships, and her own perfectionism. This ‘

pattorn is simply a development of earlier Laurence concerns: her
adnﬂ.ration for strength and compassion “for weakness as well as her "\
fascination with the intricacies of self-consciousness. In addition, "
the three novels revenl a continued‘ focus on the nature of life itself,
in the recognition of its imense complexity and almost impossible

" demands. The next chapter, however, will show how each woman nonethe-
less finds a reasonsably parallel "solution” — one based on insights. ‘
which first agpeax:ed in the African short stoties. o
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Chapter 2 examined the parsllels in the basic frame of reference

e-pl.ayedby‘l'heStonoy__ A Jest of God, and The Fire-Dwellers. hcl;
.orthmwms-plmahi@hlyam-mdmmrnmorcmtnl '

/

Bagar,nacheland&achiroctugooddulofmgtopmofdmhl

/ and rejoct.im. detenaive gestures which nltinte]: prove I}xt:l.lo. None is

o

cgtobandlifotohorwﬂl

The conclusion of each novel, hwmkmwmpumuy'of.
some degree of liberation. Itmnnbouncun_étgum of Nargaret
Lau;enc;topmvide'a o answer to what 1is obviously s consistently’

Ceomplex vision of . mtmrmmncehmctmomytlmw.

affirmation. This affirmation isfounded, bowever, on her equally strong
and mmawwﬁm--m“wm '
T ' .
mmmumumu-tm--muw.uw ,
could be just as importent as the situstion itself, Someli fstalism, for
instance, was shown to Have mede possible an otbervise unbesrsble life.
mmmmummmmmmm«w
conomntrating on the basic fact that be bad murvived et all. Thess

mmmummmmmummrmuwo.

. chuac{ter;bo percdmlitoucircmnuibedmdmuin. Consequently .

N
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Pmumtmmdg_ig%m-uthanctthat both Johnnie

Kutooandlathmiellngbowmgimuquaolubiomfortheir

problems: external solutions, like a job promotiom r the birth of a
baby, were provided for them. As a rssult, one was/not convinced that
the optimism of the snding was justified or could{be sustained in the
lvpotheticalmtm:o rothiamlitmthmnausticreaolution,

’

mmtnnswm,mmmtmumemndeaaﬁw
Independence but who could at least fend off the white women's cynicism

by denying its validity for her. To a significant degree, then, life

becomes what one mekes it. Things which camnot be changed may profitably
boacccptod.ttleut. . 0

'_Anitlplicctimofthigmchiathata'ﬂcof'cmbemhnimo
a "virtne.” The penchant for analysis and self-exsminstion which the
Mvﬁmabmc‘nboeuohnulf-dutmcﬁwuitbomam

purposeful. The consequent insights are nonetheless painful omes.
At thedr most lucid, Hagar, Rachel and Stacey recognise and admit the

ultimately passive nature of their lives despite all pretense to the con-

tnu./ﬁmr,thmh—nnimhtor. admits to a life of waiting:
-7 X've waited like this, for things to get better or worse,
many and meny a time. I should be used to it. So many
yamInMatthnSld.plqpheo,... I didn*t even
Inow vhat I was waiting for, except I feltl something else
must happen ~ this couldn‘’t be all.
. (sa 112)

It vas a becalmed 1life we led there, a period of
waiting and of mariing time. n,ttlucnntamwdtod
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48
_ differently?" cg 12). And Stacey's image effectively suggests
her passive cmdi'oid:% it is no wonder thaL she cries: . "Bverything 15

receding™ (B 79). I, i \

As a related imsight, themroeognisathadrhckptaclw aelf-
image. Hagar,umoldmn,cmpointaﬂ.ytoherfnmitm‘bummt—
ative of who she is: "Hlumtmomtdnedinthumdinthh
house, something of all change csught and fixed here, eternal enough for
vpm-pom,thanldomtknouvhmi“;\-toberouﬁdatm-(8_A_36).
Rachel's self-image 1s"even less substential: "What a strangely pendulum
"life I have, fluctuating in age bmaen extremes, hardly kniwing myself
vhetherlntooymgortooold'(_f'l) Shoiapathct,icall&rolhnt
on others to define her ("AnIlike that?- I never knew" (3__100) Rachel's
need for a child - "Given\nuchildrenl" JG 148) - is partially an attempt
* to find her idaxrhity:lnth&role of- Intherhood .

Stacey's experience has proven, how s that a satisfactory identity
:(snottobermmdinnotherbood&se. tbocouatoousytoecnmu
one's gself with the rolea oneplaysz "I cm'tgonvvhatouqul.f Only
.as!ac'suifoortheldds'nothu- AndyotI'-gettingnovoothatI
actuﬂhprdaru.tofacethewrlddthmotthualmg ThmIknow
" .who I'm mppoaedt‘obe" (D 95). Althoughshe viwsthenppnnncootlnko
as an oppocrhmity Lfor u.l.f—diaeov;ﬁ Jree of tho nocouity for rcl‘.o—plmng.
as suggested earlier, Stacq'l dflirvithhdncamotboeonlidondlm
thinshxtapatmttoﬂuninthoutw l'hodmmm«nem
topd.npointingmctlyuho;hcu,utodmce: 'I'nnotagoodnthw.
I'lmtngoodwito. T don't want to be. I-lecammdlltm
love to dance” (FD 134). mmmq'.dmgumummm
Mchvhichloduhuanmthapﬂa-ta

v
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The vo-an;a frustration at their ix;abﬂity to pieréo life's enigna
~ ia ‘reflected in the 1ugery of bli.ndnas‘a which not on]y do-inates The

Stone Angel ("doubly mnd, not only atona, but unendowed with even a

pretense of sight" (SA 3)), but reappears in The Fire-Dwallers - Stacey,

stumbling through the jungle, carxdeshersmredheadinhorms

@m) Yet the women come alovlyt.omlize thatthia sense of blind-

ness is to some extent self-induced, for they are Mm stmng intima~
. tiau that 1ife need not be thus.’

_ Thess rare moments ot certainty follow a pat.t.ern in the novels. They
are often associhted with the sexusl act; transcending moral inter-
dictions or personal fears, intercouruiaai‘tir-odupotentially
spumnm and creative in itself. Rachel's unocum, »I don't care.
1 don't uro about uvunng, axcept this peace, thia pride, holding him"
(Jd 91) u chanctu'iltic. Sex i3 associated \r.lth a sense of momentary
froedom at least: "Mothing 1s co-pnmed- (JG 147) and *Thought has

* to W. but it hasn't the power to threaten me, mot yetf s 101.)-.. In
addition, A Jost of God also Lemtativaly presents religious ecstasy as an
. alternative source of joy for some at lodt; ’re;.igim surrender, as
~described in the Tabernacle hym ("In full and glad surrender/ I give
myself to Thee" (4G 34) 15 not wnlike sexual surrender. Stacey can’
mdmmw&mpm&mwsammu
"Bvery bons knowing. Dance hops, girl, dance hurt. Dance the fucking
you've ncnrdyot‘ done® (FD 135).: The common ‘element {n these experiences
» significantly, their quality of sctive and joyful yielding - to
anothu‘ person, to & deity, t0 an alien element (water), or to msic.
'!hh nhhdonis anything but a defeat; it 1s acil;uocrbion, Y
oreative participation in life, a fusion of action and passion.
L -—
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e - It s pon:lblethatthe undnr):i%ahnuofufﬁmﬁmintho
novels umanut.heae hints of 1ife's potential beauty. mt.ag&
mawscacqahmunatmmehatnthuammtwe

. ‘and should be joyous. Thmfomixiswtmrwiungmtinthohu

-ofpersonudup.n eachm-na,nbdtmmm,ton-mpoct God

whontheyacmeatnriouwtuofbdngamnljmer,lmwod

, "lﬁ.somist or at best, evolent but es landlord. Stacey; for

. anuple, posits the d'&ddaﬁqﬁﬂte‘w-mgz "God,

-ifituaatxvthingldd.d,/takqitmtonn,notmhh that's too

; (
mch puriishment tor me" (FD 296)." Rachel, when in need, addresses her

wtaﬂwammmsmu&hm.ah(ﬂmmnému’m =
"purposahmiputic,ifﬂ.edstatballt "If!ouhavoupokun Iapnot
%:aré oi‘haﬂnghen'd If!onhauavoico. it 1s not wou
- mes Noalma. uobumngm.mmmozmwmerpanxot
. . . . flame by nignt® L_ln).AMeﬁaguymzcumnmm ' .
C nmmwmbumww.mmmamotm«wm
‘in her ‘life: wrm,m.... Immma«'.mm |
_ m,rwfmwgmamamunwow(gw)mu-
. left with fmugmtituuamuwxmum ‘
Qaes:). thooghthingdnhduldwm tbthiémocf f
\ 'uasmaxmtmnuummg- (34 253).. Ingcnml m
| thepouthilityoteod.coﬁer.wqdﬂndiheonﬂmﬁm
‘ mmmurmu.m,ipmm
( wwmddtmuanmmaﬂm“m: "I
L - mI'-nmwc.'z Nonethless .oupu-uamumdo
S mgommmm'nucﬁm Wmmgmmm'
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\'\ ’ .uchvouniattlust*'gucod" viththomderstanding noceaury for
P . mmnnithaigmy.umbow thosolutimulargely
' internal. mclmmtmtmhahmmmfm-umm
. hma;apqchologic;l insight. One must simply accept the fact of »
linitdfnodm:ndahdliuu physical and mental. Nothing but one's
attitade to t.hwauta can be mignificantly altered. Yet this change
in sttitude alone can create & workable sense of rroeda-. On being
challenged sbout his existential claim that man is essentislly free to
chmae.gumuuupommuecmt.minmm.mem'
choose to be lmprisaned. S;n-rgndn' thus becomes a positive act.
Agm, sach. &f the women eonea' to accept. the dmpossibility of
abmut;muam,.mmdém»,qn&ﬁygmmmmmr
nmmnamummumm Each, begins to search for and to
ﬁpuoy;’utmnthe mundane, and tis in itself is libersting. Margaret
mmomwm,muu&ummum.muﬁm
nmuummmm-wmdawuunmm
freedom. But this is linked with survival which, as you say, has to be
m«uwmmamuxwmsmfmmum'
inner freedom.”® - . o
Hw'lnpquidti'motimarmm‘bm“mforhym
 spactre of hier impending desth, which rouses her to purposeful self-
cllhuum As F. M. Matt observes: |
'Mwhwmmmmmumnwa
older, from the outside more inhidited, cramped, cranky,
e e e o Srriars
o ‘othnrammmd independent nature, and asking gestures:
S otldmouandwdmtom....’*
: nwmrotoohn.mhutdtcoqdlodu-.bhmdmm

o cpél.oqiutoJohnandtthqu‘torm: *I didn't really mesn

\




it, about not bringing her here" (SA 24,7). She has also been mysteri-
ously inspired to compassion for the stranger who heard her confessions

Impulsively, bardly kmowing what I'm doing, I
reach out and touch his wrist. i
~ "I didn't mean to speak crossly. I - I'm sorry

about your boy."
meg spoken 80, I feel lightened and restored.

(__ 253)

These new impulses contimue to stand her in good stead, for while
Hagar still refuses to pray (i.e. beg), ahT is surprised to hear herself
ask to hear a particular hymn which has studk in ber memory. With-it

!

. !
comes clear understanding at last:

" I would have wished it. This knowing comes upon me
so forcefully, so shatteringly, and with such a bitterness
as I have never felt before: I must always, always, have
wanted that - simply to rejoice.... Every good joy I
might have beld, in my man or any child of mine or even
the plain light of morning, of walking the earth, all were
forced to a standstill by some brake of proper appearances
- oh, proper to whom? Hhen"didlevarspukthoheart.'e

truth?
Pride was wy wilderness, and the demon that led me
there was fear. 1 was alone, never anything else, and

never free, for I carried my chains within me, and they
spuadontfro-neanduhackledalllt.anehed. ,

' (8x 292) T
Walter Swayze describes Hagar's epiphany in the following terms: *Thers
is Joy in the kncslsdge that she has always wazted to rejoics, (aad)

" freedom in the knowledge that she has besn misled and enslaved by pride .
_and :!'ear...."5 o '

Arwed with the painful truth, Hagar is now parsdoxically fres to
diacover'ytha Joy she had always denied harself. She feels free to dis-
,playrm.andtoahauuumu-nénom.w.bgttomnm-
hm«-ms,mmingm.ammwmnmm

and others. Certainly still no angel, she nevertheless mansges smell
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victoriess moments of unselfishness with Doris and, sore important,
with the long-suffering Marvin: ”
"Doria-Ididn'tspeakthotmth Bonngfor-o,nnd
it did me good." ~
o (8A 293)

And I see 1 am strangely cast, and perhaps have besn
so from the begiming, and can only release myself by
releasing him,

. It'ainqdndtoukhiapardm,butth&t'smt
what he vants from me.
- “You've not been cranky, Marvin. You've been good
- etO,u, lllm. Ab.tmmmam." D

(sa 301)
Shoismm.wahmmtcmuthm,umforthuboﬂx;
andshcisfmtoriaklookingfooliahfortheukoofamggirl' .
esbarrassment . e

Tbuofu'trnhfru"wta (éaov)mmmamoutotpro-
portioatothdrmrtaco appunnco. »'She's a holy terror,' he says.
M,Itadnhitumghm.lemdmmamhaw

,expected out of life, for he bas spoken with such anger and such tender-

ness” (SA 304-5). . Noris'ﬁaw'snu-tomdmedontoyieldtobecm-

~fused with weakness. She has surwised not only that death is not so

fearsome after all ("an elemsnt so unknom you'd never suspect it at all,

. mtdl - * (34 307)), but that the water of life must still be fought for,

and fought for with joys "Iivrutrrc-hcmshu "(__308)
hmuaplrmumcuaotun-mumloﬁingtosm-
libmt:lminhchll Bclmtog{uckmbuntheuuhstpmqting

.her to begin asserting herself (for, unlike Hagar, Rachel has had to learn
to be healthily selfish). In these new moments of strength, Rachel is able

wmwm'szm,uvmuwlookathmdfﬁn
honestlys ’




I won't go then — I find the words are there already
in my throst, and yet I force them back. This newfound
ruthlessness exhilarates me. Iyon'tf.nmhack.

B
(¢G 101) N

No, I have no pride. None left, not now. This
realization renders me all at once caim, inexplicably,
and almost free. Bzvo I finished with facades?

; @u2) ., - - L
Admittedly, this growth of strength is wneven. However, one area \
where Rachel reveals a consistent heightening of awareness is in her |
smﬁuty to others. She is gradually enabled to appreciate their own
wicertainties: "I look into (Hector's) face then, .m for an instant see
vingthmbehindhiams"@_m). cn]qlvmderuwhat J
(Wi1lard) is asking for, really, is condolence, and if he's asked for it
before, and if at times he's-asked for various other tidngs I never sus-
pected, admiration or reassurance or whatever it was he didn't own in
sufficient quantity " (JG 157). Her "mind-forged ma.cles,"6 to use
Bowering's phrase, are becoming unlocked. But sexual love alome is not
_syfficlently liberating. It is often transient and, as suggested esrlier,
it can create other deperdencies. Por instance, when Nick leayes, Rachel .
7is again desolated. |
Irthmuamglemu&tortmthmgg_s_gg_r_g_q. it occurs
during Rachel's near suicide attempt (motivated by her feeling of again
l;eiﬁg hopelessly trapped): "It can't be borne. I can't see any way it
could be. It can't be ended, either. I don't know where to go* (JC 169).
Tho truth that frees her is the recognition that, despite its agony, she
neverthaless loves life: “one clear and simple thought: They will all
gommm. mortn-r,mxumbodudu'mnemdnwmh
. | boohtethmcoch.ngoqm-(gguo) Andawcm,thonr]actot
facing t.he worst, of admitfing one's enalavement by life, is liberating.
lothingw&malchmgu,ofcmcmhmmmad:bhtw ,
\ | . ‘ J

—




it vas® (JG 170)), tut the prayer which follows contains already the sel¥-

knowledge and self-acceptance necessary for meaningful survival:

&~

. I am not clever. I am not as clever as I

thought I was. And I am not as stupdd as I dreaded I
might be. Were my apologies all a kind of monstrous
self-pity? How many sores did I refuse to let heal?

She yields to the forces of life:

(8 17m)_

*"Lovk ~ it's my child, mine. And s0 I

'will have it. I will have it because I want it and becauss I cammot do

A

mnﬁngeuow’(%q;m). This last statement is an insight into the
nature of human existencd: free will at best exists only in dynamic

tension with deterwminism.

 GQuietly certadn that *Yesy I'a going to be all right* (JG 176),
Rachel is confronted with the most difficalt test possible under the
circumstances: the tumour. It has not been emcugh to bury ber pride
and choose to bear the child; now she must be denied even the small
comfort of meeting 1ife with this chdld by her side. Rachel's filst
resction is despair (b my God. I didn't bargain for this. Not thisw
(32 160)), and she temporarily lapses, literally withrmwing from life:

"Hothing must disturd me (JG 185).

but with less of its forwer sting:

Wounded pride returms to taunt her,

’

Imdm.MMIdghtbomafool. Yot now
I could almost smile with some grotesque lightheadedness
at that fool of a foar, that poor fear of fools, now

-t that I really sa one.

(% 12)

Yot out of this ultimate demonstration of life's determinism comes a
renswed effort of will on Rachel's part. Her mother's heart attack acts

" as & rexinder for her of the necessity for action. She fimally relinquishes
uuﬁli&ﬂmlwrmmmum; this decision must
munmmmdm.hﬁudmm};mt&omw

Mmtmuumotdmgu: 'Ilm.hd{lms,mldd, |




‘How can I be - I don't feel dead yet.'® (JG 184) What success she dces
find can be attributed, in Lmrenco's words, to "Rachel's boginning to

Yearn the rules of survival."!
\ As a first step, sherem‘cnrin.gforh&-otherat least willing-

1y, if not joyfully (that, mrdy.iagsiq.ngt.oomchofthohnmdll).
Paredoxically, Bachal'sassmptinnofthatrupmawity ("I'm the
mother now® (JG 184)) relieves hcofitamsthmdem

Ireallywmderwwwlwlhnobmwmthluﬂqcm

"of her, as though to preserve her throughout eternity, s

, dried flower under glass. It isn't up to me.” It never

was. I can take care, but only some. I'm not responsible

for keeping her alive. There is, suddenly, some encrmous

relief in this tion. \

(J0 195)
Racmisleumnguh&etopmld,uumm,mndm; no longer
subject to her mother's whims, abe can begin. to make healthy 1ife choices
“for thea both: "io. It's what we're going to do* (JG 191).

umaam,ﬂththemnofmd@tm:ﬁ GCe comes &
mpmdingpwthofccﬂﬁm’inm naton],yforhw-nthu-,but
for Calla, for her father, m*emfor Micks "nohadh:uamdmmd
/,Jweba" (JG 189). Like Hagar'a,| Rachd'ahltmrdsinthemvﬂemt’ina
ringofcmﬁdence-nototalvictory,otmu,mnlustndnmco
and insights
Whers I'm going, anything may happen. Nothing may happen.
Maybe I will marry a middle-aged widower, or a longshore-

man, or a cattle-hoof-trimmer, or a barrister or a thief. y
And have my children in tise. Or meybe not. Nost of the

chances are against it. But not, I think, quite all. What
will happen? What will Happen. It msy be that my children
will always be temporary, never to be hald, But
v everyone's. .
(&201)

Rachel canmfoel compassion tor_t&o;g:m God: "God's pity on
God® (JG 202). George Bowering suggests that Rachel has had, as St. Peul
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“and Duncan's near drowning. Each of the incidents is a revelation into

ing* (FD 241). mmumuwummtmem

‘out any simpler with you than it is with Mac. I didn‘'t see that at one

suggests, to becomes a { in order to grow wise. She is learning to
share in the joke of Life rather than be its butt;® perhaps God is no
more free than she. .

. Finally, Stacey's *limited victory." She is no more physically
freed from the world of time and responsibility than were rxgga:- and
Rachel. But she too cmfmhmelffmherovnl&entp&fect.iaﬁseand
begin to make a tentative truce with life,

Rachel and Hagar began to understand life only when they looked
squarely at death. In this context, C. M. McLay has hypothesized that
"Itiaonlyﬁtu;\.ng death that we are able to assess life and to
recognize our own isolation.”? Stacey herself is also confromted with

desth, although not her own - Buckle's accident, Tess's attempted suicide,

the inner agonies of others: Buckle's duthinpnrucular prompts Mac's
Mumu&cwdmmfmotiwmqmsuccy'smb-
uquuztroeogpiﬁnnthzt'lnmhubovw@nitmu)mmcm—

she 1s purposaful and free of doubt: *Mac has to pretend he's absolutely
m.mmlmmmm'tbﬂimnuudofitmé,nwerW'
(IR 285). But while they may be bumsn and imperfoct, they are not there-
fere halplese:. -mn-"umnmmarmnhot&mueu.
lvhtbqanm. Maybe even Duncan is. Maybe even I am® (FD 285).

‘It is this insight that frees Stacey of her need for Luke ("Even if
you'd besna older, or I'd besn younger and free, it wouldn't have turned NG

time, but I see it now® (JD 276)). Until this, she bas associated Luke
with the perfect freedom which eluded her -~ “everything simpler and

o

A}
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clearer” (FD 205). Now Stacey, like Rachel, reaches the implicit con-

clusion that ultimately one must stand alone (a truth that Hagar had
originally distorted to "one must always stand alone®). Mclay comments

. that'Laurence's primary message (is] that we can never'truly know

another human being, never penetrate behind their facade, since wt;‘xlif;
which reveal also pncoal."n Am an axte:nsi]on ox; this, Margaret ol
Laurence herself flatly concedes: "One individual camnot save anut’.her."l2
If complete commnion between two people is mposaible,‘then w[t)he

great thing I suppose 15 to understand and accept this.™> Yet Mclay

goes on to suggest that awareness of these human limitations n'eot; not.
preclude some sharing of strength: e uist accept others as they

appear to us, reach out to them in compassion, yet be free to stand
alone."ll‘ ’

At the end of The Fire-Dwellers, persuaded that her loneliness and
claustrophobia are not unique, Stacey can face her omn self~deceptions:

"] wés‘-\:;mg tothink of the trap as the four walls. _It.'a the world.

The truth is that I haven't been Stacey Camercn for one hell of a long

" time nwn @ 303)0

As did the other two, Stacey mrci:ea her past only by understand-
ing 4t. Looking forward now instead of back, she assumes the respon-
sibilities proper to her: she accepts her role as wife and mother
(even adopting another."child™ - Matthew); she accepts the temporal
limitations of her own body. In other words, Stacey recognixes her
noceasary:pu-b in the human continuum which casts us variously as child
and paraﬁb. Such a step demands real courages

"' Gkay, Stacey, simmer don. The fun is over. It's besn

over fer some time, only you didn't ses it before. Ko -
mmitmrlghtbutmowldn'ttakgit. You're
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nearly forty. You got four kids and, a mortgage.... We
are ourselves and we are sure as hell not goidg to under—
go some total transformation at this point.... I can't
stand it. I cannot. I can't take it. Yes, I can,
though. By God, I can, i‘"Isetmyuﬂndtoit.

(FD 289)

Stacey's role crisis reintroduces the ss:bject of feminism. Each of
the novels begins with s questioning of traditional roie—playing. John
Moss obiserves that “Hagar Shipley's retrospective of her life in The

)

Stone Angel involves a whole series of role demands, none of which she
is able to meet."l 5 Amendlng rvable” to "willing," one might apply the
insight to Rachel and ét.acey as well. All three originally resent the
roles which life has handed them: Hagar refuses, for instance, to be
either dependent or mellow in hér old age; Rachel chafes under the
maidenly task of carimg for her mother; and Stacey hates to be identi-

. 4 /
fied as Mac's wife or the children's ‘mother. All of these conditions
and attitudes are traditionally associated with women. Yet it is
interesting that each novel ends yith an acceptance of these roles -
indeed, even with a degree of affirmation, although not, .of course, to

the exclusion of the more rounded self-image which goes beyond mere role

’definition. But again what one f{inds here is Laurence's humanism rather

than atx'ict feminism. Hagar, Rachel and Stacey simply chqose not to

combat what is natural and to meet the responsibilities which life

inevitably brings to all. '.
This balanced approach is charact.exfistic of Margaret Laurence's

realism. When she was accused of having Stacey "opt out" in returning
o

to the daily round, Laurence replied:

For her the only possible kind of freedom, for the moment
anyway, had to be found in relation to her husband and
to the children whom she loves, It isn't just that she

" 5  fesls responsible for them.... (S)he does, but she
loves them, and she knows you just do not suyddenly get




up and go.... You don't even start your life again; '
you take it from where you're at.' The way she survives,

V the only kind of freedom she finds is a kind of inner
freedom, which she only partially achieves of course,

g * by realising and accepting the fact that at least until

'/

her children are grown up or away from the nest, there
is simply no way she can got out without damaging b
self and all of them more than she is prepared to.l

_mus;acqgmmmmmhum.gotqm(v'l'nbe
forty naxt week.' 'So you will.... Do you mind?' To tell you the
. truth, I mind 1ike hell. But there it is.'" (n 304)). But, as in the
otherwvus,thmiaamggestimofanuﬂchnusofmtnﬂdtm-
dmrormmleamdmthntmm\m
Minthisnacwtabwmtboabﬁmodmdocmué
("Then they make love after all, but gently, as though consoling ane
another for everything that naither of them can help nor alter~ (YD 307)),
/ou(it certainly mests Rilke'scriteria for love: "Love consists of this,
/mtm):mamm,/wm,mwuehuauﬂ
uhchdmdﬂagudiscm,m:gimmwmtm. Laurence
says of herself: "Personally, I don't balieve in-security. If I tried
to make things safe until the day 1 die, forget it.™>' The best coe can
doiatow,liko&hcé,ﬂqornrﬂy.thaymdlmwlmw
(D 308).

The thems of survival first seen in The Prophet's Camel Bell has been
 refined and qualified to "survival not just in the physicil sense, but the
survival of sowe kind of buman dignity and in the end the murvival of some
mmmmmntyummmmm.” And con-

aiatmtl:,thiauttitmpuclnduroqoptm—z voptimism in this
vorldsmiqoad.hletou. Butinuchmnlthmumhopo,

mtuawrmfngm&% : .

T
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Perhaps it 1s the Zen image of the reed which best sums up Laurence's '

vision in these novels, an inée reinforced by Clara Thomas' description |
of Rachel:
Rachel does not grandly go mad or tragically die like
¥hose who would break life to their wills; she bernds
to 1ife, a5 most mortals have done, and 1ife plays its
smazing, evarlasting trick mcegalnfor her, bringing
bope and vitality out of defeat.
The'reed, flaxible encugh to bend before the inevitable, endnr)eabyfind-
ing a strength in the very heart of its‘weaknesa.

Reviews of the second two novels varied, of coursp, as bad those of
mmm Asbeforo, the most penstrating criti ‘wmcon-
cerned with points of style. J. J. Hall, for instance, criticized the
"narrow” and "limiting® first-person point of view of A Jest of God,
M@Mitmtedmnfedinucpofmsocmﬂmchamctm
and created a "somehow claustrophobic air.”' (ne wonders, however, yhether
" these wmdicamﬁtmtmm;rmendﬁl's success in
cresting the perscnality of Rachel - who is too self-absorbed to see
';thm\@u. and who does indeed perceive her situaticn in
claustrophobic terms. ’ g

The style of The Fire-Dwellers also comes under critical fire: “her
u;dammmucmmmﬁﬂthm-

. mml.womdfocun in The Stone Angel, borders on the
mmm »" comments Edward A. McCourt.?? This
cﬁ.ti.ci-u‘ ulidono.andmcvhlehl.meohndobvmm
.mmdmmau-wwmummh-mw,m
mmmmtouurd-pmmdumpum.mmdmm
of quotation marks. The overall effect is, however, aduittedly somshat

_ oontrived. e




Nonethaless, while reviewers generally reu:.lnad falthful to Hagar
as their favorite Laurence character, allof them had to credit Rachel
and Stacey as flesh-and-blood creatidns. The fact that the erfticisa
seemed often to be founded on : porscnal antipathy to the chlractef's
weakness - the compulsive neuroticism of Rachel or a preoccupation with
"ordinaxjy" probl?ns in Stace;; = itself implies the character's
aedibjiity to the reviewers. : : 3

An author's own reaction to his work is ndt always a deperdable
guide. But I am inclined to put stock in Luurence's comment ab?uth&
new-found sense _oi',eé.se in the Canadian writing when it concerns
familisrity with her materisl:

When I finally got going at %}Imﬁ
the sams feeling I- had with Stone s only perhaps -

mors 50, becsuse this time it was a of writing
\___ really in my oun idiom, the ways of ad memory of my

~—genaration, those who were born in 20's w children
in the dusty 30's, g:wnpfdnﬂngthahttnr.

mmmagoorxmnmwmumﬂmpotmmm-.
however, At least one reviewar lu'ncd (in 1966) of the possibility
that Laurence might become rcpetitin and stnltifiodx
Inpriaoninghmau‘wiﬁuntﬁe eonﬁnuofsnchmung
dictums as "people can only be seen one at a time® and
"comé to terms with your background® is there not a

. dmgorthatahewbocou't.hasbmemgd'ottha
literary world, belching out every more ingromn monologic

characters while the d at,thombxﬁmn
and the sexologist novelists ohcrhy,o& her to
the urine—~satursted bed of literary dotage.<“

m:mzid-omMaMM.m:M1tthh
benpportedwthenctthatmcmlouuclmmmmw.mm
three novels, mwemm.mmm“mmMotm-
msingangotthnthrumnthmmtm Indud.nttiu&thqm
opposites (or'co-plumtu perhaps - Rachel, for c-pla, painfully

3
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lou'ningthastrmgthmarhuhadtote-per) Eachiaavnlidmd
egiﬂetocrmmmheum. ’

' HmencoplucesthuemdiIfmhwonminthesm
deterministic trmork, and shows all of them groping slowly towards

the same limited liberation, it is not gor lack of imagination. ;

Rather, it is due to her conviction, a conviction which developed

L.

stod:uy throughout her writing career, that such is the nature of life.

mm she achieves bere, in fact, 1s a dégree of universality. It is
t.hiasonu, Ithink.vhichiaimuadbyhgrovnmremdeatappniul

‘*‘i-‘- t Astrmgaupectofwso—call Canadian writing Lol
< 'iathttlhtm'tbmnchu of its pedng

- Afyica. slyhstthroononlnmmnko

: 2
novels. o~
wwwummmdhwnnmmnmm )
dmpnuuunmmmtyummmmm
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' CHAPTER 4 | - . ;T
S

The hext major work Nirgarst Leurence published was A Bird in the
1

ouse,”, 2 cmeémon of short stories which rmf',‘ appeared together in

. 1963

197 alt.hough the st.or:lea had becn publiahed aaparttaly as early as’
~Nevart.haleas, it is inportmt to read the book in the context of-
1970, for aeveral or the stories vm written spoc:!.fical]: tor the -

conection, and as & whale the bo¢k revuls tba pcroamce of several neu

. thepcs and atreuea which vere dcvelop!.ng during this pu-iod

mm.smm,mmgmg?uo crit&ctldubot

Nigerian uritm published :Ln .1968, alao pravidoa m W hint.s -

,wmwgmmmumawbemmmaqy

“%

in The Diviners. Alyhough it mmmmﬁr a year, it
eucprbases Lmbunco'o evalving critical stance in tbat it rofloctn ner
owm th c,andatylist:lcbiasu.’ . RS g

One cont mtmste 1: t.he subject of in&opcxdmce; in nfar-

ringtgamvelbychimmAchobg, Laurence rcmrksz .

"To begomé independent ot\ a colonial po\m'
intolarable-social suthority, howsver dieficalt to. ‘
accomplish, can ultimabély be done: by fighting that .
authorit.y, whethcr physicdly or pouﬂ.cam mt

8 "-.
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e ' ~ to ‘schieve; an inner indepaménce - that is another S
thing entirely, and one which does not. totally depend v
+ upon human desire or will. ' N

. (L 110)
v ~ +Her genenl viu of we a1+: remains unchanged: mammu, bowenr, r
\\ - | t.hetheuaarednrkones,th-oqvhichcmjnnoamebesudtou—
cl\y;le any ‘one of us* (LDC 46). - 2

o ‘ Lmrango,‘alaé l'cb‘nfim in Long Drums and Cannons her concern for

.

’ . e style, and hiu- criticism, altbwgh never cmel, cixi be h'xciéuiw: o f

of tho is written in a fast-moving u'(.yle - -
) ject perfectly: Parts of it are -
< exel md the nightclub and street scenss are well = '
- -dome, The construction of the novel ‘fs weak, however,

, end the plot diffuse. The writing tends to be too ‘B
. . smu.lmmdblml,mdthccma are generally '
. h mduncomincing, Sango, the hero,

comes & nnaaomblyu .
A e 150) C

The W‘Vﬂll had already revealed her Ctiw that a prd.nary‘ attem.ian
. to chunctuiuuon and plot must ‘take precedence over any thoorizins: '
. 4n "Pen !uﬁl' Scntlncu," she oo-mta that "I baven't ever decided
bcfordnnd on a thcp 9‘_,,; novel.... Thé individual ﬂnuctcra come
firlt, and I hl“ oft;l been hallway thmgh something before I realised
what, the thews vss.” In Long Druss snd Camcns, sbe restatés this
senss of px?huuu in her crmcn judgment: "Nothing is silplifisod.
s nouun; 1s upmm.m terms of a&nmtm-nnng theories. mmnung
» is Wdalieaw probed, and the reader has s smo of eomtant «con~
o tact wit.h the cluract,on" Q& 16). In genarol, then, lgitenturo‘"nat
"bewplanted firmly in some ooiln'.;‘ Dolpito sope current fubiona to the

oontnry. th&ﬁl.n concom of quit.or remadns that of somehiow. cmt.ing

the individual od the printed pago, of catching’ he tones and nccnnts of
~ - human :puch. of ntun; down tho conf11&¥s of pcoplc vho are as rul to

m-uuui-u (mlo) SO EUR
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Paraduxically, the consoquence of this particularized npproach :Ls
t.he creation or significant unimaality. Laurence prefaces the pro-
ceding quotation with the observation that "(p)erhaps the most endur-
ingly interesting aspect of Nigerian nteratm. howcvar, as of '
literature everywharo, is the insight it gives not only into i-odhte
and local dileunaa, but, through thess, into the lnmn dilemma as a
whole” (LDC 10). The sttainment of this level of vision calls forth her
praise whenever she finds it: : . .o

Flora Nwapa excels at catching the exact ‘tone of these
women's voices. - Whether they are speaking malice or
love, tenderness or anger, the words are not bound by
their printed form, for they can be heard. The
situations and concerns which they are living in any
Small commnity, for although Flora Nwapa's women belong
in an Ibo village, theycomey:lnsightswhich are valid
anywhere.
, (1o¢ 190)
-~ In addition, Long Drums and Cannons reveals the re-emergence of one
4 >
apﬁvious concern which had received very little stress in the last three
novels - tdhe ‘subject of cultural contimuity. . Her earlier African work had,
of course, focused on this problem, in fact placing it at the heart of

"l'hia Side Jordan and short stories like "‘l‘be Drummer of All the World,"

"The Voices of Adano,” and "'rhe Rain. Child » -All of these pieces dul
.with "the connict betveen the nlnea of the old society lnd the new™

in the manner of Wole Soymu. dao -odern Nigerian dramstist: *he
constantly attacks both and also constantly sees t.ho value of both* |
(__ 74). Margaret Laurence's grutut. toar for Africa at that time was

‘ that it aight reject its heritngo in thy short tern, luﬂng ttsalf only

& barren present:

. Sointhemdthooldroli@mhbmkm. and what wisdom
" . it possessed dies. .The links with the past are now
irretrievably destroyed and the identity of a people will
Mb‘“m Mbmp‘mooco ’
e ns) ‘
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It is a desire to emphasize the din‘icult necessity of achieving this
reconciliation between past and rnturo which had absorbed her in the
African work -a task which she now finds so appropriate in the hands
of the Africans themselves: "John Pepper Clark seems to be trying to
find some middle course bét;oetx the ionol,y individualism of the Heotem
world and the stultifying ,depfxﬁence of tribalism, some means of pre-
serying the individual cnativa intelligence without totally sacrificing
the ‘1solation-breaking ties of tribe and the links with the ahcestors"
(LD 85). Laurence's decision to sbandon Africa as the setting for her
fiction was widontly a tacit recognition ;.hat she, an outsider, could
not portic:ipoto in this work of reconciliation.

Often, however, the movement into the first poroon plural betrays
Margaret laurence's equally strong recogpition that achieving an organic
relationship with onets paat is not a plﬁbln exclusive to the African:
' for example, "The past, houovor it fails us, cannot be got rid of so

easily" (LDC 29), and:

Intomotaochlthnos.Soyinkooookatoutnhlioh
s relationship with the past which will neither stifle
and dominate man nor sever him from his roots.... .
(In the end it is men themselves who decide their own
fates; notr in any theoretical way, not in a state of
nm. but with deep emotional reference to their
fathers and their gods. Maybe at some point our
mcutoromdo\ngoda-‘mbofrooofuo. &ﬂ.not.

quite yet. " o

(1bc IJ.-S) .

In odéition, her opening pages attest to \dut could be viewed as primary
l.rthtic responsibilities:s "The functidn of the artist was to help
maintain the elose and nocoour'y’rolotionship with the ancestors and
gods..." (12 13), “And the conclusion of Lang Dryms snd Cannoris is-
unabiguous about the universal rolo;mcc of the topic: ’
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Much as they are caught up in immediste happenings,
however, Nigerian novelists and dramatists have con-
stantly expressed in their work themes which are not
confined to one place or one time — the individual's
effort to define himself, his need to come to terms
with his ancestors and his gods, his perpetusl battle
to free himself from the fetters of the past and the

coup\.zlsims of the present. @ 203)

The three Canadian novels written in the sixties, had, as suggested,
given liftle stress to this problem. An sbsorption with one's back-
ground can be found, however, as an underlying theme. Al11 of the
wogen comb their pasts for clues to the present. Hagar, for Mstince,
dwells in her nenories,. although not for any comtort they proﬁde her;
rather, she seeks to find the péttern which may release her. Ard, in
fact, her first important gesture of liberation, the apology to John,
while occuring in the ‘present, seems to her to take place years before.
Only having done tr;ia can she finally leave this period behind. The

L)

rest of the novel takes place in the present. X g ,
Mthough to a mich less extert, Rachel, too, examines her own

background; her particular focus is the father whom she never urider-

stood, the undertaker father who sesmod most at home among his corpses

and who there drank himself to death. Har g‘e&test fear is that he

. liked what he did - acccpt.ed, even wclcoued, thia retreat from the world

i

of tb&-living and their demands. At the end of: the novel, however, the,

]

rebom Rachel can accept her father's choice, although it had made hin

appear a "fool": *He probably did do what he wanted most, even though.
| he might not have known it (JG 199). She can alnv; grant him the

possibility of having wanted betters "But what came of it was something

he hadn't t;u-guned for. That's always 2 ‘possibility, with anyone”

(JG 199). In any case, she allovs him the privilege of his own pri

! '
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mystery, and in doing ao wins the right to her own.

A

‘ Stacey's involvement with her past to some extent resembles Hagar's
in that they share the desire to find again the vital and pretty girls
they had been, although Stacey's descent into ‘l‘xer memories is not as
profound as Hagar's. Stacey's Manawakan past confronts her also in the
persons of Thor (who turns out to have been Vernon Winkler) énd Val
Tormerre, and St;accy must admit, that her i.liuaion of having escaped the
town was only that. Past shame, guilt and envy - whether her own or
others® ~ have pursued her and demand absolution. |

While this theme does figure, then, in the three novels, it tmda
to t;e implicit or understated. lbroq\ar the thrust of the novels is™,.
tonrda rebirth into the mturo. even in the @i: of the attemuated .%J%
Mmotﬂlgnr.mestoriueonectedinl.mrdinthewm o
‘significant therefors in that they represent Lsurence's first profound
explorstion in the Canadisfi context of the depths and difficulties of
one's ties Yith the past. '
. prapﬂatdy perhaps, the stories are mtobioguphieal, a fact

which lhr(mt Laurence aduits frankly:

Imommttmaxvhhingthatisdimcuy
sutobiographical, except for one book of short

st.oriu which was based
v eﬁﬁmﬂ%’ * child, and wy

Returning to face her own badqmmd, Laurence recasts her childhood

experiences Mntivel,y through the syes of Vanessa Macleod, and in

the setsing one might predict - Manawaka. Howsver, by its inclusion
in this mtohiogrnphtcd work, Hanmwaka, t.ho home of Hagar, Rachel and
Stacey as well, boeonu unore t.hnn simply the fictionsl counterpart of
Neepawa, Margaret’ Laurcnce'a own home town. It takes on added
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significance as a symbol for home in general, the physical represen-
t..ation of one‘'s past. ‘1;he larger implications of this egtpanded uss
of Manawaka will be seen in The Diviners.

In any event, A Bird in the House traces Vanessa's adult attempt
to lay to rest the primal fears of her childhood. The view of life
here is what one has come to expect in Laurence although the angle of
observation has been changed. Innocence, t.radit.iau.l pmpert.y of the
young, is little in evidence in the stories, ‘although Vaneeaa does
axperience its comfortable bli{ﬂngss to soms extent, as her remark
that *{b)oth death and love'seemsd regrettebly far from Manawaka®
(BB 65) implies. The protective quality of t’his innocence is, as usual,

. appreciated only in it;a passing, as when Vanessa is distressed to find

the indomitable Aunt Edna crying

Their sadness was such a new thing, not to my actual
sight but to my attention, that I felt it as bodily
hurt, like skinning a knee, a sharp stinging pain.
But I felt as well an obscure senses of loss. Some:.
i, c¢omfort had been taken from me, but 1 did not know

‘what it was. .
(m 22)

* More prevalent in the collection are two frustrations well known

to children - ignorance and effective impotence. Each of the stories

- 'focuses on one particularly bad memory, remembered in the light of these

feelings. "™ Saund of- Singing™ recreates the tensions at Grandfather
Commor's, and specifically his animosity towards his brother Den, whom

" Vanessa loved; "To Set Our House in Order” describes the birth of her

brother Roderick and her mother's near death in the process, a period
£illed for Vanessa with “the ea& of my mother crying, and the voices
of the dead children” (g!_ 53). The death of her beloved Orandmother
Connor and the tu:riblc mtary collapse of her grandfather's mask
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of douinaticn are the subjecta of "The Mask of the Bear", while "
Bird in the House" continues 3& focus on death in its portrayal of
the unexpected death of Vanessa's own father. "The Loons" and “Horses
of the Night® both deal with trus victims of 1ife ~ Piqustte Tomnerre
and  Vanessa's cousin Chris, although it is difficult to say where the
greater pain resides - in her knowledge of their defeat by life, ‘or in
her remembered disappointment at her own 1nabili't.y to help them.
Vanessa is equally unable to save her dog from the tort;nres of the

neighbourhood "bad boy™ in *The Half-Husky.™ Finally, "Jericho's 2
Brick Bstilements" documents the impact of a real war and the tortures

i

of first love. All in all, a sombre spectrum.
And through it all appear the ruling emotions of frustration and
bafflement. Vanessa longi for experience as a key to power:

He would stay right here. And soon, because I
desperstely wanted to, and because every day : ‘
mercifully made me older, quite soon I would be
ablg to reply with such a lightning burst of
- knowingness that it would astound him,... Then
I would not bs innerly belittled for being un-
able to figure out what he would best like to
hear. At that: good and imagined time, I would
not any longer be limited. I would not gny
longer be young. : é -
| ~ - (m8) J

I understand then that she wgs not spsaking to me,
and that what she had to say could not be spoken
to me. 1 felt chilled by my childhood, unable to
touch her because of the freesing burden of my

- inexperience. ‘
enc (8 )

Yet the frustration of ignorance is simply replaced by a new and more
profound impptence -~ that of uargnos\e. One discovery, for example, is
that "I hed not known at all thst a death would be like that; not only)

one's ovn pain, but the alsost unbearable knowledge of that other pain

'




which could not be reached nor lessened® (BH 81). Other diséoverkedds

~

include the realization of life's essential chaos, a suspicion which
had been dawning on Vanessa for some time:

I thought of the accidents that might easily happen
to a person - or, of course, might not happen, might -
happen to somebody else. 1 thought of the dead basby,
my sister, who might as easily have been I. Would she,
then, have been lying here in my place, the sharp grass
naldngitsamalltoottnarksonherbmms, the sun
warming her to the heart?

Icmxldnotre&nycouprehendtheae s, but 1
sensed their strangeness, their dissrray. felt that
whatever God might love in this world, it was certainly

not order.
(B 59) .
It is her father's death which painfdlly confirms this suspicionm:
"After my father died, the whole order of life was torn. Nothing was
. known or predictable any longer® (BH 144). Althcug)h her first re-
action is "inexplicable fury" (BH 169), Vanessa must turn to powerless

A Bi.rd-'_ig_ the House is no more unrelentingly peuuxistic,. however,
\ . than were Laurence's othex: vo:i'ks. In the process of re-examining theu
painful memories, Vaneasa also finds occasion for ths remembrance of

joy. Certain chu;actm are calcbnted for their sbility not only f.o
survive but to al'fin One mch character is Uncle Day, the

disaster whose appoarance was a disgrace, but whose “qyes r
stopped lsughing" (m%? Another i» Grandmother Comnor, one of those
rare beings who, unlike the bulk of Lsurence's characters, never had to
learn gracoioua acccptance of 1life, for she embodied 1§:

Acceptance was at the heart of her. I don't think in
her own eyes she ever lived in a state of bondige. To
the rest of the family, thrashing furiously and use-
lessly in variocus snarled dilemmas, she must often have
appeared to live in a state of perpstudl grace, but I
am certain she didn't think of it that way, either.

(B 72)

tears for release. "It mattered, but there was no help- for it® (B 110).

v




Laur?nco is'careml, however, not: to portray Grandmother Connor z;a a
sair‘xt.‘ She too had her inner asgonies in the mrriage,\ although she
' was able to abaorl;o. thess disappointments internally vi')xiz;e 6ase |
than the others. But while Vanessa cherishes tpese two e, she
implies her imhility to imitate them: "And I ran, ran towa}d the
soundofthe aingi.ng Mtheeoeaadalmg_/ayoffnw, andI
vondered ir I would ever catch up to him® (B4 38). :
The other source of comfort in the collection comes from the actual
uper{&nie of ro-exuimtim.@ Vanessa»t.he adult can free herself from
the t.ranu; she experienced as a childonlx by reviving the memories
and holding them up to the clearer light. of maturity, & psychological
process which is nirrored in the style of the stories. Each presents
a fusion of the txo Vmaam child and adnlt - in that the child's
primal reaction to each situatim 13 reinterpreted by the more de-
tached ratrospe.ctiva \gnderatanding of the adult. As a result, -
experiences which were Wle at the time are rendered more . .
comprehensible by the a.ddii';im of another layer of auareness and hence l B
'becou bearable. It is i.nt.omt.ing, as a sido—not-e, that Laurence’
should choose to show the ironic detachaent froa the present which so
cursed Hagar, Rachel and Stacey, comverted to a benafiqa}é and purpose-
ful detachwent from the past .as one finds it in Vanessa. -
Complete mdorstanding is impossible, of cou;se. Laurence's
conviction about the chameleon nature of "truth® is proaent in all her
vork, whether it, 15 stated diroct],y in her adniaaions of the difficulty
in ever t.rnly appreciating the sa-u.i of view, or simply implied
by the use of the first-person nagrative, rampant with nimndorstandings
and 11-1§ad swareness. While it is not until The Diviners that nhe




of the story, however, which centres a

develops this theue‘ completely, A Bird in the House is a significant
step in the thematic direction of’wlti—l;yered truth.

If a“complete knowledge is still impossible despite the lmproved
perspective of distance and experience, Vanessa nonetheless Succeeds
in maldng peace with her unhappy past. This, then, is the second

positive outcome of the memory exercise., Peace comes in the f6m of

forgiveness.
Anyone who, as a child, loved ado.\rem-bera the figrce loyal-
ties such a relationship engenders. As she begins to retell the st.ory
of "The Half " 1t is clear that Vanessa's hatred for Harvey
Shinwell has b festering since his tbrture of w. The conclusion
—-— Vanessa's successful "
revenge, is invested with & surprising on. In tact, the basic
structure of the story supports a pare ‘
and W Nanuk, who wasn't cons
umaysummgot glx yoars. I never saw him
again. I don't know where he ectwhenhogotont.

Back in, I suppose.
I used to see his smnt occasit

- on the . -
She was considered safe to go free. Onoe she said
bello to me. I did not reply, although I lmow that - |,

Grandmother MacLeod is another figare from the past whom Vanessa
mst re-examine and forgive in the 1ight of her maturity. She dominates
*To Set Our House in Order," ~mu’m and poised” (B 39) and, t s
child, unforgivingly dictatorial. Set during hor._nthor'avnear-dntﬂ.h
in childbirth, the story dessribes Crandmother Macleod through young: -
Vanessa's relentless ayux‘ what she finds most difficult to comprehend
obacceptmmwuhwmsu-st«o”bonlukoftulina' ‘
(particularly unforgivable under the circumstances): "she did not

%
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believe in the ead.etu;qe of fear, or if she did, she never let on"
@ 42). As in *The Half-Husky," however, Vanessa finds compassion
in retrospect through her understanding of Grandmother Elacwod"a
h‘iddan need. Although her only overt concession to that need was a
moaentary faltering of the voice with Bwen, Grandmother MacLeod shared
the others' sense of vulnerability; her protection was the.facade of
gentility which ironically so alienated her from the rest ofnthe‘
family: "your grandmother was interested in being & lady, Nessa,
and for a long time it seemad to her that she was ome" (g 53). The
refloctive quality of the story suzgests a level of understanding in
Jm.m which far sprp¢+3 her more abstract understanding as a
+ The most dominant figure in the collection is Grandfather Connor.
Vanessa‘'s difficulty in comirig t.o grips with him, even as an adult, is
reflected \in the fact of‘ his appearance and ro-api:garance throughout

Connor - whether between Vanessa pr the others. 'It. becomes clear,

the stories. If fact, many of u;z- pivot on conflicts with Grandfather

howeyer, that he is the most difficult to understand énm':isely because

' he has delfberstely made himself the most difficult; that. is, he haa

constructed a mask (the mask of the bear) which effectively hides hin
frc;u those around him. This is not to suggest that each member of the
fomily did nog employ his owm dcvice& of protection:* as Uncle Terence
quips, 'ﬂoll.mrybodytohisounahieldinthiafmﬂy Igue;s I
carry mine in my hip pocket® (B 87). Grendfather Connor's mask is X
simly the wat difficult, for Vanssss to penctrate. "

K

Her alienation from him is -u the more hard, for Vanessa had
originally adored him: "I was gudng with love and glory at my giant
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" grandfather as he drove his valiant chariot through all the streets
of this world" (B, 178). As a twelve-year-old, Vanessa is haunted by

this memory and its contrast to her current feeling for hinm. Grand-—

father Commor is consistently portrayed as bullying everyme arocund
him, with a seem.ng insensitivity to their pain Only oncwin
Vanessa's mewmory , a'o thg death or her grandnother, does the "car;od
face"cracktorevealhiscwnpa.in "Hebentlouovern,andsobbed
against the cold skin f‘ﬁy face" (__ 80). Ironically, Vanqau's own
reaction to this self-revelation of her grmdi’cﬁ;'a is to "get away, .
to rgef. as far away as poasible and never come back" (_ 80).

Yet, as with the othei-a, retrospactive understanding creates

compagsion, and, implicit in it, forgiveness. Uncle Tersnce has -
: ‘ ST -
provided a key to the puzile years baforg, at Grandmother Connor's

degth:

"I'h only saying it might have been rough for him as
-well, that's all. How do any of us know what he's

had to carry on his shoulders? Another person's ‘
virtuss could be an awful weight to tote around. Ne -
all loved her. Whosver loved him? Who in hell could?
Don'tyout.hinkhaknatthnt? quehamw
aontimituummthmw‘acodngtohh"

(B 86)

o

At the time, t.hia lmovledge lia Moqmt, to u'uo the outrage-Vanessa

reelg“%t s day to day at.tupt, to dominate her. She even mistakemly

uses m%gd nggrosaimonhi-mco, utchinghia ttubbormuo with -
hers ,"aatboughiflno;mdodallqytrmpctalmﬁlymghhiauma

4L

would quake and crumble" (BH 199) That, on this particular occasion, .

" he proved td be right, vaaallthemmsmtohltehh

' Only his death lays to rest Vanosu'n myth of her grandfathor'
irwu;.nerability: "1 was not sprry that he was desd. I was only
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S0 surprised. Perhaps I had really imagined that he was immortal” (__ 205).

But all she can feel ia a begrudging respect rather than a loving®
sorrow; "Perhaps he even was immortal, irn ways uhich it would take
o vme_half a lifetime tq comprehend” (B 205) "
Yot this respect itself is a tel.ling successor to hatred. In it

‘ )

is molvod Vanessa's recognition that he mst be crw a{ least
with having endured. He had endured physical hardships as "one of
Manawska's pioneers (BH 204); wmore important, he had endured the
spiritual asoniea to which his character mako-up had condemned, hin:
the inability to shou tendermess, and his consaquent aliemtion from
them all, even the little girl vho had once seen him "as large and
admirable as God" (___ BH 206). |
"It is this knowledge that "the mask had concealed a na’nf-"L_ BH 88)

L

‘«O

.which bo;ins to free the Vanessa who had confessed that "I did not _
B, 4 nqar}a as free 8s I hnd expected to feel™ (m 203) vhen she left

fo? colloge. Its haaling effect iB conpleted mch m.er by ancther

epiphany - the difficult ainission that she is not wnlike hin.
[

.- The house had been lived in by strangers for a lofy - o
. : _time. I had. not thought it would hurt me to see it \
. ~"in other hands, but it did. I wanted to tell them :

to trim their hedges, to repaint the window-frames,
to pay heed to repairs. I had feared and fought the

' v . ol ,yet he proclaimed himself in my veins.
. ' *n’ . @207) . \
Mytheniasgotmhfreeofm-oraafree, t.hat.is, as life -

‘ pertlta -] iooked at it only for a moment, and then I ‘drove away" N
i

(B 207

Simultaneoualy, Margaret Lamrence says she was !‘inalh"able to
fr&hcrsolf from her childhood reelings about her own grandfather,

g~

‘. . on wh&nndnthor Conndr waa modeled

¥ -,
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. And only after: T finished these short .sto
IR did T begin to r zethat,amogxhaddetmodzﬁ
S old man at the time, I no ldnger detested him. I had
AR come O some - of terms with him, whereby I $ould -
SRR . " -réalize that even though he had beén-a very hard man, he

e .had had a.very hard life and he had characteristics of
PO strength and &f pride that wewe admirable - and the other
- # . < side-df the coin was his inability to show affection.
. © _ So<that it was ghe ‘sort of- puritanical thi.ng with the
S ti;o-sided coin. ,
\.

.“ Although they do, not cry. for &xorcisn :Ln th& 8amé sense as the
e characters above, Gther figures in the book also.benefit from the ”
healing touch*of mmry. They roquix‘e release from the child‘s |
lind.ted awarsness and recognition in their own right. Chris, for
axample, had represwted Sor the young Vamssa }uugical blend of

artiét, and outgoormn She obamea, as time paa*a, bo-rmr, that
wms“ she 'bas chqpsed and beco-e more realistic, Chris does not seea

“to have; this, as ueJ.J. 8 her own loss of faith in him, puszles and

disappointa Vanessa. Ijia only as an adnlt that she cm brush uide‘f

; - .t.heae‘feelinqs :anordar. to ses Chris himself. "AJ,I his life's choicn

‘ mewmmu Hehadboanforcedto"tumtotha
~aiibn laku of ‘home, and when finany\gxe sav a msans of° gct.ﬁ.ngf uay,

» | i'ccouldonlybeintoatumoﬂuhich&ppm,dhinmdwhichho, p
drepded even wore than he knew~ (BH 152). ° Caris' dresms - magical at
firat to Vaneua, and then futile - were "bravo and useless strokes of

* fantasy sgainst a depression that wes both the world's and his o
@ Bi 153). K insanity vas inevitsble - “the fina) ia;art.m-a-nng -
v-tension of tyt ny he'd alwaxu had :Qf distm;:i.ng hiuou‘ from the
nbloluto ‘unbearability of bat.tlo" (ﬁ 153). AL anu can do, honm. 2
odburdonofhormdiuppointlmts-

o gontly and ruthldsnly, back into the

. 4.0 tq peleass Chris £
"I put the saddle aw

0
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A

- éardboard box" ,(‘B_ﬁ. 154).

In the larger context of the whole:

collectioﬁ", Robert. Gibbs coments that: °

b the narrator's own freedom.

¢ fines and in her encounters with Picuette, she has * - £

. come to know armour, outer

C L:Lke "The Loons," “"Horses of the )\ight" is crucial to

» ‘e

Within the ancestral con—

inrier, but to pnderstand
her avareness to the

even that fully ske must
unarmed, the fugitive from battle., Truth, here as’

tlu'oughout, is inaginative insight, which sets her B .
ree. , § ) KRR §

R ' There is. a simfiar process of demfthologizlng in Vanessg's

remembrances of her rather. While p-rior to his death he had .

,t‘epresented for her a.ll that wes "known" and "px‘edictable," afterwards

shé sees him instead as t.he aymbolic victim of a meaningless universe..

. Momentarily I félt a sense of calm, a¥most of accept.ance. ‘ .
’ . . Rest beyond the river. I kiiew now what that meant. It - :
A meaqt Nothing. It meant only silence, forever. '~ .7 .
’ ' ‘ (BH 110) ¥

. Again it is years later before a lessenigg of pai.n makes it possible o .
to /see her father as he was - an ordinary man, a beloved father, but .
yoo . mach like other men. Bwen's experience of tx'uly krwwing hi‘s own
- . | father only "a long time ax‘temarda" (BH Sl) ia paralleled. t.hen, b} o ")
v ¢ ) Va;xessa'swn diuovery of t.he part.icu.lar symbols which reqder' nim ' Lot

“ humam a love letter and picture out ox‘ his past. The Qscov:r? makes v

N /
. w aimpusbic thinking; 1ike her assumpti\n\that war ‘had been complet.e hell

/
for him, fimpouible\( And, Vanessa tinds ‘she_must griwe again, this time

e A

o 4 ,Ior a :gan, who also’ happonod to, be’ her :athqr. ' _
. - - , ,

. ’l‘hat. t.ho collaat.ion ao clearly rmlvea mund e family auggosts ol |

. ' |

~  that cme~ might proﬁtably regd it in the 1light of Atwood's "three~ 4 \ i

- gmorﬁiomi ttern: : ri'gid‘craabparanu. p,réy‘ Parants, am? Children .

who at.tempt to oucapo boc‘ gomnt.i&u. Lluboncd'v port.rayal‘heré . . L

of her o-m ruuly is obvioully conaiotunt wi.t.h tho,buic premiae: t

[ ‘ Q
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_ in England the family is asmansion you live in, m Aperica it's
‘ & skin you shed, then in Canada it's a trap in whi

«

DR

PE

‘re caught.... .,

The Canadian protagonist feels the need for escapes, but somhou he 15

equilly

unable to break away."’ The solution one finds in Laurence's work. s

C‘adiari" - "escdpe pare and simple was usually impgpsible: ““‘

' the soltxt.ion to the Child's dilma was ot‘ten aeen to involva a coming
' to terms with }{he past. n? Where Margaret Laurence deﬁ.ea the pattem .

i3 in the imense]y subtle and origi_na.l ways in whicﬁ"sbg euploys the

’ pattem in her work such as, for example, the suggestion that ane ’ .

L4

nethod of coming to terms with one's anccstors is to recognize one's

_identity with them. Vanessa MacLeod has been successful, in saedng the

members of her fa.ud.]y as individuale, apart from any gemerational role.‘

Hence her Mberiztion. As Halter-&:me comment s, -

In this recognition of identity, which involves a

recognition of the contimuation of struggle from

generation to g tion and the apparent insolu-

bility of the probleds that as young people

we want to do most -~ in this recognition are )
pride, forgiveness, apology, but above all. RS
freedom ~ oven if 1 bethefreedn.tocmtimeto, '
strive and struggleliO . .

A gx;d in the House is id)ort.ant addit.ion to Lam‘cnga'e canon,
fﬁ'st., for its own aesthetic success. . The atories are not only indi~-

-

widually shaped around their crystal epiphanies, but the tollection uu .

\8 whole . movea, 'in a
:nt of a central theme,
ction to the book, ¢
_the chosen text gﬂnou are the mighty fallen in the

. midst of battlen

\

. recognise as internal and more essentially strong.

&

chronological fashion, b*llﬂl the utabuah-
fasdliar one./ Robert Gibbs, in his intro-

¥

s that:

points to the irony of the P
narrative line and the und that comes over
to Vanessp that such strength is largely external, a ’

,.necessary armour for gble selves. Her re

“mother Connor*s and her father's she comes to

~

-,
£
AN
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thia thematic movement is reinforced by the last story in part.icula.r,

"Jericho's Brick Battlemmta," which spans the whole period and 1n

‘addition focuses directly upan Grandfather Connor, for Vanessa's
final updérstanding of him becomes the kcystone to the entire

.7 collection.

o,

- _A_Mg_tg_gﬁmeisalsoﬁpozjbant{bwevqr,inthatit o
Zoreshadows The __:S_.g_eg_. After she had finished The Firo—Duellers,
Margaret Laurence confessed that: '

, : At the momsnt, I have the same f as J did when I =/ )
k:xulhadﬁ.nishadvritmg’;bontu . I've gone '
as far as I personally 'can go, in the area in which °
- I lived for the past three novels. A change of
. would appear to be indicated. Ihavea =~~~
balfwiy bunch where I want to go, but I don't imow .
"how to get' there or what will be thers if I do. Maybe L
~1'11 strike 1tduclqmdri§the right coupua, or, 4
“n&ybeluon't. ‘ -

! y Mdmtly, the ‘short stories wribtan during thiy period of trlmsition , &

reprosdnt attempts to locate the, "ri.ght conpaas. They certainly do
provide clues about these new qtressgs. ‘ (he primary emphasis, of

»

course, falls upon the necejsity of reconciliation with one's past,
a qt;mc) with (mt.ob!ogmphiﬁl as well as fictional 'i#plicitions‘ . ,
- Anggher new olmt concerns” style, in the-use of multiple viewpoints
" trained on one exporienee. There are alsb hints of further develop—
" ‘ments. WNaltar Suyu notu that the crises in A Bird in the House
are "all in the pest,™2 although he implies no criticism by(thia.
. - |
\ And Robert Gibbs ests thats. v
oo . '
. The processes, the discoveries that bear doubly, on L
- : the child'as she oxperiences and on the adult as she o
. - recreates, could exist within the nexus of a nével 131
Vo B but. would lose their singularity, their co-plot.enaas.
ne might viw ns_ __w as a direct responss to these atyliatic

Wl e
M . _ .
- " .. t , / .
‘ 1}
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pefore proceeding to an analysis of that novel, howevar, it is
usei\xl to look briefly at Jason's ggest, Margaret Laurence's only
chﬂdrenvs\ook, ;mb;;shed in 1970. I is delightfully whimsical,

perhaps even as a con;scious counterbalance to the serious fiction (she |

"had not intended it ror publication, havi.ng writtgn 14 only for the

Even so, one i‘inds in it a child‘'s-

size réstatenent of many Laurence t.hemes. f
One such theae deals vith the nature of life, with its inherent

risks and the impossibility of final solutions .

- "In Holar.lum they were always saying Be Camtious...but
. it seems to me that if you're going on a quest, risks
. are part of it. It isn't possible to take no risks at
Y. ail, I mean, or you'd never be able to go azggvhere

n ...“iw battle is fought once and for all.,.. You
c battle here and now, one by ona. Nothing
2 going i ) to get: settled for all time, you know." -

' : (48 190) ,
‘Another fam.nﬁr txme involves truthe of character - ‘wiadom ‘

W'

cogga{»far ampla. Professor Kingabury, the Britiah Musm oul,
admits that, '

. "I'm afraid I can't tell you how to be wise, Oliver.
" That you must learn for yourself.... Knowlodge can
"be learned from bocks. But wisdom, now - wisdom must
n be learned from life itself. I'wye picke up a little
along the way, perhaps, and 1 fancy that you have too,
young as you are. You must just go on by yourself,
) and if you have an opinion which turns out to be mis-
" taken, Oliver, don't be afraid to change your mind,
<> will you? Be patient. When you get home, you may be
mx\w&aod at what you'n learned."”

. (49 155)

And ca.li ) prumta Jason with an equally profound observation: "I
re. diacoversd. calico said geutly. 't.hat you can act acre
you ny foal'" (_Q 201.)- ,Sti11 anothor theme confirms
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' ’
Laurence's contimuing concern for ths individual;s as Qliver the owl

learns, "t seems to me there's good and bad in all tribes. It's

yow" Triends who count® (Jq 203). y
MP’ Cnlyincmerespect inJason'asolntiontohiaquestwio

there any hint of athuutic con{lict with any other of the ‘works. Lt
* Jason discovers that Molarium can be saved by turning its back?n ',
. the past and resolutely facing the future. The cantrast to A Bird

v

™ in the House is only apparent, however; it is simply the other side df
~ the coin. e Laurence's works variously emphasize the importance of 2 o
: v o ) . . - ‘
both past and future, all do so for the purpose of affireing the ™

“ultimate primacy of he present.
Allinlll, thialittlebockmtonl:succoeda:lnbetng‘achm
__ children's book. but it also sums up, in its final motto (*Take a Care,"
\Thm do and Dare” (Jq 207]), the Laurence formula for survival. The
Diviners vm represent one last exploration of that formula.

»




! CHAPTER 5
a - - -

\

- {‘
,< *the weight of Margaret Laurence's literary reputation was made fully
| aparent by the flurry of reviews which greeted the appu.rrnco of -'_r_n_

: Diviners :Ln Msy, 1974. On the wbolo, critical reaction was strongly ‘
« positive, with the exception of certain reviewers like Robert Fulford
of the Torauto Star, May 18, 1974, who qualified his ultimate commenda~
tio af the novel on the following counts:
In terms of style and structurs, this is the least .
impressive of all the Manswaka books. Mrs. Laurence's /
-marmer here is often overdraam, as if she herself were
. not sure of the material.... More important, the story
T sometimes sags. 4 LN -
A second ruding, houcver, comrﬁc«i him that the novel had "gemine )

" achievements:" ™the slow b;zt convincing out of deveral important

~i  thémes imd the :Ln:priuin creation of Morag herself, a troubled, )

frightened, con.mnd but thuny tough and belisvable character."
" Other rcviuers wers gcncrnlly both positive md divu-n :1n their
praise. Some, liko mlford, were impressed with Lmnnco . tdlqt for

charncteriut.tmx Phyllis Grosskurth of m g}m nd m, by 197,
\ 3 . -

h ]




ary gift - untapped until now - for giesfcribing sexual union." Dave »
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b

comments that "there is nothing artificial about Morag, or Chriatie and
Prin,"” and notod in addition that "Margarst Laurence has an extraordin—

Billington of The Gasette, May 18, 1974, also lauded the creation.of
Morag ("the stark and smouldering realism of the heroine") but, :L;;’ '
di‘roct. contrast to Fulford, saved his greatest praise for the myl;. %
Diviners' "stylistic innovations,"” he claimed, permitted her to weave "a
blazing tartan banner, shot through with the colors. of flesh and blood’

v

and pein and victory.” Jobn Bichmond and Marian Engel rounded out the  *

critical spectrum, focusing on Laurence's rich humsnisa as the source %f
the novel's success:

(L)ike other writers of import she leaves us with the
undeniable impréssion that the "lesson® of her work or. Y
at least its rudiments have always been thare. somewhere
unuprusod within ns.2

In one way, the only book that can save my 1ife is one I
write myself., But for those of us who can't write The

D&ﬁgﬂ, it is the life-saving book to read. llargarot .
ce's witching saves us froa t fesling : :
that our lives are meaningless. W the - o
‘pattern and structured a tals that gives of us
meaning, and thersfore joy. It :lg not nothing to be, ‘ :
We need this kind of magic badly.
One suspects that it is these last co-ontu which Margaret Laurence herself

would value the most highly, vuishing as she does, human factors above

. ' \ AN

all, o ,"
One problea which The M offered tho critics vas \he question

Wuﬁv. It iu\uq/t.o find numerous parallals betw rag |

» the haroine, and Laurence herself, a task undertaken by Valerle

Born in a wpall prairie town. Orphaned at a young age. |
" A lonely childhood, spent writing stories. ‘aighucl.xgzl- |

/ © during the war years. Reporting for the local paper. C

University in Hinnipog. An unkuccessful marriage to an / i
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A
academic man. .A late staz't in a fulfil,li(ng writing career. \
A proud relish in her family. The Cancer Zodiac sign..,. .
" A pilgrimage to Scotland to unearth the ancestors. A !
residence in England. A return to Canada via Vancouver.
A digtaste for city life that dra)la her to a sml.l town, T g
in Ontario. A csbin. On a river.4 \
Margaret _Laurenca, however, who "bristles" .at comx_;arison with Morag,
clearly conceives of The Diviners as imaginative fiction}rather than
autobiography. The point here is not to concentrate on listing the
differences between Laurence and Morag, of Which there are many, but to
mxderst;nd the reasons foi' her conceptual distinction.

Laurence ha;; never attempted to make a firm diatinctii)n b;t,weeri
"fact" and "fiction," for she has been auare in her oim‘work of details
which she had assumed were imaginary turning out to lnve been remesbered.
Morag muses that, as a writer, she is "(w)eaving fnbgigationa. # Igt, with
typical ambiguity, convinted that fiction was more true than fact. Or '
that fact was in fact fiction" (D 21), The ulicnt; ‘point is f.h‘at. even A A
Bird in the House, which was frankly sutobiographical, had portrayed the
experiences of the past: edited and. shaped by the aelf-'cmaciaumau of
the narrato;'. In the. strictest aoathetic sense, then, the collection is
Hterary- art rather thkn hisbory, and one cannot assume bo find in it a'
simple "one to ome oqu&tion" botween the author and Vmoua. While
fundamental components of a vurk may Be mtobi.oplphiul, the forpative
ini“\luence of the artist renders the work as a whale imaginative. The
" Diviners clearly falls into this cQtogory. i

The 6ivinara does represent a new fusion for Lmroncc._bouﬂo'r. of
imagination and autobiography, for in it she portrays the m"u\-qltiul
relationship betwesn suthor and crestisn. Marsg discovers that, while her

characters may have been inspired by axperiences in her own bnw.

,
N v
¢
P 4 .
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they still possess an emotional reality of their oun:

This afternoon she has forgotten, because Lilac has
aborted herself in a way'that Morag recalls from long v
. ago. And yet it is not Eva for whom Morsg experiences
¢ pain now - it is Lilac only, at this moment....
d ~ ‘\_ 4 L (D 187)

Odd - if you had a friend who had just aborted herself,
causing chaos all round and not only to herself, no one .
e would if “you felt upset, anxious, shaken. . Y
A It is no diff with fiction - more so, maybe, because
Morag has felt Lilac's feelings. “The blood 1s no less m
real for boing inviaibls to the external eye.
(@ 188)

At times, in fact, life may imitate art:

. Morag is, i‘aacinated. Does fiction prophcsy e? 1Is
< she looking at Lilac Stonehouse from Spear of cence? ‘
‘ Fan Brady, though, hasn't got Lilac's naivert,é Fan is -
‘ tough/in the spirit, wiry and wary in the soul.... ~
48 st Fan now is almost like locking at some
distorted and older but su.u recognizable mirror-image .-
of Lilac. -
(D 254)

Ultmt.ely. however, source is irrelevant.

She had been working through the day, the words not having
., to be dredged up out of the caves of the mind, but rushing
T mmaapatesothatharhandcmxldnotkeepupvith
e : . them. Odd feeling. Somecne else dictating the words. Un-
trus, of course, but that was how it felt, the characters
\ . speaking, Where was the character, and who? Never mind.
Not Morag's concern. Possession or self-hypnosis - it
ahe made no difference.’ Just let it keep coming.
_ (2 330). )

ert. as Morag realizes that shé is and is not her charact&a, Laurence

A

\
A |
L

‘ Juuoabn that she is and 1is not Morag. ¥hile the vital insight may have'
) X .

been :l.uplicxt in the sarlier works, it is chrifiad only in The X4

‘ Divinggs. |

Thers is another aesthetic reason as well fo Margmt Laurence's '
incressing x";li'cnca upon sutobiographical materisl. Her continued focus
. on Manawaka and particulars of her own life derives from her c\mﬁftion. .

[
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of the @msality of art, paradoxically; as the criticism in Long Drums
and Campons revealed, Lsurence viewssthe attainment of universality as a
natural consequence of the mccess;\xl capturing ‘Of the pirt.icular and the
indiviﬂual ~ whether t,hrmxgh idiomatic speech, t.hmght rhythas, or precise
p}vsical detail The steady progression that Margaret. Abwood notes is

" tms consistent, with this faith in the value of familier materials

When she began to write and publish, l{aa‘garet Lun‘e:ice .
chose a setting relatively remote from her own identity

and origins, the Africa of The. ‘s Camel Bell and
This Side Jordan. With The Stone she moved to her
Tocale, the Canadisn Prairies, and.each of her success-
ive heroines - Rachel, Stacey, Vanessa - was a step’
closer, 1n age, experience and interests, to something

that might be identified by the careless as harself. 5
In this regard, Laurence's explanatiof for making Morag a writer is

simple: At first I had her as a painter, but what thehe.lldo,lknov
about, painting?"”
implied by this approach, as noted by Edward A. MgCourt in 1970:
But her roots are in Manawaka. One suspects that no
matter how far she may wander into other places of sarth |
Margaret Laurence will, like Hagar Shipley, return again
and again in spirit if not in {lesh to the commonplaces !

of her home town, finding in them — as she has already
done more than once ~ substance for emat.ion of a

” universally significant work of art.( i
" Voridng from this principle of "write what you know," Margaret ‘
Leurence had already, by 1971, explared sspects both of ersale wd of
Mgnauaka to a considerable depth. Yet the article "Where ths World Began,” - .

And the continued use of Manawaka is just as naturally

.

pi;buahid by 'ncmn-g in December of 1972 revealsd her conviction of its
contimed importance of her work: “Bectuse that settlement and that land
w‘mmfirataMforunyywawmli;ul knouledge oftm.aM’

. in aoneprofamd vay they remain my world, sy way of viewing. Hyeyu
were formed there."® The essay, which 1is almost in the nature of » ‘
apology, stresses the fact that “the uodg both of man's freedom md of ‘\

.-
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his &aptivity are found everyt}here, even in the microcosm of a prairie

town® and that, in "raging against our injustdces, -our stupiditi s,"” she
did so "as family." n? 7
The most revealing section of the article, hoWwever, confirms the \
implication that merence was not satiai‘ied that she had explored of
Manawaka's f&ce‘ta. She had" indaod confined Hbrself to the Scots-Presby-
terian middla class of her ownnbackgzvmd, although exploring not anly
her oun gmeraticn in Rachel, Stacey and Vanessa, but that of her grand-
parents in Hagar. The town's dark underside was conspicuous, bhowever, in
its absence. Confessing in the article that “{e}verything is to be found
in o town like wine. Belsen, writ saall but with the sane ink,"O
I..anrence then akat.ches aome fepresentatives of thia hidden side of
Hamwakn It is no more difficult to asee in the rough port.rait of the
"wild old Methuselah figure" who lived "deranged, in a shack in the valley"
an early-modél for Christis than it is to see a Morag Gunn in "those few
older girls from what was chm called *the wrong side of the tracks'
Tough in talk and’tougher in muscle, they were said to be whores alx\-gady.ﬁu
The Diviners, while drawing on the same ‘sert.ting as the other novels,
and embodying aspects of Laurence herself in ﬁg, represents, in other |
"/wonda;a noticeably different approach to this material. H;rgaret Atwood -
calls it: : B ‘ o oo
.« buge, risky, sabitious book, the kind writers produce .
:tamina—uppcriodinthaircamrs, if they wver
make it that far. It pulls together themes, fragments
rpboschen them rom  ee sngle
‘Ml time the porbrgyal of Hanaum takes place tm a "uon'a-oyo-vieu. wt3
Part of the impulse to change ‘Nuloa in this way must have arisen from

fm.nnco'n ambiguous feelings sbout the unimrul‘mtnl instinct: =~ |
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/ ‘ persanal sense, but that is a problem each of us has to

. ' The tribe of which Hagar, Rachel, Stacey and Vaneeea were a part haa \

" the pr?saht (primarily the disappearance of her teen-age deughter Pique),

-
< 4 , ;

What one has come to see, in the last decade, is that

tribalism is an inheritance of us all. is

hot such a bad thing, if seen as the bond /which an . |

individual feels with his roots,his ancestors, his. : A
.background. Itworwnotbestultﬁyingina

solve or not solve. Where tribalism begomes, to my

mind, frighteningly dangerous is where the tribe...

seen as “the people,” the human beings, -and the others,

the un~tribe, are seen as sub~human. This is not
Africa's problem salone; it is' everyone's.

chosen to isolate Morag Gurm simply by virtue of where she uvea.

. ‘ence takes pains to emphaaize the social differences uhich ‘
ori.g&i:.d/ separate Morag from Ha:wvaka'e gent.el populetion -8 alun
"downright" gua.rdians, and her own aesuned ettit\xiq of toughness.
Ironically, “however, what very quickly emerges, despite :Qeee axternal
and superficial differences, is hep-kinship wit.h Laurence's other BT
+splendid women., Morag Gunn’, uay have coms rrom the wromg side of the t.racke,
but because she too is a seneitive human being, she must t.race the same: * L.
painful spiritual journey. In’that sense, Laurence's etmcturing of the
novel remains essentially the same.

~

Like Hagar's, Morag's self-exploration, while triggered by events in

ie directed towards the past in the search of ci,uee to thia preeent

fallure. But while the past is again chronologi’eel in its preeemeticn,

this time it is framed in a variety of modee - mpebote, "mybu;k

movies,” ninnerfilms,” and talee, sl of which are exud.ney{ what Jon ¢’

-

» ! ’
stmctured, evaluated eub.jectivaly before the nerretor )roceede to the

Moss calls “the ﬁ:ret parson rerlective, each _eplsode being recollacted,’

next. "15 In addition, & Diviners is divided into ﬁve eectiom, which

> N o . ~

pargliel the {ive'key etagea in Horeg)'n spiritual liberation. . IR
I ¢ L ' ’ ‘ :

4




The first’ sect:ion, a very short one, embodies the essence of the - ‘.
‘. novel's technique not only in its ‘title, "River of Now and Then, " b'nt

:Ln its opéning paragrgph: ) ) ¢ )

AN

The river flowed both ways. The current moved fmm/nort.h
o to south, but the wind usually came from the south, rdp- -
o pli.ng the bronze-green water in the opposite direction.
- This apparently impossible contradiction, made apparent
. 4hd possible, still fascinated Morag, jeven after the
[ ' years of rivar—watching .
#5 ' - s - (2 3)

4

Both i‘oreahadov Morag's jaumay backward a8 well as forward on the nver
i of t.ine, the fomer pronpt.ed in:!.tia.lly by curioaity as t.o what Pigue
" wdght i‘ind in Manauaka should she go there, ‘but sust.ained by Morag's own.
’ need to soarch for "anything there which wguld have. meaning foy her® (_ 5).
Fron the begimﬂng however, Korag, like the other Laurence heroines,
15 cursed by the elusivanesa of tmth, gazing at her "t.otems," the snap- 5 |
shots which oapture-and mirror the paat Morag must admit, that "{s)he was
* not certain whether the people in the smpshata were legands she had once

droaned only, or wers as real as anyone Bho‘&l knew" (_ 6). The act of
Mbaring the mother who died when she was five b off with ®"All this

remembering uwaelf coupoaing this mtb%tation at Christ.ip and Prin's '

houge" (D 7). Morsg mst conclude that she  keeps the mpahota "ot for |
What they show but. for what is hidden in thea® (D 6). gber the mgnori;:s |

R ere "tatally invented" ® 9) or not '1s,irrelevant in the face of the still |

; unresclved uotiom they evoke. o

, : l

k + 18 crazy, of course, and quite untrue.  Or maybe true and maybe not. I am _ j
|

J

\

These uotiom centro on the sudden dedth of Horag's parents whan she
‘was five. Bven now, at fortybacm, she must ask herself, "Why should if -
_ grieve me now? Wny do I want t.heq back?r (D 9). The ansver, she discovers,
: ~ : l:lu at loast partially in t.ho nature of t.ho%r ‘deathss ' tho nature of the - -

I
N . . \
‘s . A

'™ "' ‘ ! . , ) X . ’1/




; oy,

S,

P

ﬂ.lneeu (infantile paralysin) was keph secret fron Karag until they h%d
. died: cnnthensbovaa not allowedtouethen . - X

FaE

Horlgdoobnotmginethntthqhﬂegonetom.

_ real good place. She knows they -are dead. She knows

" what desd means. Shehazsocndeadgophm,maur

. v bycaraorahot,theirgutaredlysqushodoutmthe
' ) road.
, . "I want to‘soe th;u! 1. have tot"

(R 13) -

,Ironiuny thevmprocesaofruembarmghnngamreliefinallwing

Horagtogrimatleutx "NaiIancrying for God's sake,andldnn't,
mknmbmnchofthatmryrem.yhappmadandhwmchofitl

' awroiflered later on" (_ 15). Yet she still feels the noed to understand’

herparmta-oremlly,tomtheqpemnumuhwbaings.
"quy runin shadowa, however (D 15). wPerhaps'1 only want thedr x‘orgivo-

‘ness for having forgotten them." J ) ,' ,

Thofintsoctimmmthianoteoffaﬂure,butitaetsthe-otif
for the remainder of the mrvol, whichwillfo],lw Norag's soarchint.he'
rivarof‘mmmdﬂouforthekmtof.be aecretsvhich abekmwsaro
"insidou, nmmmvwmmmm@nequ

skgli= (@ 15). manaedtoru-berandtomdmwi&’,amauvm o

Ty

gradual procoes in-the urlier heroines, products of secure bnnos, becomes

-adﬂvinatorcoinlorqﬁm,thedidnherited. - X

The Iollaving sections tuco a-double path, uavd.ng Horag's plusbing-
amm;mmmuhuwmuummm (althunahfor
reasons’ of d.-plicity the cnnt.a vﬂl"bq d:lscuasql here in chrondlogital

!
'g{"éu). It 1s significant ‘that the basic stylistic dm.incuoa between

wwmummammmmetorwanmmm,
m«m.puup-.unrmwunmwmmﬁgatm.m
mtwnwmummuww-utmmorbu.m

uwobdbmutimnbymattmtowutortMs early sense

MiTs
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‘ ‘of‘ less, this sense of having bee'i'x' éut off i‘ron her roots.

~

. aggravated by t.he snobbery she qncountm at school. Bva Hinkler's un—
. fortunate sccident on the first day of school quickly cotvinces’ Morag to ,

‘ general carelessness sbout her dreas, th;ir home itsplf. The t:itle of the

/.

o v

ofthis\feelingnponthepartorherchﬂdhoodspmtwtthhermrdians B

{

'l'ho second section, "The Nuisance (}tounds," recmmta the influence ’ 3

2“

chrj.stie and Prin The fact t.hat she feels no part.icular tie to them is " ’

[}
4

"Hangontbymxrshitandneﬁrl&ttﬁuknovmareucare’d"("_28)" '
Much of the power “of this section of the novel comes fro-yrénco'a vivid
recreation of a child's sense of aham, a topic ahe had an: touched on
befare. Brarything in Morag's envircment humdliates Der, although

uinly because of appearance to outsiders - Chri.gtia'a reliah in ‘his role

as the town scavenger; his boiatm ranting; - P’rin'a obesity and

section, *The Ruiunce Grounds!' (a euphcd.an for the Town Dimp), nult‘ ..
gpd.touizes the concem tor appearance which perndoa this period.
mlymtmgatmmruam'snoedtormotsatmtm-
Christie"s "talea." JIn his tale of her "ancestors,” Piper Gunn and his
virellorag ("astnppdngatmgmmmvu, l:lththo courage of a
faleon a\nd the beauty of a door and the warmth of a home and the faith of
saints® (b 41]), Morag finds all the elments missing from her Life in
Hnnnnh heroism, lave, beauty. Shé manages to keep this romantic,

L
mlnu-ablesidaconculad,hwm mmummdomnn

the toughness which ogdndoputo'protwthu.mtﬂ.shommpo ‘
Manawaka to fulfil this "real” heritage: *Marag dossn't care a fuck.
They can't burt ber. She'll hurt thei first® (@ 50). - Aggressive coarse-
mummmumrmwwm ‘Rachel,
sucq,memu.mmm.mmw : N

>
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our treataent of thom.,"? -

-

. "The Nuisance Gromds" alao introducoa Juloa, one of the uhadowy
Métis Tomrreswho have honrod mthe background oi' the cAmdianvorka.
The Tonnerres' more ,dctailed inclusion here is further evidence of

L 4

'Lauronc}'s intention otupmdingh&‘viu of!lanuakn . In this context,

it is helpful -to caluider t.ho traditicnal eoncept of the Indian as it is
found in Canﬁ{m literature. Margaret Mmoodt for exupﬁle, observes that,
"In Canadian literaturs the placy of low man on the totem Pole within the -
society is reserved for the . . As such, #(tne Indians are,

'nqmy,aymmumrmwumwwumumum

their own and find it lacking: whatever their own miseries, the Indians
can do hhc'-'onegbce’bar."m Thus, as Jokn Moss says, ‘the Indian can be

seen to -body "our collective guilt which we contime to generate through -

o

Both Atwood and Moss suggest, however, that the figure of the Indian

has also & "metsphorical potentisl fis a reconciling force: Atwood re-

éomi:esthclndimau'"mtjmt'.ﬁ .Thcyiroaisoapotantial
wu%c' of magic, of a lmoulodga about the mtural-supematurﬂ. world which

th /white man rcnouncod when he became 'civnisod owl? and Moss points to
. the function of inter-racial union as "an ‘image of mnuc integration -
e <

20

£ races, of spirit and the prysical world.*® Consequently,

This use of the Indisn - as & medistor between the whites /)

and a Nature which is lifevgiving rather than deati~

dealing - is parallaled by attempts to find in Indian

\.legends cal material which would function for
Canadian writers much as the Greek myths and the Bible
-long functioned for Buropeans. The Indians and Eskimos
are seen as our true “anscestors,” s0 it is their legends
we -ho&d.tmto for source n:.orul for stories and

All of th_uo YTactors can be found in Laurence's treatment of Jules
Tormerre and his family in The Diviners. At first, however, Morsg's own:

o
!

\



[ .

'sti.nging sense of inferiority prevents her from ‘viewing’ Jules 1n anything
but the negative light; he even offers her the rare opportunity to Toel
" superior: "He comes from nouhere He isn't, axiybody® (D 57). uorag's T
suspicion that Julca is. ?'[l]ike har" (D "56) soon allows har to beg;ln to
forge a tentative link uith him nonetheless, in the coursa of which ahe
discovers that he, too, dwells in'the musim of a more glorioua putx
"Long time before nw granddad, t.hero(a ocne Tomerre they call’ Chanuer. l
andnomancanridelikehinandheiamehellnvaahat"(_&) C
Morag's desire for respectability effectively scotches any sp:l:itual
kinship with Jules for the time beipg, however, just u it dui_’em her to ,
Christie's natural wisdon. She prefers his war tale of her father's hero-
isa to any “ranting” such as "By their garbage shall ye know thea" (D 32).
And when adolescence eorxvinces her that externdl toughriess makes hor w-’
attractin in the town'a eyes, she tries to diagniu the inner dupeutiou
under,_a new fat‘:ade of dress-shop gentility. This €oo failq to praddo,
Morag envies Julie's hroo 8. DBver/since she herself
decided to drop her tough act, she has besn not too .
certain vhat -to aim for. To act really ladylike would . .
be too old for her, and also kind of phoney. She has :
_thersfore gome back to not. speaking much, like when she

was quite a 1little kid and scared. She's scared again,
now,butshedum'tMvhat she's scared of.

@9s5) ,
Thmxglmtadolucmce,itiallong'sdru-ofuupoigum
undefined security which dictates lll her actions except the writing. Only

hmummmmm vmtomhomdm-nh

. [B}hoiscryiuhorquont. For what? She is not sad,
She has known for some time what shs has to do, but never
given the knowledge to any other person or thought that
any person might suspect. Now it is as,though a strong
'mmmmmmm SMMM

r

s
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mmno'eda-toampemdtomce'-‘urge as Morag finally makes

H

‘| plm to leave Hnmalu for university. 'In a stance reminiscent of Hagar,
|
. o she has learned to allow nothing to challenge her conviction of isalation °

<A ‘e

| orthodisphyofatronghhithuinapdred: oL ’
{
1

_ , "fou lesrn hard, uith&hat stif? neck of yours,"” N "
; ‘ , Lachlan says. "Tbero'anoshminnotmovingsoueth:lng s
- . You'rs not alone," ’

"That's vhere you're \mm.g," Horag says.
b (_ 127
The war, Eva's sbortion, ;‘nd Piquette Tonnerre's death only convince Korag
of the vital necessity for this strength Shie even feels herself to have
outgromn her need for Christis's talea, having found in them great ‘can~ -
tradictions with Jules' ¥étis versions of the same events. In any case,

~‘"['p]rob.ahfy:i.t.'dmus'wt.ntium"'L_ll?);,w . T -

\

mammsumummmmmmmm
o tmhwhckmmmwmmmngusociatodﬁthit, including
'Julu,mmuamtommmacmmmmuumm.
The difficulty ‘she experiences in leaving ‘him 1s.es indication of the .
. mfmﬂﬁuvﬁchsbevﬁlsvdtmll:hnetorecomize. 'ﬂoragdoes
w?thinkahoubhnformlmg. She will not, WAll not. She has to .
L " thiik about getting ready to leave. Soon. Very soom now* (D 134). ‘
V'v- MWWW-mﬂwmﬁo'h&am, Morag must leave
o Manavaka in order to fid it. : L
mmmwmmmmvmuydommmmung, -l
wm-m(mquhm mrum@m@uﬂ)nwm
’ Wmﬂdﬂ:mﬁmnﬁhm.mmamm: "I vant- to be
 Glemourous and edored and get merried #id have kids. I still fry to kin
- , m-utmxdwtwmmt. Mldo. Inntallt.hat. As well. AL
zmumw(gw). Itummmhm,mm,mt,




Morag understands thatvin these "Halls of Sion," as this period is en-
titled, she had imprisoned{herself by her search for The Prince. He
appears in the persoh of Brooke Skelton - na;.uré, acadenically estsblished
and with an “airistocratic handsomehess” to free her from her ™mysterious
nohexistent past" (D 158). "'It's as thou}h youwm s't.arbihg'we\mu,
newly.' Morag's feelings exactly" (D 158). Thedr happiness is eouplcte; i
if tenporary: " ‘ o

Words haunt her, but ahe \d.ll become unhaunted now,
" forevermore.
' (D 164)

She wants, than, to tell him, to praise him. To let him
know. mtthmisn'twnqed,becmoholmwa. They

lie very still and tlose together, still joined, not

speaking. Mhahakmbythewnmmammn L

[

Nowadays, when they make lm, they almost always come=-" .

at the same time, and often slesp the night in each - R

.other's arms, still joined. Sometimes in the morning

he is still inside her, and they separate slowly,

reluctantly, but their inheritance of cne another never '

- really ceases and ncv'er vill. y . T
. s (®1m) . < ‘

Brodks camnot, h}mvéu-. supplythoidmtitymmamglrtforao
/ .

long, and grachully t{udr "Paradise™ ("'row.mbo...ﬁith &'ooko, and away fros
tbeprairiosantirdq'@_l&])ﬂmdmonhhmumotimdoquq. '

.Wiile Morag looks to him to supply the beginning of roots and contimuity

("o have Brooke's childrer - that. is what sbe now sees is necessary in
thedeepeshpartofhubedng" (_!gl(ya)undumthat'nf)ohmﬂy

.strongvithinhiuolf" (_179). &ookodropchmtaut«ohilunm
' greater dependénce on her: ¢ ‘

all right. you ocan do, then,
I'c é): hapganglchurﬁ-ﬁit'llkind lo;mn.
's
. ' Iuiumlotulsuthwcdtinu Norsg,

shortlybotmmmgo, Itu-odmomthinctomdu-
m‘; tm- ‘ .- -
. (D 186)




Desp'ite her growing awareness, eight years of evasions, in*etence
. and frustration precede any.real honesty on Morag's part about her

insbility to accept Brooke's conditions of love. Only then does ‘she

face facts:-

fke. He cannot ever say
to her y once 3 331, that heecannot bear for
her to a child. aruythat. But, he
camtametoachﬂd, sifiter. - She is, she now seess,
' forcing him intoc a corner and has been doing so for. some
: which the exi

She perceives at oncd’

years. A corner out of e twvill violence,

not physical, but !nc ,all the same, to M and to

himself. , \ .
. . Vo @200) -
- Thoss halls of Sion. The Prince is ever in them. What

had Morag mq)oébed, thpae yurs 880, -arrymg Brooke?
Those selfsame halls
: . (22

\ Wﬂt—mﬁr‘tﬁi‘ macado of assurante had simply disgu:!.sed

'nrawx"xoeqn'miullymwamthmhm: Brookahinselrcanc_onfess

it only indjrectly: "it taught me at an esrly age that life is tough and

memétommtymg:.uwm.tomndnpwit. I learned to run

'wlifoqyuy,tokcepaﬁmcantrolornrthingssothattheextemal
-~ )prcoe tould bat.tar at the gatoa as little as poaaible" (® 187)

Bven thou roa].iutions are inmfficibnt to prﬁvoke Morag to reassert
her old Lndopmdencq, however. Hhﬂc she begins to wesr her hair the way
ahaprctmand, overthenutfuyem,emtimcavorkcnherﬁrst
wnldupd.ta Brooke's evident quplum.mnopasm—tor outright
rob‘l.unnormtuan vhcthorthmughloynltyorrear preferring
Wtotqthchodingmofhmutyz " .-

"Brooks —'I remember. - And I'm sorry. I'think I lied
um.ﬁwmw,mmmm-

. wyom didn't lie, love. You couldn't.. Not you. You'
. were without guile, That was the reason I loved: you."

M

!



"Brooke, I haven't been without guile since I was ~,
four years old. I didn't think you'd care about me if
I let you know, that's all. I mean, let you know about ,
- My own darkness, that, comes on sonetims. ) .
. ' 2 21) .

Honesty too proves inadequate: "'l'ben they make love, and it is fine,
except that at one time it seemed an umvorded convergation' and connection
and now it seems somdt.hihg\else. An ap;upt at mutual z;eaumance,‘

against all odds" (D 214).

Perhaps in a compensatory sense, Horag's writing becomes a source of

] Qtrength for hex" for the first time in Lmrence's vork, one aeea 2 woman’

who has discovered a means of creative ael:t‘-expression:

Horag realizes, with some surprise, that she is sble to
- defend her own work. Also, it is a relief to be able
to discuss, it, po holds barred, with no personal
emotional comnotations in the argument. Only when the ~
process is completed does she ses that it has been like
. . exercising muscles never befors used,, stiff and painful
at first, and thén later, filled with the lmmlledge that ‘
thispartofherselfrul];iathm : -
[ (—212)

!utﬁssmeummmcempmmmmm ot
di}ema ultimately. "She lmow. nowbt.hat she does not want to stay with
Brooke. : him, however, rewains unthinkable® (D' 215). It takes a

* chance meeting with Jules, and Brooke's childish cruelty to his to Rﬁ\-

cipcitatc their insvitable hrsak. and Jules'’ mﬁuqnuxt luvo-n)d:ng
thatmmmemherﬁnnruol » however, about the break's

_ pefminences " Euy,'Juleasm ‘Magic. !oumded.ns-dc,tout
. awey** (D 223), mwm,mmmmmnmm
"m.mdobtormntomm.nulmotmm

mwm&mmmmmmmpmorwg_m) ) ‘
Itdocs\not, however, iq:ouuvmcbdna; nuthor.dn(lngthdr‘whf .
tmwgmd,mmerrmtomomatemm Morsg, like her
utmwecemrs.hulmthohudlmof

’ ’ ‘.
.i
. ~\‘.‘\
* . [ Y

I
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reliance. Whm, at the end of this section, Horag again sets off in

search of the mtnro (this time to Vancouver, ].ike Rachel end Stacey),
she does ‘80 now with*n mdepmdence born of strength rather than fear, -
" and with the knauledge of having renewed at leayf one of her bonds to
Il
—~ the past. That the novel contimes beyond this spizitual plateam where
the earli,er novels ended suggests its videned scope. .
" e title of Book IV, "Rites of Passage,” reflects its stress on’
Morag's further growth towards'a‘realm of spiritusl assurance which is.
‘new in Laurence. 'l'h.:ls proceas ia a im;g one, stretching over almosb a
generntion and over three locat.iona Vaﬁeouver, the Britiah Isles,"And
KcComoll's Lmdi.ng '(‘hrough of it, howmr, evidence of increasing
. strength appears. \J ‘ . L
The period in Va‘hcmr, which sees the b:l.rt.ﬁ't;f Picue ('atter
Piqnette, Jules' dead uiater), 1s marked by a steady growt.h :Ln Horag's
; co.itunttohervriungandanoquanyatmngcouitnenttoatanding .
. /, . ‘aloue: "Look Fan - jJust don't t.on(u vuawodo 5or-youngood, eh? '
| -« 'Hot ever. Ckay™ {D 255) Even'her subconscious mind confirms ‘the o,
| ' - - - ‘ . .
| "wisdo-otl;erdeeisiantoloqnnrooka: e o o !
| "k , - . ) "
| Nightmaring? She has in sleep been back with
| / hthe'rovu.,'rhqhanboenuking'lm,aait}
' ; qudtobe.evmthingdrunintothisceutre,theirbed,~
, - their serging selves. Then, Just before their moment, o
. T she has realised that she has only fantasized the «child, =
: Mrdughtu,whoiandlyinthérulnmdunrulityc;t
.o : the unborn. cannot bear this knowledge. Shé draws oo
. away, fronhh,luﬂ.nghhbwilderodmd - "r
. ) angry, lnd horaolr alone.
: o (D 260)
<, ' Thuhmttomggut.otemo. thotboingalono comes oaailyto \
Horas, the ehﬂ.d depriwd of p-ront.s, tho salf-styled exile. !gt her
o mmmummmmmm, while this need too

v mmomw&wwothm.wawomuéneeﬁthm
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"the 'sadist, it does not seriously threaten her ultimate 3>1ependence:

: . - Q
There would certainly be no alternative, Morag-detests
the whole idea of having a living creaturs tornm out of
her body. But there is no way she is going to0 bear a,
child to a man she despises:. She .'ulag:lnes it growing
in her flesh, totally unknowing, a human which camnot
be pem:l.tted its 1:Lfo under. axv@circmtaccezé )

) D2

Although abortion proves unnecessary, Morag further resolvea to protect
herself more fully in the future: "It may not Ve fa:l.r -.in fact, it
Beens damned unfair t;o me - but I'11 nev;;- again have with a man

_whose child T coildn't bear to bear, if the worst o the absolute
‘ worst" (D 270). The deciaioxi 13‘"not;'norality. Just practicality of’

. spirit and ﬂeah" )] 270), as well as a ro-afﬁmtion of indepenpenco. -
' Excerpts fron a.letter to m.Ia late in this periodaconfin Morag's
aelf-cm%‘idmce: ’ '

That dncredibly moving statement - *What strength I have
mine's own, Which is most faint - " If only he can hang 1

onto that knowledge that would be true strength. And the -
‘mognitimthathisrqmudospdrwithin‘,md
that he stands in néed of grace, like everyone else -
Shakespnredidkmnjnatnhmtwmmng.... Dontt

worry - I'm a survivor, just as you are. , ’ /

(2 270-1)
It is further confirmed by Jnlea' vlsit six years a:tar Morag had left

Brooke. Although there is an evident and deep-affection between t.h-.

HoragmmetriantoimadoJulu'mdfpriuqthmaheanou

’ to invade ,hm: H"uatm, Jnloa, Just don't tall me vhat to do, eh? It‘r

thomthi.ngIean'tstand I can't go back. Icmtcoback""(g )
'Ww,mm.mmmmwmm.
Jueamnmmuwmetmmmmw(gm)ummm
- heritags has finally arrived. me;nmm.w
wmempmwte-mwmamm.nwwummthu‘

\

-

~




I'd like st some point to go to Sootland, to Sutherland,

where my people coms from. What'do I hope to learh there?

Don't ask me. But it haints me, I guess, and maybe I'll

have to go. Kot possible yet. ‘
@2n) .

Her decision to take action suggest_a' Morag's inner reaqiness\ffor more

.'me inaight does present itself, but;:;. in the anticipated 'form, for
&!gland, lndmbaoquanthScothnd, camotsupplywhﬁt!oragseeks In
jm Nelaith, the Scottish artist, she finds s possmmy of the extmq‘l
. reassurancg she still mm from time to time, particular]q’uhen Pique

falls :Lll‘;, cmnnly the immediate directness of their relationship
. . , .

i;ednt,p senser | ) . ’ )
|
\

bodes well:
The only alternative is the game, the
nothing matters; the desperstion that
is all and there doss not need to be ary
to plan for. Morag has played this game

to time. But not now. KNot any more. .

(D 305) , )
Mvhiloahoi;mparedéa/ucrﬂicuemhermmungumtom, ‘
umgnauyuscovua thatbun,likoarooko,humatrmgthtoshare
vith ber, a rmmmmmegmmn?&uapamm “the timid
angry eyes of humans. Some of the lusan eyes seem distanced, distorted -

" no, not distorted: t&mmmmmm-sp.m,ammm
than the flesh sven if burned could feel® (@ 309). Hm‘ag‘sdiacmry:ls
mt,otm,anuminhueim. paniauedmtmlytohishm
town but to the vife who supplies the needs hé doesn't even admit tot .
o Mpﬁncauithdboam.atmdnpeatlm,‘wm \ '

& woman who will stand up to him.... McRaith is not
held to Crombruach just becsuse of tha place. He is
held here by Bridie, whom he has inovn all his life
as ghe has known his. That hthe t is.

@ 3is) .
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Ironically, what he in turm (again, like Brooke) has recognized in Hora.g
is strength: in his portrait n(o)nly her black hair can be seen, and her

]

eyes, clearly and unmist.akeably the eyes’ of Horag, angry and frightened,
i‘righteningly strong" (0 310) Basically, thé gxporience aimply confirms
Morag's earlier conviction of the necessity of ultimate indepanén\ce.

Nor ‘_does :t.he "p:}.lgrimagg&" to the howe of her Scottish ancestors
produce either of the cutcomes Morag had anticipated:

Why, then, has she for so long hesitated? '

She is afraid that. she will be disappointed, that ‘o
there will not, after all, be any revelations. She is
afraid that she will feel nothing and that nothing will ‘' =
be explained to her.. Or else she is afraid that she
‘will feel too much, andthattoomchwﬂ.lbe
in those rocks and ruined crofts, or whatwar is there, N

now, these days. ' .
- (@ 302)
0 ¢

The actual trip to Sutherland, in fact, proves unneceasary The re’valation

which frees Morag of its necessity is surpriaing but nooentmpz

“It has tb do with Christie. The myths are my
reality. Sowething like that. Andalso,Idcn'tnoed )
: togothembacmselkﬁunouwhatit,wulhadto, !
. .learn here." o

- "What is that?*-

' ) "It'sadeeplandhm, all right," Morag m
it's not mine, excnptalenglongmback ‘Ialwm
thoughtitnasthelandotwmcutorsahtitiswt"

-
Yo

. "Mhat is, then?™' ‘e \
nChristie's real country. Where I was born.” , .
‘ @3n9) - - .

Thiadiscam'ythat her true roo’bavara’ lhnuakan hadllrcadybm
foreshadwod by Korag's nao—ot Chr.lstio and Lasarus romem asy tho hexroes

.of her owri "tales¥ for Pique. Sho mrt.hcr affirus its vulidit.y by the |

belated' fulfilment o!' her obligations to the cv.lna Christies ®*Christie -’

I used’to fight a lot with you, Christie, but you've been wy Itthortto me, "

" ‘Her reward is simple - "'Well - I'm blessed,' Christis Logn says* (D 323).




i Alienatednolougerbyherounsenae of exile %rag can give Christiea 4

Iix Addition, vh:l.ie anothe it from Jules focuses wainly on-Pique, \:
. . .

104

v

"true burial" with his beloved pd.pes; nreleased into nouming (D 329) .
.sha can now lesve Manawaka rather than run from it. This act too qug;ates S
Morag from Laurence's other heroines; she is the first to malge'hér’ peace / ,
"not only with herself but vit.hulhnawa‘ka - CR |

IV ends on t.vol further notes of confidence in the pa‘esent' the
‘of a pmmt home, the cabin at Hccomell's.glanding and even

the aeceptance of-a new role* ',

v’ Thethingmtumtakemgattmguaedto,mthe

reviews of Shadow of Eden, is that so many of them refer

to Norag Gunn 8s an -established. and older writer. ‘At

forty-four ~ an er writer? She thought of herself -
beginning. er for so long that it-has come as & - . y
to realize she.no longer fits into this category. . .
are now a lar mmgrotwriterayomgenaugh‘to -
be_her children, sone of them are very good. Yes,
older writer is the right phrass. Takes some mental
; ,thmgh Heditat.icn Assimilation.

(@ 343),

P

child df tha two cul , and lswgs (which are his 1ega-cy to her ‘Just
uhorag'smcem),uorngtooclaiualegacy in the plaid pin and

#

horadopﬂmotthehebond.dwttox ) . -

is ound 14k ice :
gn& %&cq,ﬁ@? It do:s no: :a::e;? mt . Y S

nttm i.a that the voice is there, and that she has

'y 47

burdt.huowordawhichhanbmgimtoher. And will SN -
Tt bot deny what has been giveu Gainsay Who Uho Date-. i
T Sk 3>V I

Y

‘mﬁ.nﬂ,lyaccepung Wtisgim.'noragfindsapexianent source of
the herifage she has sought. Like the others, she bends to the inevitablo.
memmouemtnmmwm‘;mwwuchcmpﬁse , ‘,*‘
ihommmmuthmrmm,mmr,ammwukmgof '
tua‘w-mmy. mmmwupnedtoﬁmwm
mp.gqumammt-sp--nmupmumum}.ammm
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R glanca™ with "Pine...I wouldn't.want her to do.anything else vhen the' (
- ' tinécoues“(__259)semtobeboliodhythoﬂongvhoaecmcomu i -
- T /m,que's departure ccnpletelymmmsher . " : \ﬁ_
oo . ' In fact, everfthing in nomg'm/snrromdings (depresses her at the, ”l

imnt Theearnoatyumg&ith/adly tthuPionm,dﬂmhcr
‘. | " toin&nlgeinasmesofinteriordhlwsinuhichshetrus

3 tnnouroualy (but mmccenmlly) to Justify hqr fd.luroa in this ‘
regard to.nmgmryéathmpm-rrrnn Royland, the ndshbour
" who has the ability to' divine wells, also threatens her aolf-oonﬁ.dcncc; |

IS

s inhinitisthemnmfuthdnmmmwtym&m res:

s g'mxwa.takeitontnth,forhéraalf,nhadid? Somstimes she a;
But not alyays® (D 22). ‘In particular, howsver, Pique's absence xnght_ans‘
Morag. It is not simply her physical departure ("'Don't mistaks me, ' -
Raylan% Idm'tvmtherlivinghcroa&m. She can't. She ;
mstiit. She's got to be on kgy om. ™ (U 80)), but their peychological

mmmn«@m'.ruewm,mmww

© the widte free-drift of hospital linen, saying I despdse you.” (R:81)). .
niadnuumhgmiwuwmal; Stacey's frustration . -
vithxati?-hncouto:hudinmwmmmnmm

) *You. know somsthing, Royland? . Hoﬂﬂ.ﬂ:Mhm ) e
SR ’ planat.calhd)hrth.mthmmw even e T
' # nkanmnhuwmitadd.nmn P
, -, with all the old skins bunched arowyl -t
-stdll . !munmmmfwMtoaho,\/
witmuaM%tMM'nMMnﬂ}n v ' .

- < ocne of the husked-off skins, and sometipes you toe ’

< o g ‘_mwmmmmuuumm . -
, : S so-otd.-uyouun't. , . N
s " . (2]39) AN

el T mw,a-w.mmmmmmmdmwm
tailnru; Thonrsbfmbook- mmdb:thoumrym.uch

‘7
'S
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/ | .+ chapter simply acknowledging the present before slipping back into the
. oy e p,ast And while the return of Pique is douhtleas responsible for lay- ,
ing sone of Morag's f‘aars to rost, it is ultimtely her own retro-

Je

spective journey, of course, Which restores her by allow:lng her to
reaffirm former insights. .The honesty vhich Morag learned so painfully
. _ with Brooke permits her to admit the sexusl jealousy she feels towards

. Pique and her boyfriend, not only fo hersell, but to them. ﬁAndalt.hou’ghﬂ
she is increasirigly able to understand Pique and her conteuporanea,
minginnnwofthe\gmactimupﬁuumothermpast, her
experience with Jnlea has also conrinced her of" t.he neceasity of release,

¥

1 otbeinga.uoveﬁ the- rroedontonke onc'sounmtakes: "Pique
co TmmnﬂpiqﬂOQM?mm,\vhomitvalkbermm,

-

s e

-mm»mw @ ). R ) T
b Normmstappedlurmg Tbesighf,ingoftheherw, R
i-inmt victim of progreea. brings the awareness that, while she may not - /[

hne succeeded in cruung a safe haven from the txentiet.h century at
llcwlhmding shehadn&!mtmlyintszielito: *That evening,
' Mngmtoautmtmm“uaawt,mum.iniQ\m.
\ i
- S Mforidmdshdaﬂodmtinago,mdhernaed lakepil- v
grimagos had' led her back here” (D 293). Ultimately, her self- |
q
T "“mtiouﬂmluinmm&ogiuhmmcuutmdbnngmmd
Vo t.omcucuu-mgunmmx . Y L o
. - I'S going to stop feeling gu:uty that I'11 never be
o hardworking or knouledgeable or all-round terrific u
LT . you were.... {(IJn my way I've wopked damn hard, and I
© baventt folded up like a paper fém, either. I'll
: - .. " never till those blasted fields, but this place is
some kind of garden, nonetheless, even though it may

be only a wildflower garden. It's needed, nndmt'only‘
. ,,--h"" I'-Mtbquitmabwtmtbdng




S g:y’ . \ . ﬂ' o .
¢ . ) * R . )
. C . % ‘
either an old or.new ploneer. So farewell, ,
v swast sam..o“ ) Lo * , ’ v
(D 332)

Iike the oonelusionof‘rha StoneA_gg__ Bode V takes place enti.rely o

~ in the present, for the put. has mlrilled its m:tim That these feow -
) closing pages of the novel. are focuaed to a large sxtent upon Pique is
.appu:priat.e, for her independent maturity rapreﬂents both the ‘culmination

of Horag s geteration and the beginning of its deata. m'uap pessing. of

the torch, The Diviners is more clearly oriu;ted tourda the mr,ure than

vere the earliar ncrvala. mf mtii‘ is ccmﬁmed by t.h&daath of Juleb

and the paas:l.ng an of Lazams' lcni.fe, Jules' “totem," to H.qae Morag

isalso finally able here 10 releass Piquainuorathmthc former

tentative, abatrﬂct senset - '

"'Piqne I hope G ; -

- What? mtpiquum-twdnganmmm L
—couldcopevith? m*.ahowm'tmkinganmof -

, Judgement, in going at all? Nomnsense. ' Who could ever —

enter anything with a guarantes? Let her go. 'l'his
time, it-had to be possible and was. -

"Ihopeevu'ythinggooswoutorym, .
359?“’

e

Her reward (and Jules'), and the symbolig high point of the novel, comes

in Pique's sotig of "thel;omtahmdiqulq,"whichamcl’uuh‘or ‘

dual heritage, denying and blaming nedther. Valerie Miner sess the . o
'mature Pue as an absolution of the "commmal sense of Scots guilt®

for the desth of Piquette; while Morag and Jules' @mm;; had
rmitigate(d) the alienation of the two peoples,” Pique herself, their

dasughter’, "represents a resoldtion of consciencs, s new genmtim.'fzz

And while t‘h'e equally wide rift between the generations cmnw‘bo
‘cmaammchummnmmnzmmmmmd-gi@

by love and loyalty., “ |




Freed of hcr generational responsibilities by Pique's departure
thia time, Morag returns to her work, to: encoun}er one final intem-
mﬁtim. Royland, the diyiner, has lost his gift, but anly to see it
paaaed o to. A-Clcay Swith. the new generation, if A-Okay can accept it: -

g
The inheritors. Was this, finally anli at last, what
Morag had always sensed she had to learn from'the old
»AD? Shehadk:mnit.nllalong but not really known.
The gift, or portion of grace, or whatever it was, was °
fiml]q withdrmm, to be given to someone else.
(D 369)
It is this understasding which enshles Morag to accept the terms of her
~
om gift - even the possibility of its eventual passing:
" Morsg's magic tricks were of a different order. She
<. would never know whether they actually worked.or not,
or to what extent. That wasn't given to her to know.
. In a sense, it did not matter. The necessary doing
of the thing - that mattered,. ’
| I @3 .,
This section, like the novel, 1a/qped *The Diﬂnm;" in its use
of the plunl, the. titlo implies )locng'a succue, like Royhnd's, in
having divined\that-precicus el , truth, munpagommto,
tfe primary iinge of the river " both ways." Life's dym-ic
morging of past, present, future is brillisntly captured in the image's
reversal of ‘treditional directions: *Look ahead into the past, and
"back into the future, until the silénce® (U 370). Morag divines, too,
. ) ’
that time ultimstely allows no more than glimpses into its depths:
"How far could anyone see into the river? Not far.... m;,y slightly
 further out, the water deepensd and kept its life from sight® (D 370).
Mowucmw,mmumomo,umwm
finished. '
zbopanu.ll bmmmmmumm.m I.mronce's other *

Mmmmiqﬂidtthmt mloahoianocarboncomot

-
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anyoftheearlierhu‘oines,uoragdoes shu*othebuicuhapeof
their e:q:eriencea. the repreasiva Manswakan background and the need
toreconcilehersalftolifeingeneml andtothisbackgrom:din
particular Each.of the women learns to face life vith coursge,
c‘oupassim apd acceptance, and to build ‘a future without duw:l.ng her
I past. QOf the five, however, Morag is ob'ionaly the nost succeuml
4n making a positive affirmation, as Valeris Miner motes:

Morag «goes further than Hagar, Rachel, Stacoy or Vanessa

in resol the tension between pride and love, between
the duty of thé past and the instincts of the present.
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.Morag also comes closer to a strong personal identity than
. the other Manawaka women. She finds satisfaction in her
work as well as confidence in her rghtiamhipo ‘with her
dzmghtarandp(ithuna- ,
Consistmbwiththisnwbreadtbotvisioninmco.m
Divinersiaalnoatoymhalﬂnginlengthmdseopo Maisnotto
saythat1tpoeaeaaoatheimediatemmeotammmom§§2_
Angel. It 1sveasytoapot_r_l£_m.wuknema,mofyh1chhw
todowithasanseaf contrivance. The ehronologicalmsuttt.imof
wqmteﬁniqmmobtmnnmnmthewncmhgu

a result of a variaty of mtmdnef.&'y titles (Memorybank lloviu. *$

Immerfilms, etc.). Lan.guago\provu anot.hu' probln - that Morag's ufnlt- ,

ntmmemummmtucuumwmw
gives rise occasionally to incongruous combinstions: for sxample, “It've
paid through the nose. As they say. _uaomodght'add.thrwghtho_
" head, heart and cunt® (D 11). And ons 1 often struck by the'artifi-
ciality of the pm.odic referances t0, and cameo Appunncoa of,
chamtmrmdeomrcammw: mc.m.mmxm,
Thor Thorlakson (aliss Vernon um;m-’), g:cno Pemidck, and, most

-

%‘ ,

§



_implausible of all, John Shix;lcy and the reappearance of Hagar's lost
‘pledd pin, m
Ultimgtely, however, the novel works and works mgniﬁcently Re- . . ,
(naﬂngcmutheﬂmstoplaﬁxthofaceofme_mmar
achievements. If the stylistic imovetions in verb tense and time
“.f’l‘ . ‘shifts seem clmy inithny, they quick],y eatabligh a rhythm which
| carries the novel forvard on all planes. Similarly, while the language
‘occasionally jars, the vast bulk of it rmgs\ t.mlj. Host effective in ¢
terms of style is Lanrence's further refinement of what Moss calls her

"first person reflective." Spanning more than a émntm, the novel
captures the fine reflecting mirror of'Morag's mind as it seéarches '
smong its iseges for the elusive trath. As in A\Bird in the House,
svery experience is mbjected to a double scmu.ny .immediate inter-
\pretation and subsequent rg—mumuan from & later perspsctive. It,
is this d:l.stanc.y;g, in fact, nhich fncilitatea norag's \mderm

‘Mﬂmomitamunu-mctmmdrm(amturdnrorced,n
t&mqlo.wmdrwmdmm;gfmmmmmuc
chﬂdd.ttd.ngmthom @6@258)). Thovholecmcapto.t
laysred understanding - memories of memories, interpretationscof
.'W‘-hmuwm‘mmei. While sbsolute
,t.mthr-dnlmww,tmmnlmdl with Morag's acccpt.anca
of the limited revelstion life accords. : =
n:mw,mmmg-memof&mﬂnm is°
. considersble. h}un&ad,uictindlinit_unupitnhumof
mwmﬂmomm: ihedipityoftheindiv.id\ialnm‘ :
huupndty:ormml; thoi-lnueuplmd.tyoflifo; the . ”/ - 1
universal search !‘or liberation combined wit)\ an aceept.a\nce of cneself |

Y



- ) s .
an’dg.others;l\ ﬁ? tragedy of exile and the necessity of goming to terms’ -
with one's background. Here che experiences no.sense of comtrivance: ™
the themes are subtly interwoven into a tight and rich blend, one
‘which is aptly described by Billington's analogy of the tartan.

. The fiovel's crowning achievements are two. First is the creation .’
of Hor\ag and Christie; these two fine rebels deserve to take their
places beside Hagar Shipley as truly memorable characters. Second only
to them atg-the sangs - deceptively simple but pouertnl art. (
The wh;le direction of The Diviners, however, leads one to form a

sad cmclusion paradoxicany related to the novel's note of affirmation.
Laurence has admitted :ln a private interview t.hat. ‘ '

I become, I'm afraid, embattled very easily over my’

tities. Thay are-not ever chosen accidentally or

lightly. I think a title should, if possible, be -
like a line of poetry - capable of saying a great

deal with hardly any words at all. The title of a

povel should, in my view, cpresathewbolongzul
its themes and even something of its outcoms

The fact that, of the Canadian works, @‘Ma last novel has s title ' - ”
vith positive comnotations, is thus surely significant. Miner's . /—/
intef-view with Laurence refers to her "gradual resolution and growing

hopéfulness for the Manswaks women," culainating in The Diviners which

mgoes beyonn‘i the piquant vulnerability of the oth'u-s' dilemmas to a

platean of inmer at.rangth when Morag decides to follow her ovm instincts
haboutlaveandwork."zvs But ‘vhat Morag divines is that she can no more
urxdarz;taxxd her magic gift for writing than she can consciously sustain

4t." This reslisation is coupled vith her final ability to giu Pique

and her generation its indepemdence. ‘l'htt liorag does mt.. ot course,

abdicate her own future is ay-honmmm”mdtoginthopldd

'pin to Pique until she is "through with it" and "gathered to (her)

¢




mce&n" (D 367). Nonetheless, the closing lines of thé'm;el,, u\hil;
m, do imply an ending of sorts, both fitting and acceptable:
"Morag rct.urnad to the house, to write the remaining private and
f:lctional wordp, and to set dowh her titler (D 370).

The limited autobiographical ovartoged of Laurence's works have
alreydy been discussed. The ending of The Diviners, however, acquires
additiuul ilplicaticns when related to pmmomcemnts Laurence has -
nade over the past few yeara In an inter\rieu in 1972, ghe - indicate:i
something of her horoines' recognitim of the necesaity of .accepting
theirpartainthamncmumvhich castsusvarioualyaschﬂd,
parent, grandparent, in a prediction sbout her own future: "So I don't
feel that I'm going to go cnurit.ingnonla all ny life...because pretty
éomlvﬂlhﬂosaidt;hatlhmtomfomvgmmtim"2'6 The .
foundaum for such an intent canbefmnd evenurliu', in"TenIears'

S«ntancu" 3

I've listened to the speech of three generations -~ my
grandparents, xy parents and my own, and maybe I've
_ aoven heard what some of it means. I can listen with
interest to the speech of a gensration younger
- than mins, but I can't hear it accurately enough to
set and I have no desire to try. That is

i

mmamwwm,mdmumtmt,
altlt-mtnchnhmdght&poctmmntn the diviner:
she says, quite positively. ™I don't think I'll ever
write another novel. It's not because I don't want to.

I just have this lmowledge. It's sort of a Celtic
umma-lmmun&numqm-m

XMM'VW'I vill.® )
The secne ‘'one has, then, in The Diviners of a drawing together of
themes and characters might very wall be Margeret Laurence's tarwoll

toum; nu-ummnobaumtmmh.mmwm
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