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" ABSTRACT o )

<

The Shaping Art and. Vision of Howard 'O'Hagan
. Quest, Belief and Cycle in Tay John

Ella—Tanne&\ ' . :

' ‘0'Hagan is concerned not only with how myth is made

but with’'how myth comprehenas the world., The primary aim

[4 ‘ - .
of this study is to discover some of the sourcés of Tay A
-
~ . [ £ .

. L S ' - R .
John's power,‘to recognize how its vision is cancealed in .,
e PN

codes, -to attempt to decipher these codes &s, they emerge inf
. »
the novel.'s underlying pa;;e;ds, and to explore what these
- ' B ) - L) PN

pattgtns mean for the ‘inner reality of the work, for the

shape of art and vision, the shape of life. Iﬁ will- focus

on the linking images that recur and interweave between the

. , -

A . . : .
'levels of the novel, discussing in particular the patterns

expressing the concept of the revolving earth as an analogue

for man. They are the patterns which release the identity

"of the wild wifh the human and the sacred,.and which generate

the resilient apd sensuous form rather than the rigid facts
£

-of knowing, patterns'which inform the novel with the sense .

of a powerful bu{~e1usive presence. The novel calls us to
e*plore rather than to appropriate and civilize the unnamed
territories of life, sustained by a knéyledge based not on
the rigidity of logic, but on tﬁe resiliency .of the imagina-

tion,.on the archetypal patterning of its organic. and sacred -
- -

symbdls,_as they are revealed in the word alone, the word as

myth, and myth as an expression of the primitive., _

’ iid
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He discloses "a world." "It is the aim-.of this study to in-

s o o . :
. . INTRODUCTION ~ .
° N i - - .
.- . - '
I know 'it sounds silly, .damn sigly, but I
used to feel, oh; I don't knowla preseme )
in the -mouttains: Some-kind of" a presence. J
7 : - ' - Howard O'Hagan
", .". art is disclosure-—disclosure of a
worfd, an event in which being comes to
stand. . . . Art is. art when it.brings a

-world to stand before one. | . '
oL, - Richard Palmer
‘ . N . Hermeneutics.
- .

: . .
. N .

In-a11~ﬂié work,floward 0'Hagan has tried to capture the
inner presence .of things through the magip.offwérds——through'

’

tﬁe,@rt of combining them in'unprecedented and luminous ways.

)
A

P ¢ . v .
qQuire into the nature of that world and consider how he
brings it to dtand through language.’

, .
. ~ L . ' .
- He is possessed of an'original vision. It is never
made explicit, but is'given poetic form, a form which subtly
suggests both an organic .and a spiritual canception of the.

.

earth, His writings are imbued with tﬁe‘sense of a vibrant.

living wilderness and a deep intuitive allegilance to its

inherent values. .Thege values are humanized by &he pres-

"ence of man-——not only mountafns%~brobding thfough the work

. R [4

-~

and giving it an existential .centre of gravity. This re-
\ )

]
sults in a correlative respeéct for language: a humanistic

‘concern, similar to Palmer's (241), with the~ﬁbrd and the

-
. -

form in which the word 'is communicated, and ultimately, with

't



»

& - - .

how thi_s,'affécts itg potential for reveéling the indwelling .)‘

_patterns of things. : - -

The problem lies in interpreting a worild in “which al:
& : o .
most all the gracious marks of, presence hdve been banished.

j

- N .

‘O'Hagan realizes that we,'are increasingly 'separated from its
essence; our senses and our mehory’areldullgd and, when we

. '

do';ecognize its pattefns and its’yhythms,'our language is
often inadequatg. , - ’ ~' o
.This sense of dismay ahd nostélgia in O'Hagan has led

. i * . -
some recent critics to take the deconstructiﬁe view, to see

.
v

- ..» .in his wrifing an undermining of the word, resulting in an

. \ s )
, L . K ' . -, . '.
Muninvention ‘and "reinvention" of the world.'wl view it ,

- »

’

. . N '\v ' ! N . . !
rather as a "reorientation'—to its urnamed and unnoticed o

-
L)

aspects. I}_anythiné i's being undermined ‘it is our hdbikuél
4 -
way of "seeing.
I.intend theyefo;e to.examine his w&rk as his'inquiry,
and ours, ihto,the capacities‘of'language {to break through,

at least in glimpses, to g degper level of recognition and

understanding of both word and world=—not a reinvented

world, but the one in which we are alreadyustanaingg N

The study'will focus on O'Hagah's primary - work, Tay

3

. John. First published in London in early 1939 and reprinted

"in New York in 1960, it only came into general circulation.—~

- LN

with the New Canadian Libfary edition in 1974,

b

When relevant, reference will be-made-to his bther‘

-~

P

-
1

4 « ' ' - * ’ .
works: a later novel, The School-Marm Treej—more romantic,

v
’
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less mytﬁig and compelling than TazéJohn; two pollectiona

L]

“of -short stories, Wilderness Men—intense evocations- of
\

qctdal wilderness figures, and The Woman Who Got On at Jaspef

""Station and Other Stories—moving $ales, most of them based

Y

on mountain exper&ench; Covote's Song, a collection edited

by Gary .Geddes awaiting puBlication; stories and essays~which
. ! )

appeareﬁqin the Thirties in Esquire and Maclean's and in°

journals'sucﬁ as The Prairie Schooner and The New Mexico

. Quarterly; writings, publdéhed and unpublished, from the

O'Hagan. Archive at the University of Victoria; and material

‘

. culled from The McGill News and The McGill Daily. O'Hggan was ', -

Editor of the Daily, and also a friend of A. J. M. Smith and

L] .
Stephen Leacock while studying Law at McGill p"the Twenties.

Tay Jolin has been acclaimed as "a brillianﬁly’written
and conceived mythic novel," a "technical breakthrough" in

its innovative style, "a book that hooks itself into the

fabric 'of the mind and stays there."1 Yet there has been *
lit:‘tle,sustai'n‘ed criticism on this work. Up until the,“i§80's,

there was only one published essay;_Michael Ondaatje's "Hoﬁé;g.

o

"'an.article by Gary'

. O'Hagan and the Rough-Edged Chronicle,"”

Geddes aptly titled "The Writer Canlit Forgot,"

. \
Morley's introdugtion to the 1974 edition of the‘novel,2

Patricia

“and a ‘few commentaries and reviews—some of which narrowly
understood his expansive vision.

Although Tay.John's London publiéatioq met with excel-
lent reviews,.it also meg with impending war. This circum-

. 4 .
§tance, together with O'Hagan's travels aUﬁQ&{; the inactive

-

. » \ N .
~ .. (. 0
‘
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\ - l\,

11terary community in Canada at that time, and‘the fact that?

in .any case, his metaflctlonal post-modern approacb—-highly

experimental for 1939—was a generatién ahead of his time, °*

likely contributed to the, iack of critical attentiom.

While for several years now he has been quietly respected . _

and'récbgnizpd as influential in much contemporary fiction by
N

- .

< .
those few critics and writers who knowq&?m, it is only re-
cently that he has been attractlng wider appreciation and

AS
critical response., This 'was evidenced when, at age 80, a few

months before ‘his déath'in 1982, he was awarded -an Hgnorary

t

Doctorate by McGill University. In late 1986 essays by Arnold

Davidson and ‘Margery Fee appearéd in Canadian Uﬁéerature.3
{

The main reasons for the present study are three, and
~ - -
are stimulated by the above challenges: . .

The first is personal and incorporates the "why" in
\ f _—
this venture. I am intrigued—as most who have read this

unique work ére——by the shape of vision in Tay John, by why'
\ .
the book "hooks itself intokgﬁs\fabri& of mind and stays

there." Mysterious, enigmatic, its world pulls at the reader,

r

demanding to be questioned.
Al

The second, correlative with the first, is concerned with

the "how," with the shape of O'Hagan's art; with what makes

. [

his style not only "technically innovative" but, in the idiom
, y )

of Leslie Fiedler, what makes it "resonate and go." What is

there in O'Hagan's language itself that answers to meaning?

The third reason,pertéins to the abéence of @ body of

>

criticism and thus‘the need for a comprehensive study of his



P

v

oy

égylp and thought. The novel is a mythopoeic "unpamed coun-
- ’ / ° - .t

try" with few critical guideligif.

¥

An additional stimulus for this study stems from iy

P
o

having had the privilege of talking with Howard O'Hagan on

two occdsions, ; ‘ .

N

My thesis is, that concealed beneath the vivid sﬁrface“"‘

story of Tay John there is a deeper meaning, that this mean-

A

ing'méy be detected through an examination of the interacting
patterns of language and vision, particularly the patterns

. » . ’
associated with thé'quest and belief theme and its resolution’

in the concept of the cycle; and that it is at this under-

S lying thematic level and not on the level of explicit wmarra-

" tive that the basic shape and unity of the work may be

percgived. ' , ,

v Iy

I hope to show the following:. "
1) How patterns of vision both shape and are. shaped by art.
2) How the double and interacting theme of quest and belief

g . .
functions, the quest being more closély concerned‘with

how one can "hear" and "say," and-belief with what one

N
-

2 knows or thinks one knowvs.

[

3) How this theme is depicted in terms of the primitive

’

world of Tay John with its emphasis on initiatory pat-

<

.terns, in’terms of the civilized world of secondary

‘characters, both religions and profane; and further, how.

the narrator functions between these two worlds} 

. ——

4) How O'Hagan's own ungpoken vision influences h;s perspec-

'

. {
tives on these worlds.

~

F N
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5). How this vision is indire;tly‘maﬁifesxed through a unique '

[ . o .
. '

and‘cohpéTlihg use of -language: through choice bixwords .

P »

: ;‘ s and imagery, particularly archetypal “imagery, and through ‘ « .
;//////"' repetit}on of motifs in patterns of story and myth. .’ - -

6) How these artistic strategies illuminate the ‘way in which. .
i - ) ! >
O'Hagan's imagination constructs its symbolgh and conse-
& . - LI

quently how it is his art that carries much® of the re-

i

sponsi’&lity for informing the novel with the sense of

v -

‘a powerful but elusive presence.

.

The ﬁrimary aim ot this study, then, is to disoovef

~ £

’ some of the sources of the novel's power{ to recognize how
[N .

O'Hagan conceals his vision in codes, gnd to attempt to

~

decipher these codes as they emerge in the novel's under-
. N . * i [N

lying .patterns. . ' ' L :

N

Theé approach will be impressionistic andihermeneutic.
‘The fbdcus will be on how style and content work together to

give the hove}‘its vitality rather than on discussions of
. )
technical theory, or of such areas as the eclectic mix of

.geLres evident in the work. ‘ -
The inquiry°falls: into two parts. .

Sectiqn'Qne will be concerned with establishing ,back~ .

M 1

4

grounds. In pter One, "Perspegtives,” the nature of the '

4
underlying pattergs will be -questioned and some answers

proposed; in Chapter Two, "Contexts,' consideration will be ~ - -

givén to relevant backgrounds: O'Hagan and influences, aund

.

the Canadian, Roméntic, and mythological-primitive contexts;

in Chapter Three, "Approaches," an indicatfon will be given -

f N ~
'
PR
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o

. patterns aevelop, 1nteractp and deflne the shape of 4dn

»
o

of\how?the patterns.;ill be traced through 0/'Hagan's ‘concern

. ~ -

with the Qbrd aione, with the word as stery, with story as

* ~

"myth, and W1th myth as a revelatlon of the pr1m1t1ve.
c"’_ K '
SectLon Tw%ﬁrlll deal more- drrectly w1th the text lit-
self. Slnce ‘the ® nity of the novel's theme is carefully N

.reflected in its overall structure, thls technique particu--

~ - .

larly applyihé to the circular‘tripartite’&ivision of the

and since this structuretserves to organize the shape

a

noveL,
! \ N ' “md
. of O Hagan s art and v1s1on, I am d1v1d1ng Sectlon Two of my.

v

study similarly with cofresponding chapter headings: 'Wﬁgendﬂ'
A A Y ‘ R - o

' "Hearsay," and "Evidehce—iwithogt‘a }inding." Page tefer;

. - . = -

. . . .

ences for the text will be used here mainly fo! clarification

t Y
' o) —

since most quotations shotld be’ ‘easily locatable within the

chapter cqncerned ] e , T '. B

3

;,‘!‘

. The' dlstlnctloﬁs I am maklng among the three dlfferent

.

"

-

headings are a reflectlom of the three different means of
* * ' . ‘ T Y
. R &3 .
" seeing.and knowing the world. I will aot restrict myself
. .« 4 . "- N
’ - . ' N o
to .the contents of the seetions as chronologically presented .

in the novel since Tay John and hig legend are set againet an

v . . .
«

‘other patterns and éoncepts throughout the work How these

”
o
- 4 [ ¥

1nd1v1dual s world and also the shape of the aythor's art

-
’ .

/o

v .
- 3

)

and vision w111 be my cohcern.

. »
-

t* Many of 0O' Hagan's passages are aneloéous and support

endless glos51ng. In one of.these, using ‘an analogy that.

frequently returs ir the novel—the €oncept of "a mountain

\
in an antravellé% land"—-he _suggests that the story of man's

P - . - ’
f I; - .

-

o
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x':qhis ié_the way O'Hagan drops clues) 'that it also "waits . . .

dark déstiny isksimiiar;y "unﬁatﬁﬁmable,". Yet we note (and

’

for 'someone .to come close" — perhaps to éxplore how or why
s . " ) -, L : . . * .

it is unfathomable., . . = e T o -
“ : Lt - - - b

. \ K
.Tay. John is a.novel th;% not only invites this kind ~. .

"

-of~explofation, but’throdgh its~se}f-ref1exiVe dialogue also, -

- . .

1nv1tes a creatlve part1C1patlon. It 'is not only a work of

v

art but about art——the art of language and of living in the

-~ ~ -
vy
r

world.’ h : L L B
Py C . ° . i i
. o . - .t
."ﬂwconc}?s1on will proq%ge a summaty of some of the

\ “ .
.

ideas-that have evolved'during my various re-readings of. .
. N * ~ - .- ' K : .
Tay John. . ’ - . . . -
* . N , K « R
: - - . / . ’ ’
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’ Notes &+ '+ . N C
- . %3" .
\ ) ~ -

- 1Gary Geddes in The Oxford Companlon to Canadlan

Literature 84, and Saturday Night 9 . . .

-
v

¢ . S~ ’ “ a t . . t, .
2In addition to. Gary Geddes, Michael OndaatJe”énd
Patricia Morley, Howard O'Hagan is esteemed by such writers’ _
as Robert Harlow, George Woodcock, P. K. Page, Kevin' Roberts, -
Geoff Hdncock, Jay Macpherson, Patrick Lane, and Dick . )
Harflson, who took'th® title of his study of prairie flCthD, . .
Unnamed Country, from a phrase in Tay John, and Robert o~
Harlow, who took the wolverine encounter scene in Scafin from
"The Black Ghost," Wilderness Men.

-

¢

AR Some of their comments are as follows: "The first novel .
of real uniqueness and consequénce produced by a Canadian
. . « he Wwrote greatly, .beautifully . . . a technically
sophisticated, innovative and imaginative novel whose scope' A\
is epic, whose people really lived, and whose narrative ~
voice is sure and-wise and full of the experience of life," .
Robert Harlow; Howard O'Hagan': A, Memoir,, CBC Anthology, July
1983, "It is the most jmportant piece of fiction to come out
of Britissh Columbia before the Second World War . . . a work

-s0 self-reflexive, so overtly conscious of the limits of the
fictive art, that it can be'called Canada's.first serious
work " of metafiction," Gary Geddes, "British Columbia, Writing
in," The Oxford Companign to Canadian Literature, 1983:84.;
". . . the most powerful, evocative, romantic and moving piece ,

. of fiction I'd read in this coyntry. At times the writing

was spellbinding," Kevin Roberts, "Talking to Howard O'Hagan," -
Event Magazine, 5.3,.1976:42. "I can think of no novel that

has got as close to [the] raw power of myth as "0'Hagan's book

- does," Michael Ondaatje, '"Howard O'Hagan and 'The Rough-Edged
" Chromigle,'" The Canadian Novel in the Twentieth Century 277. =~ |

~

- : 3

These essays were prevmous presented at the Learned - - .
Societies Conferences— Montreal, 195% and Guelph, 1984
respect1ve1y¢ Davidson also had an essay published in * “a
Etudes canadlennes in 1983. Geoff Hancock wrote an article . f
. under "Howard O'Hagan" for the Oxford Companion, 1984. o -~
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Cﬂ?PTER ONE

Perspectives .

A} M .
- ¢

- T
- Vlslonary Power
Attends upon the motions of the winds

Embodied in the mystery of words.

.

There.darkness makes abode; "and all the host .
Of Shadowy things do work their changes there,

3
. L] L]

‘Even forms and substances are:-circumfused
By that transparent veil with light divine; .

? . -

And through the turnings intricate of Verse,

Present tliemselves a5 objects recognis'd,
In flashes, and, w1th . glory scarce thelr

-

own.

< - William Wordsworth

The Prelude

s
- :
-~ »

The world imagined is the ultimate good;

KN

¢ . e

It is in that thought that we collect ourselQes,
Out of all the indifferences, into one thing. . . .-

’

A'light; a powér, the miraculous.influence. . ..

We feel the obscurlty of an order, a whole, . -

A knowledge . . .

R -

Within its vital boundary, in the mind.
We say God and the imagination are gne .

How hlgh that hlgheSt candle lights the dark.

Out of this same light, out of- the central mlnd "

We make a dwelling in the evenlng air. .

A

e . Wailace Stevens

. + "Final- Soliloquy of the In

. . ’

&grior Paramour"
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‘Out of the dark womb of the ageless earth arises this
extraordinary figure, Tay John. Out of the intangible time

of the-past, from the obscure echoes and lambent sﬁépes éf
legend, proceeds this extraordinary tale. It begins simply,
. ’ L ]

'~quiét1y,‘and grows: into inexhaustible suggestions of mean-

ing. In both form and contiLt'it follows a Strange_ci}cular
path: "the .shroud awaiting him by his mother's womb" is of

snow and, enfolded in ib,'?ay John disappears into the earth

P

once more. .
. ¢
it presents unusual Pbrspectives on space and, time,
. + ; ‘
man and destiny, world and word; on the silent communication
¢ »

of wind. and mist,, and the silent lonely communion of Tay

John wiﬁh the earth. Shadows, curiously, are everywhere,

and the leaies.of the pog!ar tree.quiver over all the key

scenes. ‘‘'The marrator is much concerned with the mysterious

"source,"

with the momentary "glimpse,"

with the dark memory;

with\the“inscrufabilﬁty of ng, of "unnamed country," and
—Wof man-Lhis mind, hié visioné, his fate.
Time seems to stand still for the powerful set-pieces.
of the story, anpd languageQitself.stands still‘whiig Denham‘

‘searches for "Epe right word, the only word' to "mirror

clearly" what he sees. The novel delights fin naming and

tales. ‘At the same time it is intensely cgncerned with the
inexpressible and with’s}fence. It provides an immensely

'

™
N

powerful imaginative experience, '"one that is likely," as

2
.

the 1939 London Times predictéd, "to Tivéd on in the mind."

Ay

The above are images that reveal pot only the sensuous

12.
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What do they‘mean? Or more importaé;1 as Susan Sontag advo-

s

cates, "How do they mean?" V(JA).
Particularly apposite to Tay John is Sontag’s belié?

that "the knowledge we gaiﬁ through art is an experience of

che form or style of knowing someth{ng rather than a know-

t

ledge of something (11ke a ‘fact or a moral judgment) in

itself," that the satisfactjions of a literary creation "do

’ ~ >
.

not’'lie in its'views on qu and man, but in the superior

e

‘kinds of energy, vitality, expresssiveness which are incar-

nated" in the work (22). This would seem to indicate that
. . - .

it is not -the facts of knowing one's world bht the degree

and shape of 1mag1nat10n one brlngs to this knowledge that
'\" " s

reveal the indwelling patterns of thlngs.

’ Before 1ook1ng intg '"the form or style of know1ng
respondlng to the query "How does it mean°" we should con-
sider what makes Tay'Johw a novel of *which we ask questions}z

What pulls at the reader and oommunicates a sensé of "energy,

vitality, é&pressiveness"? What makes it "live on in the

mind"?
\e

\

First, I wouldﬁguggest it is O'Hagan's unique and
'fmysterlous vision of man ~and egrth as manifestations of an /

implicit philosophy of creati e.energy'and regeneration: his

3 4 t

imagery'of,solitary questing mhn and a vibrant primitive
earth, and of how the two in a sense become oq@ in the cycle
of all living things. Tay John as the central image seems :

to represent what is potent and creative, Iight-giving and
+ k4
redehptive in nature and, simultaneously, what is silent
[ . ", :

\
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/)’agony" .and

// underlying organx;Jand spiritual life (188). \

that"-—and also a’'recognition of *he inexpressible, of

and)élusi@e, dark and strange.)‘He is also a figure symbolic
/

“the "Truth and Beauty" and their tragic precursors,ﬂ
: N

"violence," whieh Father Rorty recognizes as

.

.

Second, 'I believe this is an extraordinary novel be- Coa

cause of O'Hagan's approach to art. In its metafictional

4 -

, - 4 ’ ‘ NN
and storytelling elements ‘there is a gratitui;»not only feor
the living world, but for the vibrant word—"a good word .. .
R +
mystery and elusiveness at the céntre of art as. wéll-:as of
life. The most resonant echoes in Tay John are often its

silences. While allu31ve clues can be.variously interpreted

(or ignored), facts themselves seldom reach the core. The

'
-
.-, ’

-vibrant inner reality Sontag refers to as "incarnated" in

o
.

a wbrk is not ea511y acce531ble. f

Something of the deep structural relationship between” T

the earth, those who dwell there, and art, is set forth in -

O'Ha an's oft-quoted passage, its motifs and resonances
8 quo; P g il C

making it almost a canon for hlS thought a metabhoric ex—

pre551on of how throughout the work the concept of the
mountain functions as a matrix of ,both man 's life ‘and his

story: ‘ . .

vl K
Every story—the rough-edged chronicle of )
a personal destiny—having its source in‘a . R
past we cannot see, and-its reverberations .
in a future still "'unlived—man,, the child . .
of darkness, walking for a “few ‘short
moments in unaccustomed light—every story
only wagits, like a mountain-in an untravel- ‘
led land, for someone to come close,, to C i
gaze upon its contours, lay & name upon it,

N

v
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- labelling fréquently\§

-

S - and relate it to the known WOgld Indeed,

. to tell a story is to leave most of it un-
teld. You mine it, as yoy take ore from .
the mountain, You carry the.compass around
it. Yoy dig down—and when you have ‘fin-
ished, the story remalnsr_somethlng beyond
your touch, resistant to your siege; un-
fathomable, .like the heart ‘of the mountain.

v 'You have the feeling that you have not *
’ reathed the story itself, but have merely , /
assaulted the surrounding solitude. ., (166) ~
Mountaln and story stand solltary and self- sustalnlng Like

-

mgn himself, they "exist independently,"

.
. [

prior to this passage. Although rich in buried imagery,

L3

ge extent unmined, unnamed,
»

intentibnal. In‘gé& John

.prejudice and\dogmatism, pre-

O'Hagan's world remains

unsurveyed. And this,

‘. . . f & "
tension and possession; it<is "assault'" (a key word in

0'Hagan), and breaks ‘the fragile conﬁectioﬂ té the heart of

life, of story, of wilderness; and t%e logic of the compass

o
does not measure beauty—or violence. Evidence of this

kind is "without a finding." Here, story and mountain end

as many Indian legends do, biideclariﬁg "That "is all I am

telling you"'(Kuibers-219). 'Unnamed, undefiled,;primitibe,.\

B 1 sundin — \
puzzling, but coded, mountain and tale appeal to man's

—

*

-

b . . . — . .
curiosity and to his desire for orientation.” For, as

0'Hagan suggests, we walk "in unaccustomed light"; his

world and word leave us-.at times spellbound, at times dazed,

thus ‘provoking not only infinite questions but infinite .

hypotheses. Could answers lie in the depths not only of

- -~

the mountain but also in the silence of the "surrounding

solitude"? ’ ‘ . .

a

as Denham says just-.

15
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- That the essence of reality, with its truth and its
agony, invites exploration yet is virtuaily inabcessibfé

»

' and 1nexpre551b1e, is conflrmed by Saul Bellow in a passage

striklngly parali\I\to o' Hagan s thought: ;;
The essence of our real condition,’ the
_(/6bmplexity, the «confusion,  the ‘pain of
it is shown to us in glimpses, in what
Proust and Tolstoy thought of as 'true
impnessions.ﬂ This essense reveals,
aﬁdgiben concgedls itself. When it goes
away it leaves us in doubt. But we
never seem to lose our ‘connection with
the depths from which these glimpses. .
come. We are  reluctant to talk about - .
this because there is nothing we can’
- prave, because our language is inade-
quate and few people are willing to
risk talking about it. (67)

Both Bellow and O'Hagan are striving for a concealed truth,

‘a truth more radiéal than that provided by the 'second-hand

, facts of the glib religious, commercial, or legal worlds in

Tay John.

How then does one glimpsey and keep the connection v
\ : ‘ "y,

open to the root, to the essence "incarnated" in the contours

of the mountain, in the shape of existence, the shape of art?

How does Tay John mean? . , \

0O'Hagan won't tell us, but we can be aurally and visually

alert to his search patterns. We can, for instance, follow

his interest in ,communications of various kinds: fragments
l- » \i '
of tales, tidings, gospels, news, utte#ings, visions, namings;
. ‘ \

“-and the silent voices of blazes, tracks, signs; and moreover

' ‘ v

we «can note his underlying concern for their orientation and

.

interpretation values. And where do the Shuswaps look for

harbingers of the "shape and color of the life before them" :

S

- s st



style of knowing something.'™

“of which tend t% send” out strange archetypal reverberatiens.

(45)?7 The pattern—enhancing their imaginative legends and
g 3 g

visions—would seem to be in coded Hmprints, in the contours-
of the.dark vale, in, traces of its creatures, and in the
shape of its voices, such as that of the strange spectral

#word left in the valley" (50). Word and vision, though

1 v N
veiled, are unified by significant form.* *

'

[y

Form, then appears to be what-one can believe in,

whether it be of art or existence. And it has to be experi-

v

LJ ‘

enced; it 'is individual recognition and awareness, initiation
. ,

n9t indoctrination, that discloses a world—a world perceived

as beculiarly vivid and rhythmic in the mode of the tale, yet

étrangely shadowéd\in\its:iolg of expressing "the form or

- ., -
&1

In Tay John, form is ﬁrimarily revealed through cyclic .

imagefy, and 'style throughfpoetic language, Withinfthgse

_contexts,  and sometimes within¥their discordant opposttes,

O0'Hagan expands the experience of how we come to believe.

Particularly through the dialectic of the narrator, he invites

v ¥ —

us to consider how knowledge comes to us,q?ow we receive it,

and how it affects attitﬁdgs to our source, our destiny,
and ultimately to our redemption. - By thé power of iﬁégina—
tion, -he moves us beyond our customary limits of understand-

. » , -
ing through’ the medium of the .symbolic image, the poetic

? .
word, the boundary situation, the tantalizing riddle, all

How he makes use of these strategies is worth cgnsider-.

. ¢

ing in further detail since they function to shape the inter-

17
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acting pattérns of language &nd vision in which the novel's

[

unity, power, and possible meaning are concealed., If the

i : - - -
art is seen as shapely then perhaps the vision will be seen

.

as shapely too. X

R

The prime symbolic” image presented is that of the natural
~d

o

world; thrgaéﬁ'its bfg?pic form, it portrays thg,conéept of
cycle. And in a cor%éi%tive manner, the poetic word, th;mgh
its vibrant style, portrays the earth as é living orgaﬁism |
sustained by an inner principle, a circle of p;ocesses which
continuflly return to themse}ves.1 Theme‘is reflected in
structureg‘fhe.spory a%d the-quests within it run their path
and end where they begin; and the circu%ar movemént,and
unity of the novei itself are expressed in its rhythmic
thrée—part forﬁ. )

The cyclic shapg of vision and art recognizes a poetry

., " Y

in Ehe rhythms of the earth which says something to man about
the rhythms of existence, and is perhaps what Heidegger means
when he says m;n dwells "poetically" on this earth (Palmer
248).

bIf is no% surprising, then, that 0O'Hagan, like Words-
wortgi attributes a 1yFi¢ communicative power to the motions
of the "wind," to the shaping force of "the ;iver"'and "the
hills around " (83, 126); and_that his vision, like that of
the poet, is ringed about with shadow.ih - : CE .

It ig "tﬁé“dérknéss" that is "unveiled" in T.y John

(80). "Unnamed," it is concerned not only with the country,

but with suffering, alienation, and doubt. There are few .

18



action that we detect in his world.

distinct outlines or answers. Tay John, himself, who

silently arises from the shadows and from a forgotten -

:

Tsimshian legend, remains a chthonic figure "spawned by the
. . R ge

mists" to the end (260). 1It.is Wordsworth's poetic yet

"ghostly language of the ancient earth" (Prelude 2.309)

.
_that we hear in O'Hagan's word, and wraiths. of gesture and

G

»

¥
B

Symbofic imégg\and-poetic Yoice evoke a vision, strange
But:inviolablg, that plays as rhythmically as‘A ground theme
beneath the changing melody of character and story. Does‘
this vision represent the archetype of the primordial indwell-
ing‘spirit (the Algonquin Manitou) in Shuswap language, "the

2 . . . .
Snam"?“ > Is it O'Hagan's communication of "some kind of a

&

presence"? Or Ondaatje's sense of "something mysterious

-

and uncaught in the general movement of the whole book"?3

. . "k_
Nameless, .it seems to be something sensed from thebeginning

of time, something inexpressible, yét which is soméhow the
source for the‘strangg undercurrent; of thpdg»t and feeiiﬁ
that  roll thréugh the work, for the wilq darkness from
\which,they—flow and intq which thé& return.

In O'Hagan's world, where the radiance of life is
transitory and shadowed, a brief "twilight" (162), ;hié
presence seems to be related to,Stevg{;‘ "light, a power,
the miraculous influencg": his yision of "God and the imagina-
tion" as one, il}uminating the evening, and making it possible
“to dwell there poetically, like Heidegger'é maﬁf—at least

for a time. It is a vision realized in the novel's pervasive

b

19
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symbolism of light within .darkness, particularly as evidenced

. A,

———

in the soliﬁary and imagistic, fleeting and mythic,‘Tigﬁrq

of Tay gohn.b

" In an unfathomable universe where all is pass-

ing, fqr’O'Hagan as for Stevens, "the world.imagined is the

» r

ultimate good"; and, for both,”it is the originality and

t

] N\t M

veals a significance in its flickering shadows,

Imagination functions in Tay John largely through

symbolism.

-

Meaning is felt through poetic movement.

style of the jmagination that sSurvives in the dark which re-

Lan-

© " . . . \‘ . . . N,
gliage, often. Biblical, interacts with vision to form the
4

e

kind of vital and mediatofy symbols George Whalley so per;»

+

tinently described as

. . o« those objects of contemplation which
reveal the ~primary values of life: the
relations between man and the universe,

_hetween man and man, between man and God.

Single symbols cluster about and point
towards various aspects of these primary

"relations: birth, death, love, fear,

-

fertility,” desolation, immortality, suffer-

ing. ) . « . these may be regarded as
images, words and names consecrated, not
simply by religious usage, but because
thejy recur in the general consciousness;
becguse they persist in that residual
sto zhouse of human memory laid up through-
outtthistory and, transmitted in social
custipm, in ritual and literafire. (167)

Va}ue is recognized through a style which does not explain

bﬁt points, through a knowledge based not on the rigidity

of logic but on the resiliemcy of the

4

imagination, on the

archetypal patterning of i®s organic and sacred symbols.

These aré also the symbols "of myth, symbols which emphasize

its role as "a condensed account -of man's -being" (Whalley

178)-.

L

—
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T [ ,
Such ap orientaf{on to the essentially unknown affécts - ’

- . 1Y . - - N \ ' ,
lO'Haganrs representation of nature, character, culture, . -

history, religion,‘and.story telling. It is tne'symbol that

-

’ . - . ’ 4 . - * .
giyes silent things voices and offers a850551b1e redemption
. I © s v

‘through an experlence of un}erlylng primary value.

- ’ - F -1 -
p Poetlc symbol however, is jnmever simple, Beyond the

T .

L grasp of language, it .is often beyond the grasp of under—

N ~

s#?ndlng In Ta y John it frequently embraces the kind of .

paradox ‘Whalley Qescrlbes as a_"funQamental antlnomy in the

]

structure of reagity"~(131): Indeed,. the shdpe -and m&ve-

L)
Y
ment,- the creative energf'and seductlve mystery of o' Hagén s

world’ are contihgent Jpon\his rlddllng approach to both life -
* E J -

and art, an apprdach which is a- 51gn1f1cant component of his
. s e

feeling for boundaries and the beyond. oL o

o

. This puzzllng, often‘humokous, game playing mdsks a
ot

deeper seriousness through the art of 1ron14 comment, teas~

A\
\/

ing observations, even false clups or. red- herrlngs.5 The

related beyond 1s\that 9f the land, of the sacred, of lan~

- -

. i ) .
guage, and of time: of the country behind the mountains,

L] () N - s
of the inscrutable gods, of the unutterable word of time

\

past with 1ts suggéstlons bf belng closer ‘to the sources

"of life but,,as the railway approaches, receding from maa,

+ .. .

and inviting the'ilkes of Denham to attempt a decodlng back

to the beﬁtnnlng; o me still\unlived, also dark. for

. ’

the gquestor, "the future . . . a blind across his eyes" (232).

- . ’

Like Julia, each of us, alone in unnamed country, is S
( " ) . " ¢ - R | ) », - f s -

benlghted (139).. How then does the author suggest.we ,

’ NEE D Y E ‘ * TR I

- — s ’
L]
- m* ) )
b - 4 - B
« ° &



2

“-he mean when he says, "Sometimes when we are older there is.

. K . v
~response to the earth. Bat evenkgcre important here, he

« ' . 3
. .

recognize and understand the shape of exiscence? What does

o~

\ . \

a glimpse"? 1In his universe of puzzle, -contradiction and

s
[

‘hints of an obscure,beyond,ahis dark earth underpinned by a

sense of ,unfathomable depths, how can he bring a tangible;>"

and credible world to stand? This is the predicament,of
which Bellow says "few people are Qiliing to risk talking .

about." Are enigmatic forms and symbols enough? .

'O'Hagan to a large extent avoids the issue by his disdain
for accepted rationales,  in arﬁ no less than in life—an
approach which often calls for a Keatsian ab111ty to hold

contradlctory ideas in the mind. First, he obv1ously prefers
= A
"™, ; : L .
intuition' and imaginetive\dn51ght over intelleet and mechanical,

-

method, and cqnbequenfly is flexible and syhpathe%ic in his

.

-frankly admits to doubt, and consequently i's reluctant to

1
AN

[ A . . . ! «
. °

imbese belief on his.readers. ) .
He is a writer whe says, "Oh .I ﬁon’t_know A
feel," who acknowledgee that the gods are indifferent, per-

- ‘ - -

heps implacable, and, moreover, clearly must be accepfed~on
* N s A . .

: 4 . ' '
their .own terms. Is he not asking uys to be imaginative _ .
~ . - N . it \

" and intuitive-in his diale§$ical setting of Tay John.and his®

by che railway? To. be sen51t1ye in h1s reference tolthe

»

legend against the mechanistic and 1ogica1 world represented
"incapacity to doubt as callous 2 To be wary of 1mposed
bellefs in his-.choice of 1nconc1u51ve sectlon titles? flnd

add to thls the fact that the story is called a- chronicle,".,°




7

‘e

. R ¥

—

:than,the bare. facts of knowing, and so represents’'an expan-

'rational mind.

Y

v o N
”~ " \
- ¢
.

.a,bIend of historical facts and found fragments—;and a rough-

-

,edged" one: at that. Yet the shaggy amorphous edges and

[ 3
evasive vague titles do encompass an intricately woven

‘texture: richly suggestive scenes which, although they do

nét intend .to tell the ‘whole stotry, do provide telling

clues in recurring echoes and motifs- ‘ )

Thus a certain modesty nou?&§hes O'Hagan's vision, per-

mitting him to bring his world to stand through a restora-

. tive organic imagination which evolves, plant—like, by

-

wvhat Sontag calls 1ncarnated" energy; an energy which

- <

shapes as it develops, and generates the rich form rather

N

2 s C ' : ‘ ‘ o ‘ ?

sion of conscidusness beyond the narrow limits set by the
, . . : ,
O'Hagan's imaéination, then, constructs its snmbols in

a style ‘that takes us beyond ordlnary seelng and saylng

_. into a realm ‘of understandlng where the real world is seen -

— -

~
- to reveal unexpected and 1um1&eus—;elatlonsh1ps' where the

era of quest‘ls not over, and b811€f'LS not flnal where

- .

»

- «.the—rare pleasure of the unscrigted revelation occurs—

when something in the work surfaces that is not at.all the

’

. I : , . ,
meaning anticipated but a suggestion of something else,.

\

,unnamed'and'untold, something which, like Stevens'! "highest °

-

"'

candle," so illuminates the situation that we are granted

an idsight not only into the novel but into existence itselfh

-

In so dlrectlng us by means of a realistic narrator to

that which is beyond our mundane condition, to the remote
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ture of his novel. This device reveals' how language carries

implicit in O'Hagan's vision. I

places of the imagination where anythlng is possible,- 0 Hagan
places parts-6f Tay John in the genre of maglc realism, a

11terary form where fantasy merges with the real to suggest
a fresh, wondrous vision of life. " . '

. ) e . ’ .

C- Uﬁﬁsual perspectives are also made possible through

N - . P20
O'Hagdn's .self-conscious playing with the content and struc-

coded values and exposes the processes by which myth is

. made. It suggests the ways in which our own sense .of reality
' 9 . :

is similarly fagficagedjiaqd'so'implies the need to confront
and redefine the nature of pesqéption. . ¢ o A
W )However, unlike'many magic—realis} and metafictlonal
textsf Taz'John is not a ;einJention of the‘world‘but a
ieorieneaeion te it, an orLglﬁal yitalizatio; of the primi- -
tive,‘a recovery of ies spirit and its po@er.
‘Although embedded in a sensitive'response to the feality

~

of fe simple things of earth, the novel's symbols—at once
’ e

dark and luminous—also point beyond to an area of spiritual —

Y
~

experience; to the numinous forces within - objects and e

’

events which, while ﬁbﬁihg in pystery,. yet reveal something

of Stevens' lambent vgision of "the obscurity of an order,

@
a whole," his sense of. poetry "as that essence which takes

- \*
s

the"placey%f God as lifets redemption” (Adagia 540).

similar belief in the uaitxwand sacredness of all life is*

AJ
" o tmpl————

This runs counter to David Stouck's opiniop that "thefe
% ' [ A .

- 1s no providential ordep/sﬁggested in Tay John, rather a
- -ty ~ 7 .

’
]



nihilistic void" (220), anq also counter to his belief that

“~ ‘

- there is-a tﬁoroughgoing strain of misogyny in the novel

(218). Stoucﬁ"scor;pborating quotations need to be . examined:
as possibly the kind of intentional miscues which should be

carefully reconsidered in the context of the whole work.

- Tay John 'is much too rich in resonances of fertility and

procreation to warrant such criticism.

‘ Howéver, this kind of response does indicate how somen
critics find the novel not only compelling, but "disturb-
ing."6 Exploring to the depths, or outward to the edge,
can alarm and bewilder as well as fascinate. Or, @onyersely,
the story can, like its’analog6us mountain, be so arresting

— o —

in its surface contours that it becomes easy top-avoid these

§

unsettling aré?s and so overlook keys to its fprtHer meaning.
When mined beneatb the surface, or exélored on the -
bohnad?ies, reaction to Tay, John ha; for the most part”
fallen roughly into two camps: one which responds to its :
vibrant symbolism, to the "raw power of myth" aﬁﬁ language
in ;he novel (Geddes, Ondaatjé, and others), and one which a
responds to its riddling aspects (such as Marjorie Fee andll
Arnold Davidson);\yhile Fee suggests that we must "constantly
reconsider" (17), Déiidgon, i; both his essays, seems'more
concerned with eiposing O'Hagan's riddling as amﬁiguity. -
Thié'study ehcompasses béth camps,'the argument being B
th{tﬁO{Hagan's|tendeﬁcy to puzzle and.intfigue is part of -

his dark mythic vision, a significant '‘part of his quest and

belief theme.u'It can be seen as a strategy to'challenge

N _ .

25
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our reflective and deductive capacities and our perseverance.,

in pursuing that‘disturbinéﬁéensé of something missed. It is,
’ \

in fact, integral to O'Hagan's attempt and ours to wrestle

with the limits. of knowing, with ‘the limits of accepted

cfeedg——with ultimate or boundégy questions.

bl |

Cycle (and cycle within cycle) plays a significant role °

in this v;nture.l Its fgrm not qnly expresses ipe creative
process and the hystery‘and riddle in the novel but, imgged
as the rim of the circle, itAserves effectively ;o sum up the
concept of boundaries as symbol&c of the manne; in which the
far peripheries of word and world, function. In‘th¢~ﬁollow—
ing rémarkable series of pafallels it can be seeﬁ‘as‘;he
idedl form to shadow forth a timeless realm,of-my§tery and
risk, of wonder and creatibq. .

The rim'is'wperé O'Hagan himself operates—on the edge

of the dark and primitive unconscious; it is where Tay John

lives, physically and psychqlogically—;?on the boundaries

of society" (253); and where Denham meditates and mediates—

on the metaphysical limits, on the horizons of space, time
N . )

and memory, suggesting thought itself in orbit. nge also
=

everyman's yearning for the beyond is awakened: the compel-

ling vision and behind it the finevitable shadow. Here the
r )

legend, raw and original, fragile yet potent, is preserved:

as Ondaat je observed, "the source is not qualified, leaving |

"the power of the hero's story ., .. intact and virtuous"

.

(277). Here, "unnamed," nature works to its own ends: "only

vision holds it in, the known world" (80). Here are both con-

4
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tinuity and mys@ery. the inviolate cycle and a meetlng of

R k]
tbe word~and 511en@evun the #nterface; on the boundary which -
/ M

stands-between us and the world beyond, - the boundary between

phé—kncwn and the unknown. . {

For O'Hageh, the truth of the cycle is a truth to recog-

% -

nize and accept, to move on and within. And while it is

1

often a dark truth, ultimately the direction of the curve

is positive. To borrow Robert Scholes' happy phrase, "it

-
O

rejoiees us quards" (Qﬁ), subtly overcoming any downward
arc of negativism in the novel. N o .
" Saving'graee is ?n the si;plest, in the rhythm of birth,

death and rebirth, the womb\beside the shroud beside the ///

womb (162)—in the continuous creation of-a pattern which
has existed from the beginning, the eternal pre;eQE of the
"world belng made (80). And Tay Johe, as the image 'of

man, is seemlngly a product of this 1ncred1b1e-process.wh1ch

'

creates him and of which he is algﬁ a part.

It is a truth which embraces O'Hagan's feeling for

mystery, for wonder, for both agony and beauty, a truth

o

which senses the fragility of organic life——ef living as

insepareﬁie from dying—yet its shaping and controlling
imagery is the% ef creative enérgy end regeneration.
>
Confusion easily\arises’becauée'sueh meaning-is often
concealed—but waitiﬁg——in the oncure boundaries or, return-

ing to the key analogy of the mountain, in the deeper layers

of the work,
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+It.is an "incarnated" meaning, .perhaps experienced most

-- - ‘ .‘ * '
iptensely from perspectives on the ﬁgdden: perspectives on = . .

' ? R P , Lo
how O'Hagan®s mythic and cyclic vision Surfaces in luminous

‘glimﬁses, but is often controllea by and controls underlying
’ s . -~ . ; _ ;
patterns of flickering shadow-—of earth, of story, of man, ' R

of time, of the sacred; and, in a correlative manner, per-"-

spectives on how his toncefn'with,a ;ibrant language surfaces
;n se}f-refleﬁive meditations on the poetﬁc wgfd, but‘ig’
;often controlied by and‘controls uhde}lnyé pafterns‘of'
pnnamed symbolism——of the beyond, of ghe untold;.gémthe .

.
- »

-inexpressible, of dcubt, of riddle. His vision and art thus
come to us. invoking a dark and silent presence—the presence

of a rhythm we share with all living'thihgé, the presence *
which infuses the work and gepmerates its raw primitive po&ér\

The gods are inscrutable: it is up to golitary man to

'

deéiphér his world, to decode iflfrom‘shadéws and crypti;

fra@ments. And it is up to the reader to decode Q'Hagan's \

story, to recognize how he "relates" it, in both senses,of

the word, to Mthe known world" (i66).

AN . o

~

.
- &



‘these terms;£9,4e5cribe this concept.

i .. Notes T

[}

v -

This ‘corresponds to the "Gaia Theory" of the earth.
Also, Schelling, in Wordsworth and Schelling (Hirsch 70), uses

~ /’.‘ :“ .. [l
~ “Barbeau 174, ‘
3aa - g ‘

283, ) - '.v?

éThe imagery of light within darkness; particularly in o

.silence, is prevalent in much of Q'Hagan. See, for

! TR L

EL

instance, "Her Name . . "

. was Mary,
(1976): 84-96. '

Fvent Mdgazine 5.3

o=

suggestions of misogyny (mentionéd by Stouck and referred to
later in this chapter), but also hints of evil in.the dark
valley (46), and 'equations between the spirit of its cruel

"white bear and "the old bear 'with ,snqw dust on his coat"

(49)—who is perhaps simply aged or is a silver-tip breed

of grizzly, such as the one Tay John struggles with (85). .

O'Hagan, in conversation, admired the grizzly. It is only
Denham who sees the killing as "a victory of man over the-
powers of darkness," and he does add "whatever they may be."
A careful readlng will disclose other red- herr}ngs or game—”
playing.

6Among them, Margaret Atwood in Canadian Monsters. With
regard to questions of belief and disbelief and their connec-
tion with feelings of anx1ety, lnsecurrty,and repression,’

‘Northrop Frye suggests that "trying to think within the

categories.of myth, metaphor, and typology—all of them
exceedingly 'primitive' categories from most points of

view—does involve a great deal of such disturbance." "In
Introduction, The Great Code (Toronto: Academic Press, 1982)
XX, ) ¢ [
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»
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5O'Hagan's capacity for doubt, and fof seeing both dark«
ness and light in a situation, leads one to question not only

29
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CHAPTER TWO '
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-°  Contexts . T

- Y - t* ° We of the sunrise- :
J01ned in the breas; of God, feel deep the power - ‘
That urges all things onward not to an end,

. But“in an endless flow, maunting and mounting *
Claiming not. overmuch for human life, - B .
Sharing with our brothers of nerve afid ‘Teaf, &p
The urgence of the one creative breath.

y - . \ ,. ‘ ‘ . ¢ -
o - ‘D.C. Scott . '

. _ : " "Lines in Memory of Edmund Morris

' '. - ' ! o § ' ‘/;

v R N fe

, Great .things are done when Men & Mountains meet; [
P ‘This is not dore by, Jostling in the street - ' .
col T 'William Blake = ; .

: L Epigrams,. Verses, "and Fragments
“ . , . ' K K B .
s : A i

(Used by Howard a' Hagan as the epigraph for The Woman Who Got

On ‘At Jasper Station. ) -
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O'Hégan's vision, its .truth and its beauty, its agony .
snd its violence, its incarnated meaning and its- sense of
presence, originate’ where "men and mountains meet." It is

here, in the context of the Canadian wilderness tale, that a
—— ’ . ) , . - '
sensitivity to both land and.people is expressed in a mythic
’ / ' '
and mystic primitivism. ‘

- R

Still, O'Hagan is a writer who resists qasi classifica-
tion. The whole literary imagination seems to-be his

contextual turf. He moves easily'acrdss’&isciplinary fields®

gleaning what is meaningful from fragments of religibn,

. o
psychology, mythology, cultural anthropology, history and
geography, exploring like his surveyor, Jack Denham, a

topography of the mi’i as well as of the land. Further, he

T~ .
- 4 .

. . h]
mixes the genres within.- literature. YTontemporary-and
Y ‘ ‘ . .
Romantic, realism and magic-realism, lyric and epic,
- N - - " r 4 '

tragedy, comedy and satire, mingle without interfering with
+ the.-dynamism of the tale-—itself an important genre in the
. . $, . :

novel, N S i C e

Yet beneath this "rough—edged-chroﬁicle" with its many

-

\

areas of reference runs the strong theme of the life cycle,..

R P

the timeless myth patte}n of rebirth.\ It is in this pat-

r

,tern that O'Hagan's seemingly incomménsurate worlds converge

4
in a concept of existence as hallowed, as an expression of
&

the continuing and living whole, '"the _urgencé of 'the one

creative breath." The contextual background of such a

t

vision is at once primitive and mythopoeic, religious and

ALY

/psycho}ogical:‘.



a conception leading to the "approximate equivalency" of

’ .
. 4

Jhe contextual background of Carl Jung's‘vision of a

.
~

pre-existent unity'of being iS'essentiblly the samé, neither
man making an artificial aistinction between the sa;red and
the secular. Jungian theories then might serve, in general,
as a prelimina;y to understanfiﬁg the contexts of Tay'JoHn -
and, in pafticular, might give access to the way in which

the creative process functions to develop the patterns and’
! ' .

S

inner reality of the novel. g

O'Hagdn's vision appears to evolve intuitively in ac-
cordance with Jung's conception of God as an archetypal

image in which opposites are'reconciled. “Jung sees this
] i : . .
image as originating instinctively in th unconscious and ‘

rising to-the conscious mind as the archetype of wholeness, -
‘ - -~

- . +

what he -calls "border-line concepts": the image of God, the

AN

image of the whole, and the unconscious, and thence the

poetic imaginatign (Answer to Job 177-78).

It is' through such equivalents that mw;ﬁ is revealed —1.

about the origin of O'Hagan's elenental truths and creative

P

. energies.  Indeed by his own admission he was "not conscious"

of the meanings:in ﬁis*work. a disclosure supportéﬁ by P. K, Y

Page, who makes. this observation in her introduction to

The School-Marm Tree: ". . : his left.and‘rationalizing
-lobe had né»un¢erstanding of what his creative right lobe . ,
had dgne." In addition she believes such unconscious truths

"are the very thing that - gave, his work that extra dimension,

A ‘o

offering remarkable intimations of f'the other'" (letter,

0 L

. . '
¥ . 4



" April 1984). Q'Hagan himself seems gg.confiim this when he

33

says "in writing a story the truth is near at hand. The
. ' P ' ‘
taqk,is to grasp it and give it endurance in words. The~

, ~ N

truth comes unbiddeqf (in Geddes, Saturday Night 86).

. Pertinent here is Jung's view of the creative process

as - (Q ' » . n. )
\“consisting in the unconstious\activation
3 of an archetypal image, and in elaborating &
and shaping this image into the*unfinished
work. By giving it shape, the atrtist '
translates it into the language of the
present, and so makes it possible for us
to find our way back to the deepgst- , ’ N
. springs of .1jfe (qtd. in Gould 15). ~

“ Jungian- thought appears to be relevant, then, to our

’ B
v

. . 3
examination of the sources of O'Hagan's creative process. e
" " 3

But where do O'Hagan's images come from?,gﬁﬁﬁThﬁfé\ihe origins
[N . % . L ! )

of his unconscious or "unbidden" truth?

Sources will be explored first in the man himself and '
his influences; next in the Romantic and Canadian Bégkground;;‘
and lastly,. and above 511, in fhe'mythological—ﬁ%imitrve

context—which will be discussed as a pos;ible "way back

to the detpest springs of life." . . . - .

'
.

To begin, a pértrhit,of the author (3980, 1982 inter-

views) introduces a review of what for,him seems to have

N -

expressed truth. . . " . .

Like the‘wildernéss.and its peoples,’O'Hagan came across

’

as at once rough-edged and vulnerable, realistic and mystic.
Irascible yet disarmingly lovable, passionate yet calm, his

piercing blue eyes seemed to look deeply!into man, foresee- S
ing his potential for dé%troyihg "through ignorance and '
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greed," the earth that gives him sustenance. A prophet in
ecology and social politics, he nevertheless—or perhaps
consequently—spoke with nostalgia for é simpler age., Op-

posed to the aridity of institutionalized and industrialized

E

-society, to social propriety and prejudice of all kinds, he

was accordingly disdainful of cant and pretence and the
rhetoric they are propelled by. Hé’hiﬁgelf was retiéeqt
and self—déprecating and, as in his writing, concealed his
personal opinions in iﬂdirect suggestion and story—his
ironic wit and depachmeni perhaps a defenée against sym-
paEhies that wént all too degp; . '
'However, it was evident that this was the ma; wvho had
declared "one, of man's highest occupations is wonder at the

world he lives. in" ("We Are Not Alone," Arcﬁive), 1 and he
‘ gy —————

did express something of the singular'religious views that: .

w

are evident in Tay John.
o

"Belief," he gaid, "is what you cherish,” and typically

. , . , - 2
noted that 'this is from the derivation of the word,"s

Further, "belief may .be an indiﬂidu§l thing, but faith is

collective" (and in" Tay John is represented by a church

stripped of its wonder). O'Hagan's mother was Protes-

-~ . 3
tant; his father uwas',thholiC: But .he, for the

4

most part, rejected - the doctrines of both faiths

~ * o
.

in pefsopu,and in the mnovel. Yet he did acknowledge -

influences from yvyarious:Books of the Bible; and the novel -
* s E . . : '

-does reverberate with Biblical words and with obvious though

fragmentary echoes of the cyclical imagery of time from
Genesis and Ecclesiastes, of the Mosaic quest journey from
. ’ *

’ -
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explalned it 1n his antervlew J!th Kev1n Roberts, "something

“
[ > . e '

Exodus, and of cruc1f1x1on imagery and the Messidnic and\ .

reblrth themes from the Gospels. Still O'Hagan'claimed =

that, ;a\her than Biblical creeds; it was- Herbert Spencér's =~

doctrine of eternal repetition that he believed iin. As he - -

\

'that happens w111 always\occur agaln in eternity . . . man

\ .
-has eternal 11fe now whether.he-wants it or not" ,{(Event . ] .

L 46). 3 He waah in addition, somewhat famlllar w1th Jung, -

f

but goes not acknowledge an 1nf1uence here. « : °

i d -

On the- llghter 31de, O Hagan dellghted in telling tales

[ .

:_where1n he played a role resembllng that of the Indian _ o N

R X

&

«in his background, Over .the years what, for him, was "neax

trickster figure, ‘tales where humour_llghtened ther31tﬁapion,/

making it whéle (see.also Geddes, Saturqap Niéht).’;For him .

&

such play—seemetho\be a kind of redemption, anlexpresiion .
of another way. of 1ook1ng at, the world, ; - ' ) - 8
. ' » a ~ L « .,.,._ R

Like Jung, 'he shaped his personal ethlc from the total-
1 s’ -
1ty of man f relatlon to the earth and 1ts creatures, attempt—

a 4 .

ing to break down the.rigid’ duallsms that separate matter . .
and spirit, reason and feellng, seriousness and playfplness. e
. 3 « i N ] " . LS
. ~ - . Y - Al
Squrcés for O'Hagan's art and vision are also evident

v
' . -

. " ) t . " T T . : . - .
at hand"? . ' Ve ‘ o ) 2 . g

“An €arly indicatiqn, with particular relevance to his' R

A .- '

vision, can be found in his dutobiographical 'short story, ‘.
['Her Name 7 . . Was;Mary" (Event 84-96). This reminiscence

is -pervaded with a .sense of natural beauty, curiosity and °
. - . . ¢ -

e LN . >
wpnderx'and suggests how the physical and mental landscape

of .his ;hildhood'betame the landséapa of his‘wdrk. - ®,

o’
-
>
N

%



A(later keyg taﬁs time a harbinger“of his artf cen be‘

L. "feqnd buried in tHe March 1l4th, 1924 iesue of tﬁe McGill . ;
. ! * ' A * : 4 N

* Daily (O'Hagan was Editor-in-chief at the: time). Although

L. ; ; Jo \

: ‘' an unsigned editorial, it clearly bears his trédemark and .

prov1des a rare opportunlty to prev1e6/what was later to be-

come hlS literary creed. Under the t1t1e'"The Art of Reading"
. AR

v -, .the gualities we should "strive to apprec1ate ‘are presented
. as "only two in mumber, Truth and Style . , . so closely
Ay .o oo ‘ . . . L

entwined that they form a single unipy":’ : .

't v ’ A work of art must carry w1th it the

conviction of truth. .o . Scene, charac-

ter and development- of plot should:impress,

. us with a_ sense: of reallty. Let us sus-'

. - pect, the happy . endlng, . . . the spectacle”

of man heroically carrying on ... . and ‘

.- ‘ . , going down-at.last with colours flying is
o ' an infinitely truer and more-satisfying

~

. , "one than the vague almost j posilble busi- . .
o ness of ,'living happily efer after,' as, " - T
o L if there were no more to"flell-after’ the ' :

, final osculation.
R - - And then we should learn to listen for
- o ' _ the cadences agd harmonies of style mould- .
’ ' ing itself to theme. . . .. There is ap
"individual pote' in the prose of every
.master as distinct as in the works of K
W ' great musicians... . . The prose of a -
: - Lamb, a Pater or:.a Conrad is a sheer - .
: N delight to the understanding ear. . . .
"Preaching in the name of some great
\ - abstraction such as Duty, ‘Patriotism or ., _
. \ God, carries with it the seeds of “its own -
: destruction. If books.are. to exert a ‘ ’
"moral influence they must do it in the .
same/way as Nature does it, by the spirit'
alone and not by’ the 1etter..

v

) “w, ., for ‘the letter killeth put'the sprrit‘giveth life,"

St. Paul adds (II Cor. 3:6). S ' : .

[
- -

Much that is sald here- finds 1ts reallzation flfteen . ',

years later in Tay John, including - the transformatlon of ' :
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‘And then in Argenblna, as PR Dlrector ‘for  the' Central Rail—

—_—— ’ 37

S
t hl

ST - | \ o .
the original légendﬂs "Happy ending" into one which suggests
. * ' . S . v

there is "more to tell." L. LT ’

' 0 Hag&n followed" hlS interest 1n 51mp1e truth and style . '
“in hms-travels. Flrst in AuStralla, he apprec1ated the ’. ]
‘locar wprds as "wondrous and ihVentive;' but "never dull," . ‘.

‘1\‘. [N ' [
"and’ the peasant quallty of the v01ces as suggestlve of . e e

-

"unique and uncqnformlng personalltqes (in Roberts 43—44). - -

way, he appears to havE“;lcked up-—perhaps wh11e r1d1ng the

rugged hlnteriand——somethlng»offthe strange maglc-reallst .; ;
. Q.-' p . . ")
atmosphere evident in Borges and Garcia Marquez.4 ’ cor
v LN - ’ ’

A period from 1963 to- 1974 in Sicily,- wvhere his wife

was studying art, was apparently unproductive. Not surpris- -

°

_1ng&y‘ tbe Italian WOrld ‘was fareign to hlS thought." ' -

-

EARY Between travels abroad O' Hagan pursuéd his pa9510n for

* ¢+, . . ’
- IS

words by working as a Journallst, reporter and short _stoxry

_.writer, and his passion for’ wilderness by worklng as a gulde,

packer and axe-man in the Rockies which, 1ike‘Denham, he

——

came to know "better thdn.the lines bn the wide calloused " ‘,‘ :
. . ) , . ‘ o " . . . .
‘palm of his hand™ (76). ' o X

N 1

- He could not write there, however, and-consequently Tay

I3
v ~ L AT B - -

AN
-John was written in Berkeley, California and Howe Island,

,

B.C. He found the mountains "too powerful a presence," he

»

said in his interview with Geddes. But it was_not a claustro-

phobic presence. Rather he felt that mountains "opened out" |

\ M . -

to him. Certainly théir 'vastness and serenity, order and - .

+

immutability, provided him with-a' distinctive cofception of

[ B

ool
AT - . §

.
. . -
ot . .
.
. . . A I
ot . . . . .
o v N Y N L - . ’ L T M s N .



« \
/ a plurisignative word, one, expanding.to nuances- of both

AN
N . . %
\ - N

msﬁ's\lot‘on €arth—one not. féund by-"jostling on the street."

"It .is his experiences there that provide the remarkable
. ol N ’ L AY
pagticularity of detail of  both han and nature that make even

v

his legendary scehes so hauQFingly real; Xet éhis wealth of

experiential.knowiedge he carried 1lightly, weaving ;i into,

the word and_world of h1s characters. More important -was

the Westerlng quest which became for him the exemplar of all
5 . ..
journeys——We are all Westerners (162)——offering its, particu-

lar themes of truth and violence in lost Edens, archetypal ~ 7~

heroes, and encounters between the primitive Indian. and
. . . 4 -

civilization with its .follies and moral implicathgﬁs of

N

ownership, power, and’ the law.

. " 0'Hagan experiemced . the:West aZ at once primeval and -

progressive, compelling and forbidding, illosoryvqnd realis-
3 . s Ay

tic. Something of the-nature of his impassioned but ambiva-

lent reactlon to the mountalns 1s ev1dent in‘his radlo

1nterv1ew w1th\Ken Mltchell (Sound Herltage 22- 25) Here

_he recants his use of the words "physically exhausting in

describlng Denham s response to, unnamed- country (Tax John

80). sInstead, in his own :ecpllection, it was:
Lo Beautiful! Beautiful! I can't explain how
- . beautiful it was—it was like—1I don't know,
it was like a cry. . . . I just wanted to
be able to gimng. . . . Oh well I can't ex-
.-~ press it. . . .- I said to look on unnamed

country is phy51cally exhaustlng. S )
v disn't. It s exaulting! [sic] (24-25) . '

-

. ,
This.-spontaneous expression of a personal response also ¢

-provides an example of O'Hagan's propensity for savouring

' - N



""\/

_ recuperative, it stands in striking contrast}go'the loss of

. 0'Hagan may not be "able to sing," he has, as P. K. Page
.g - . g .

f

‘ "exhilafating" and "exulting." Ascendant, liberating and

hY

’

energy implied in "gxhahsting,' yet both\words arise from a

reaction to‘physical pain of a sorf; from a' poignancy diffi-
cult to express. ’ .

| . : > , LY
In his interview O'Hagan could not explain what the

Y

wilderness is but rather would 1lift expfession to that state '

whére it -most naturally passes iPto song, a state reflected
in His‘wrifing. If'we listen tor the novel as'music then,
we m?y'recogn;ze, as his editorial.suggested,-tﬁe ;ates '
andﬂfhyths uﬂderlyiné the dev;loﬁment-of'theme. Although

N, > ~ N L3N
notes in her School-Marm introduction, "a kind of absolute

pitch" for lan uage and for the pulse beat of the earth.
g . N .

o
-

‘Rare' indeed. is' the writer.-who could uhdenstand‘the mountaias

S, , “
well enough to tell the story of Tdy John.. Rarer still is

the mountain man who could make the story .sing.

The story not only éingsh it grows. As a source for

O'Ha&an's art and vision, it-has a unique Western background " "

of its own. It expands. from an aéﬁual*Indian legend, "The
Dead Woman's Child," or "The Return of the Child," not a
Shuswap but a Tsimshian story.5 Originally heard by.the

sociologist, Boas, in 1888 and 189Q,fit was later lost.§

Diamond Jenness rescued itﬁfor his Indians ©of Cahada,(i97— "

~

99), describing it as "one of a few outstanding tales which,

!

in spite of its exoticism and impossibilities, appeals to

our hearts on account of its warm humanity" (195). Indjans
e . ~ . .. .

3

. i . [

,.

":K
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too were known to interweave fact and fantasy in their ) ' .

‘stories. The child here is ﬁon:yellowﬁtaired'but is a full-

bldoded Lhdian, and the story ends after his birth and

baptism. O'Hagan developed the Jennesgyversion and nurtured

&, 0 Pl

its growth, putting into :practicge his own belief that

"legends grow or they perish" ("We Are Not Alone").
. N

Tay John dlso has ‘origins in the history of Yellowhead

Pass anll the 'actual fair-haired, half-breed Iroquois who

had his cache in the vicinity at a spof still called Téte .

&

Jaune CaChe§7 Tge Shuswaps of this area are sometimes *

-~

called the Yellpwhead peéple

.

In addition, a false stdrt was made 6n the novel using

Y

Milton and Cheadle's North-west Passage by Land (Mitchell

22), a.storwahich includes an incident about a headless
man found against a tree (p" aps a model for Red Rorty's
o ~ Y .

death?). : .ol , N

»

k)

O0'Hagan's imagination imposes colour and form on these’
-c‘ *

various sources in accordance with the situations he wished

“ .

" to cover, such as the expectation, widespread among American

e

and ‘Canadian Indians at the time, of a fair-haired Messiah

who would déliver them from the scourges of the white man.

He does phis'by fusing the stories with fragments of fact -
and'fiction arising from his ‘own experiences and "unbidden"
kY

intuitions of the West and its people. .

According to -Geddes, the author's use of a narrator had

&
its source in such an intuition: O'Hagan, out walking and

[] f . o,

[

’
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“

‘feeling ﬁe could go'na farther with the omniscient point of
view; "suddénly heard the voice of a local marine editor
némeleack Denhaw telling him about Tay John and his dealings

+with the. white m;an."~ "Thus," says Geddes, '"the shift from

' ) .

' mythic omniscience to the chatty first person commentary in

' the bars of Edmonton" (Saturday Night 87). Denham's enjoy- ‘*

. ¢ ’

. ment—based 'on O'Hagan's—of "one too many" in these bars

’ seems to have added to the creative process of .story telling

for both men. v

0'Hagan also listened to the real voices of Jonnie Moyeé
and Joe Sangré, the friends mentioned in his acknowledgements
&ho, like Tay John, were half-hreeds (int?rview 1982), and

equally to the voices of the forest, voices which 0" Hagan

-

sensed were e@hoeé of those hea;d@long aga in the Kalevala.
Appropriately thié ancient‘FinnisH ;eéend is abbﬁt‘a god
- who taught the world to sing.and,,as'Philip Whéelwright
A ‘\\‘ explqins it, about héw man aione has the capacity fo\"sing
Lhe full song" (3)—perhaps the song O'Hagan strives towards

¢

C : by maintaining a fidelity to both inner and outer experience,
« . - " ‘.?' '
‘Further, some of the ‘death and violence incidents in

. the novel origiq@te in and are no doubt heightened by the .

-~

author's own recolfections; recollections. of the dead and

»
dying curiously centering on imagery of the mouth,10 of the.

Shuswap law of‘Qeath as the penalty for adultery, of a news-
' T ' paper report on an Alcatraz prisoner who chopped off his

" hand.with a.single blow.11 o L.



. able afterward to bridle a horse,h This is an exariple of

{‘;, ' .42
-In copveraﬁgion‘O'ﬁagan deqlored the fact that he had i

included this remarkable amputation scene.in the novel: "It

- . . . - 'Y
is not realistic," he said. "Tay John would- not have been |,

-

how this writer, for alf his mysticiSmﬁ didgbeliebe in bring-

-

ing his narrative to .the rigorous test of good sense.

However the other side of the pragmatist i% the imagi-

/ » .

native poet, and this side was to have the greater effect

on his work—in particular on his preoccupation- with the ‘ ¢

hero figure, a fiéure seen Bthis wife, Margaret, as being
"close to the early gods."
O'Hagan was interested in the birth of new yet épernal .

kinds of heroism. Hence perhgbs his admiration for W, H/S

‘Hudson, .Joseph Conrad and William Faulkner, all®of them .

celebrative of a legendary type of hero, a figure who carries.

a perceptible numen. : }

<

In fact Huflson's Rima in Green Mansions is something ‘of

“,

a female counterpart of Tay John. Likely with this in mind,
O'Hagan appreciated a.compliment-Hudson réceiveq from Conrad:

""he writes as the grass grows" (Roberts %#6)—a statement -that

©
¢ !

could apély equally to himself.

As Editor of the Daily, we.recall, he respected theliérk

of Conrad. From an early age he was familiar with his Tales
1

of Hearsay, an undoubted influénce on Tay John. ;The two

writers can claim kinship in their use of first person ironic
. M Q

narrative, and in their great zest for life—for its passion

and its awesome strangeness, its violence and its dark"beaufy.

4
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’

o With regard to Faulkner,‘relationship can.be recognized
in their peculiar propensityﬂfor imagistic efftcts: stark
si;hoqettés égadns€~a vast béckground and‘symbolfc characters
upforgettable in their stillness, and in the use %f erpaﬂhfd
prose rhythms expressive\of‘implacable patterns in time—

, perhaps indicative of a similar inner consciousness gf the

) . . ,
cyclical rise and fall of existence.

1

O'Hagan felt -that Tolstoy's"War and Peacelomas an ideal

3

rexpression of this pat%?rn of rise.and fall, an example of,
Lo . ' ’

»

truly integrated descriptive writing——something;he feft.was
’ ’ ., N f
1atking in Téx\dohp (rﬁ Roberts 47). o ,

had an»édmiration for Hemingway, for his

PS

for his sentlmentallty or hls empha31s ‘on

v

the male quest (1n Roberts 46). Slmllarltles can be recog-

O'Hagan als

writing. but n

nized in their an sensupus prose, their precise sensory . /

vividness and theil spare rendering of emotjon (througﬁ
- - . f
experience rather tNan description), qualities which made -
. . . o ) N
both men expert in the short story.

"y

In addition, O'Hagan appreciated-Walt Whltman——llke hlm—

~ . ' ’ f R .
self, a singér and namer of the world. 12. ‘ ;

Stephen Leaeock, his mentor at McGill,‘wés a_direct
influence. In a reminiscent essay,  "Stephie,” ‘0'Hagan' values
not his wry humour alone, but his gortrayal qf\"the'mingledf

v .

heritage of tears and laughter that is our lot on earth" (139)

For both writers, whisky was, as Denham put it, another
: R
victory over the powers of‘darkness —his professor's: ldea

of afternoon tea with his student being four. Scotch,.

’
— - ’ -8

. s



b4 .
However, 1t .was as a symbol of courage and tragie mystery

_that O Hagan remembers Leacock In a toboggan scene rematk- i

ﬁ"(

“ably similar to'that in the closing pasSages of Tay Jéhn} he -«

» - . N 4§

recalls? him heading westward home, %
. . . his lonely figure . .. . pulling <young .
Stephie after him . . -, head bowed.as with
a burden. . . . He is still walklng on and
on into the years ' (146). -

There arg further keys to O'Hagan in nnacknowledged
influengfs such as that of Romanticism. Appreciation of
- ‘ ‘ ‘ . ; .

Hndson,*of course, gave him a direct line to this Period, \

to the Coleridgean congept of "the one life within us and

abroad;" and the Wordsworthian concept of "primal sympathy, A
combined later ‘with "a faith that looks through death" ,.:
-
" ‘o 13 .

(0O'Hagan's "sometimes when we are older ‘there is a glimpse'?).

Many moments in the novel .recall .specific Wordsworth poems

, ~
as well as his general ethos. St
T, O'Hagan, however, did not loqk, as many,of his cordtem-
. %
poraries did, to Nineteenth-Century England 'for his central e

motifs. Instead he had the daring and resources to write
in'sensitive anticipation of the crises of his own time -and

place. *He attained ’uch of his strength ghroughwmt sentimental-’

izing the land——nor the hero, the love story, the religion, He

shaped.rather than was shaped by the Canadian literary scenE%

and ‘thus is seen 'as a prophetlc precursor of writers such as

° N \

A
VShelia Watson, Rudy‘W1ebe, Robert Kroetsch Jack Hodgins and

. . L.
Robert Harlow. . ' IR - P

>

L . - . g -
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. These are people who, like O'Hagan, recognize that

.

" the

spirit is vastly different in a land so isolating, so new,

[} ' AY

"you can. hear the world béing made" (78). A native voice

rather than a borrowed one is essential. Northrop Frye

( .

beautifully illustrates this ig his anecdote\about‘a city

déctor travelling with an Eskimo guide in an Arctic blizzard:

What with the cold, the storm, and the
loneliness, the-doctdr panicked and began

shouting 'We are lost!' The Eskimo loocked

at him thoughtfully and gaid,.'We are not
lost. We are here™ ("Haunted by Lack of
Ghosts" 27) M

- N .- a
Frye continues, suggesting that "Theére are, K gods here, and we

) ' . ¥
have offended them, They are not ghosts: we are the ghosts,

»

Cartesftan ghdsts caught in the machine we have assumed nature
: . AN

to be" (29). Tay John is ah”expfeSSion'of how the white man,

with his religion, commerce.and law, has "offended" the gods. -

O'Hagan invites us to reach outside this system to a nqn-

tekﬂnblogibal society vhere organic vitality is not sacri-

Y S

ficed to civilized mechanical pattern, to be "here" ‘getting

our bearings from a stance on our own earth.

Aﬁopg Canadian writers who similarly give spirit to the

land and look to the beliefs‘of our early peoples‘as an-

»

alternative to those of the white mam, are D. c. Scott, Rudy
. . -

Wiebe and to some extent, Robert Kroetsch.

"In the epigraph poem;Scott,,like O'Hagan; muakes usg'of

)

onward:" And in "The Canadian Tradition in Fiction,'

MacLulich notes that in both Wiebe and O'Hagan:

’ (]

v

. an JIndian legend to suggést "the pdwer that urges all things

T. D..
I

45 —

-



+Jungian spiritual equivalents.)

The Indian stands for something beyond the .
self. The encounter with the Indian is
inseparable from the encounter with the

wilderness where the Indian dwells . .

, both Indian and wilderness are deen as

\ embodying” a timeless spiritual essence: ;m
the wilderness is a symbol of an eternal
reality, and the Indian is an archetype’.

of the fully 1ntegrated‘3elf in harmony T

w1th the cosmos. " (196) b

(This observation is pervaded with the imagery underlying_the

~
L]
-

.

Kroetsch also is concerned with the vay in whftﬁ'the

West "hints of meaning." Unlike O0'Hagan he likes to talk

‘about his art, and in his interview with Geoff Hancock offers

«clues that‘elucidate the work of both men—particularly in

the light of such post-modernisms as word-play, metafictional.

devices, and the interweaving of fantasy and reality (Canadian
y : : : —

- U
” v

._Fiction\Magaéine 23-52). Forty‘yEars after Tay John, in a-

’

nonconformist Yapproach remarkable similar to O'Hagan's, he -
recognizes that world and word are still in p?ocess, anq then

moves against the system toward. the mythic edge,’ tonard the

p;lnitive feeling that "the connection-is back to the

. L

7

Tearth” (50). o e | ’ :

Both wrlters are much concerned w1th the aesthetics of
narrative, with suggestive naming and suggestive silence,

with the shaplng yet open-ended spontaneity of the oral-

(Y

tale—in beer parlours in preference to tea -rooms" (51)' In
this spirit,-Kroetsch in "Unhiding thé Hidden}' applauds

" affirm the root meaning

writers who, "in Heidegger style,
of the word "truth" ‘as "un- concealing, ""dis-closing," "dis-

covering," "un-hiding" (43). He thus voices much of what

EN



_realism, an}\héld their world in a primitive-likée tension

- ‘ 4
‘ ” ~
the earlier and 1less ggmmunicative O'Haga/nm was attempting to
g N -
dO. ' ' M Y
. , _ . N
_ " However Kroetsth greatly differs frfm 0'Hagan in the

o

bizarre limits of his fantasy, and in whbé\Péter Thomas notes

5 .

a "the lack of a reconc111ng tendency in hlﬂ humour and

\
" he"lack of the “loving matermal place in the\expression of
landscape”" (Robert Kroetsch 97). L ,\

O'Hagan and -the above writers are, each in _(his own way,

-

'

tryang"to offset the. Canadian fear of the wild, .what Gaile '

McGregor  in The Wabousta'Syndrome calls "the recoil from

. - ‘ <. . ol

the other as alien" (978). "We are lost," as Frye's city

- 1 . . . .

doctor sgid, and afraid .of what we might"fihd_below the ,

2

-
.

civilized éurface,.not only of the earth, bHut of‘the mind—

afrald,_as Tom Marshall sensed,"wve mlght eVeh bédcome the NN

landscapé" (qtd. in McGregor 302). Such writers as O'Hagan,

however, see the land as code, .in a heightene%,gr magic .

- < v

- i r .
between trust and vigilance: The land becomeés an expression

of rediscovered indigenous myth, but myth that sees situa-

i N 4 . + . - ‘.’ 3 ‘
tipns in terms of individualxlives and Ls‘tempered with' a

recognltlon of present Canadlanflssues and anxietiés, myth
in which the land is not only A geograph;cal and ecologlcal

statement but a redemptive_and vitalizing metaphyslcal one. .

4 .
L=~ 1 ~ ’ e

s
N . N
y "
-, .

., The drana of human redemption and the individual

capécity for self-renewal are prime.considerations of myth

criticism, a criticism with an intrinsic dintuitive truth o

+



~4

-y,

-~

f

«

'

~

-

Wt

3
which enables 1t to function on a variety of planes -planes:
similar to the contexts pf Tay John. A;.René Wellek ;;teé,
"ﬁyth p;;nts to,-hovérs‘oveq an-impoitan£ ;rea of meaning,
éﬁared by re}i&ioq, folklore, anthropdiogy: socioiogygﬁ.. .

Wf

and the fine arts'" (Theory 190). Myth is also recognized

as thé,historical éhd:pg;cholbgical source‘of all literature,
ﬁefin;ng the és;en;e of who we are ané wﬂat we“hqpe to be-i
coéb. Seen'?s "tﬁe;spékén part of{riéual"‘(WeIlek gnd“
Wafren'IQl), it,myﬁteridusly ?i§£1oses Eﬁe underlying ghadows

.

of the human soul and jthus has an affinjity with both Romanti-

.

m and the mode of the tale. The perspectives of mytH

crititism are thus valuable for interpreting the pattérns

that move beneath as well as on the surface of a wak, for
decipfiering the essential colour and form of both.word and

i ) . .

‘World. ‘ . . - * . I

¥

.
. ¢

Correlative to this is$ Richard:Chase's observation -that

myth manifests "a strange brllllancy or dramatlc force in-

the world," and that part of\thg maglc power of my»h s\ems

from its abilﬁty td furwlsh recognrtlon'scenes in Whiéh‘we

-

have the-experlence of comlng face ‘to face wrth a disinherited -

art of ourselves" (Quest For Myth 80, 101). I¢ is a part

"famlllar yet strange" -as FatheroRorty, thh unconscibus

[N

‘insight, said of Tay~John;~a\Pr1m1t1ve part which is alive

- >
2 - L3

and—as. the prigst"qisgovered,~so?etimes alarmingly so—rin-

]

a way our civilized nature is not. - . , - .

Juné ﬁiﬁllarly obsérvéﬁ'thaﬁ "every tiViliz{d human

being is gtill archaic man at the d?epér'leyelgtof his
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]

y WHeelw}ightfs suggestion'that for the undérstanding qf subh}

¢ . : . .
-for the realization of the central pattern of imagery 'in

psy‘:he iqtd"‘i“ ”i“;hdel Bell 70) and* further that the o L

archetypeuls Iunctional here, actlng as "a brldgé between . :
present day consc1opsness Lo . . and -the natural uncoﬁsc1ous,
t T . ‘f‘ - B
] .

instinctive_wholeness primeval'tlmes :(Psyche'and Symbol .

’ . ‘ . e o ,
140). In the novel e silent figure of Tay Jehn is such a
W ) P . o Al <
+bridge and, in tﬁe spirit of mythic, archetypes, is inexhaust—

ibly expressive of the 1nexpfe551ble. ”Thesmosp we can do,"

Jung suggests, "is dream the.myth onwards and give it,modern ' o
) ] 5 e , K,‘ ‘ ! .

- N} 3 ! ) — co. ' : .

dI'ESS (1('23). . o, . A . » . #’h

N P S

In doing just this, O'Hagan stirs up both fascination

- . . s \
Ay T . ' Al

o . [ Y + . .
.and fear, reactions iytensified12y tha story's-dark .under- -

currents %‘S°Unfinishe& patterns, patterns the‘;eedef‘s
’ ’ ] - ’ ot . _ .
imagination is left to complete. Thi's is myth in_ % ts role
, Y - r , . . . St ’

of shadowing forth the unnamed: tHe'outer-limits of what can '\fk\\;\
" . . - R . 4 t——

‘be” described dn erdsfjtﬁe limits. of creationy, shrviyjl and i .

~renewal. Myth tends to seg the eompletion,bf these uﬁf;dféhed—’

. . ) N . o
paxte}ns in a sacred context, - Significaﬁtﬁhere is Philip
\‘;_ ) AN )
patterns’in literature "the needed perspective ,is a mytho-i )
. , . ) - . v , ' + . * . ] . et s
religious one!” (qtd. in Wellek and Warren 192). UL
Mytho-religious perspectives- are sing%larly appropriate *

\
) m ¢ . °

vy . ' & v M
the novel: the pattern of reb;rth oThe full impact of

0! Hagan s symbollzlng\lmpglnabion is flrst felt in "Legend o

R . r,. N -

_in the p01gnant and mystlcal appearance of Tay JOW? ad a’ ',‘\ N
- - . Co DA
small boy. ST - Y S - .
. . s . 4 7 R o e .
o o T o - |
t : t « -~
-t i ! b . Y C o
> . ]
el - . . -
. N %, . 1
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Juﬁg‘boldts out that the child is "the symbol paf*excel—(
' ¢ . ' ¢ .

+lence of the rebérn psyche" (Psyche and Symbel: xxxii), aﬁh

4

b

that the éoncept of rebirth "must be counted aé’among ‘the

.«

«Prlmordlal afflrmatlons oﬁﬁﬁanklnd“ (Four Archetypes 50) ‘

,;

‘This order of archetypal symbollsm informs Tay John with

an 1maglst1c vision that, appropriately, seems to breed on '

g
itself’. "There 1s only one myth " as Chase §ays,. 'namely
'the death and replrth{of a‘god": - » L

r ~ ‘»"This archetype is thought to constitute ) -

the essentlal action of tragedy especdially,
. but also of comédy, elegy, and ‘perhaps
T . ultlmatel} all valuable’llterary forms, . .. '
It 1s thought to be eternally recreated in

. man's unconscious and also to ‘be. prescrlbed Y
in some unexplained manner by the nature
of literature itself—so that in various
‘-guises . it is always craopping up in different

writerstand different cultures. The char-

acteristic American form of the mythic
archetype is thought to be the fall from ‘
innocemce and the initiation into life—"

: 4
-~ ] M

v

- MaudJBedkid, whose Archetyp&l Patterns dn PdeUry~has

.
/

\

<o ' san action offthe soul that entails a
. symbollc dylng and reblrth (The American Novel 286)

.
-~ ! ’
i -

c

s . N ' ' . - . . . B . s B A
"considerable bearing on Tay Jokn, is’similarly concerned
) . ' o N -

~

with the tremendous amount of energy. 'stored up in this

~archetype,'her_emphasie‘beidg'on its tragic,and sacrificial

Y

%

,aspects and 1ts penetratlon ‘of not only the great literary"

N

dramas but also the Gosp 1. story and the=mystery rellgions-—

esQec1ally the 1atter w1€h\theltwrltuals whlch cannot be

talked about but, only experlenced-—511ence belng 1nherent

4

‘in the wqrd‘mysterion;

S

N

The Eleusidiaq MYSteries particularly

N

' relate,to the'fair-haired Tay John: the appearance of the

.
]

—

.
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'the'secrea rebirth after endurance of: the cycle of .darkness.

e ! We Indians shall not forever die; even

- N &
)
- .

.golden'sheaf of érain is, for the pagticipants, symbolic of

\

Thls 1magery, Bodkln believes, suggests the ob&nuely felt

1
"relation of the 1nd1v1dual 1ife to: the larger life that

nourishes and-sugtains it, and is-something older and more
profound than morality as we understand it" (286).
Although O'Hagan with his aversion to erudite allusions.®

would likely not admit it; Taz Johh has a further mythological

»

_substratum which,. in" sp1te ‘of its apparent unconscious aspecty\

]

.caqndﬁ be ignored. Obv1ous in the novel are key Greek myth .

: . 3
patterns as expressed in the rhythms_of chthonit.heroes;

Dionysian patterns .of ﬁerk plunge into }iek and tragedy fol- .

. -
LN - - . Ly RS

lowed by renewing abéorption into nature; Orphit'pptterns of

sacrificial rescue of the bride followed by 'survival in some

eternal reality,(eoﬂé. story); ~and eepecially telluric pat-—
! A [+ . N . ' ~

terns of the downing of Antaeus, wrestler son of Gaia,

'fqlloweg by revival through contact with the eafth, his

) L) . .
ﬁother. Such mythlc patterns relatlng to harvests ‘and

sp1r1tua1 rebirths are, in Tay John and els where, the b331s

Qf rituals such as initiations and provisAons for the dead,

/

rituels. that seem to be récurrently necéssary for man.

' Daniel Brinton brings us an example of this continuity .’

\ »
-

t

in s cqrrelative vision from our own yvfh., In the words of
. p ] , ‘

. . f DS

an eboriginel Canadian:

. the grains of corn that we put under - i
the-earth grow up and’ become living
things. ' {Brinton 277)

.
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©a commmqfon w1th God through thls world"thrOugh an earth

unity, a God inherent "in 'a divine milieu

. - . - ‘- 4 . “w
Here the profounoAmoreliiy of the.Mysteries is more clearly
realized as that of'Taf‘John and his tribe,
, E&émined in terms af modern beiief, this moralify is

a11en to the Protestant faith of Red Rorty but related to -

.

that of. Paul T1111ch who sees re11g10n as simply the state'

A}

of belng 'grasped by the .power of be1ng itself" (The Courage

To Be 172). It is alien to the Catholic,faith of Fatherr

kY

Rorty but related to that of Tellhard de Chardln who feels

k4 »

seen as "a great Host in which God is contalned_for us, a '’

God who seeks to bring all humanity to convergence and

1) .
"'whichris evolving

. L)

through stress and sufferlng—— not through man's w1thdrawa1

from the earth bus through integrated absorption in it. .lb

- Integration with the.darkﬁearth finds e;pression in
much of O'Hagan. In Tay John its imagery:is valued by

Geddes, in his interview with the author, as "a tremendously

- .

beautiful-metaphor" amd further, aéi"etrUCturally important

_to the work." In this capacity, through its shadowy yet

luminous ‘@gdpagery, the earth sensitively communicates both
the ancieg¥—yet modern—morality of the Mygteries and

’ . ¢
Sontag's incarnated méaning. )

¥ v

-

Its thematic and struttural force, then, is invaluable;

and in addition, through various associations, it generates

rhythmic echoes throughout the novel,. Thus with his fanciful

and striking metaphor O'Hagan not omly "dreams,"

4

but fingg

"the myth onwards."

-~
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Hence Tay John's 'symbolism fulfills what Fric Gould

f » - Al B
sees, in a decidedly Jungian context, as the essential

function of the archetype: "It must create some kind of a

code and enter into some kind of a dialectic with a perceiv-
ing mind, and not merély be a memory from the mists of

time " (31). "And the novel's nafrativelsjmilafly fulfills :

Jerome Bruner's &riteria), also clearly Jungian, with regard

to exemplary myth: "it tells of the origin and destiny of

PR 3 ' . y 3 ‘ .
man, ,lives on ‘the bdundarieé)between fantasy-and reality,

3

qonnécts the world of‘géésdn with the world of impulse, and
somehowshas the capacity for invoking belief" ("Myth and

Identity" 279).
e "

Such a mythopoeic story harmenizes the sacred and profane

.and speaks with an instinctive integrity and continuity. ~ Thu

'it,is in accordance with "the saner and greater mythologies,".

)

<

- v + . L}‘ 1
which, as Jung declares, "are not fancies; they are utter-
3
]

ances of the Wﬂole soul of man, and as such inexhaustible
to,meditafion" (dtd.‘in Whalley 178).

To return to the questions at the beginning of this

4 /

chépter; what then are the primary .contexts of such medita-

tion in 0'Hagan and Jungl,the contexts which give access to

»
[ 4

the‘way'in which tﬁé ereative prbcess.functions? And what

do the speculations brovokéd by these contexts mean for

the fulfillment'of'the'patterns and inner redlity of the

novel—for the shape of art and.visidng the shape of lifeé
The context which at the deepest level seems to h;;e‘

engaged both men is that of primitivismf the aboriginal ele-

. 'y ,

. -

o
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'inferior m}ths, myths that become *obstacles, not.means,'to

LY
t
N

ments undeflyihé and shaping ‘cyclical belief patterns, their
psychological background, and théir strongt though disfurb—
iﬁg, appéal at the unconscious agd mythic level——%he level
that'Rﬁbe}t Allen,'in a review, recognizes as "the bedrock
of,théiéoul where 0'Hagan stirs}the silt upd (129). ¢
Iﬁdeed O'Ha;an (in 19391_innﬂﬁay, like Jung, the need

for stirring up change€ in the ipiriéual outlook of his time,

"foresaw the need for a return to the constant and inviolate

.-

in human existence. Longing for what is lost, often with a
5 .

¢ \

corollary quest for a Messiah figure, seems to arise at

times of spixitual fragmentation and change. Manifested. in
. NV . , .

a curious and inexpressible pull toward the source, it is a
. . ‘.‘ 3

désire—sometimes wistful, sometimes rapacious, but always
irfeéis;ible——clgarly recognizab}e in the~fabric of Tay

John; it is particularly evident in its patterns of ;etﬁrni

For the aristocratic and exiled Denham such a return’

4

. . .
is a shedding of moral and sotial preconceptions in a naked

3
Y

encounter- with a rough-edged existence, in a glimpse of the

'S ¢ .

"world and man as originally créated, hncorrupted by the

greeds of gi&iliéation——in Wallace Stevgps'~pdetic terms,
9 -

an occasion to "step barefoot into reality"™ ('"Large Red

Man Reading"). . ' &

o

4

For the myth-impoverished such as the Rortfs,’julia

and Dobble, it is an occasion to create fragmentary or

N \
.
.

wholeness.

-
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For the Shuswaps the return answers.to a nostalgia for

a lost order of time or place of origin "beyond the moun-

tains," aﬂd for a leader who knows the way. This noétalgia,

according to Mircea Eliade, is related to the ancient yearn-

ing for a recovery of' the values ab origine or in illo tem-

pore, "in that time," a sacred time where one renews contact

ﬁith being. It also answers to man's belief in being able

to attain to an absolute beginning (Cosmos and History 20).

_However Eliade notes fq;ther”that this "thhigal time," a

time where anything is poésible,'"must not be théught'of
sxmply as past ﬁime, but as present apd future, and as a

state as well as a period" (an idea which, gccording to
} , oL ¢
Jenness [24], is conveyed in a unique use of -tense in Indian

&gnguages). From the point of.view of primitive spirituality,

~

Eliade states, every beginning is illud tempus and therefore

an opening into the Great Time, into eternity (Patterns 396).
. g L] } ——— et

(A somewhat similar meaning may underlie O'Hagan's inter-
[ N K ‘ . & ¢

pretation of "eternal repetition" as "having eternal life
& -

now.") . 4 .

Eliade's conclusions with.regard to patterns of return

4

are particularly relevant to the patterns in Tay -John:
i ‘ \L'

- The longing for Paradise can be-traced
even in the most banal actiong of modern .
mari. Man's concept of the absolute can . ﬁ?d
never be completely uprooted: it canm
only be debased. And primitive spiritual-
ity lives on in its own way not in actlon,
‘not as a thlng man can effectively accom-
- plish, but as 'a nostalgia which creates
" things that become values ig themselves:
art, the sciences, social theory, and all
: the other things to which men will give . ,
\ the whole of themselves. (Patterns 434) BN
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O0'Hagan's persbnal‘vision is at surface_ or conscious

1evel“1yrically Romantic and ruggedly'Canadian.. At the core

or unconscious level it is darkly mythic and transparently

primordials It does "stir the silt up." It brings togethef

the.dark and light sides of nature and human nature in a

new yet age-old pattern, mjstically integrafing them, instead

.

.of— as in analytical thought—?breaking them into parts.

‘In accord with this vision is Jung's belief that theée _ e

future will depend on the extent to which we can\iiindnthe
' A o o P . 5

tension between the dark and light side of our nature fwithout

projecting the darkness onto others: "we either come to grips

B i

vith our shadow or it will [ay in Tay John] trip us up" (qtd.

d/ - .
‘in Hanna 100). Of such prophetic fiction E. M. Forster says: %

‘It demands humility. . . . It is spasmodi-
cally realistic. And it gives the sensation
of song or of sound. It is unlike fantasy

‘ ~ because its face is towards unity. . . . A :

.prophet . . . does not hammer away. (Aspects 125)

And like Jung, he predicts: ’ ) ’ </
\a . r -~

.« + . if human nature does mlter it will be
because individuals manage to look at them-
selves in a new way ¢ . . for if the novelist
sees himself differently he will see hise,
characters differently, and a new system of
lighting will result. (152)

This could be a system of lighting similar to that in

) ~,

Tay John-—one of the mountéins, not of the street, one - .

which, recélling O'Hagan's editorial, "influences in the -

same way nature does, by the spirit and not.by the letter,"

A

A primitive and mystic récognitioﬁ'of the Jungian unity of-

- being, the 'Indian shared and cyciicql nature of "the power '

that urges all things onward," might thus be'restored,

’

i
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‘Tay John can he seen then, in its diverse contekts, as

a mény_layered reofien;ation myth urnfolding its patterns to

more fully order, not only the' shépe of -art and vision-but,

ultimately, the shape of life

Yy - -
Y [
..
s M foe
.

'once O Hagan has establlshed ‘the

>

: .OndaatJe notes that
base of the book-—the myth with its. power and fraglllty——

Y

he turns to the role of the story-tellers" (280). The turn

is circular. The devices/O'Hagan uses to move,in this
\\ - . i , K “5:,:

« ot

direction will be the Eubjéct oi the next,chapte:.ll ‘ -
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i Notes
. 2XQteEs
A

1Also publlshed in’ the Vlctoria COlOﬂlSt October 25, -
1959, 12, . L

n
¢

2OE'léafa, "dear, esteemed" (OED).

. . _ . )
. 3A$ Margaret Chase notes in Time and Reality, this world-

v1ew can be seen in the work of other wyiters: in Joyce's. .//
"eternal recurrence,” in his developing cycles in which,,
"although individual death cannot be abrogated whatever has

been is not lost but is incarnated (as in Onlental mysticism)
with each turn of the wheel" (26); <in the prifhciples inherent

in Bergson's creative élan -vital and la durée (I26); and in
Proust.'s "involuntary memory, in his recognltlon of being-

part of a temporal continuum" (24). O'Hagan's sympathies with’
these views rather than ith those of rellglous dogma were
obvious in -his conversatlons with me and with Kevin Roberts
(46), and are implicit in his attitude towdrd both the Rortys-
and ‘their branglng of the Word in Tay John."

A

Also,0'Hagan' s attitude toward the arrogance of organized
religion is similar to that in .Garcia Marquez' One Hundred Years
of Solitude (84) where an 1nhab1tant of the remote yillage

~announces that they have been so_ lohg without a priest they

no longer-have need of one: they. "have lost the éV11 of orlglnal
sin" and now arrange their souls "directly with God.

5The story is sometlmes attrlbuted to the neighbouring
Carrier trlbe. ‘ ' ‘

-
4

' Y

?"By 1931 there wasxno"trace'of it." Bruner, "Myth and
Identity," Myth and Mythmaking 285.. '

7For more of this, see John GrierSOQ§MacGrégor, Overland
by the Yellowhead (Saskatoon: Western Prod¥®cer, 1974).

!

?

8'Ma_clean, Conadian Savage Folk 452.
’ -

9O 'Hagan.mentions the Kaleévala in Coyote's Song. For
more on The Kalevala see Philip Wheelwright“ The Burnlng
Fountain 3-4.

OMentloned in conversation. This imagery is evident
also in The School-Marm Tree and in varlous short storiés
such as ."The White Horse" (Woman Whg)

LY

11According to Chris Petter of the 0' Hagan Archive tﬁis
notice was placed opposite chaptér seven of the New York
edition only. .
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‘ lzln particular one feels he woulq have appreciated A

his "Animals,?,wherein he writes of their placidity, how
they "don' E weep for their sins oT. discuss their duty to
God " are "not demented yith the mania of othng thlngs
"not one kneels to another," and they are ‘not respectable

or industrlous. .

f

and Tax John 162, ‘

}aMgrton.qtd.

Y *Q

i
“ é{%i‘%‘

——

in Belford 85; and Happold 394. .
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\ ' CHAPTER THREE o T o '
. Approaches = . . Co .
T t - N . - ~ .
There .are,’ it may be so many kinds of voices in J .
the world, and none of them ‘is. wxrhout signifi- )
cation.' - . :
S . .I Cor. 14:10 3 L |
- RN v " . ;
Day to day pours “forth speech. . Lo - CoL
There i's o speech, np audible words; yet ° . S
their messdge goes out through¥all the earth. ° ' , ..
R PN TS S A
.(Stoop) 'if you are abcedminded, ’

to this-claybook, . :
signs (please stoop), in this .

you'. . . rede its world? : ‘
‘James Joyce o N
. - Finnegan's Wake I.i .- °




’ ¢ , AN . ‘ . ;
Tay John is a novel about”"the language of meanipg %nd
‘not just about meaning. ‘It is about the power of "many.

kinds of voices" to penetrate through darkness and-by-their

imaginative arrangement as "Legend," "Hearsay," and "Evi-

"

'dedEe——withbut.a finding," to gefhpr energy and bring

meanfng to birth. ) «
: O'Hagan has given the novel a form and cohtent that

enable the reader to }espohd to it as song and prophecy.

3 v

With the narrator"s buoyant reverie and his self-conscious

use of the word the author steefs a middle course—unusuall
in todey's fictién——between ehe sophisticatea avant-garde |
of metéf;ctib} and- the kind pf\innecenee that once‘cﬁanteq

: ) , , :
'sgngé‘in the Kalevale or in Shuswaﬁ fi;ual.

Wheelwright suggests,. in his application of the
Kalevala te‘literary vision, that we shopld\bee&oneerned'
.with "the ways in which'men' have aspired to imitate the god

‘'worthily and sing the full song," a song which he sees‘re-
b3 - t""" * \’

' , - ° vealed through "expressive language or depth language, . . .

the language of religion, poetry, and myth" (3-4), This is’

' language which contributes to the nature and significance

had ~
PN _— |

.of the world. -World and word together can then be s%gn as
:' ‘an inexhaustible Joycean "claybeok," a book in whic# man's’

- -

e ’ pflgrimage from birth to death is written., “In beth!Joyce
and O'Hagan the journey is circular and is written ﬁn

nl- i e
"curios of 31gns. Co , !
. . . ’y .

. e On this journey how does O Hagan catch the fu11 song?

: “ . &

‘How does he flnd words adequate to wprld; And what are-.

. L, . . ’

'
-
-
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E] ] t

the ways in which_the‘ﬁ ried uses of ,language aid;}n c}eating' .

1

the‘effect of the tale? =~ . T ' B

~ ! v

\

~ This chapter will-be concermed with how O'Hagénhmakes.
. , N . . o .

1 -

use of "depth language" to create efchts‘thfdugh the power

- “ - .

of"the‘worﬂ alone, the word-as story, story as myth, -and .
o o »

%yth as'a‘revelatfon‘bf the g;imiti&e. &n O'Hagan- languaée s S
H =~ N AL N .

is more than a’delightfuf play of fancy——alﬁhduéﬁ ii is that .

v L] *

too—it is also an intrighiﬁg Qbfd—game, a pléying,qith ., . T

meanings and rhythms which are submerged (Joyce does urge’

- . '

o . v [ T
us to stoop). Hence a web which reveals underlying tendril- t s

o . . . ’ 4
"like relationships is fashioned. .. ' .
. i . .

»
~

& WillYiam Carlos,Williams has said, '"A.word is a word -
most-when it is separated out." And O'Hagan does just this

v . L

-~ v * * . ? N
in such phrases as "that'$ the word" and "a good word that," :

. ) AN
bringing to. our attention a new way of ifoking at the word ° :

» L o ? ' )
alone. As he observes, echoing Proverbs 17:27, "Those with ,

»

few words must knhpw how to use them" (91). His is a langﬁage

dévoi&iof S}utterr'bence words tend to “stand out W@tp.t@? "

sparenéss og poetic images.: s . - : : : L ,
And then ther® is the 'use of t@é word- as an,enigmatié‘ g .

,cipher, the word hintihg that it géands bp thevéh;eshold.of ' ‘

]
something more. This sends qne to the diqtionary'wpere Yo ; |

- - 3 TN

nuances ofsmeaning are discovered, sometimés etymological,’

sometimes archaic, soméetimes Biblical—tall ‘of mhich are in °° -
accord with 0'Hagan's concern with origin, with the primi-

tive, with the sacred. ‘In the use of- such words as '"behold" |

)
t

for example, is O'Hagan perhaps feeling back through the .



o ’ ) ‘ ' ' o . * ‘- . I‘\ . E .
“patterns of modern English to an‘older mode of'conscioushess? 1
Certainly. 1n this. way .a_ 81ngle word becomes 1ayered T

A}

with meanlng.: It becomes plurlslgnatlve' or add a valﬁe

N

aspect and 1t becomes mwltlvalent' or add an‘accumulat;ve

p 5.
% function and it becoges an expanding syppol. N P
f Elidde explains multiva¥ence,. with its deeper Kind of
vl * “ ° ’ * ‘ 4

. s h .
’ . . "

layering; as ' .
> . . ]
o : characterlstlc of rellglous symbollsm, . 0w
its capacity to express’ 51mu1taneously
* several meanings, the unity between which
. ‘is not evident on thé plane of-immediate.. :
. . eg&'erlence. (The Two and the One 201) . ' \S

"The few worﬂs used by Tay John and hlS tribe frequent falﬁ

/ .
;Eto thls category. ‘also the many words with B1b11cal refer—

+ ence. By curious coincidence Ind:ans often make usd&of
-

i -

archaic,grammatlcal forms such as "thou," thereby“lendlng N

»

their words a simultaneous'primitive and Biblical ring.

f J
1 ~ “ ~ LN

.

'

E. K. Brown's desoription of the inexhaustiblepfunctions .
. , [ '
of the expanding symbol 1lIUStrates its peculiar s1gn1f1cance
' 0 ) ‘) +
for the en1gmat1c type of novel: ] N
f : .
. By the slow Gneven way in which it accretps .
meaning ffom the succession of contexts in
which it occuyrs; by the mysterlous 1 fe of:
its own it takes on and supports; by the .
. . *part of its meaning that even on the last
o page of* the novel it appears still to ‘with-
) * hold-—~the expanding symbdl responds to, the .
, impulses of the novelist who is aware \that -
' " he cannot give us the core of .his meaning, .
" but strives to reveal now g¢his aspect of '
it, now that aspect, in a series of sudden
flashes; (Rhythm in the Novel 57) . /.

e

Words relatlng to time and to the natural world particularly,
~
have this effect in Tay‘qohn and seem to evolve into a kind.‘

of 0'Hagan cosmology. - . - R

~— At -



("Jesus,
v

,than the softvsoundlng "Téte Jaune,'

Descriptive power is also invested in the word as name; '

name whlch in Dickensian style becomes a symbollc correlative,‘

.

'for character——lndeed for several characterlstlcs din - bhe case‘

of Dobble and Red Rorty. Such names will be examined in

A Y

context.
In Indian cultgre the name magically éenptes thejsig—i.
nificant aspect 'of the ifdividual. For exahple, Kumken1

kleseem actually does mejan "saviour with yellow hair,"

‘

Kuipers informing us that: "Kum" means "to .save" (219) and:

O'Hagan providing the remainder of the interpretatdion.
gan p g p
"

similarly means "Saviour.")

l“Tay John" 1tself calls for some analysis. How much

[

more‘solid, stark!, elemental and mysterlously mythlc 1t is

" ‘The relnforcement of

the "y" has much the same effect it has in Blake s "Tyger.

K

Further, the name bears con51derable resemblance to .

~

"Taygete one of the mythic Seveﬁ Sisters. (The Seven

Sispers'coincidentally'are qlsd the mountains of Yellowhead

Lake, and are themselves almost pagan gods.) And could

©

there have been.echoes of the Oreades, the mountain nymphs

of myth (orioseira meaning mountain range in Greek) in

0'Hagan's mind when he gave the heroine the strange name, °

Ardith Aeriola? Names in O'Hagan cgan thus become symbols

1

' as well as aﬁpellafions. -The?eby some of the characters

provoke reflection rather than empathy; they becone vision-
A

- ary creaturks and are accordingly distanced from us."Sig;'

nificantly Jack Denham has an ordinary name, and is one

o
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- rare a version of naming—of a kind that absolves the author

) . . . . - . 65
oo . ) R

of. the few chg;acteré we can.relate to internally.

-
)

. The potency of the name’ "Tay John" also. carries over

"as:title of the novel. 1In addition, the one-word sub-titles.

*
v

l

from a'strictly logical approach; thus, encouraging a mythic

Al

v .

conception of both world and word.

K However, there are times when.things cannot be named; times

-when, like Denham, one cannot find the wbrds’(90). Lan-

guage is prey to vanishings, and the word.alone often stands

4

out most distinctly when there is silence surrounding it.

¢ ! [ . Ry
In art such silence often-discloses the way things are:
"Evidence" is "witHout.a finding." Or, as George Steiner
‘observes, "whenever it reaches out towards the limits-of

expressive form, literature comes to the shores of %silence"

(Language and Silence 86). Empty spaces around and inherent

in-certain words—1like the abandoned places in the land—

»

leave us space "to wonder" (193), to be co-creators of word
and world. As Patricia Morley notes in the intreduction,
"throughout Tay John there runs a continuous tension between

silence and 'the Word'." ' There is energy in stillness and
silence.
. . /- .

Tay John has.no’spoken moral message; the central

‘character suyggests rather an attitude or a presence, and is

all the more powerful because of tHis, (The School-Marm.
. ‘ :
Tree somehow has less impact becausie it leaves less to the

.

imagination.) Tay John .and Ardith éérdgly exchange a- ' o

!

~

‘word in this tale. Their communication is silent, whileé’
/ . "
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most of the others, for all their talk, seldom communicate,
. ' . ’ ‘ - -

From word andg 511ence what kind of pattern does o' Haym v

use to unfold_hls etory? What does the novel look 11ke in: . N

terms of’rhythm? s How do content and form functlon to en-

large our understandihg of things?f And.what is-it beyond\

. {
story that 'S0 frequently provokes a profaund response fromé

¢

the reader7 ' L ) .. Co .

'

‘5

Flrst 1et us eXamlne the novel in terms ‘of pattern and .
rhythm. In Tay John content and form or tyuath and style
'create, as 0'Hagan _suggested in his edltorlal' "a single

unity." In an organlc and lyric twofold evolvement in R \
, K cm e et ~
three-parts, they seem to merge and.grow. wax1ng and waning -

v

together. .The rhythm of the story, like the individual

rhythm of ‘the llves w1th1n it, is a cyclical process of

movrng_forward and rounding back.
Using a further musical analogy-—always appropriate i

for Tay John—many of the previous notes and rhythms con-

tinue to exist in the present ones. They produce what

’ -
1" . , .

E. K. Brown calls "interweaving themes," themes which

/

réyerberate on ehd below the surface Ievel: the stories
Qf indiyiduals, the.reflectione of the narrator, the flow
of "Thistory and the seasons. In the lyricaliwlexpréssive oo
"depth language" of these thenmes, few readers are aware

of the many suhtleties of suggestion in the syhbols and

mo'tifs woven into the texture. Such fragments seem to

move in contrapuntal patterns of alternatlon and recur-




- . kYN

"rence, of life and death, of energy and repose. Even minor

motifs such as humour and details of dEscription are part

of the pattern; and, as Brown suggests, when one later re-

flects on this kind of book as a'.whole, these f;agnehts

"seem to lead a larger existence than was possible when

1 .
1"

they‘lay before us on the page. . . . Such .a story "dbes

\(59)0 ¢ ! !

not say what things are like: it sings of their existence"

.
\

It sings in the omnisdient voice of 1egend a voice

wh1ch evokes the g;and rhythms of the Bible and myth; it
51ngs 1n Denham s "listen-to-this" bard1c kind of prose,
and 1n Blackle 8§ mythic vision. It meditates in fthe form
of preludes and 1nter1udes. "Legend" itself is a k1nd of

B

ovetrture, its motifs echoing through the rest of the novel.

Here. life in its newness and freshness is presented, and

the reader gains by 1istening to its voices first in the
opening pages.

Each_section of the novel—and sometimes each story—
has reflectine prefatory and dnterin passages which abound
in repeated suggestlons and symbols; and in "Hearsay and

"Evidence" when Denham broods on ideas and ‘events he 'wanders

and digresses before building.up'to a climactic, phase—a

'style not only true to musical compositions but to the

[y ' s <

oral tale. In Brown's terms, then, while the surface story

. may be "Saying" what things are like, the real story in 1ts

accumulatyon and repet1t10n of motlfs and in 1ts d1gress1ons
—-———-”-_——

=i

¢

is singing in somethingvakin-to ballad style.

67
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- The undersong here is part of the form; it is the energy

of process merging with the texture of language; it is

OtHegan's "style moulding itself to themé," a pulsating

.
v

process which ié‘yibrant and alive; it is something which

can merely be élimpsed aéd, as Denham recognized, sometimes
only."%hen we are older" (162). Tﬁe-undersong can never in
Red Ro;ty or Dobble fashiénlbe seized. The;app;oach re-
duires something fight—hahded, such as tﬁe narrator"s
gathering 6f words of hearsay‘gnd 1égend'into memory, Or
something mystical, such as Ehé Shuswaps gathering'and
'manifgsting'meaning in ritual. ) ' L '

Thé structure oé the novel as a wholé can be appre-
hended as three mﬁvements: "Leéeﬁd," "Hearsay," and "Evi-

t

dence—without a finding," terms which suggest the circuit

of the quést and belief theme in the novel.
One approach to the trilogy wowld be to see this theme
resolved in terms of a thesis, antithesis and syhthesis

‘cycle. Is there not some sense of integration (primi-
, 5 ’ ‘ .

fivism), disintegration (civilization) and reintegration
(reunion with the earth) underlying the rhythh of the

novel?
4
It is not, however, as clear-cut as this. There is -

;f

{
(also'an elusive seqﬁe of interdepfndence, something more
like identity .in change at work here. It appears to be

-something akin to Blackmur's more psychoiogica} and poetic

conception of an interacting tfiad‘(aa—&dea—hé‘applies'tb

. Stevens' "Notes toward a Supreme Fiction"). Here Blackmur



.

’ “observes that "wanting as we all do . . . to discover and

4 .

objectify a sense of . . . a supremé being, [the writer]

.

sets up three phases through which it must pass. . . .
Each phase is conceived as a version of the other two." .

Such a triad is;:» a
a combipation 0f two notions with a develop-
ment into a third, which if not reached is
.'approached from all «rdund. . . . A triad
makes 'a trinity, and 4 trinity to a certain
kind of poetic imagination, is the only
e tolerable form of unity. . . . The deep . '
skills of imagination by which insights, °
ideas and acts get into poetry thrive best
when 'some single, pressing-theme or notion
_ _ is triplicated. It is not a matter of
° : understanding, but of movement and of identi- .
fication and' of access of being. The doublet :
is never enough, unless it breeds.
(Language as Gesture 250)"&ﬂ..

' In Tay Johﬁ the dmaginal third is indeed bred‘and,

rather than reached, is shadowed forth. Aécess to being

is sought first in the mystic vision of the Shuswaps, then

-

+ in the religious creeds of the Rortys and the secular creed

‘of that self-appointed authority, Dobble (whose presumptions

along with those of the NWMP are "without a finding").

[

Finally opinionated knowing shades into myth once ‘more and

the trilogy takes on its inherent symbolism of mysterious

unity. ‘

-~ t

The attempt to discover and objectify the spiritual has

A}

been something like T. S. Eliot's "raid on the inarticulate,"

(Four Quartets) or on Stevens' "supreme fiction" or, in
O'Hagan's words, on "the inscrutable."

O'Hagan's raid is an appropriately poetic.approach

"from all round." It utilizes Wheelwright's "Four Ways of
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Imagination," the ways in which/{;e wofld receives significa< =~ "~ —
tion: - : . } I ‘ .
Confrontive: an I-thou apprdach which intensifiesy
StyliSth' a dlv1n121ng or dramatlzlng approach
which distances;
Archetypal: an embodylng and adumbratlng approach
' which suggests unlversallty, .
Metaphonic: a unifying approach’ whlch fuses ele- '
ments into a whole. ‘ . ‘
(The Burning Fountain Chapter 5) - )
. » ' ) * - ' ¥ . *) -
These approaéhes to insight are recognizable in the inter- *
¢ o . ¢ ] tos ! - <
weaving ‘and often interchangeable patterns of all the sections
of Tay John. o S L g
™ ° . . .

The three spbtitfgg'themselves are so resilient they
. can contain and express?the forces 6f doubt, belief and

!
mysﬁ%ry, of action and reflection, of word and silence that

inform the quést theme of the novel. 'They are. all ways of

"

"saying," or communicating, and they are also ways of "hear-

ing" or attaining knowledge. While as communication these

terms lack éertainty, an; as knowledge-they lack validity,’
they yet. remain remarkaﬁiy.provocatise. They too suggest a
trufh-that functions beyond stsryf The’fruth.then does not
come in precise sectisns. The rough-edged bousdaries of
the’three parts often‘ﬁerge into each other and into fantasy
~and illusion-—and ints silsnce. . ‘ f
Moreover within the boundaries there are often nere

gliﬁmerings of knowledge: commsnications thrqugh bits of

legend’, snatches Q{ rumour,- parts of NWﬁP reports; and, in

) -} . . -
a more coded manner, communidations through allusions to "

“
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¢ : N . . “
the hidden sources of lifeihfﬁémﬁﬁﬁﬁj‘fﬁéﬁﬁbhntéih spring,
the tree, the ground; and, perhaps ominously, to the mutila-
tions of life: Tay John}é hand, Red Rorty's he;d,,the
Grizzfy's head, the cub's nails‘and head, wispg of hair, and
A U .

fur, drops of- blood. Even the deéd seem to be trying to

speak; like the silent animals and forsaken signs, are tﬁeyv

LY

perhaps carriers of a cryptic message from one.world to

’

another? Only in scattered moments do these portents come

A

into view. And then we still must ask, what do they mean?

how' do they mean? ; o '

¢

Every element of style seems to be a means of suggesting

<
-

something. Less formally, how does styie and its meaning
fit inid the tradition of the'oral tale? with why and ‘how

3 . , ‘
the story is told? with thitells.the story and what kind

'

of story evolves?

"Each valley," Denhgm obgerveé,."has its lore Wwhich is
kept alive" (114). Ttlis kepé alive to keep the valley
people alive. 'Story is ritual, is something like the winter

festival event in "The Bride's Crossing"; an event "to give

. lighf'ang push back the darkness of the year" (Woman Who 73).
¢ . . -

In a world that appears to be indifferent to,man,.if is a

’
L

.strategy used to confront existence—to survive and more

important, to give meaning to survival.

_ This perhaps explains the amount of attention given to

v & t

the announcement that Denham comes "with a tale," with the .

enticing magic .of pure story. His tale is "a gospel to be f
'\bdt a gospel of a special kind-—one which includes

-

spread,’

A



ot - /%the truth‘of the marveloue," which Lionel frilliné, in"an -

/ Co
. /

t ) - .
/ essay on the fhle, sees as mediatdry and redemptive: -,
‘ ;o . . . the element of the marvelous in litera-
6 -/ ture has. important moral implications: it
o suggests that life is not to be understood in
" terms only of our daily prqctlcal knowledge, - BN
\ of it, that it is also a mystery, evoking o
, our wonder no less than ,our fortitude. (724) ; A

) Belng alive to the marvelous then, shapes perceptlon ‘in a

.

, . ' spec1al way., In general our];ves, llke those of Dobble and

/

e /~¢—~H-—%he~NWMP—are commltEedﬂtomfact

] ' s

<f -

When—che_maruelnus.appears,

partlcularly in .an otherw1se reallstlc settlng, iE, has“a

‘ .ot

special value: ‘it preserves the miqd from an unresponsive
"and lifeless way of existence."
N . ) .

O'Hagen has lis original legend, but what gives it im- .

-pact, both pefore and after he hands it over to'Denham and

.

ofhe:s,wis the asEonishing imaginative energy léGisheh;upon A !

it’, an energy which indeed evokes "the truth of the mar-

velous."

Western Canada, a place whered both ;land and story are

Stlll belng shaped is ideal for this klnd of tale. It is
- one of the few areas left where there is a sha;ed delight
‘and wonder between the teller and hearers of the tale.

/7 Hearing is the’ other half of gsaying’'in the novel. The
/  egotistical eGEh as Red Rorty and Dobble do not share and

; significantly, they do-not tell stories—nor do they really

! ' . . - ‘ ¥ .
,/ listen. \ . A\ . c N .
- - f The reader .too must listen if he is to hear the tales :
. / y , “
within tales in Tay John:“possibilities of parables; hints )

b T

pf other storles and of the story which is not told. .Im- -

«
» - Y

%
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M"Jackie's tale,

1

\ . c. . ~

"bedded _tales Also take the form of a 1etter,”a:jburna1f—frag-'

ments of the ﬁast; and a cataloguye, a piéture, alvfsion——

-

dreams of fhe future. They interrupt the time scheme 6f

.

the narratlve—-sometlmes confu31ngly as 1n the case of Father

Rorty's letter; they also establlsh distance between perlods,
and between the remembered .and the forgotten, the -named and
the u?named, the ‘place here and the place elsewhere.

Another area where one must pay attention is point of

view. Who is telling the tale? ¢

¢

An analysis of the marrative patterns discloses a com-

plex and often bewildering nesting of storytellers. TEere-

is first &He omniscient yoice of legend—simple, poetic,
solemn, matching that of the original Indian legend. This
voice, or berhaps the voice of one of the\pqr regulérs,

: ! . ; , ,

introduces Jack Denham. From then on it is apparently.

" fragmentary stories about events some of -

\

whiéh he has observed, but for the most -part hearsay— .

i

v

. A . ‘ * . ,

stories which he has picked .up from the tales of others, who
i ‘

may in turn have heard them elsewhere. These hearsé& tales

<

are often told in the words of the other stqrytellers. The

difficulty 1ies'in‘reﬁembering that Denham is narrating the

whole story, and also in recognizing that his version of it

'‘admittedly has the additipn of "a twist of fancy" as well as

‘distortions of a faulty memory.

O'Hagan moves, then—often with no indication—from the
. \ ’

N

tale of the .narrator to the tale of a character without ever

worrying about problems of point of view. Of this situation
. ' b

RS
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+
.

Forster- says "a npvelist can shift his viewpoint if it comes

of£." While O'Hagan is not always successful, it does not

v

seem to interfere with the dynamism of the tale. And Forster

does'qtatg further that Mthis power to expand and-contract

C o . .

pgrceptibn (of which the shifting viewpoint is a symptom)

this right to intermittent knowledge . . . is one of the

.

great advantages of the novel form, and it has ftg péraliel

in our percepfion of 1life" (83).
N . r ‘ .
O'Hagqh himself, as the frame narrator, produces a few

strange twists of imagination, which may nevertheless have .

‘éome unconscious ﬁeanihg. Can something be made of the

féct that Red Rbrty's hair is described as-fair, then as

his illusiohs dissolve and he meets his dark end it is sudden-
ly—without éxplanation—dseen as brown? “Furghér; in the
original legend the small Tay John is gathering "fireweed,"
.a plant whicg——most appropriately—endures to reseed itself .

k) . -

rapidiy after destruction in forest fires. In the novel

- it is "firewood." What happened here? And consider the

5,
N

paradox ‘in this astute (but Irish!) writer's statement:
v
"Tay John moved now on the rim of the white man's world -

forming around him" (99). Self-contradictory, yet how con-

‘Cisely it describes .the truth of Tay John's plight. Indeed

- he is on the rim and at the centre of both the world and

a

the tale of the novel—and there is loneliness at the centre

as well as on the perimeters.
‘0'Hagan exhibits another kind of double visiom, this

time with regard to his characters. ﬁe-has'the rare ability

. \ \
“u N ~ v

4
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i

to see them and their world with an attitude that admits
v o LY

. . ' ‘v s A A N . .

both compassi.on and cynical scorn, an attitude which he

%

passes on to his sometimes alter ego, Jack Denham. (This
. & e . v Yoo
is perhap’s’Wj:_/led Davidson to accusations of ambiguity

and Stouck to accusatians of,nihilism and misogyny.) By
feans of this.dual vision unusual reaches of perception

are invariably, but never cruelly, held in check by ;‘Lr:oni‘yc

i ! ' '
humour, and speculation is not allowed to go too far lest,

it becomes illusien.. : /‘ :

While the oral tale is controlled and mediat ed by an

educated and contemplative narrator, there' is still the

d

tradit’ionallspontaneous licence in the telling—the kind
of self-interruption and questioning that belong to the

.

spoken wdrd. The significance is self-consciously in the
creative process: voice and performance and—vwith regard
v N = - !

to the key events in the novel—even theatrical staging.

"

(The Irish also see the world ag theatre.) Thus \:he‘story,

passed down and embellished by a series of narratoré, fre-

quently takes on some of the characteristics of the "tall -

tale." ' o C ‘ 4

Still Denham's blend of imagination, enthusiasm and

irony, together with his borderline relation to both primi-

tive and civilized worlds, make him a perceptive commen-

tator. Basically honest, his twists of fancy and occasional

mempx:y 'l—épses suggest a human rather than an unreliable

nar}'a’tOr. Also, in spite of the irony, and perhaps because of it,

he is allowed to see only fragments of life; never it all, and
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-

the story retains its sense of the marvelous, ‘

Thg sense: of the marvelous i5 the essence of myth. !
- * ' v ' . *
And the mythic presence is the key to the underlying form ™ ’

and meaning 8f Tay Johg. ! : ’ <, . t -

>

Below the surface, below the accuratée facts of: history .

and geography, there is an intriguing roughness. which seenms

-

to indicate the shapes and rhythms of a deeper level. This

is in accord with Northrop Frye's observation that "the .° .

bumps and hollows of the story being told follow the con- .

tours of the myth bLeneath." Frye relates this po“thé‘Jungum

-

.

notion that "beneath the conscious world -lied the deeper
¥ ' . .
warld of the unconscious revealed in dreams, visions,” i ) -

flashes of m&stical insight manifested through myth" (qtd. - :

in Richter 51). This underlying world frequently activates
soméfhing of deep contern to the writer., In Tay John it
seems- to be related to the submerged primitive nature of
reality—the.reality of mountain, of .man, of story.

Thus myth is at once one of the moét elusive and one
of the most direct forﬁslof communication. It is both
O'ﬁag;;'g story "beyond your touch" (167) and Geddes%_pto;y
that "hooks itself into th; mind and stays tﬁere." There
is apparently a strange kind of boundary‘or"thrésho}& which!

he who would empathize with myth must at least approach,

if not move beyond. Hence the reader must be led to ex-

3

tremes, to the inexpressible—to beauty and truth, to agony

and violence; he must realize the extremes and only then.

-

can he, if nat cross over and ™touch," at least imagine
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what ljes on the farther side. This is, agcbrding.to Whal-
\ v ¢ N N

]ﬂ;, "the ‘quality of 'spiritual gventé"——thé key ingredient

‘ bf\"vitalnmyth"——rather than "the historicity of physical s
- o \ . , ) i o o
. 1évents" (179). : ' : . : ST

Myth then is a way of rendering a ceﬁtain spiritual .
v ) ' !

' " In Tay John the individual is presented styMlstically

and W¥rchetypally. His contours are described, and from

+ +

S o this the reader interprets the psychological shape of the

' . personality beneath, the shape which often darkly names ’ T8

v A\ , " A
the pattern of fate to which he is .destined.

o Except for Denham's personal reﬁleétions and Father .
Rorty's letter, we 'see little of the inside of characters.
There appears to be simply a vague search for a ground of

- \ ' being. For the 'most part it is the civilized who gre‘in

-t

. . , \ . .
some sense orphaned in a world of their own creating— ’ '
"estranged from self, from others, and from the earth. How-

.gver, in the case of Tay John, 'the distancing, outside-only

e

!

« . . v+ view serves, as Ondaatje nqtes, to preserve the "raw power" .°
s t s . ~n

» v
N 4

S &\\,,.‘g of the'hgro. ‘Jenneéss tells us that there is no analysis

of character injfﬁdbknffolktalgs either (l@Z)."@erhaps o

) . the world of the iﬁagination of which Tay John is a paft : o
‘ ) ) . c - -
. ) is forever inviolable to intellectugl analysis. N
‘ ~/’ Myth with its aura of supernaturaldgm and its concern
! - v . N : ' . f ' \ .
. ‘with the marvelous, dﬁgen resolves into the miracle tale, !
LY .
.- . ! el . . ¢
. : .o a tale which is concerned with hew belief or revelation, .
LY . .
A » ' '
* * v " v
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.In Tay John various characters come.with "tidings." Denham's

. . N
£y . 2 s 2 ' '
tale 'in particular is received as 'a faith—a gospel,"

Lo '

J . R .
("good spell," "good story," "good news"). However Denham

~

lateyp says, "there is nothing new——neith;>\these words nor

their meaning" (161). ‘His story then is simply a fresh
vérsion, a tale retold and revived in the telldng. N
.This points to a peculiar quality of myth: its repeat-

éﬁility. Myth tells of something identifiable with the.old
yét‘seeﬁ in a new light. It is open=ended, giving offhnew

meaning for each‘new;age;—in the case of féy John's legend,
first for the Indians, themn for Boas (1890), for Jennesé
"(1932), for’O'Hagan (1539), and for thé reﬁder today.” Here
O'Hagan seems to-have succeeheﬂ where Frye, at least until

<

lately, saw a literary, failure. Iﬁ The Bush Garden he

stadtes that it was "impossible for Canadians" (who saw’

* &
%Pdians,as "nineteenth-century literary conventions") to
' ' ) & '

"establish any real continuity" with an Indian mythology;

+
-

4 . ) ’ '
> d mythology which "included all the main elements of our
own" (233). Y \
. v } )

In these times a tale which mythblogizeé the passing

;E of the wilderness and its people has something of an eu%ia£,'

meaning, one concerned with the preservation of both "moun-

N ! to- g : 3
tain" and "man's story," of both the West and its oral

o
¥

heritage.. Myth renewed thus expresses th%/cwﬂstancy of

human values, values concerned not-.so much with access to
. )

. , -

~success as vith access to being.

/ Told and retgld, the legend of "The Return of the
. ) .
Child" and allsthe tales of hearsay are not simply repeated;
. LA N ~ ’ .

te

’
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they are’;ecrea;ed, anq in this they are rebb;n. Story—
telling itsel& becomés,pért‘of the hovel's‘themelﬁf-rebirgh.

Eiiédé étatgs that‘he who retells a myth is "taken out”
of profane pécoming".(Pgtterns,ASO). Is this not the re-
birth.that Denham seeks? And is not éhe listener, "cradled
in a web of word;,".also reborn? Thus the mythic tale gives
a special enhancing quality to moments as they pass,and 'a
hungry part of the spirit is nurfured;

Myth then earns its right to repeatabiiity through its
poﬁef to capture the tranéitory in language, through its

capacity to pass on and preserve the valuable. As Ondaatje \

says of the cyclical and constantly reneyéd world and word

of Taq John, "fragments of myth wiil reﬁeat themselves ' \
forever" (278).

: Recalling Jung, Wheelwright bel'ieves that diécpvering

P

such enduring mythic ways of knowing "depends upon how far

we can divest ourselves of the white man's preconceptions:’
and enter imaginatively into the primitive world view from :
which not only our beliffs but our very being has evolved"

(155). Through his narrator, Jack Denham, and even more so

through Blackie, O'Hagan takes us on this journey. -The

. primeval and mythic land is not just an ‘impressive setting,

” '
The Canadian wilderness is construeéd as both a particular

entity and as a mysterious ﬁétaphor for existence. It is

an underlying but decisive force in shaping mpt‘only story
¢ . . ’

‘but man and His destiny, as O'Hagan observed in his ubiqui-

tous "mountain" passage. : , Ce
’ ‘ ’ \

H



Yet mythic story, with its incorpération of the extra-
6rdinary in the ordinary and the irrational in the rational,

communicates without being fully understood—as O'Hagan.also

"observed. The nowel"s‘primitive approach allows us to pene-
: . - B
- trate - a little farther, into the mystery but never to its’

heart. The core remains dark (161). This is art as value—

v

]

/ for reorientation; it is not art as argument—for information.
. k ’ :
Myth as a revelation .of the primitive is a sufficient form |,

of utterance. . " )4

e

Mythic story and mythic silence make up the power ofrﬂ———’// .

. ——

Tay John. Life is at once simple,-elemental, and infinitely

complex, darkly magical. Not only is evidence of its meaning

without a finding, we should not even try to pin it down. .

“With its frequent reflective uses of "for," the story

suggests that we should ponder and wait. Perhaps, as for

*Swamas, a wonder will spring forth.- To return to the

! A
beginning,. to Palmer's Hermeneutics, we might then move

:‘?‘ !
into a new recognition of the world, "lighted up for a

@

t 1"

moment in its truth,"” not the truth of evidence, but "a

. truth nevertheless" (247). Life spawns its own destruction,

but from the shadows the cycle,'like myth, begins again

a

and again. Through the Bovel and its strange Lilent hero

4 \
the myth abopt ‘the world becomes "the Word." Primitive

\ (
spirituality then "lives on," as Eliade said, "in its own

way.d : .
NS "Much of the meaning is i the making, in the rhythmic
- u form and mythgkoeic voice of the tale. Depth language .
il .
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ventures to fathom and preserve the undersong—which is N \

H-_
L

"the full song"—so that in this novel we behold the vision

. and the art together. Palmer would ask, "do w: understand '
. ) ‘ .

the question it puts to the reader? the question behind

the text? what brought the text into being? (250). It is

the reader then who'ie asked to take up the quest.

™

Thus far we have broached these questions by considering
pershectives, contexts, and approaches. We will now more
p Ppr

specifically examine how the world becomes "the Word," . and

~—

"the Word" becomes the world, how together they unfold "the-

full song," in the three parts of the novel.
"Legend" will explore the patterns of belief inherent

in the mythic perspective. Wisdom is acquired through the

senses, from nature, and from the traditions of the group.

The point of view is omniscient and mystical. A For the most

part, ghe mood evoked is one of silence and peace.
"Hearsay" will invelve patterns, sometimes distorted;

of beliefs arrived at through observing or "“hearing," and

"saying" or telling, the teller attempting to coevince

himself as much as his listeners. The point of view is:
"that of the narrator or sub-narrators; they provide a par- -
»

ticipation mystique, an invitation to be caught up in the
4

web of the tale .or gospel, Identity is sought after through
another, apostle-style. In the quest for a hero, illusion

is a factor. The imagery is,dynamic and often disturbing.

. V' .

"Evidence—without a finding" will illustrate'th%
O,
several patterns of -interpretation discernible in this

Y



Ve

"

*

r

various kinds.  The point of view follows the same pattern

phrase. It can be seen merely ag indicative of .the situation
4 . .

at the-end of the story, or it can represent an obsessivé'
fi A N .

search for evidence of material success or for belief of

v

as in "Hearsay" and is similarly based on opinion, conjec-

\ ——— =

\

‘tureL and some first-hand experience. The ihagery, also .

f
becomes, in the end, like that of
/

like that of "Hearsay,"

. "Legend," an evocation of a mythic silence and peace.

These are the three parts of O'Hagan's "(laybook"——a
book which curiously never uses the word myth" yet wh;\ﬁ

seems to engender a wondrous mode of earth consciousness

in the reader. i

/
e ./

"Can you rede its world?" z //)

82
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. L Notes *
5 LS A " )

e 1~I am.ihdébted'to Robert Scholes who in The Fabulators

(104-05) expresses somewhat similar ideas with regard to

Finnegan's Wake. '
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‘Legend, Hearsay,

by * N

SECTION II

<

Quest Belief, and C&cle:f

and Evidence—without a finding o

2

b .o

feeling comes if aid ‘
iversity of strength c s

Of feeling, and

Attends us, if byt once we have bdeen strong.

« + » The-days gone by
ost from the dawn
g places of man's power
oach them but they close.
now, . ’ ’

Return upcn me =2l
Of life: the hidi
Open; I would: app
I see by glimpses

William Wordsworth
The Prelude 3

.1\
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CHAPTER FOUR . .

Legend: To Dwell Poetically.on This Eakth

[

Now fdith is the substance of things hoped for,
the evidence of things not seen. S .

Heb. 11:1 W

[
All is prepared in darkness. Enormous light

is but the foetus of big-bellied night. . .
The image hatches in the darkened room: ’ ;
the cave, the camera, the skull, the wornb. ' .
Future and past are shut. The present leans:

a bright calf dropped between two infinite sleeps.

¢

\

Dilys Bennet Laing :
"The Apparition" ’ . ”

Kl

) Early had he learned ) " )

To reverence ‘the volume that displays

The mystery, the life which cannot die

But in the mountains did he feel his faith
There did he see the writing.” All things there S
Looked immortality, revolving life. .

William Wordsworth
""The Excursion"

[y
2
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Faith may be "the evidence of things unseen," but the

.

'

LY

writer must offer the reader in a discreet way a code an{
an itinerary Eor the quest journef. something by ,way of
orientation to ﬁhe "curios" of signs that surround him.
O'Hagan does this immediately. In fact the word 1"Legend" X /
itself may "imply not just a story to be heara but signs to

»

o~ | . g .
be interpreted. What, for instance is the connection be-

\

tween the unfoldiﬁg of the human drama and the austerely

1
~

iéagistic language of earth? of time? Does it perhaps
.reflect the austerity with which the éhuéwaps view human
experience? Yet‘within Tay Johﬁ‘s simple and spare ;tyle -
there i§ a Biblical and almost oriental subtlety a#d sug-
gestiveness. Particularly on re-reading there isla senge

, o
that nothing is’completely neutral in this work/t Even the
documentary facts of geog}aphy and history se m‘fo be
charged with the significance of parable. /ndeed this ‘
wﬁole first section can be.seen as an unusual initiatory
. narrative, an introduction to a book that yields the secret
f ifs strange power and intensity oRly gradually, its
“s1 nsfpointing to»ﬁossibilities of more myths waiting
beygnd the threshold.

mytho-critical reading involves seeing such myths as

a reliving of sacred events, as links with previous moments -
o } .

'

of beginnings, the idea of "the new.! The first lines of a



“

Part One ére like a tone poem defining the lim;ts o£ a uni-
verse of both place and time. There is a lyric evocation

of a word and world in the,making;—alGenesis world: "The

time of this in its beginn%ng. . . ." There is a hint of an
era far older than "men's time," of a time that has’ left

o W
. /
traces even more enduring than "blazes" to mark man's way,

a Bibliéal;time when the world and its life were spoken
into existence. R

Time strangely)mingles with.thé‘ageless mythicél as-
pects of "its placé,".a place which also suggests the need -
for a-perspective back to the stillness of the past. A
wealth of symbolic poQér wells up from the land, from the
fertile valléy and the mountain headwaters of the river.
Heré ;s the source of life—and also.,of story—and the
beginning of the journey through the wild. Here is the
perma t and the cyclic, the stillness broken only by
"the sound of running water" or in winter by the frost

v

cracking the trees—the more resilient evergreens growing
“Closest to the snow-capped mountain;; Surfaces shimmer
and change in sunshine and in blizzard, but the centre
hol@s. . ‘ . ' '

Time is,measured by rhythm, by the seasons of the
earth. Space and time are thus held in mysterious identity
in this primeval ,world. . There if a sense of an immutable
universe, of the present with the past summed up in it
and the future implicit in it, of time not imposed from

without but generated from within. According to Cassirer,

L
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this is one of the earliest concepts of human cbmsciousnesé.
"the subtlest sensitivity to the peculiar periodicity and
fhythmic ebb and flow of human life" (Philosophy 108). i

by

Not su?prisingly, in Tay John rhythm in life and in story

. often brings forth an idea before it is expressed in words.
>

There ig.even a suggestion of fantasy in the language
of time. "Ih those days",evokes a "once-upon-a-time" kind

-

“* of world where daily‘life is infused g;th wonder and magic.
Moreover this effect is convgyed in the tone of an
.6mniscient voice, not self-conscious as in Parts Two and
Three, %ut strangely aséured, calm and -authoritative—
ﬁerhaﬁs to suggest the confidence in primitives to arrive -
at an understanding of the wholeness of the world. The
' stately grandeur and brooding presence of the mountains is.
‘cabtured as)in Indian legends, inyslow medigative cadences,

the Wordsworthian'revolving life," of earth contributing

to the powerful yet spare style. Days are "long,“ in

''in winter. The patient

summer, and nights are "long,'
land has its own code waiting to be uttered.
Nature's signs slowly but inexorably begin to take

<
over man's signs, to encroach upon his trading ‘posts, his

a future. The land, then, will be resistant to imposed
meaning. Signs of contention between primitive time and
civilized time are but. a portent of the contention to come;

between the land and the railway, between God and .man.

trails and his blazes, which' now point to a past rather than

88
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4
\ , ' “ L
For now, the timeless Eeéms to be held within the point
of the moment. "Until that [thé r;ilway] happened, the
country . . . was littie changed from what it had always
;een." However it is 1880 and thé mdvemenp‘is beginniﬁg.
At firft very gradual, it starts with the~sacred and moves
téward the brofane and back again. |
There are aiready prospects of the railwdy, in turn,
encroaching on the.land. fn these passages, while the
voice of "Legend" is still mild, the sentences become
shorter, the témpo slightly more hﬁrried. Howe;er it is

five years before the Canadian Pacific and thirty-one before
the Grapd .Trunk (unobtrisively giving us the full time—framé
of the story). The valley now anticipates. the future.
There is séill time, but another world is intruding énd
its rhythms will not be sloy, quiet, patient.

As the subtitles ind;cate, the story ;ill be a media-~
tive communication between different modes of hearing,
saying, and seLing{ between those represented by the river
sourée and those represented by the railway. We are to
have the perspective of both men's time and the timeless,
of the place here and the place beyond, in the "heart of

the Rockies," expressing the desire for an immutable time,

the time of the unfathomable mountain with its poplars and

v

its springs. These are the unchanging codés of the uni- -

"verse of cycle against which will be proje&ted the tran-

-~

sience. of man's 1ife.

.

89
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The logic and value of the tale that follows depend
upon realizing its profound mythicit; while simultanequsly

recognizing the artistic stratagem of the matter-of-fact

style of the telling, the careful verisimilitude in details;

of landscape, of seasons, of history, even of turn-of-the-~

’
o

century Western character types. This c}oée fidelity to.

place and time will coexist with and make more real the

! v

symbols of the imagination, the archetypes and motifs in

the word alone, in the word as stor?, and in story as first

a re-creation and then a creation of myth.

.

- °
v
L)

_Kather than the 'single word, it is the atmosphgre pro-

voked by the word that evolves from "Legend." It is drawn
‘out by the wilderneés, a spirituai te;ritory:whigh réepre- -
sénts the great alone: it‘is the aura éf solitudq.’ The
dictioﬁary links Jsolitudef with remote and unfrequented

places, with(lddeliness and seclusion, but also with the

. . i 5
unconfinable "and free, the sole

-

.and unique. P

e O'Hagan believed in the inherent power of a thing to

o

be itself, be it a tree, an’°animal, a human being. Cer=
tainly the Eharacters‘in the novel exhibit; a fundamental

singbl%rity. And towering aﬁbve”them all is the solitary

splendoﬁf of Tay John. ] ’}
Thus we have a céncerp with noonniy the wo@@@alone,

but man alone, a concern with the isqléted self, with/the

man who comes to terms with ultimate solitude and the man

who does not.. Just as our beginning is always with us

r

1

L3
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- ‘ Y .
until the dy;I;§&s cemplete, so in a génse is our solitudq.

'The myth of Tag John - tells us 51multaneous1y of the isolation

Qf the 1nd1V1dua%, and of the truth\that we are-all part of
: - . . - AN . .
4 . ~ ) j i . R .. i N .
ope great'story——that together. we face the outer darkness: I .

. ' LS
"Past our stars, we th1nk is darkneSS. N Here is

-

\ \ .
1;ght where once was darkness, and beyond~1t, farther than . -

~ .
% ~ F.

our ayes can see_. . . is darkness, st111" (161) Man is v

)
a

1ndeed alone where the darkness is unvelled In the aovel "
'we are presented with each character and the loneliness" _
of his way.’ Yet the Wondsgkrthiah,"still sad music of\\\

human%ty" is both individual and, collective 1in 0'Hagan. .

It is like the Goyote's ironic song of ?wit and laughter - .
B . ‘ o ] .
‘with his fellows, yet “each ind1v1dua1 offering stands.-

alone";and 1t is llke the howl of the solitafy wolf and

. ' N\

that of his pack. whqch 'speaks of hunger, of suffering < -

-

and of loneliness in the night" KCoyote s Song). It is - -

Tay John alone or"Tay John as"Sﬁuswap{ it isfthe‘pattern o,
: . ’ n” . '~—~ . N ’ ’
of the tribe lying at night about thg fjre, "each man

. : h T e -

alone" yet t "™like the separate spokes of a wagon-wheel. -
) e - Y Wy . > '_ L e
Thg\ 'still" music is in ﬁhe w11dezness, where the :

‘\ ~ N ]

inner and outer landscape is so\uncluttered and. soIitary R

that ‘such’ as Swamas can hear and observe "the substanceﬂ

.of things hopgd for" (29). Solitude then brings a kind of ¥ - .

knowing, a kind of faith.- It,ié?an initiation fngo mystery
and its pogsible méaning. A. N. Whitebgad, in fact defined o
religion as "what man does with hls solltude (qtd. in

Whalley xxv), and Byron spoke, rather 1ike O Hagan, of -

.
. ~ >

- . . . \ - Fl
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alone" (thlde Harold). That- one needs a great deal of

solitude to understand anythlng/aﬁ all is borne out -in

\ unnamed 1and: "Stillness" and 31Yénce. Together the
l three suggest the gpirit of "Leﬁénd," unfathomable and
A ’ ‘organte, the &pirit of the essence of life and of peace.

-

' Sqlitudﬁ, §tilln§ss and silemce inVite 8 sense of

- . . . ' w

v . presence. - It is in the quiet‘landecepe that the word is
" ‘ heard. "In the mountains did he feel his faith," said

encounter——of ritual of v151on, and al;e/of redemptlon-

It is the medlum of the pr1m1t1ve,enot of the c1v1llzed

Ly
[N

“ ’ "\: O ~ i
o ‘ - — .
-ened. - . .
P » * ‘ .

AnotHer medium of knowing is concerned with how one
. . ) »

o -
’

- ' .sees, and-with the word- used to eipreSs it. The Indians
. N v b

"the feeling, infinite so felt in solltude when we are least

Tay John. In "Legend" the word "alone" appears nine thmes:

There are two other words related to éolltude in th1s

Wordsworth, ‘Here;qforathe Shuswaps-also, is the medium of’

wien such .as Red Rorty,come up against it -the¥ feel phreat—

J

-

. " -"behold" ghe preacher and-his shadow; Tay John "looks upon"

bfﬁw ; Shwat (and later ﬁupon" the sorrel mare).. Such words,. apart '

¢
D

. \*sense-%hat~is~not—fouﬁd in "see." They'suggést.rather a
seeang 1nto, an "I-thou" relationship instead of-a utilf—‘
' <
- tdrian one. Thls sensg of - beholdlng sp;lls GWfr from the
t ‘ -
. ' . v1sua1\1nto the audltory and the tactile, and even into
i <~ f
. apprehension through scent-and tdste, as when the ti}be .
i - . > [ -
. . ~ . A
examine the dark sand with-"the light- 6f the sun in it" (51).
- i A ) v - v
- -~ "
N : * N
IR i o i ) .

L]

from . their Biblical resonange, vibrate with an experientiel

‘

Y4
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.F\\\\Qr\\ydvihg to the word as story, pevple both éivilized and

.“. - @ -

- »

primitive 1ncre851ng1y mlngle with the mythical aspects.of
’\4
)
place, and thé quest pattern for salvation or a change in

. . . - .

-

belief or at 'least a ‘routé to refuge begins,"

The - pattg%y presents two worlds Ju#taposed but "in con~‘

flict: the world of the w11derness and the world of. eivil- ) *
\1zat10n.~ Thle language of each is central to the novel s .
TR .
\ ¢ { - .
themg< ‘'style‘and structure, The pattern also serves to .

-~

illustrate the\dlfference between what we Eéy we believe,

(ihﬁﬂed Rorty's b;se fpu£ times), what'wé‘beIievé we believe,
and what .our actions show we belieQe: BT ’ ’
k.~. Th; irony impiici@ in tranéparegg‘statémehts,‘thé e ;
-meﬁaphoric naming, and the fe@ deft ‘strokes of the 'pen wifﬁ

< . -

whlch 0' Hagan strlpi\hls peopie to caricature-like essentials
all make for incisive portralture. Assonance between names

_and charact®ristics also contributes, often‘eﬁyhasizing a

single:idea or qudlity. @ppropriate to the concerns of .

v
-

the novel, voice is.first to carry the prime signification.
-, "Red .Rorty roars.onto-the scene with, not his hair. ~ : ”

:(however, wait), but .his words flaming:‘ A harbinger of

- . ,e

- the raiiway to come, he belches smoke and fire on creation.

His raid.on {he inscrutable takes the form og a vocal: -

\

-

attack @gn the Shuswapé, the mounteins and even the trees—

-which are both preachea to an;Y:hot at. Thus with pente- /)//ﬁ
costal tbﬁgues.of.fi}e ahd mart%al imagery_begins-the tirst
ﬁggault énd.violengz pattern in the novel, the first "assaultﬂ
on the ;u?roundgng solitude." ) ’



) - . . . - s -
Rorty as prophet bears considerable resemblance to
Jéhn the Baptist (including some of the circumstances of

R ‘. . -
his execution); however, flames and benggdéce roar not

v o
\

“only in his words but fg his past, and 'portentously in his
. . . A

.

visions.

. .

- The preacher's sin, in O'Hagan's eyes, would-be arrogance.

Hé conspires with the future against the présent, a regur- '

Y

rihg theme in the n&vel. Armed with hubris, the'pride‘that

 % competes:with God, he Bversteps human.limitations. His !
self—righteoﬁs sacrifices are-inauthentic, exterior. Anﬁ
. Y ~
in-the ?ymns that impress him tltere is promise of recgiving
something in réturn: new possessions, spiritual agquisi—‘

H

tions—the shinfhg-cfowns end martial glory of the imperious.

leader. e
d‘r‘.“(\

ALY

He feels himself "called". (another recurring motif),

) L personally addressed by God.”‘Liké his brother and Dobble
~ ’ - N

i

he is.one of the elect, an entrepremeur of final truth.

2
a

He imagines his words are magnified and multipliéd as they

ecQo off the rock cliffs.. But patterns of arrogancé,
asséuIt and falsity rebound on the perpetratb; in Tay Jdhn.
O'Hagan knows his Bible better than his preacher does, and

its patterns serve to show up the abuse of the word, the

irony, and the 'consequent cyclicity of the sham evangelist's

‘

activity. . ;

In a travesty of the words of the Good Samaritan story,

v

the Pharisaic Rorty damns his

'

"Go and do thou likewise,"

visitors tidl "their backs felt cold when they were turned."
N .
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- It is-instead the Shuswap hqéﬁitaiiﬁy Ehat,"warms"\énd
. enacts'the-pérable for him. \ .-‘: . | S,
In his ?drpher degonic in;efsion of the Sc}iptures he
dltimatély Eipds.him§elf trapped in the.thdaée of suffering
A \ 2
“and mutilation he preaches. Having tied his hér;es’tp,a

‘
»

. < .
tree to kill them, he is similarly tied. Is this a subcon-

2

scious reflection of Isaiah's warnjng (11:9f; "Tmou‘shall

not hurt or destroy in gll my holy mountain"? 1In his in~

-

ability to swallow what he preaches, his lie "chokes" him..
\

Is this perchance a literal enactment of ﬁark 4:13; "the
deceitfulness of riches and the‘%usts of otheT tﬁingsnentef_
ing in . - ._Ehoke the worﬁ and it bécomes uniruitful"?—
or of the question in Proverbs 6:27, "Can a.man tg&e fire
in his bosom and his clothes not be burned?" Red Rorty's

- word in the end is'syopped by a stone and, like the- setting

\ "

sun (73), hé is literaiiy "consumed by the fires of his

own creating.”. . - L

' & . .
Could it have been, however, not oqu the arrogance of

his false &irtue, but the arrogance of his vengeful God—

a God who made humans into objects of«absolute knowledge .
. ‘ ) \
"and control (17)—that brought out a corresponding savagery

in the Indians? . Was this perhaps the Nietzschean God vho

, ‘had to be killed? Or was it a re-enactment.of the great
primitive orgies in which the sterile king is slain in
. anticipation of fertility of the earth with a new leadér?

r do Yaada and her'women, with their ﬁails filled_witﬂ

1
’

Yy b&ood and xhéir %riumbh over Rorty's head, call to mind

o/

\"



-Euripides' The Ba&gﬁae? 'Tay John does bring out the Kind

~religian of the novel. Moregvér,‘tﬁeir simil&% concern with

o

t

* s . -
. .

of sﬁgculationé that hover around such pqssibilitigs.

Myth "and Christianiti certainly interweave in.the

numbers is'evidept-—fgn instance, in the twelve elders and

3

_the numeroup’three day or equ1valent Indian four-day time

spans.” HoweJer, what we are left with in Red, Rorty's O
N !
case is thé 1mageny of a tree transformed into a fiery ¢ '

. e s

cross, the Spectacle of ‘the m111tant "man of great voice"
overcome by the peaceful tribe who "were not .ready with
g

>

big- words," and above the flames perhaps the prophetic

echo, "those who live by the sword will die by the sword."

A Y
In addition to patterns of assault, arrogarce and

cycle, Rorty's story provides a pattern of how myth is

made; of how or why it works or doesn't work, It is a pat<

tern of how one hears and says, and shows how myth—often

~
N

?elli%g his myth, Rorty is not, as Eliade mentioned,

at several removes from its origin—becomes layered, and
[ M ’

spmetimes, as Eliade earlier noted, "debased." In re- -

"fagen out of profane becoming" but, paradodxically, enters i

.into it. It is his shadow that i§ "upon the ground before

]

F'
them'" ; he faces away from the }ight; the Indians begin
to wonder. ' . : o

His-method of dellvery has aspects of Wheel 1ght s .

<«

coLfrontlve, but in assuming the role of "an avenger,"

1%

he enacts a suspicious "I-thou" relationship to both man

-

and nature; it also .has aspects of the "stylistic," but



« . N . ' « ¥

inr his divinizing and HramatiZing»a wr \hfu} God,  he dis-

-

tences imself and hls delty from humanmty——yet~1n hlS bwh

- ’ o
, +

taboo-breaking, he~discloses just how human he is. v

His gospel . is third hand dlstorted by dulled comm@nica-

'. N - /
tion, be it by ear, Qy eye, or by encrusted sen51b111éy' by

- /
< a chnfch that values hlS voice for its loudness, by p Lo "

minister whose eyes are "half—lldded,' or by an uneﬁamlned

+ -

mind layered, and concealed by hair "thlck and mattéd as '
Q /

_ though it had never -been combed." Increasing lou/

i

dness -
. / .
and repetition, suggestiye of a martial rhythm,/aqe meas- .

ures of belief. Knowledge and salvati®n are g ined by

rote; it is easier to appropriate a ready-made belief than
to search for "the'right word." And unlikeytrue Christian-

f’

Tty or, true myth, the gospel’ accordlng to yorty conqtructs

a. realm that has no parallel in the naturél world.

. . Red .Rorty sees hlmseff as a bornzaghin Christian, -

A

~§Bove the heathen-'a new birth and a n¢w myth do result

from his encounter, but they dare not nls. And even his '
] / .
brief rebirth is not of himéelf, puy of a copy. . . - -
. N K . v

The Shuswaps and their’story/ﬁrdvide a striking con-

\ / -

2 trest.— We now hawe myth as ‘a re;%lptdén of the primitive,.
., This second- set of-thematic imeées has peral}els,-however,
in its coécern:with_cncle, wiFé story teiling,'with pat-

. ) . .

- terns of kno&ing:( But’ worqi/now flow spont;neahsix\ié

pass from what dest}oys to/@hat calms and enriches: from

blindness to vision, from/arrogance'to humility, from

. - s/ . ) .
falsity to truth, from fssault to acceptance. The move-
. & ” ~ / L .

/ : : o .

N

Y . . - ’ 'J\J
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»

-
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&

. ! N -

. ment is from{separatlon and exclpsion to unlan and trlbal

~ . —~
‘Kinship: "Shuswap" means "the people." The Wheglwrlght ~

. ) \ . ' 4 .

fu51ng unlfylng "metaphoric" and adumbratingfuniversalizing.

R
archetypal" methods become promlnent- therefis also .an

-
-

elemenp of the 1nten51fy1ng "¢onfrontive"; now,- however,

it establishes an authentic "I-thou" relationship between

man and nature. As we are introduced 'tq the tribe the

imagery is that of_ a poetic hallowing 6f'1§fe.' It isutrue_
to O'Hagan's sense ‘of irony, and also of feminine values,
that the intruder,‘a man of God and of-civilization, is ‘
‘ Ay

thg more profane, and that‘hls cold paternal icode of

punlshment, his séparatlon of the sacned and the. secular,

.\r e
¢

Suggest/peliefs whiqh, unlike‘thbsa of\the Indians, cannot

be integrated into the warm maternal earth.

This Western evangelist's idea of‘"setting one's housé‘.
-7 b o7 & . .
. in order by subduing the graydeur An life is contrary to -
'the p;;mltlve conceptlon of malntalnlng;maat;,the order

4 )
of nature.” As Whalley notes, it is this order Yat once

v
-

primordial and abiding'" that "haunts the mind of man"

("The Humanities" 243)", Accordingly the Shuswaps, turn to-

their own codes, and frem the shadqws of Rorty's. self-.

destructive cycle, from the sqoking‘aahes-of his fire,

phoenix-like a new ¢ycle and story as myth begins—a myth
. ) ; .

- which curiously is created from this man's one creatiye
" \

. . 4 ' .
.act. In embracing Hanni does he embrace the wilderness?

The new myth beglns with the Indians' reverence for

. ,&he oneness of 11fe.. Every aspect is sanctified and no —

v

W
,

N
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person or. creature 1s‘?rc1udedh The llfe of earth and each

]

1nd1vidua1 llfe is spi 1tua11y dlscerned even in their

\ ctrafts: o N ) N
They bePieved that the world ‘was made up
of thlngs they could not'touch nér see, .
as they knew that behind the basket their ° '
‘hands made was the shape of the perfedct - .
basket which once made would endure for-
.ever and beyond the time when its

- semblance was brokén and worn thin by

' use. "So they knew that the shape of
tomorrow, llngered just beyond today,

" and th#®t today the people made tomor=- -
. row's basket. Each man sought the. . . '

shadoy beyond his work, and no’ man could -

reach it. (29)

» ¢

Baskets join d1fferent realltles, suggestlng a flxed pattern,
v N
a d%stxny, behrnd baskets and behlnd Tife there is, inl -
- N, “ , —_—" !
Platoplc fashlon, bothh oMier and mystery. The tribe's ‘

’ "faith" (a paraphrase of Heb 11:1) "was the substance oﬁ &
things hoped for, the shadow of whet theg eould not yet
discern™ (29). . . -

o Hii;;Tbut,‘who has*obeerved actual‘Shuewae.basketJ,v
mekihg{ expiaihe——3n terhs thet shégest a‘remarkable =

paradigmatic relationship to.the novel—that the pattern
is not on the surface but wotked in,'"iﬁbrication;" and

that the coiled structure is so beautifully craftéd the

vessels hold water and sometimes last for as long as fifty

years (69).

In this connection Frye uses a related term, "brico-

.

lage," to somewhat similarly describe the form of primitive
ge," ‘ p

-

, .art; he motes that it corresppnds to "a fitting together

of events, or rather remains of evefts," that.it "internal-

r
\ -K., B )
DTN

©
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" Tay John.

0 s “a

B - ‘ N . ‘
izes .the occasion," and that what it reg;eiy{%s spirituallyr

Mhas a reality which is timeless and &ndependent of circum-

sténpaé"‘(Cfeat Code xxi). In the shaping of baskets and

-

'thg shaping of myth the frdgments enpur$,in an underlying

fusion of past, present and "future., o
And the tribe endures. A sharing of the® patterns of «
life, 'of its activities and its trials—of both its energy

.

.and its darkness—is somehow mysteriously-at the heart of

{

In a scene of immense but subdued pathos, O'Hagan pre-
. N [
sents a desolate time of famine wher the Shuswaps would

.. . rise/up from their houses through
the snow in the morning like bodies -from
» the grave dand go from one smoke-hole to .

. ' another and call down for food for their
children or their old pecople—because in

. such times each family .shared and helped :
the others as in better ,times what they
owned was held in cqmmon, (31) .

4
!

Projecting B strange winter light of feeling, the sounds

‘ childﬁﬁ&

too are gently mournful, primeval: "woman weeping,"

"Chirping and hopping like birds," "hunters standing wsilent,"

"voice spirits of the dead" calling in the wind in the trees,
empty cradle baskets hanging and hifting against the bare

branches. These are the voices. And this is the winter

-

Hanni is "with child." = ' :

’ . o

The circumstances surrounding her conception are de-

scribed in scriptural terms and there is even a hint of an

0ld Testament drama in her name. Can we make sometﬁing of

the fact that Hanni, like the Biblicdl Hannaho(I Sam:‘i),

S

. "was sad" because she had promised her husband a male child

", Y

100

»



“

3,

\ —

. . . . )
and had not yet coenceiwed? It is she who passes close to

Rorty's. house after dusk. . Thus begins her story, her

- .

P g

circle of sacrifice and tragedy.

It is also a circle of. love, -a circle of wgrds that

are changed into somefhing beyond themselves. They‘act as

.

a prelude-——one easily passed by—to the more striking birth
* [ ~ L ] I3

scene. The& are the words spoken by Swamﬂk beforte the

rituals performed to bring Hanni .back from the cold and

darkness of her dying: ' ‘ v
You will not die. . . .° If you die that

part of me which is yours, will die with

you. But you will not die. Nor will I

die, for new life is coming to us. LBBY?I

. ,
t

"You willgnot die" points with a rhythmic and peculiar grace
{ P , |

to the root-meaning of' a-mor,. "away from death" (Eliade,

A

Rites 165 n.),‘possigly the”mosp moving and transforming

of all ways to name love, to name life, to 'name eternitf:

It is a ceremony of words that becoﬁe a poetry beautifully*
apﬁosite.to Swamas' sense of a 1if8 déeply dkin to His own.-
Tgese'are words that make a whole of the fr&gments that
constitute human relations and recall the primitive béhef,
"we Indiahs shaillﬂot forever die.f

In spite of two opportunities to speak, Swamas says

no more. But he is there. His experience now lies beyond

language. It moves into silence. He begins his solitary
\ Y, -

yet shared pilgrimage. Action and feeling become indis-

tinguishable as he too reaches back into blackness and

sadness. It is a recurrentfconditién in Tay John that
- A"

the field of significant ing is often the dark.

k)
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R ' ~ Indians do not hid? from the imagery of death. Retlin-

. A4 : ‘ :
ing or sitting on the .grave is a sacred cg&;om among .some

tribes. B{ carrying out this ritual Swamas is placing -
' 0N ]
himself in mythical time', in illo tempore, in a period that

- 'ls creative, the ‘time beQween dying and birth. It requires

a stillness, a solitude, a descent into the self to restore

the conne;tion with the root of being, a renewal of contact .-
":;th the source gf all life. It require§ a watchful wait-
, iﬁg\on Ihe rhythms of existence. . .
! .. The motif of life through death, of dying into life,
particularly as relafed to the earth, is a recurrent and
a central one in the movel. Death is often "the motﬂer of
beauty," as Stevens recognized ("Sunday Morning"). Now,
following>the dark passages, man and nature are simuitane- P
ously ;;deemed in an enormous springtime rebirfh——new,
,fragile,'vulnegaﬁle——when the small fair-haired boy is
seen oh £hevgrqye gathering flowers of blue and yellow
(Perseﬁhpne's'flowers?) under t;e sprouting leaves of the

poplar trees. Death and life are interfaced, boundaries

-~ are upset, edges undefined and veiled, different orders of

i [

13

bejng (real/unreal? visible/invisible? ?ngcal/épiritual?)
) . /
flow into, disappear into, one another. This kind of

"coalescence of things" Wheelwright sees as "connected

3

with the primitive 'view that existence is vaguely alive

O and indeterminately fluid" (161). The scene evokes Words-
. ol .
L.~ _worth's "sentiment of .Being spread/0'er all that moves. and

all that seemeth still" (Prelude). For an attuned pedple,

1
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’///’/,r‘ From earth the small child is deliveredz and
. and winter ‘Swamas is déf:.ged, not just-through

© ey

1

_ _.becomes the womb. ‘Eyes»"watch" and‘"kindle;"-handS\know—

3

[
v e

. . A o

P P
origin moments are sacred moments when life is born.

Swamas remains silent. -- '

.
- — -

. almost ,Eleusinian story or theme, but through t

of the prose.‘ It s?metlmes seems that by the vef) 1ntensity

of the language describing Sw§mas contemplatiqn the shroud-

Py

- ingly fashion and plant successive glfts of bows (the bow

being expressive of rqsilience'and strength through yield-
/ £

'ing)‘.3 As Tay John moves along the trail, life

stronger.’

-

This is a visionary experience in which imagination

Ry

and religion merge, in which somethjng within Swamas (amor?)
\ , T p—— ‘

responds to the occasion and goes out to meet i

. N N L 4
He smiled, 4nd his heart that had hun

like a dead bird within his breast f1
tered ‘then beat’ fast once mpre. (37)

gr.ows

t:
PO

g
ut-

The metaphors are organic; nature is a part of him, as

¢ B

immedirte as*higuown newly awakened pulse. With his unusual

and sensudus simile of a renascent bi;d,IO'Hagan allows his

£

stirring within the expérience. Again this is the pvet's

"sentiment of Beingd - -

v And human knowledge, to the' human eye
" .Invisible, yet lfveth to thq\heart.

- 7 . \

\

spread'

(]

\

he mythic

dynamics

"0'er all thét, lost beyond Fhe reach of thought

readers to share in a glilnpse of the mysterious forces '
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<, -‘

The h;hshstrokes that the author applies to small

moments touchlng on intense 1mp11cat10ns are as sk111fu1

3o

© ."and gentiewas his caricatgres are sklllful and incisive.

3

-

[

A%d always his descrlpﬂpons are enhanceq by their sparse—

ness, reveallng a' wori% that is fresh because the approach-

1is'umique. Although there is a suggestion of a movement_j

from the Old Testamenf to the New with a ch11d a h%ginhing

» - -
. Nl

again, the“strange settlng unexpectedly renews the Gospel s’

mower. Such scenes in the novel suggest myth as sacred.
(I} " =~ -
“atory or, "hlergphany,' as Ellade calls it=—an 1mpresS1ve

-

compelllng manlfestatlon of a splrltual ferce," an eplphany

‘(Murray, Myth 336). < .

-«

v o ."» , . s ’
: It is an elusive forcg, suggesting the-elusiveness of

-

Tay Johu and d¢f his story, and of life continually called
back to the grave——of the necess1ty for maglc and wonder

ta make man "trulg alive" (38) s

TN

o' Hagan ‘has brought us ., the ,wonder .of the boy ch11d

-
& s

and now 1t is balanced by‘the need for’ {he femlnlne and

the old for the wise woman whq hplds fhe secrets to the |

-
- R ' .

mysterles of the earth ‘(one of the several counteractions

. -
a

to: Stouck s charge of zlsogyny) ) - .

» [
g
z 3

The elders ha;e given the special child breath ‘but
.herg}y to give life is not enou%h. The wd/:n "from beyond'
the'mount%ins" holds him an& toeghes him'ihtp'a 1ife of °
mutuality.® As in the B?b}e and faierales, shefbrihgs LI
gifts. of %1sfen1ng§} and of laughter, .of betish under the

waterfall and. under“the sap of the burned spruce trees——

? . -
u , - .

v

-

~

-
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which Eliade tells us represent the dinine mother and are
.

also sought by the Eplrlts of the dead who want to return

by 4

(Patterns 281). The sacrlflce of _the spruce glves h1m Ta
. T

-

full free life," yet also shadows forth ats ‘transience.’ N
3 o
e

HlS baptism gives him a klnshlp and pgrsonal 1dent1ty with

-
.

both trees and "running wvater,

" recurrent motifs in the

-

. . ' ,
novel. _—— : ) . o /

-~

He is.called "Kumkan-Kleseem". for, as Minquais ‘pretdicted,

his hair is "yellow .as the noplar leayes in early frost." g

N ?

Namlng'here is.a kind of mythmakinmgs WKﬁm," "saviour," ' \

. '

e echces the new expectatlon oﬁ\the tribe as expressed in
v

John 12 47 "I came not to Judge but to save,' "Kleseem, ) T
for hls yellow hair (the only part that earller sunv1ved s,

his shrivelljng), giVes him' the crown of the,original ‘ Coos
:autnmh‘god.; Thus-thedstrange Madiance ¢f the sbirit“wirh§n

?ay John i% evoked from: the beginning—tyroﬁgh his associa~

tion with the 'golden pqnlar leaves, the leaves yhich’ o -,

survive after frost—nature's cycle of violence then .. -
. F N - . . X -

HE§Uty——the leaves which O'Hagan found "beautiful.in the . .
. . 4. '\ - . . . ‘-s
’ *

autumn when'theyjmovéqxin the wind."

_However KUmkleseem is' still not happy. The Sallsh . .

- 3
. hY

Brlnton tells us, belleved in an out51de and 1nside shadow,

s
o

Q9
"man's 1n¢ang1b1e image,. h1s consfant companlon, and of a : ,]
l .-

nature akin’ to»darkness (272). THe small- boy. "born . | P

a

" . - - -
where the sun could not reach him," does not have one., As '
: . . = 08

~
' S

@ . . . )
the emhlem of man's mortality and,of his hidden darkness, .
‘q ’ v . 3
it is necessary to bei%g wholly human. While Rorty avoided

g
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hlS shadow, Kumkleseem, with the ald pf ;he ‘wise woman,*".

L ) f§~‘~

seeks it. T — -

.
~ ~

It 1s found "alone," apart as he hlmself will be.

Kumkleseem's lonely saviour role is furthér suggested 1%»

\

echoes of the Biblical nole me tangere: "no one might

. N ~

touch his shadow," yet "the grasses moved when it passed
. - roon - "
upon them." ‘ ‘ e

e

.

" The next story.as myth'andvas prophecy, while a minor

one, is related to the motifs of the /theme. It is told

the night befor®e the hera's vision quest. It is a prelude
to yet anéther'hierophanic vigil, one which will show Kum-

s

kleseem "the shape-and colour of the 11ie before him," and

grant him the knowledge of "the splrlt that would guide

h1m. His ® grandfather, Smutukseh, points to a constella-

. Pa

tion, plating the youth in a vast context, yet one which
, 4 % . : L ! . o
gives“a lasting illusion of permanence. He says simply,

"That- is .the Bear. You see him and he- sees you." These
- Ly R "¢

few words echo those of Meister Eckhart: "The eye with =

- '
-

which T see.God is the same as that with which he sees me.
0 P S -

My eye and .God's eye are éne eqd the same—one, in seeing,

»

one in knowing, and one in lov1ng (qt&f'ih Davis 63).

Sacred places, like sacred knowledge, tend to be inac-

dessihle, shadowed, and related to the source. Kumkleseem

.chooses the difficult path, _ the one to the high'dark valley,

for his fasting. In solitude, silence end/stillhess he -

watches and waits "where the rivet is born." Here the
f R e o

invisible. inhexes in the structure of the visible—in .

& ' — STl
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] ® shapes, imprints,-fragments. The most intense life is here,
passing in the night. The mind-myst create meaning from [
i imagery, from shadows, from imprints,.and from the voices
i 1] ' 4 \ 4 ' ' o
Y- "of the stream, the night owl, and the tTees. From .among
S the many‘animals who mark him, ' watch him," the eldefs -
; M - rd
Ny . . decidé¢ that it is "the old bear w1th snowdust on his coat"
: " "who "left~hisyshape and shreds of fur behind him," who will
N . . - ' : . N ’ ' '
‘be. his totem:
»» H T e
' ) Tne‘bearfspirit“will be your'guardian
~ spirit. His strength will-be your strength,
and. his cunning 'yours. His mark will be . v
_ upon you, and your mark upon him. -He will . -7
‘ pull back the cape from his face S0. that )
. ¢ you may see him [the masked god°], and 'he . \
: _will talk to you with a man's voice. (49). ;
- . 5 ) . i
N This kind of response ‘to thE‘emblematiE'chafécter of -

o . nmature and its processes (there was also "grass trembling

N

o . \ ) , ‘ .
. in the wind, and“the rodf.of the forest bending. when the
mbuntains breathed,' gnd sun shihing on running water")

BN o expresses an 1dent§£}cation wit%vall.tnat is, a further

S -

ﬁlnterpretatlon of "We" not "I" as the word of man's "great--
- . 4 . s *

.
<

est magicd."  In language that 'i§ again Biblical there is a
- v . Cot LA . : N

recognition of a pattern of, knowing that seems always to

. have been there, yetlit is the initiate's own way. It is °
B ., " ‘. N a . , .
Juyng's individuation, "a religious way of life.because it

- .

means to live .one's 6wn existence creatively in the aware-
. &

L ness of 1ts part1c1pat10n in the stream of an eternal
Ny becomlng (Psyche xx1x) Itvls often a dark stream ‘as at

- Lo the vigil, when it carries "the dark sand‘where the dark
.waters come from ... . Yet the 1light of the sun has entered

. L i 1
. .

\ ‘ ~
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into it so that it shines even ndw at night."
L]
" But Kumkleseem goes to be sought as well as to seek.

s N

Voice, as‘qlways, is important here. It is the_,worq,left

in the valley, the perhaps fearfﬁl word‘fhatWSpeaks in-
¢ .

_§§1nct1vely below the consc1ous levels of thought and feellng

that the elders wait. to hear. For the ear is more instinc-
tive in reaction even than the eye It senses primitive

\, ~

" rhythms, forgotten movements in time,) the beginning and. the
‘end, perhaps the beginning in the enAd. ' o

From the far reaches of the valley Kumkleseem admits

,

he was summoned by tyo Qbibeé, "one called me farther . . .

~

‘one bade me stay lest I go so far I would not come back."

js 'the darkness of the earth or "the shadow 1eft in the
grave (41) célling for his return? 'perchahce the shroud

hOVerlng around’ the womb7‘ He chooses 1life. He fashions his

" world not only from the path which he takes and the shépes

which he sees, but .from the voice which he chodses to hear.
¥ [ - ™
It is cystomary not to immediately tell all about the vigil

experience., This kind of primitive mysticism has its logic-

[ o -

D . ™ .
but it is, ta'use 'a word- of Rudolf Otto, a "wonder" logic,

- -

(qtd dn Happold 72).
"It is a myst1c1sm also 1nvoked with the 1ncantatory
voices of drums,‘jpmh song and w1th dance, celebrations of

death (Hanni's), birth (Kumkleseem 's) and now rebirth

(1h1tlat10n). in ceremonies (52) consc;ously connecting the

trihe‘again with the mystery and rhythms of the cosmos.

9
Y
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- However civilization fntrudes again; and the next inter-

;

1Qde, or perhaps prelude to the exodus, is more story than

N

myth, alth?Qgﬁ tpe three“travellérs, one dark, bearing:'
gifts, have some resemblance to the three wise men. .Th;a
. @o nbﬁ“bring gold, howéver, but kneel before it: This.fs‘a
reversal of vaiues, not only‘fro the worship of\the‘Christ
bu£ also of(the'autumn god. The men give Kumkleseem a ﬁew
role—;that of, "guide"; it will recur and play a signifi-

cant part'in his life from now on., They also give him. a

N

new name, "Téte Jaune," as §tfahge to the tribe as the

prospectors themselves are; it. becomes "Tay John." Nanes,

~
[

particularly new namés, are also significant from now on.

\ )

v

. Tay Jghn becomes a traveller too; but his centre is
sgill the tribe.: In an‘oréanically beautiful metaphog
‘0O'Hagan tells us that he always returned, "makiné grea{
ldops through“tﬁé mountains till the pattern of his trmmis
reach;d out from the villagé like the petals of a flower."
Travel patterns also‘becéme important géw. The}e is tension

between‘journqys.toward.éelfhood;and journeys toward escape

. \
from the loneliness of the self into some kind o

éhd belonging.~ The-lotus flower 'or mandala pattlern would
indeed be appropriate here.

forming -

v

As the white men move in, the game move ouf

[ L4 N
not gentle and friendly-to "the place." Unlike the Shuswaps,
\ . - ' . .

théy do not dwell poetically, humbly'invoki g the rebirth
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T ‘ . .
of the animals they kill, nor do they da‘;e and "sing songs
to the berry gpirit"—the ldngque,that speaks to the life
wgodé; their voices are those of boasting, of rifles—of
\ -l -
death,
1 -
There is:however,another voice. In/a sequel to Minquais'
, » ) /
» rather Biblical "plenty and famine" dream, Kwakala has a
{
vision of the bromised,land, on earth not i'm heaven like
Rorty's. Like that of Moses it is a vision of a past place
and time of déép concofdaﬁce between man and nature, a place
correlative with "the book of life" {Phil. 4:3) where, as
'Tzalas hoped (25), they "will be called by the names [{hey]
are given." It brings u§ backﬂtd-spory.as myth once more.
- . \ * . 0 )
The tribe set out, Tay John playing a Jashua 'to Kwakala's
Moses. Ip the wilderness the aged leader, the.man "great if-s

his magic," has his last vision. His arm Neld by Tay Joﬁn,

he points thraugh the "land of shadow and forest," the land ’e

s

of éraves and‘%o imprints, to the mew place. But "his spirit
looks back." Like Moses, he dies before reaching the
promised land. It is a 1and of poplar trees, a lake shining
‘in fhe sun: and green mea?owg, sdggesting another Biblical
association: beyond ''the éh;dnw of death," "the still waters"
and "g}eeh pastures" of the Twentyfthird Psalm. ’
Romance and bloédy realism witth a few myihic undertones
weave the story which brings "Legend" to a close. After

the violence,, Tis-Kwinet reflects on the denial of Shwat

to Tay John inawords, that echo Ecclesiastes: "For all

%

things there is'a way." Perhaps this belief is related

Y
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~ //,' » . ’ » . . . 4' © T '.
oo to the 7:1m1t1ve sense of maintaining maat, a belief system
. ‘ o ) '

., meant ﬁo insure not Tay . John's wellfbeing but the surviﬁal

s of h:s tribe. Or is it, as Tzalas speculatés, related to
th required-des;iny of Tay John"in his>unsought messianic

vole to be alone withChis untouchable shadow, to’'be "a '
/ . . ) ' . ' Cn

///leader of the peopie who is married to their sorrows"?

-

/ . The last images, impfeséions, are of desolation, and

’ ‘ [
// again of stillness, solitude, sjlence. Smutuksen, who had
A . . : I,

taught Tay John to see -signs in the sky; is blind. In a

» scene of quiet expectation and graduaI’closing of f—the .

+

primitive approach to death—he calls for his grandson's ‘ f' .,

touch and for an answer tofhis words. But the.only sounds
are those of spruce needles falling in Tay John's empty

house, cold ashes from his fire blowing-in the wind; 'snow

N

covering the places where they had been,

" poignant emblems

of life's cycle.. The haunting voice of an owl;‘sgmbol of

darkness and déath, is heard in the night. '

"

But this voice is also a symbol of wisdom and solitude .-

and is»a link with the land of the spirits, What now?’

K
S

1 ]

What happeded in "Legend" to give us clues? Which voice

. '

in the end speaks with the most power? the most magic?

t

Is it the mythic voice, the quiet 'cadence of the ancient

A} '

spoken word, the voice that has plated thé reader in a primi- 1,

tive space-time‘' frame? Does_the answer lie less in the,

i . Vot

hnalysis of myth than ip the understanding of how. the

voices of "Legend" release it? . e . o

1

* N
- - .




In Part One thereis the 5‘256w that Nakes us human,

w . . _ and amor that makes us in the trueat'sense‘immortdi. ‘Thére
: , . . : . . b T

is the shape offdestiny seen through art, threugh basket
- ‘ * weaving, thraugh myth,,and through nature——;hrough a- poetlc . .

) - R -

dwelllng on th1s earth which constantly re-aligns us. There

‘ . is the sense ‘that to learn is to "know by heart,' a term .7
t 4 ' o /
. . )
intr1n51ca11y relevant.to the organic presentness of mean- .
. T , T Y . a
. e, - . , N
. ing within the spirit of man, mountain, and unfathomable

.
LY -
I3

story. There is the sense of a pattern in. time which 11fe

-

K - has followed and which life will always follow. It ig a

P Co
mythic patterh in which O’ i and releases his

.

Y

. o . \ Y .
. - "kleseem like.the corn god, ng. "tall, wondrousefair

with hair, and shining," rising "above those ground him."

. . N . . /
‘The pattern of quest has been disclosed through a

. K o . . K . N

- rhythmic sense of slow-waxing and waning \of liVing and
R S R

L dying, of the llght klndled and the llght dw1nd11ng. As

Tay John's fire sub51des he is, as Denham observes on a

~ S

. ' ! ﬂ

© later occasion, "léaving ‘one form of existence for adoﬁher." .
- v r 1 K
« N . i - R '. . . Al ’
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. o L 1Often related to the four seasons and fqur cardinal
. points. ' "Ameng the Salish everythlng goes by 'fours'; it
: is their mystlg number (Charles Hill- Tout 174).
- o . ) 2 - ‘ o ]
‘ R An 111eg1t1mate infant 1n Rbman terms is "a child of -
Y the earth, " and in Roumanian,is "a child oﬁ flowers.”
o - o ‘ | ’ ( ‘ . ‘ \
. "0 "Hagan does not include the arrows, expressive of
assault, from th& original legend. "Opposing tensions in
the bow, ‘however? mroduce harmony. . .
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” ' - Hearsay?
Sﬁapinb Our‘Imqginatian-—New Names, New Tales, New Shadows
’ - , - g - —
. ’ A .word spoken in due season, _How_goad - .
U R S S \ . .
v . : S : Prqvi 15:23
P :- - ) s A -
‘; . Our days on earth are as a .sRadéw, W&
/ spend our years as a tale that is told. -
Ch. 29:15, Ps. 90:9
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The wind bloweth where’lt listeth,- ghd

' ' thou'hearest the sound thereof,but canst

not tell whence it cometh and whlther it



It is now 1904. AQH again we are placed in Whe perspec-,

"tive of men's time. For those so inclined, Tay John's age

and the time scheme of the story can be continuously tracked

from O'Hagan's accurate dates and his unobtrusive allusions
v \

to the passing sSeasons.. :

[ A el

And again the emphé?éﬁ is ‘on the new, on new names

< -

contending with the name'léss, bringing new shadows to the
- ~ ’ o
land. There is even a new kind of religion, a new messiah:.
N . N

men meet "in half-circles of worship round railway stations."
It is' not a’religion of p;imitive austerity or of funda- '
mentalist denial, but it does fo%low the fheme of Red Rorty,
the theme of aggression and possession; it now speaks of
money'and trade, of armies- and political influences.

As always(O'Hagan's‘irony éreeps in -around the edges.
The railxgy aiding British troops is mentioned in the same
passage as the importance of independence; its poténtial
to "give‘our country back to its rightful owners" is menc
"ﬁtioned'in the same passage as the announcement that “the
white man's breatﬁ blasted the Indian and buffalo from the
grassland§:" e
The railway is strangely just a background fact,‘kut its

presence pervades the novel in much the same way as Tay

b
3

John's does. Both project a kind of mysticism, It is what

they represent that matters. The railway assaults the

3 B

primitive; it seeks Yo own the place and the people of myth,
.There are hints of sexualization of the land in the

"imagery now; they are perhaps portents of more to‘'come, and

>
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d"’ -
portents too of the steries 6t "Hearsay" and "Evidence"

which are largely concerned with man/woman tensions, con-

-

S~ ' ' “
tentions and sacrifice. The images and sounds are often

R those of militancy "imposing on'" the tone poem of the poetic

~

Genesis world. Men "shout," "blast," "pierce," the "gate-
way," the "gentle contours” of Yellowhead Pass. The land
takes its.stand. Mountains are fortresses, lakes are

moats. Nature, even in the form of the source of life,

" is implicated: "the sun" (a metaphor for those - who sit
‘ . _
under it?)

laboured across the sky all day and set
~at the day's end, great arnd red and "

bloated, as ‘though slowly consumed by

the fires of its own creating. (73)

»

The wind also ﬁlé;s a part. New names "blow up,"
. " ideas "stir like é wind.,™ Myths are reborn and mén are
carried by their visions up canyons into unnamed country.
It is a soundless country where "man had never been and
words never 1ivedaﬁefore . . ?'siience was about them on
~¢ . _the snow like a nam; each had hgard whispered in. his
mother's womb" (calling him gack?). The rivers tug at
N )
"men's stirrups; their shadBQs éither seem to be lost or
- they cast them "in strange shapes." 1Is O'Hagan implying
that the land /s reéourceful, is sétéing up further defence
tactics, when he presents imagery of men being captured‘

,

between peaks that "closed after them" and also "waited
I. t

ahead"? Are they lonely beings caught in the brief span

between birth and death? All this shadows forth)a cycle . \
both aﬁesomely poetic'ahd increasingly ominous. ’
. .
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The codes of poegry, irony and“silence are frce to

—

mean as they please .in "Hearsay." They will take on a . {,

further significance in "Evidence"'particuLarly with regard.

[ a2

* ‘— . 4 ~ \
to time and the beyond, to assault and the new., For now,

out of the stillness of this country, comes a word, a tale
5 ] < \ .

and a teller, a man who says, "you myst judge for your-

.

selves" (185).

He does drop clues however. While dates are. obviously

I3

important to the railway, he informs us that "out there"—
\

the place of the tales—"only the seasons are important" oo

‘
3

(91). Tﬁus the "word alone" is "born in the country, born .

)

from the imaginations of men and their feeling for the right
word, the only—word to mirror.clearly what they see."
It fis born from imaginétion and it also completes

imaginatfions In one of the most remarkable passages on the

single word in the novel, Denham speaks of autumn "before

. the snow began to ffy—L(There'é'an expression forlyod

~

. « .)," of "men yho have

« watchedfit day by day outside their cabin
v window gming down from the sky, like the
visible fremorse of an ageing yeary who -
have watthed it bead upon the ears of
horses they rode, muffle the sound of - -
hoofs on the tfail, lie upon spruce
boughs and over grass—cover as if for--
ever, the landscape in which they ‘moved,
round off the mountains, blanket the ice ‘
~on the rivers—for them the sgpow flies.

" The snow doesn't fall. - It may ride the
wind. It may descend slowly, in the  °
utter quiet from the grey and laden
clouds,. so that you can hear the flakes .
.touching on the.wide white waste, as Cw
they come to rest at the'end of, their
flight., Flight—that's the word. They .

. beat on the air like wings, as if ‘reluc- . T
: ) . : \ -

] ' Bl A\ d

PR
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t . tant ever to touch the ground., I have ob-
,served them coming down, on a very cold
day, near its end when the sky above me -
was still hiue, its flakes great and
wide as the palm of ny hand. They weres p

. like great moths winging down fn the L. .
- 7 twilight, maklng the silence about me -
v151b1e. (91) . St

-

N 3

.
0'Ha gan here illumihates a qufet and transparent beauty»—
1 R Y «

4ij-vx-r»*t;lxe beauty ,0f the cycle, now dellcatg and ‘restorative.s

~

.

"The visible remorse of an ageing year" and the muffled”"

"sound of hoofs" suggest the passage of the dying, -the

[

tragic sense of_life'coming to a closé, But. the protecting

~ ]
N

“wings of snow then “planket! theé cold ice with their great ¢

- -

A

[}

7

.

‘fragile moments . above the’ ground" (1537 coming "reluc-

white softness and evoke.a feeling of gentle compassion, '

A

recalling the.Psalmist's prayer, ". . hlﬂe me under the

- -

shadow o thy wings" (17:8).. And if there is a suggestlon

v
"rounds off, 8 shroud uhlchA—as o' Hagan will fell as

’ .

too:that they act as a shroud, iﬁ\is a shroug which shapes,

Q

later—— waits by the womb" (162) « Because.the snow )

"flies"——saéralling perpetually on ‘the ‘brink of a new
birth—-lt suggests the effortless’ attainment of a new

LN

LS
sphere. "Rldlng therw1nd it awakens a sense of freédom,*.

even of deft.self-anflciency, a moving“be§ond the_pfisen

of the self, then, like humans wlth thelr few brief and

) S

R4

7 e :
tantly,"“"s}puly, to "rest at the end-of their flight."
N i

oty . , ,
- Snow then* becomes a symbol of all that i's luminous

and 1ffting, ephemeral and light. Its "flakes great &nd

P

wide"

allow one to see, and its "vtt®r quiet" allows one

«

‘to hear.
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., Words too seen to hover,‘fly, wlng down, to assume

phys%cal shepe, contour, power., “The gentle rhythm of the

sentencdes piling up, “the interplay of the white flakes and

——

the wind and the oncoming shadows of twilight are also a

desdription oﬁ‘waves of feeling, a description which makes

2

_shapes out of real moments in time~and in which reality is
transformed. This is an example of an O'Hagan passage in

which the reader is lifted eut Gf the text,to soar in -

2 ! \ . ° ~
;imagination, a passage which, Scholes would say, “rejoices
- - . N

J -

us’ upwards." i . “ay

o —

~ Here indeed isithe epiphany of findiné "the riéht 3
_word"—-another*way‘of breaking the lgmitatipns of the earth.

.. And then there is even breaklng the. 11m1tat10ns of the
word the w1gging flakes "making the silence visible."

Flight, in the sense of. escaplng 1j mltatlons, .is important

) . Lo
N A f -

in'multivalent ways throughout Taz John.

. 3

Ariother word—one llnked here ‘with snow and throughout

the work gfequently linked with escaping limitations—is
"wind." It often-seems to’ be the breath of the living

[ . - A . ¢ . . . S
world, seems to offer man a participating energy with nature.
. . ‘.' ' - .\

‘Even béfore his birth ‘the tribe p‘re’dict that Tay John's .

face w111 be "like the face of ‘the west wind., It warms the -
. m \
tlood of the perle but no man will ever see it" (33) fhen,

in the silence beforé: Tay John spﬁpks of hls v1gll his face,

d .-

) gqun lean and hard . , . gleamed agalnst the fire . ~
ang his yellow hair, long to his shoulders 1i§ted gently ~

and;flowed_dut from him in the night Qind;pf the farest" '(47).
’ ' e ‘ ° . S

I . M
- [
. . .
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Aﬁd,,in'another'éense‘of escaping limitations, and again

A ' 4 -

P - ~

,

combined with~"fiék§s of snow settling from the dusk of

£
. -

the sky," he. is envisioned after the Julia episode as

"a

figure on‘a pinto horse, long hair flowing in the wind"

(147)2"' : ' -

The wind, then, suggests evanescence as well as free- .

dom. It even suggests aggression as we shall see shortly::

\ .

. In its fiightt with or -without- snow, like Tay John him-

hY

- , :
"~ self, "it bleweth'where it listeth.” )

From the beginning of ;the novel therefore there is an

. . RN
attempt, through naming, #o./pin things down, to lay, as’

-

the surveyors do, a human map across the wild. ""A name

N [ °

-

is the magic to keep it within the horizons. Put a name

. : . !
to it ... . and you've gaot it;" as Denham says (80).

* ."Name" is indeed & significant cipher, an important simgle

1
~ A

word' in the ‘novel. . «

Naming “seek$ to .convey the primitive force and - simplic-

-
“

Aty of’ﬁzrect perception, seeks to gndoﬁ places and indi-

viduals with sp#rifqality, to change th&mlinto something

LI a

N Nt . N -
.of symbolic value. ‘In discovering the’ identity underlying .

‘the name a small gesture.towards immortality is made, a

i o == =
v

gesture which succeeds in yaryiﬁg degrees throughout' the ~

»
~

. . ] et
novel. - ,
- - . A ]

We cannot leave "the word" in "Hearsay" without gmen--

™

tioning what Denham saw as emblematic of Tay John's "strength

in the abstract": "Endurance, solitude—qualities that men

. search for" (83). "En&urhnée" is certainly. a key 'word in

" ’ . N

- . \

.
[ 3 . -

N
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O'Hagan's system of values, and it is frequently linked with
"solitude" and its companions, ." st;llness and "silencez" , A

. -3
_examined in MLégend." "Endhrance is also 11nked WLth

y

time,. with acceptance and patience, W1th the 1mmutab1e and
il .
the constant, and ‘thus with the land. 1In these quallties
- n' . v : -
the guardian and‘suétaining spirits reside: the bear gods, L
the snow gods, the wind gods. They now, in'a sense, have

usurped the function of the omniscient narration, and, their
. A g

’

voicés present a calm and poetic undertone to_ the more con- b

i
. . 9 L -
tentious and prosaic su:§ace«armosphere of "Hearsay."
“a

- And,,of course, ip this section what the characte¥s

hear .:and say, the self-reflexive word" 1tse1f is of utmost

r

importance. As O'Hagan said,ic The School-Marm Tree,"
"speech . . . in itself is a Ehing'of‘wonder" (185).»Meta—
language both offers multivalént'perspectives‘from the

cgtside afhd is caught up inside the effecf of what it is N

-

© 4 .

saying;{iiether explicit or implicit, It also invites reader

oy N

engagement, invites a teasing out of signifitation. The
4 . -

~
£ .

word in the wild country has an evocative power of a kind

seldom seen in a world where language is used for practical

rather than mythopoeic purposes. MoféoQér the characters .

themselves are frequently deflned by their use of and

attitude towards "the word." . ' o ’ . P

-

In "Legend" the dominant chlng 1s that :of religlon s

through the bellefs of the church—-the codlng of c1v1llza-

s, >

tion, and through the bellefs of the prlmitlve—-thencoding

-

‘of the natural world. In ,ear;ay it is the codlng of

- 7
A Y

v

~
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.

-

talk,. through the.beliefs of gossip, "what's new?"—the

co&ing of society; nevertheless it too‘is set against the
. . \ . . P -

b%ckdrop‘bf nature and its ciphers. )

[l
",

<HWhile‘WheelwrightT% "confrontive" approach predominafes

‘in.the humanly involved view of "Hearsay,"."stylistic" dis-
tancing occufs in the myth, romance, theatrical, and .

i

riddling elements; and as alwéys the "metaphoric" and

-Tarchetypal®" are present at least below the surface.’

\ qaék Denham's attitude’tpward language and tqward un-

L]

named couptry energizes '"Hearsay," moving it into story.

In both language and Aand, the truth is in the detail-and

-
.

'VMis easily overlooked. ‘ - . g
- Denham brings his tales from the country where men
R N , :

-were uncertain whether either their shadows or their words

’ - ':.

"1ived" (75), "the country where words [no mattér how far -. .

: -

they were pushed] were too often outdistanced by the actions

-

that gave them rise," the country where language nevér quite

N . ) :
comes up to the meaning of events. O'Hagan states that

" B
Denham "had not given events their shape'"—and in the sense

<

’

of manipulating them he had not—but now, as story teller,

he is"a mdre,powerful shaper than the characters who, with |

all their talk, make this cla}m.‘

.

.

It is not just the story, hoWé;er, it is how it'is .
told that gives it shape. Its form is found in "speech" . !
' - alt
: (}14),\in "saying," in the use made_of the word. It is . SO

o

" equally, or perhaps more, "important to note the "hearing,”

to note how the story is heard-—what the listeners make. of
. . ) RN .

N
P
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- / ) - ) . . )
it. 0'Hagan does warn us, in an easifly dismissed comment,
~. AN ' ' .

P

_ that what the listener-"has not seen he deduces, and what

t
. N ‘
e f

-

he'cgnndt‘uﬂderstand he explains™ (114).

Denham,ihimself, is introduced in terms of"his sense ™

orgéns: his éyes, his.enjoyment of -food and drink, and the

P

light and leisurely contact with the earth of his stride.

T "His appqarancE.and actiowé’suggest.intelligence combined .
‘ . . N . ,

-* with' an"easy-going tolerance, an aristocratic background

‘Combined with an appreciatien of the rough life, a khowledée

+
Lot

and sensitive relationship with men and mountains combined

with a héalthy independence. He is a man of earth and

’ H

N . N S .
. common humanity yet .isolated 'enough from his society to

be indiwvidual too. His face resehbling that of a watchful

N

. and "thoughtful St. Bernard dog," he seems a most suitable

.

At N
~

-narrator’ for O'Hagan's kind of tale.

In' Part One of the novel tke emphasis is on the past,

on myth, on memories of origins. In Part .Two it is on the

' present. The "Hearsay" milieu, in addition to thaf of the
omnipresent land, is that of the pub. Denham is drawn
. ' _ \ , | e
outward to Tay John's story and inward to the life of the
S .

bar, and it is its.changing rumour, impromptu humour and

.

tall tale propigsities that éolourihis tale. He balances
" the wisdom of both worlds with a"gentle irony and with

meditations that seem more like communings with himself,

°

reflections that carry him and his listeners out'into the

L]

wilderness., It +is difficult indeed—and not at all neces-

»

sary—to remember that we are still in the pub. "Imagina-

«
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tions cradled in ayweb of words,'" our reveries lead us else-

. _ N
whetes The narrator brings out the subliminal memory, still

St

in all of us, of ;he stopy told around the campfire, The

k - 1ilt of the spoken word exerts-a captivating pull; the oral

i
tale is, after all, the source of all fiction.

Denham speaks of the shadows that surround the back-

3

woodsman's tales (114), and of how from them, "like smoke

»

from a smudge—and perhaps no more defined—rises sometimes

the figure of a ﬁan; not of the real man perhaps, but of

~

/the man other men have seen and spoken to" (114). Thus _ ©

Tay John's story, is a gospel according to Denham, but dlso

-

according to Mc?eod and CharliA, and eventually Blackie, - ///ﬁ~
a fitting narrator for the ethereal fourth gospel. As in
thehBible, Qersiqns di%fer'somewhat,and,‘like Christ's

disciélqs, the listeners both doubt and believe.

In "Legend;" while we had the Red Rorty story, the

-

Shuswap story and the young Tay John ®tory), in "Hearsay" o

- ¥ —

. \
we have three more distinct yet still interrelated tales,

B

Tay John's three trials: the grizzly épisode, the hand
‘4 . . .

epigsode, and the Julia episode—encounters-with wildeyness,

\

with trade, and with woman. After the first story, Denham,
as surveyor oé sférf as well as oé lana,.is looking for

o A‘evidence, for "remnants of, Tay John's presence" (92).
Even the remnants are powe:kul. "They are like bits of a
puzzle that must be fitted together{ And if we don't quite
éet 8 complete picture, we.can at least discern a Aatwork
which is meaningfully ﬂnterconnected, faééinatipg.

-
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Like Conrad's Marlow, Denham is drawn to a figure of

disturbing attraction.’ (Although‘Téy John is npt on an
. <+
. explicit quest]himself he #5 clearly thzzkind of person who -

ible.) And in O'Hagan és in Conrad,

[N

makes the quest poss

g v

3 much will be 1estlif we do not attend to the digressions.

The surface details are often numinous of the core. We

« ~ -

- have been warned that our narrator "stretches his story,"

much as he does the word itself, "the length of Edmonton,"

As an oral epic, the tale is an Odyssean journey of life
C0 - 4 "\ X L -
* with detours which expiore what is felt, thought or imagined
’ x‘--1 :
along the way. Denham's rambling style suggests an open-

ness to a wide range of experience as~well as to the physical
immediacy of the situation. With an imagination that

vividly recreates what he has not directly witnessed, he

8

. 7 ‘

is both creator .and re-creator ef story,'

o v

i In either case it is impossibleé to tell life-exactly

<

/ as it happens. It is what the storyteller selects to gather
PP .

from the 6rigfnal events, what he finds and remembers from
L1

others—from fragments actually—that detérmines the nature
of the-tale. ' ' :

‘_All three of the stories of "Hearsay" bring into play

., . . v

the subtle mechanics of suspense and disclosure, They sug:

' A

gest that storytelling, in addition to the dewwxion of

. B, . ) ‘
surface events, has mugh to do-with time, with rhythnm,

with echoes. All three begin<by allusively trembling on

the verge of a climax. But the first gne in particular

M [

begins vibrantly, darkly. "It has," as Denham announces

r " -

Rt
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at once, "blood in. it." ' v

N )
» o *After thi's beginning, Denham makes an unobtrusive com-

o

' meqt-abgutgihe infeasibility of crossing the narrow but

. deeply jagged creek: "At the time anyway it was impossible.".
R !

—
- . N

It is a cqmmeﬂt'fhat will yield further meaning later. For .
i the moment he is at the right distance, '‘both realistically .

- - : ‘
and artistically speaking. Timing and timeliness are crucial
Y .

[ -

in Tay Johp.
'Denham then digresses again. This time it is to one
_ ' p * -

. o~

of_the gréatptheme passages pf the novel, oné which tells

" of the impact of the high wilderness on human consciousness.

He- tells of finding the lifé—giving source of the stream

i
-

and, perhaps correlative to this quest, of "hoping vaguely
[ . ' r
for some revelation, for something he has never seen or

' o

felt before." This is a discernible pattern in Denham's

k)

'travels—a surveying of ﬁbth the earth and the road which

L

man must travel on’ it.
It is an earth with more distinctly sexual undertones
now (80). The unnamed land is seen as playing a partici- '

- batory part in the origins of tife, in the erotics of

existence. The revelation is also mystical. When Denham

says that "had he come a second earlier he would have sur- T

prised the creator at his work,"

he seems to concur with
g Eliade's gbservation that climbing upwérds is coming close

to the centre of the world or breaking through to another

' -

. @php;é (Patterns/§?6). Denham continues in the meditative

»
4 B

vein of a soliloquy: .
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,the earth's tugning, or time going by. '(80)

This is th

"tlnuously

“Myth

tween event and meaning" (6), in the gap between reality,

the place

"meaning"

o ’ . o A : )
. . ‘for 'a country where- no. man has step-
ped before is new in the’'-real sense of
the word, as though it had "just been made,
and when you turn your back upon it you
feel that it may drop back.again into the
dusk that gavé it being. It is only your
vision that holds it in the known and
created world. It is physically exhaust-
ing to look on unnamed gountry. A name
is the magic to keep it within the
horizons. Put, ,a name to it, put it on

'a map, and you've got it. The unnamed-——-

it is the darkness unveiled. Up in thpse
hlgh places you even think you can hear
the world being made. Anyway you can
hear the silénce, which is the sound of

e place where myth originates, where nature con-

recounts the story of its own creatlon.

AN

as Gould tells us, "functlons it the gap be~

of named thiﬁgs and the uncreated world.

of such myth, Gould Eontinues,

is perpetually open and universal odly

- because once the absence of a final mean-

P

ing is recognized, the gap itself demands
lnterpretation which, in-turn, must go on
and on;, for. language is nothing if “it 1is
not a system of open meaning. - ‘

.
i

The
K

'

In Tay John‘%he mément of illumination will Eoﬂtinue

;o.bq discoverable in the effort of searching for the

source—of

land whgre

‘strange, a

In unnamed

In the, above passage the‘landf&aits in silence to be

known, but

-

river, of story, of perhaps.ourselves. It is a

ds 0'Hagan says, man's shadow is elusive and

:

nd his word as yet -unknown _(75).

_country it is the darkness that is-.unveiled,

.

like woman—mysterious, evanescent, elusive—,

-

v

% ! . : 4 . L e
but its power invades creation.

All is unmapped.

[
\
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, ~ o
not to be exploited.. O'Hagan seems. to be asking in Tay

~

John, how we seé and hear the Wild; Is it a ﬁlace to be .

hallowed—a placé to listen to the earth's primordial turn-

ing?—or a place to be bossessed? Do you name it appro-
——

priately, primitive style, or -do you Dobble style, impose
- . * y

»

an slien name upon it? In ‘such discordant naming. then,
/ e

is the darkness veiled?

The kind of potentiality hidden in Denhamﬁs.digrgssiqn
here shéuld alert us to read slowly the prelufles to'the

more obvious wmain events of the novel, the set pieces

Y

which in turn.have their own concealed meanings.
L]

The set piece which stands out in its intensity—it
was a short story-in itself originallyl—-is the encounter
with the grizzly. It ha’ taken 0'Hagan fiv.e: p'ageg to gét'
to it. ft is one of the moments in the nbvel when time
stands -still. ‘The episode itgelﬁ is miracujously prolonged

o

by the, flow of language-—by contextual descriptions——whfle
0 N \' .

"simultaneously.tension is built up with interventions «of

1

v ) N & . . . .
"It was a matter of moments, I tell you." Tension is also

increased by mystery. What is just out of sight beyond

the‘edgeé of the Elearing? There is & hint of what Wordgs-

N .

worth called a "dim and undetermin'd sens® of unknown:

modes of being" (Prelude).

- 4

The scene is removed further £rom "the known world"-

(167) by the atmosphere of theatre. -We are separatea not

)

only by the physical barrier of the surging r;%er, but by

its sound barrier as well. “Tay John "is listening to some-

J -



L

‘ - L : “ 1R9
4&3& " . ‘ ) N . - - -

thing [Denham] couldn't hear" (84). And then there are the p
‘'shadows—the long shadows of trees on the water, the shadows
o of the muscles across Tay John's body and of the Mreflected

'light of the surd burning deeﬁsdcwn in his dark eyes." The

"direct look" of the half—ﬁ;eed is; as 0'Hagan so compel-
lingly described it in "The Tepee,”" "the gaze of blood and

. hunger, hunt and knife . . . the gaze of an ancestry féreign
to my own" (16). It seems to stir Denham's bloodﬁ
consciousness and drawv him into another re;lm.'*This is a

gaze, that strips away the shams of civilization. 'Here we

are given the intimate intense effect of a cinematic 'focus,

L

.the 1onglshop and then the close‘up.

JIn fact Denham sees it all as a play, as a spectacle

r

of light and éoupd,'"with the forest and mountains for

[ .

- ~

o, N

Backdrop, the gravel bar . . . for stage, apnd the deep .
river with its unceasing crescendo for the orchestra pip."

,It brings out his propensity for $howmanship. The dramatic

LY

'be;spective serves to keep the, situation intact-—at once .
real and unreai——by specifically locating the hero=>in rela-, :

“tion to everything around him. Stage directions almést“
\
appear to be there as Denham even chooses the point of view
from which light and shadow. will fall éppropriately. Tay -

John is seen as a symbol: both as art-—seen sdulpiurally
. 13

.as "a bronze and golden 'statue”; and as part of the earth—

seen organically as."grasping,”" "owning," "planted on," the

ground. Both conceptions suggest myth; the t;an§formation

-

.. - of a mortal into a plant is often’ an ¢xpression of immortal-

- . -

v .
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ity in‘mythology. In either case the he¥o is larger than

o
L

life, as actor or sculpture, and as_part of the forest.

Thus the brilliant mythlc drama has the ‘effectpaof modlfylng

the violénde 1nvolved.
—
In contrast to his'own agitation, Denham has captured

o, \
3 .

the intensity of shillness in motion as both grizzly and

man "stan%utheir ground." Even the natural world seems

N

held in the spell and suggests a sunlit veil hanging in a

glowing suspension of green-and yellow and bronze. Heighten-

I

ing the senses in a kind of magic realism, this is one of
. t

the' noyel's golden scenes, scenes which reveal the romantic
imagination inside the rough edges of Denham's conscious-

. , .
ness, scenes Wwhich reflect, as most of these occasions seem
-, r'y i M .
‘to do, the presence of a wilderness autumn.god/~ As Walsh

said of Wordsworth's "spots of time;"'"lightienfolded-they

stand out fron the common murk and obscurity of human life

B ) B - .
. : a . S ¢ . . . -

as phases of critical significance, when the 'hiding places .

of power open'" (38). ‘ : - @ .
B\ gattern Lhat Eanﬁot be overlookéd here is_thaﬁ of

the Biblical «Jacob wrestling with the Angel. Tay .John does Lo

seem to*be in some kind of inner coilbquy with his guardian

 spirit, the mysterlous colloquy in whnch a god takes, part.
s

In Gen681s too the vigion 1s in the_ wilderness, a w1lder—

.- .

-ness seen as '"none other than the ‘house of God," and the1

protagonist is-given a new name because he has "prevailed"

’
-

(28, 32). 1In Tay John's case, rather than the receiving

N\

of a new name——"fellowhead," "my Yellowhead,
. \

" given himg

.



- vate;, gtruggle, a muddied.head, "a cry and a protest,"

. by Denham at this point——fhere is perhaps-instead an achieve-
| . ! “ .o : .
ment of a .sense of self apart from both the tribe and Denham

LY

or civilization. T

It is the primal being, the self-%f the wild, the self
“rof che grizzly he absorbs. He assumes not onli’her_blood

and shreds of her fur as their bodies merge in the rlver.,
~ but also something of her strength and animal courage. -

Hei-degger suggests that, ) ) - -
A En essential striving . . ., the opponents °:
raise each other into the self-assertion -
of their natyres. . . . : Self assertion
is surrender to the concealed originality
‘ of the source of one's own belng. In the
struggle each carries the other ‘beyond - -
itself. The more the struggle overdoes
itself . . . the more inflexibly do the .
opponents let themselves g0 into ‘'the
intimacy of ‘simply belonging to one ‘ ‘
T ‘ another. (Poetry, Language an% Thought 49)

Did not Denham catch gllmpses "of that yellow mass of _hair,

1)

like a bundle the she-grizzly held with affection to her
breast"? °~ . | - v )
kS

Through the cOmmunlon of shed blood, the "stream 'of” E

dark blood" which "flowed 1nto the hungry river," life is

L]

stpengthened and endlessly perpetUated The sacrifice of-

' » ' Y N
11fe to g1ve life is, from Hanni onward a recurrent~theme
I3

.

-in the novel, " The grizzly d1es bearing, not only her cubs, e

but Tay John to life orice more. With images of blood and

\ o . Y R NV B . . - '
Denham sees his hero as "just being ,born, as though he oL
P R ~ ] ) .
l L " .
. were climbing out of the ground." -

~
A )
-

N

'\’yw -y

o 20 Sl RS I
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\\ ;“ . . Taj Yohn'is now a full biood—brothe} to the grizzly,
’  both male and'Eemale.’fLooiiné back to hia initiation,'he T
8 has lain Wigh the bear again; the‘beat's mark is "upén . SR

‘him," and his "upon the bear."* And lookiné forward, he will .

- ot LN \ L4 h‘ [

- .also pgrticipate in_ the Erizzlyfs fate., B
Her sacrificial deathf is what -l;36d’ki\n sees as "a symbol
of all life\}n its'sabjection-towdeath and the powe} ;f',
. . renewal" (Pattern: 133). Bodﬁiﬁ} continpang on the subject
) .

yad

. of the sacr1f1c1al reblrth pattern, cites anthropologist

1Y

D 0 ames in‘ connection w1th the r1tuallstld meaning behind.
\ the sheddiﬂg of blopd: ". , . it is not the ‘taking of 1ife, "‘/
. : ‘ A - -5
o - that ‘is fundamental, but the. giving of life to‘promote and N

O- *
W - - «t <,

: .o preserve 1ife: and to establish uniom betweén the 1nd1v1dual
‘ e v |
" and the unseen forces that surround him" (285) o ; g
- . : N

o ; JIf theafre,‘as the Greeks saw 1t{‘1s the 1nteract10n

<

\between the gods -and’ man, then thls set plece, “with its’dance
A4 N N EEE )

of golden -light, its flow of dark blood, is‘like returniné,

‘a . . s ° ‘ . : Pl i . .

to the source -of both story and the life of .man in the

. 4 - - . : . L

~ wild., ™ PR - . ‘
i ) : . ) . o« ‘ . B
- 0' Hagan seems to be concerned not only with the kind
. ) . ¢ .
- i’ & o ! k] 3 PR

of. characters who suv$1ve agalnst ‘the odds,'ﬂot only with ;‘ ‘

roo- o .
. .\death and how .an 1nd1v1dua1 dles, but also w1th how, when . .

Y

we kill\another, we 'kill a part of ourselves. We are all
. R ‘. ] R 4 . « :
in a’'senrse half-bloods, -with other creatures .as well as

. * With other races. . o - E
: the %
In factr in an old legend it ;§\¢he grlzzly who tmmhes
4
“man how*to surv1ve._.A fitting tutelary figure, he(fulfllls . L‘

. .
( - - D .
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N2

" . belief of

the will that actuates Qdm, O'Hagan Beems to. be saying,
better _than the civilized human: Wildernéss life will . -
. . 1 ' - ' * . ' -

fightkfierpely for new life. It will also die for it. v )
. < - K . 1 . - *

. ‘ \.
This 4s perhaps why' something untameable will coﬁtynue te ™

unexpectedly breakhcutﬂof'Tay John's pegeg? . .
It ie interesting to note sgme primitive'customs.coni
g .
“cerned with death end‘igitiatiog_and consider their
: o« o«
the novel. - ’ .

-

.-relevance teo
In some

Y

’ tribes, Jenness tells us,

. ~
B

the ‘Indian must-kill
his pefsonal'tutelary beﬁore its‘totelaryship is estab-

rd
+

lished (174). And in others, Eliade notes‘fhat the. initnﬁe, .

-

L
away from the tribe, 15 hit by a grlzzly p%§ which symboli- '-

r

oally."kills' him; then he‘returns four days 1a‘er with
new knowledge (Patterns 175). The bear here, 'w

seasonal appearances and disappearances 'is seen
. ; . ‘

\es‘haviog

insight into -the rhythms of the earth. " ‘The encounteér with o

L4

the 'grizzly,. then, can be looked upon es something qf an

initiatioﬁ for Denhan,
Y
blrth for Tay‘John.

and as a second 1n1t1atlon, a second'

-

Jung adds to this 1dea by 1nforming us .

that 1§ mythology the second mother of a hero is often an ,
\

animal,

nd that through her he shares in her 1mmortallty—-

' Hiawatha being an/exémplec(gtd. in Lewis 345), o , .

\~$ay John's placement of the beaf's'kead ih a tree is

not only in accord with the Indlan belief that the tree isc

o

a sacred place, a place of safekeep1ng ‘to be respected by

¢
¥

passers-by, but 1s also in accord w1th the ancient Ta01st

"earth roundlng the way of heaven,,‘anq its

ALY
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admonitjon to "conduct your triumph as a fuﬁeral" (Bynner

40, 455,? Tay John's action _can thus  be seen %s an- example

s e - - [
.

» ] u - I
of the awesome “seriousness with which the man of archaic

. : P
societies expressed rewerence towards sacred powers and-

'archetypal forces beyond his conscipus control.
. CL . .
Perhaps something of this is’ also stirring in Denham,
. . N ' v f .
in-memories residing in the margins of his consciousness.

Jung tells ws that in myth dramas, ?fhe imitiate may either
be a mere witness of the diwfne drama or take part in it

\

- o d . \Q .
or be moved by it, or he may see himself identified through

“the ritual'action with the god" (Four Archetypes 51). In.

~

] ¢ .
" this way Jung suggests, man both stands apért from the - |

god-hero and relates to him., - N - Cone
- \ o - .

Dg:hem certainly seems to be proJectmng the archetype
. ) .
of power gnd- d1v1n1ty onto Tay Johi, -To do bbttle w;th a. N

) bear is mthe sort of thing [Denhaml'had sometimes dreamed

P Y

of" (85). He is most anxious to participate with his héro;?

to name him,. to.speak to him, to touch -him: "We .had won,

That was how I felt." ™ But the time is net ripe for cross-
1Y » s . ‘
ing over.and, in spite of six’ attempts to create intimacy,
Denham feels "disdained" (89).
’ L,

As the violence recedes we are left with & starkly
effective stage set. We are.moved from the suspenseful

foreg}ound,to the meditative stillness of Tay John's and

then Jack Deqham's wonder, to the timeleéﬁness of ritual,
N - /, "

and then to the hint of ap epiphanf.' ‘ ) ' :

The branch moved there before my eyes,
swayed gently, touched by an invisible



tremendum which lies at the heart of all great religions.

.

hand after he had gone. It moved. The !
river flowed.. The headless trunk of "the
she-grizzly swung -out a bit from the

bank, rolled .over in the force of the -
current as if in her ‘deep slgep she

s dreamed. Night's shadow was on the
_ . valley. Trees.creaked in a new wind
, blowing. o , - . . .

In the fall of these hhythns, the world is again "being.had€'
and a dark beauty is being born. The break and tide of
rhythm throughqut this -scene has taken Denkam’ to the w11dest‘ .
shones,of hUman sen51b11L;y. He cannot "find the words."
Fron~the most wondrous and imaginqtive; the most strange

and remote, we are returned to fhe'world of ordinary percep-

tiah. And we are left, like Denham, with the questiossof -

. 1
what we carry away from the experience;y Have we indeed

T

witnessed the pattern of.an unmeasurable force in. the.world
the pattern of redemption through sacrifice? Here, as in X
other set scenes in the novel, the tableau seems to be

suf fused with a strange vitality,_wi;h that'mxsterium

At.its fullest intensity, 11fe remains "unfathomable."

s
=

Feellng overcome by the dark "covering" of night, Den-’

ham pulls his flngers away from the gu1ding but "harsh"

bark of branchee of trees. Instead he halds them in contact

LY

with the reality of hiS'sides. Trees in relationship with

man s body.are important .in 0 ‘Hagan. Which is more real?

Are they perhaps one? As in "Legend we would do well-"

‘to* look carefully here at the nature of reallty and of power. '

Like "Legend," "Hearsay' ' shadows forth a pattern of
waxing andiyaning, of living and dying. 'At the close of
B . ‘i\

i
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. thlS story, again. with the v01ce of an owl——a bird who 51ngs

only in darkness——both Tay John and Denham seem to have ex—“
4

perienced a redemptlve death, and Denham s.qpservatlon that

/ . . ]
‘'his hero appeared to be "leaving one form of existence for

another" would seem to apply to himself as well. But Denham
! ) e N
\ ) . '
will need time—and whisky.. O'Hagan undercuts his vision

/!

by suggesting that he sees it as "an epic battle: man against

the wilderness." The stage has distanced reality. For now,

. L -
"Denham uses the wrong words. He is fndeed not yet ready - . ..
to cross over. . . s \ .

. P

'The second tale of "Hearsay" also "has blood in it,"
) F) .-

"and again througs digression and time dlsplacemenr*we are
introduced to the story by way.. of 1t——thls time by the
massive stain, the stain that can't be washeﬂ of £" (97).

As a prelude to the tale Denham says. . . . oa that
. : ‘ ‘ ,

’ o kS .
survey we were aware of tlme. We workéd,feverlshly . e

‘ -

vyou would have thought someone was treadlng on our heels.

.

This recalls what I heard a present day aborlglne say (w1th

- some bew11derment), "the 'white men chase the days. And

of course in Tax John the days with their,"hot breath" end
up chesing the white men. The moéunting tension in this

v . . . - L
second story is once more toncerned with time. Men's time, : .

" the rhythm of the impatient, has infiltrated the Indian

world,-and it pursues Tay John.‘ , , K ) .
Events are also foreshadowed by the statehent, Tay

John was "walled no longer by the. faith of his people."” ,

. . K ' N
-Is this to be interpreted as "closed in" or "supported"?

»
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~

’

~minds ate not ' untamed,

.

. ' ) /-
or both? Clearly he is vulneragle. He is in a wvorld where

DY

llfe is not a sharing nor an 1nterch3nge b tween man and

the earth, but "a serles of trades." It is a world where

" but are what Lev1¥Strauss descrﬂmd

as "cultivated ot domesticated for the purpose of yielding

é

‘a return" (219). P

' 4 -

~% .Contrasting ways of seeing the wilderness "are evident

]

here too. It is seen feaffully, aggressively, "as an
enemy": whep aﬁpqoaching‘a cabin, one "shouts from far

back"; or sénsuously as nourishment: Denham "sucks" the

.
3

earth (the elements actually get into people's mouths,
{ B

€yes, nostrils, hair, in this wopk); or again, as a pro-
o .

pitious golden scene: above the poplars "white clouds drift,

»

rimmed in gold . . . the northerﬁ lights appear . . . like

banners of a'god;like host borne on a soundless wind" (93).
kN ~ , .

It is however the unreal that s%ékks to, and tempfs T;y

. N . - *
John, the calendar that is not life (the then popular

‘ . - v - .
September Morn?). but freezes life in its perfectlon: -1t is

U\ ' .
on the wallgnext°§o the table that will receive his blood.

‘Details are accumudlating, at first almost unnoticed,

-
' -

;'pr gradually creating an atmosphere of foreboding. When

4s nameless river water,

ﬁigh the stakes will be. .

. ‘
"looks upon
4a

ﬁtheod asks what the furs, "shining white as snow and dark

" are worth, he does not know how

A

-

' Timberlake wants the mare for a use—with a part of

him. Tay John wapts the mare "with all of him." As he

" her all his senses are involved and she becomes

A

A
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a winged horse, a Pegasus that will carry him to "the white-

« skinned girl."z

.

In the stillness of the cabin there is a feeling of a

T
relentless movement towards horror and chaos, an increasing
v ‘ - v N
momentum of dark Dionysian forces, and at the same time a

sense of mad. calm at the centre. "New shadows dance in:

the room, . . . the lantern dimmed by the blaze from the
chimney corner.” Then the rum stirs in the head "like a
shout in a dead white silence." 1In the highly chargedlat—

mosphere, tension is built up. The civilized gods are

codspiring against Tay John. Again the primitive instinct

for survival is at work. We have the feeling it will fight

/
-

"back—and fierceiy.

»> ]

* Actionrn and aords become hoh~ratiqna1,'ambiguous: "One
, 0 t '
cut," again with a shining blade within reach, is ominous.

"If &our hand offend you" is hearsay of the white man's

Bible, taken literally once more. In an alien-world Tay

John is a victim of language.
, - ¢

Frye telis_us that "mutilation, . . . which combines

- o
the themes 6f sparagmos and ritual death, is often the
s price of unusual wisdom.or power . .. as in the story of -
. - ‘ . o ‘ ~
the ble;sing of Jacob"” (Anatomy 193). From the grizzly Tay

John has a scar. Will there be another birth, and anotﬁer,

‘nahink, from all this blood?

"Tay John was certainly willing to re-enter naked into

n

the'world, to givé away all his possessions to ‘attain a new

“life. Even mutilation does not break his spirit: he

-

N

Ny 4
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¥

mains as intragtab¥g and ‘resilient "as a four-inch sprgse."
The consciousness of the past is‘étill with- him 'too, in his
singing of‘fhe‘;gmembered Shuswap song dnd inftﬁe use of
the'healing spruce~-needle brew. Is this the new baptism?
In the first one he;;as seen as Kum, the "messiah"—meaning
the "gnoiﬁted,one." He dbés say "now they Jill call me

The One-Handed," with its négative connotation: B

'

McLeod's memories will last equally 1bng'in his vivid

remembrance of the bloody severed hand, "like a great,bloamﬁ

spidert" and they will 1last in the "indelible black stain.

[

He(has to "eat off it." He can even "taste it." He cannot
ignore the primal dark. He can only absorb it as the table

4
’

did. o .

. ™ 4; . s & :
‘g(plck Harrison, referrlng to thlS novel in his rev1ew of
School

14

-Marm, remarks that ) A

\

Tay John, a mixed bloeod, darries wordlessly
at the centge of the actlon all the struggles
. between Indian and white, wilderness and
‘ civilization, -spirit and flesh, light and )
. dark, 1life and death, which animate the
story (117) ' -

A

In the imagery  of the map~11ke stain on the table,  the stgry»

¥

"x
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teller implants in us ‘the passions of the wronged "The blood °

gives us—~as it did the "uneasy" McLeod—our shame. This, é}

. ‘\9 . ot 3
time the river will not wash it away. !

"Possession" is the key word in Denham's third tale.

It.is "a great surrender." It is "bondage." On the surface

-

it is Tay John s possession of a horse that Denham is,speak-

N
.

ing of. But ' set against a land, unmarked unpossessed, is
&

- a drama where humans attempt to own each other.
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To render this, O'Hagan establishes the most elemental
~ .

.

; . and free pglatedhess between the characters and the earth, /

and counters it witQ\imagery of artificiality and bondage.

In addition, place and.appearance often act as correla-
» ' ) ‘ .
_tives to an individual's internal state. The wind again, . .

often with snow, is an intermediary. It can be healing,
>' ) ’ v

L) .
and it can be aggressive, but it seems to declare that in

. -

the wild the earth is master. K -
. , o
Nt At times it would({1lift them from the ground, ' .,
N .blow them from the face of the earth.en- v
’ .ot tirely, lift,after them into space the vety

, tracks they had left behind. Tt vould blow
\ " the thoughts fromstheir heads, speech from ¢ ‘
, their mouths, sight from their eyes—leave
nothing at all but the land of mountains
waiting for their names . . . (132)

\ Freedom in such a land is full of ironies. Tay John,,

a.@an "shaped by the river, by the hills around to their ouWn

* -
M . s

ends" (126), w111 perhaps not long wish to sérve the. ends
of the Aldersons; .And. gradually, llke ‘a wary wild: anlmal .
he w1thdraws farther and farther away (132).

- o But for, a while he seems possessed by them.' This time:

x - - R . . R
- he does not pay for his horse in blood, dark and red; bqt in

N P, , . S
the showy false colours of his new clothes. He too appears-

ff,i to'have been gelded, exploited. .Actgaliy he only tqkeg'what .
‘; he is entitled to and, like Denham, "treats othéfb\with no ]
B K more respect than he regarded due himself" (76).‘ Alderson
| complains that he does not say "thank'you.""Maclean tells .
v "'us that.Indians neither expect nor offer thanks, but may N f~ff
. X AN

say 1nsteaq 'vou have a good heart." He adds that "th

.o



. © 141

whlte man has rece1ved 1n land more than he can ever repay

(13) - - ’ t ! b "' . ’9

. -

‘In this Alderson tale it is again tﬁe preludes and
1nter1udes ye must listen to, particularly when they :ﬁdress
the fraudulent. Julia is unreal. " She is the ealendar girl
froq the previous story but dolled up. éhe sees evea the
primeVal land as art, ‘as a pictu;e posfﬁcard owned By

‘McLeod: "nice place(you have here." Subtle 1mages of falsity

are everywhere. Julla 1n\part1cu1ar is woman as artlflce,
) L)

v

in the several. meanlngs of the word; and, Alderson is the
, paternalistic possessor wggawants to keep her as a child,

.+ diminished as the gelding and Tay John are. 1I& this the

"

"01d person," the proprietor with his "jewel"? (Much df
)

the play.on’names in O'Hagan is at the 1evel of pun, and

can provide thls kind of amusement.) . . x

v

Even storles‘are transformed, falsified: Tay John is

- said to have lost his hand "in a fiéht with'a grizzly"
and the" wilderness tale is transformed by an Englishman

(named Arthur) into a make-—believe Arthurian romance, com-

~—

— plete with 1magery of Swords shlning aboye the water and .

knlghts and* castles. Is ﬁ:here perhaps some 1rony in the

fact that he is a mining engineer and has cobme to see -

B .
s ‘ - ‘o .

"how things dre done out here"? . ¥ Y

Porter too sees things in terms of .England—in terms

. .
-7 _ , ° .

of an adventure in Chums. "Fancy ‘that!" he exclaims—a = ¢

©
v

clearly British way of expressing wonder. Like Alderson p

-

he is eventuallfﬁ"guided“ in the full sense of “the word,
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\

by, Tay johq and his Carnadian wilderness.

he ¥

Th;;e are ali e*amples of~h6w myth‘too'is ihported,
altered—to use én 0'Hagan idiom—"imposed upon." Julia
herself ié an import. O'Hagén éeems to see his'American
cﬁafactqfs-Dobblg,{or example—as artificial, threas

the people of the mountains, such As Charlie and Ed are

described in organic terms.

« The story is replete with echves and images of hunting
!

and entrapment. Julia's sexual awakening takes place in

- <«

"a country_pever hunted before." Her preéence is defined »
by fer musk-l%ke scent, a scent which assumes!aiphysicai
shape and folour. It is "a pillar of.purple flame," and ¥
later "a haze" th;t\like“smoke invades the.chinks between

- N - .
the logs of the cabin. McLeod 'senses more than the per-

fume. He opens the windows to let in the fresh air, then

a

* In the windy high counf®y it is more impprtant than speech.

In this respect the preludes and the "hearing" itself are.

-
*

rips the image of falsity off the wall. Foreshadowing o

\-

emotidns to come, this takeés place at an.instinctual level

below~ conscious understanding. (McLeod has "no answer.'")

reminiscent of Forster's A Passage to India.

"Hearing" is particularly significant in this story.
y 3 ' >

Man's voice is "a small thing." It is (like ngia's voice

at the trial) "a whisper dying in the storm."- L v

Julia hears her husband without "listening." She wants

s

rather to listen to what other younger men think of her

/

tﬁrough:the subterfuge of her "leading question.”' And

\

H . -
. N . .
. \
v Ca

R
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- .

. .
later, she wants them all to overhear her "story," the story

in which she betrays both her husband“and Tay-John:; .In one
of the most graphic~and amusing similes in the nbvel,

: w1 "o . . ", - -
Porte{, all agog,- 1is described in terms of his large ears,
"cupped forward, to catch all that was going on".: "They

enclosed his face. like a set of-parenti?Ses." It is most

3

importani, then, to hear.clearlf. '

o . It is-the still, the silent, the initiated man who
r-“y

-

hears.: It is Tay John who suggests, ' ] .
. : , -« ’
a wisdom the others searched for, a know-
ledge of the Dark Stranger who moved .in
their words, one whose voice he knew, °
., whose call he had heard, whose gaze he
had met. (136)

Is this the wisdom "so strong, so sure" that frightens Julia
LY . ° [N d
. (137) but also draws her? The fascinating and inexpressible,
. J . . v - . ‘ , -

-

" the generative ahd tatalycfic is,'elways dark.

N N\ - . . .
.o In a characteristic passage, shot through with typical

O'Hagan image and turn of phrase, we aré told of the "wall
of darkness" gurrounding the mountain episode:

. . .
Night was around them and above them.
Clouds hid .the stars., Night was a great
T dark bird shadowing them with its wings,” /

* ands;like down from- -those wings snow

began to fall. It was not white so much .. '

as an intensification of the dark, mak-

ing the obscurity palpable. They were

being touched byenight itself.. The

. -

;

. flakes upon their eyelids were the caress _
" " of sleep. Somewhere a wolf howled—a: s
being from another planet lost- upon the . _ . , * -
earth, ' .

3

O‘'Hagan shapes thé movement from the once again protec-

tive enfolding snow-towards hints of an uncanny and transform-

3

. 1ing otherness at work in'the.surrounding§: Without straining -

’ - . e
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a simple scene he invests it with gently increasipng porten-
» T Lo .

tous camouflages and shadows. The unknown, the unnamed,

exerts a strange powver, adds a curious unpredictable touch,

Te

'

makigg Ehe‘implicatioﬁs.of the story go farthet than pénhaps

even O'Hagan realized. ~'Characters in the noyé€l are frequen;¥

ly in tefilous’communication with iomething fkom'ﬁcyoﬂd, with
. -

somet%ipg from. the otherr side of the mountain or the river,

.o X . ; o
something they can't quite see or hear but perhaps have

i

\ ) .
always unconsciously known.- Hence all the attempts to cross
over from the named to the unnamed and sometimes -the re-

+ “A. 0 3 I3 . 3
verse., The pass has more than geographic significance in

.
- -

Tay:John.' ) ‘ o

There *is a brief inperlhde before Julia's final scene

which anticipates her later understanding. Wihe~éyéﬂ, and
with perhaps mor€ than her hair "undone" Kher’scheme rather

“than her virtue?), she suggests an_abanﬂodment to instinct.
M A . * f

I

She regards the three men of civilization as unreal. ‘She

-

’

pe}hapg has béeh\tOUChed by the primitive night too.. Was "
she, as Charlie said, being "saved" by Tay thn?”f{omiher—

.self? Even she does not seem to know. - While Tay John has
made the river passage—albeit -with some difficulty—from
‘ * LY — . , . . . * v . , ‘

the wilderness into civilization, Julia, like Denham is

not yet reagy to cross in the other direction. She has been

(¥ o i

l\ - . - -
_‘Caught in the tension between the civilized surfgce and the
uncivilized within, and between the dream of the primitive

., \ - " i RN '
and ‘the dark realities of the wild. "The creek,".or'in

this caég the mountain,-is, as Fee noted, "the,Qistaqce

- . v

v
-

’
“w -~



.+ Dpetween reaiity and what people make “of it" (13). Julia is
- =

. , . e ’ .

another ermple ofFO'Hagan's interest in the regction of @Pe
civilized mind in its encounter with .the dark power'of.the %
pri;ovai. - ﬁ § T . ;
. T * -
Like Denham, it tmkes Julia many. aayo to find the right

-

°
.words. In the meantime. She collapses——as will her story, v

her myth,\W1tB 1ts v1olence to 1anguage, its dramatlzed'*

W* h - s “
. distorted shape, its wrong words. % ' ‘
e, . i v . °
[} “ -

. ~ THere is also a fopreshadowing of how'Aldenson, the-.man

~ )

_who made his wife the hutt of hfs.belit;ling jokes, will ﬁe

PR
" . made a fool of. He 4is se€n, looking out of'his tent, as

- "a hé;%\go}lared with canvas at a\country fair at which y
. . A

~

' customers shy wooden balls' ——0 Hagan s typ1c31 fusion of.

£ - —

o
®

o~

o the ludicrous as an:integral part of,thg‘serlous:

. . * -
N2

« The foregoing serves as a prelude, as contextual under- ,

e
&

4 ' . - * 0 » . [y ‘ .
tones to the counterfeit emotiomrs, evasions, mlsconceptlons
and false witness surrounding thé’triél * Fragments, inmpses

- ‘e 3

P

a2

. intermittent 1mpressions all-play thelr part in these di- = -
. \ - . o “ . e
et gre551ve prologues to, the ‘main event.‘1 P c ﬂ\\‘ S
. . s -~ ' o - ’
[ « . t o .

. At the trial the evidénce is fndeéd hearsay Julia CoL

/ .
recants. as Adela did in A Passage to indra, and similarly .

(34

breaks ‘out of the bondage of her imprlsoned self.- She has N

«

N . X
s N .

perhdps found the somethlng §ha\had 1ost" (138), a know- .

A

leﬁge she d1d not, conscrously possess before, an elementalv %

incarnate knowledgeg'not d'plcture po tcard ore. The novel:

-

. - is.silent on this point, alloging.us to make what we: will
\ B e
of the imagery. ) - A

4
‘ . - ‘ " . K 5 ’.
N * . . 8
(4

- - - N a
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> As 0 Hagan suggests, one cannot get 1n51de another s

e -

mind. There h%s been the 1ong gradual lellng of the: vessel

of memory and the- translatlng pf 1n1t1at10n 1nto actuallty.
. - I Lo
The mind 1s the-"urn of blyod and shadow, thq place of

"

silences and it is sealegd. Juiié perhaps responds to Tay'

0 . . N

N Ao
Johncﬁfgreat slow Ehlse beat, or to hiS'stance, "his feet

braced . . « as if he felt the r611 of -the earbh bepeath

them." Tay John says only four.words: "I do not lie." ‘:‘

' ‘ .. 3 ' . h ] ; . " K)
But he is héard. . . O ; \
¢ A v » b A ‘

. Julia tears her handkerchief, prior. to tearing her ‘

- -
Y

v + l . v’ ' . -
story "to shreds" with her owm four words; "He was-our

~

.4 . CL. . .
. guide." Tay ‘th has perhaps rendered back to.Julia her -

N " I3 3 .. P ,
.own truth. She, like him, has been initiated, -has dis-
. . AY " [ . ' . ,

'
s

'cosered she can contain the dark. ,
. Q;lsh speaks of such> passages in. 11fe as t1mes‘wheo Py
"the mind expan&s and sees thatxlt is expandyﬁg, when - t;e
o;nd realizes that it is p3951ng‘from one;o;der of compre—‘

“hension to another” (38) Here, as in the grizzly scene,
. ney.

the hldlng places “of power open. Walsh's further com= -

ments seem to be.partiqularly apposite to C'Hagan's insight

into‘the perceptions of theé participants in the heering.’
He su;ge;ts that such:experiencial sceoes "have'cwo

seemingly contgesting;ché;actefiscics‘” 'The first is coo;'S

cerned Wlth a helghtened Eepse ofxllght and dlscernment,

. .
f ™

. an awareness of thlngs 1nacce951b1e to ordinary sen b111ty,

A
N v

like; the slow secret movements of the revqﬂv1ng earth." The

o, o

eJ’ .
second is cancerned w1ththe dark authorlty of the mind, with
-‘6 } ' ' ' :

o



Vo

Q/ Jghn,,in'the mind, . 'in the land, in 1ife s story: This con-

- 4 . S . . ' * » .
¢ ° ] ~ T, ,
.

.
- v

the egfect o£ Mthe slow deposit’ of year§ lived with- scrupu-

lous ‘integrity .’"

) being "grounded in sensory particulars, the mofe sbiritnal

%

o

K} L

the one, the .more v1v1d the othpr (39—40) P ‘f

4

nght and darkness meet wlthout contradxctlon in Tax o

0 . ~ \ . '_ LS

. tept is expressed in closing scenes particularly., Often

+

. o ©a
portentods and bordering\on tragedy,. they‘are played at'a

slqw pace and, are shadowed %lurrlng the boundarles betwggn )
. myth and reallty. When Tay thn departs——again an butsider—
there is once more a sense of Lo - ) '\ -

¥ . “ . ot

less “a man than a movement. He did not
leave so much as he dlsappeared from view,’-

. his proportions whittled by mist and dis--
tance. (156)

Tay John renounced“ his hatfrand'all that it stands for,

o

He has no need e1ther to thank or to blame. He has hrushed

past Alderson ;n the manﬁer of the: other half- breed 1n *

"‘who showed the wh1te man ohly “the contempt

Ty

of h1s strength and the dlsdaln of his charlty" (18)
- ‘ NS

Here is ‘the reverse of Julla. here is: the power of the
1 v
’ T

s

w11d meeting the c1v1llzed minds: J‘- o ,

h- For Porter and the others, Tay John's hat embodies the

"The Tepee,

or

*
l

story of . a hero,. and the postscrlpt to the tale is the chase,

played at the fast pace of comedy-—also 1mportant 1n O Hagan 8

A

Vorld SR L o o SRR

the m1nd 's most pienc1ng perceptlon v

merglng with the curtaln of snow, becominé ‘,‘ A

147



A a ' o Notes

© Cot 11n. The -Canadian Century, ed. A. -J. ﬁ Smith (Tbronto'
'Gage, 1973) and also in The Canadian Experience, ed. A. J.

by S Smith (Ag;ncourt, Ont.: GagekPubllshlng, 1974)

.o , 2The Indians' and 0'Hagan's Teverence ior the bear is
“brought about by other characterlstlcs as well., Like most
animals, bears live in the eternity of the present moment;
their . hearing is acute; they like to c¢lown; they evince a _.

. creative Yyet potentially-destructive vitality; they care

) for their 'young for two years; they can walk wupright, and
appear to ponder. For:an amusing .satirlcal account of. a
grlzzly who masquerades as a man and, reversing the usual
pattern, -succeeds in making . humanklnd look ridiculous, see o \"
o' Hagan s "Ursus," .illustrated by his wife, Margaret in =~ ¢ s
" Malahat ,Review 5Q, April 1979, 49-64. .Other 'excellent
stories of bears are his MThe Valley s Other " Tenant,f and
"Animals in Thought," ‘both in the Q' Hagan Archive, Univer- e

, ) sity of:Victoria, the latter also in the Vlctorla Caloni&t,~ .o

. - -» October 25, 1959, and. "Bear."Cub is Everybody's Baby," . e

- ' Madlean’'s, July. 21, 1956 "Gr!zzled Gentleman,’ Maclean s, “

"+ 7" ,January.lst, 1949, . Co Y ' -

) 3The Way of-Life According to Lao Tzu, translated Witter

‘ . Bynner, pp. 40 and 45, verses.25 ahd 31. Subsequent refer-

' . .ences to this, the Tao Teh &mlng, w111 be designated by TTC

followed by verse numhers.~

[

s
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CHAPTER SIX. - h
LI " '

: . A

..~ Evidence—without a Finding:

o

\‘f The Uﬂfathomable——and Last-Things

"Vengeance 'is mine, saith the Lord, I will repay. oy
« « - the stiff-necked pedple, and‘the self-willed,, @ ’
and_self-important ones, the self- :1ghteous, self-
absorbed all of them who w1nd their energy round

the idea of themselves and so strangle. off .their o
connectlon with the ceaseless tree of life. . I

1
* [

e o D..H ‘Lawrence
‘ L. . "Vengeance is Mine"

B

v As for manxhls days are as grass: as a flower of the
fleld so he flourlsheth ' '

For the wind passeth over it, and iv is gone- and the f ' .
- place thereof shall know it no more. . o )

.

N v
‘lx) .

_ S . . - Ps. 103; 15416 - .
Flesh is as grass, but the WOrd ehdureth forever.,

."' - » o Peter 13 24325
o . . o o
Those shadowy recollections

- Which, -be they what they may, .- '
Are yet the fountain-light of all our day. | s

- " .

Are ‘ye master-light of all our seeingig o
. old us, cherish, and have power ‘to make ot
“Qur noeisy years seem moments in the being ' o, -

Of -the eternal Silence. - ) '

+ 1

¥ H

. N .Wllliam Wordsworth
o S .7 "Ode: Intlmations of Immortality

— . i e LN . Lo

R T ~

£
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-

" While "Legend" rolls with the earth and ."Hearsay"

strolls with Dénham and sometimes meanders from.the course,

"Ev1dence —searches fér cIean cut answerg/;;; doesn't flﬂg

v

them. The chron1c1e is st111 rough edged The coding, as

ever, is in the land, but aftempts are made to find evidence
. - ! . Nt .

'through rel%gion and throuéh talk, particularly through

¥

“Dobble's salesmanshipiof himself and his project.

. By now we, héve come to 'realize that "how" and "what"
Taz JoHn means 18 embodled in and revealed throvgh hltherto

unrecognlzed connectlons in . word ~and world that somehow'

" ]

small previously dlsconnected facts, }f we take note of

,.them, npee a'Way of hecoming-cénnected. As before,. much of

thls kind of ev1den¢e is to be foundoln the preludes and .

reflectlve 1nter1udes. This 1is particularly true. of Part ~

’

Three'of the novel. "There is nothlng new—these words

nof.their meaning," as Denham says in the openlng medltatlon

: <
on vanity and illysion and ‘their relatlonshlp to the time

cycle,, As usual in these reflective passages, we have the

surface subject but there is much to watch for besides.

- v

In addition to anticipating possible cannections ‘
within the work, further uneuspected meaning may be deci-

[ 4

phered by recognizing:Taoist and Bibligal resonances,

particularly from Eccleéiastes. While the Tao Teh Ching's

and Ecclesiastes' concern with vanity w111 be partlcularly
J
approprlate to the Dobble eplsode, relev§nt at this point

is the Wlsdom‘Preacher s-obsexvation on the new: ' \

150"
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And in

That which hath been is now; and that which
is to be hath already been (3 15) e

1 }.
O*Hagan's version;

To-day was implicit in time's beginning. i
All that is, was., Somewhere light glowed - °
in the first vast and awful darkness, and

,darkness is the hub of light. Imprisoned

in its fires which brighten and make visible
the universe, and shine upon man's face, is N
the core’ the centre, the hard: unrty of the

* sun, and it is dark (161)

The B1b11ca1 poet continues with the similar recognitlon

151

that, while '"He hath made everything beautiful in his time;"

also

He hath §et the world in their heart so that
Mo manwtan f1nd out the work that God maketh
"from the beglnhlng to the end, (3:11)

This the charactersrgf‘"Evidence" refuse to believe, and

is likeI§ what O'Haganlis referfing, to when he §eeé them

L . . * ~

as arrogant. o : -

3

1nto one of the most gigniffcant passages in the novel

4

)

which reverberates through each story.

Men walk upon the earth in 11ght,_tra111ngA‘

" their shadows that are the day's memories

-

. r

.of the night., For each.man his shadow'is,

his dark garment; formed to the image of
his end, sombre .and obscure as his own begin--.
ning. It is his shroud, awaiting him by his

“mother's womb {est -he forget what, with his

first breath of 1ife, he no longer remeapers."
‘Sometimes ‘when we are older there is a
glimpse. It appears we.are returning. We

‘-have ‘made the circle. (162)

Here is the‘concept of the glimpse, the{deshback t

“the beginning of life, tb‘the begiﬁning’of story, the co

Denham s reflectlons on the darkness of the cycle lead

one

o ®

n—

" .cept of the elusiveness of knowledge—in particular dfﬁourﬂ”f —
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i)

dark destiny; here also is the. recognition of the need” for

initiation, the need for the passage of time and for the 

retu}n,to realize the fullness of the shadowed cycle. It
is-an old concept though nonetheless powerful, and one

underé%ood by various great poets from early times to the

resent. R
R e , . L

The singer of Ecclesiastes observes further, "’

One generation passeth away and another cometh:
but earth abideth forever. (l:4) ) ,

And 500 years before Christ, Ldo Tzu of the Tao Teh Ching

said simply = : o

* The valley épirit never dies. (TIC 6) B

‘The extraordinary poetic perspective which O'Hagan o,

has on the realization of the cycle is also similar to

e

‘Eligt's "Iﬁe end is where we start from . . . /We are-born

~with the dead" (Four Quartets); and it is further almost

.identical to the one memorably formulated in Wordsworth's

»

‘"Intimatiofts of Immortality." And like this poet's "Ode,"

it is arresting, shaping, dynamic: "the soul" that rises:

'with us/ Hath had elsewhere its setting"—its "shroud."

-moments” stretching back to creation, a pattern recognized .

imagination to the source, to where all life began; it is

thus an encounter with the past as it comes towards us,

This is the glimpse, the recognition of previous

in the primitivist idea that man can travel backward in

-~

- N

the offering of a redemption in illo tempore. It has an_

\

~air of magic about it, but also of tragedy. It is ’only .a

. glimpse.\

DN
~

i

\
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QDenham continues with a perspective on existence be-
tween the womb and the shroud, one which has echoes of the
men caught between the mountain peaks in "Hearsay." Now,

"our today is but the tw111ght betweén our yesterday and

our tomorrow,' and'a place from which our vanity prompts !

us to6 escape. '"The child of darkness, walking . . . in

unaccustomed 11ght" (167), not only "trails" his shadow ) '

v

(162), but wouhd cast it far before hims

’
’

Man, if he could, so vain he is, would 1lift

his shadow from ‘the ground "and with his N oy

blunted fingers shape it. Yet he cannot—— \\\\\\ "
for the substance of the shadow is in the ,

fingers that would tyrn it, and'its form,

that makes it whole, XNes tight wpon the o
earth from which they wonnd remove it. (162)

. The earth has us. It is.then our relationship to this

ground that counts, Man is a participant in a process from

which he carnot separate himself; we are always enclosed .

.

. within the cycle at which we are looking, and_ it is a con-

g ’ , . -

in-the novel.and to question it. While.this Word's implica- .

t1nuous\9ne. Shadows as manlfestatlons of desflny afeﬁafieﬁr

N

on the ground before the characters in Tay John. This is—-

particularly so in "Evidence"; a hint of the irony implied
' L . - 4 '
in the subtitle is discernible ﬁere,'in that man, try as

A}

he may——and certalnly the novel s vain characters try——can

never fully understand his own conditlon. The attempt to

[ 3
T

look for this kind of evidence is, in O'Hagan's view,

another veiled indication of arrogamce (219).

The word "evidence,” and its associates, then, bears
oo , N : ~

N
i

examination. It can be seen as a clue to look for eviderce

r



[y

"

tions were woven into "Legend" and "Hearsay," it is now .
. . ’ ! . :

ironically appropriate -to the concerns of propaganda, of

law, of sexuval and cultural ide4ls addressed in Part Three.

Certaihty of possessing evidence lends itself to all kindg

¢

of speci06§~53§6uasi¢n in characters such as Dobble., His

-

‘"I know" is an example 6f language used as deferice and
. ' .
deception. While he is on an obsessive ‘quest for evidence

of material success, Father Rorty is on a‘similar quest .

i :

for‘evidence of spiritual “succegss—for "victory over ~

el T .
.temptation." And there is also, I suspeet, an ironic pun

.investigations of the NWMP, based as they are on neaply
(Rept records while neglecting natural law and intuition.

In every case evidence is vwithout'a fipding";.“illusibﬁﬁ
is éhusxpaﬁréd with'"évidqﬁce" as a’kéy.wofd.\ g
Iddeed Denham conEiudes his meditatiép by‘pointing\ou
the illusory nature of reallty,§bf .both 1ts 51g£ts and 1ts
N

sounds: -in mountaln mlrages, and 1q\the "(31d 511ence that

is 8 hum . . . and the’ ;1ver murmur that is a sort of

silence." There is a suggestion here that ill@sibn can’

.'become’, like "possession" in Part Two, a self-constructed

bondage. B : ‘ NN
"Time" is again a key concept as .it was on the. first
page. It is now 1911. Men's time has changed a blazed

‘-

trail ‘into a "hammered-through" railway bed. But juxta-

posed’ to this, there is still the time, the rhythms of

"ngend": the locomotives "howl," but. "when fhey passed

in this subtitle on the determined but often narrow-minded

t

&:

N
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.

there would be again . '.:. the sound of lapping water."

‘The "endurance" of "Hearsay" is still a word to be reckoned .

. passage.

with.. But Dobble pays no heed. For him a place becomes 8
time: "Dobble's Future," and it calls him to a precarious

%, [y

The word "beyond" comes into its full significance now.
’ ’ '( ' , N
Father Rorty's "beyond," as well as Dobble's .is in the .

future; the NWMP are more concerned with the paép,-hith,
records and clues; and'Tay John and Ardith, while they do
go "beyond" the mountains, it is the fulfillment of the -

. ¢ .
preésent they seek. All leave the security of one world, as,
. ' . ‘ R ) + ->- ’

did Red'Rorty, to face & jouTney into the unknoWwn in quest

o

of the new. But exceﬁt for Tay John ;nd'Ardith they carry .

\y

’

luggage filled with commandmefts, inhibitions, scruples—

or the lack of 'them-——the burdens of lcivilization. ’

"The néw" is an important word, then, and it-is con-

:nected with freedom, with: flight. To begin dis to be free.

4

"Evidence,"  however, éxﬁressgs gomething of the.vision of : .

Northrbp Frye in his own musing on Ecclesiastes:
. " "

. + . there" is a time for all. things, %omething
Mifferent to be done at each stage of the cycle.
The.statemént, 'There is nothing fiew under the _
sun,' applies:to wisdom but not to experience. . .
. + ' Only when we realize that nothing is new
can w& live with an intensity in which every-
_thing becomes new. (Great Code 124)

Denham, in his meditations, appears to have arrived at a
somewhat similar realization.

Woven into the reflections. of "Evidence” is the”interplay

A

between the two powerful polar forces. of the‘stofyl The

&
<«
A}
M 2

¥
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reader, like the narrator,' will be "trailing ,back and forth

. + . between the source of [the] mighty and {empestuous

¥
1 . T

river and the railway." These are the novel's critical

poles of thought and feeling @nd also the paths to ch01ce.

- Mlaong with Tay John, the man of two bloods, Denham.lslcaught

.

between the lines of hard steel and the yinding trails of

unnamed country. Similarly' Red Rorty was caught between‘

the world of booze and brothei and the world of fundamental-

- [

ist religion; - -and Father Rorty will be caught between.the

e ]

call of earth and the call of heaven. Dobble, like the
railway, just hammers ahead "to achieve" regardless of

gircumstances. The coded quest-—shadowed and silent——is,\
. . ’ i ’ ’ /
however, for the’'source.

Whereas Red Rorty had "the Word" to purchase redemption

from lonelimess, Father Rorty has the Cross to purchase

redemptlon from fear, and Dobble has money to purchase re-

demptlon from anonymlty. And Denham styll haSvhls story

.and his imagimation to—1like Scheherézade——keep death from

\ > .
the door. Denham is onelof the few, however, who know it'

takes a certain dying to be reborn.

The tales of "Evidence" are wide-ranging and call for

a combinatlon of Wheelwrlght s modeS° there: are .' confron—
tive" elements, partlcularly wheén concernbd with commercial
,and 1ega1 logic; in the eplsode concernlng Father Rorty s

death the priest's letter and Denham s experlence present

both a subJectlve and obJectlve point of v1ew' and towards

the end, archetypal" and metaphoric aspects predominate,

-
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aisténciné the readeér, through the shadows of ﬁyth.
% . . ' )

<

°

These tales form a compléx system of stories within

stories, of worlds

primitive within worlds civilized, of

inner worlds concealed by outer appearanceé, Dénham begins
. L]

.

his story with Dobble and as usual begins several times.

Dobble  introduces him to Father Rorty and Ardith, and these’

o

: Three.

three characters give us_the stories, again three, of Part

t

» . -

-« . ~ Father Rorty's.stdry includes a letter which results v

:

.in a double time displacement. It is written before the
' ’ L3

events leading to his death, Septembers1911, gdt prgsented

after; and: this preéentation takgé placé-éome time before

. .

fhg story of the finding and actual reading of the:.letter

'gin Octobef'1911. ‘Evidence dqes not come to hand readily.

’The~priesf's story,* however, is the one most easily extradmd

-i'ng the events unfolding around it. Extracting it also

underlines the intensity of one life lived-at a time.

'O'Hagqn”offers séVeral‘borxgnts and shadows of destiny

as a prelhde to the main episode of this tale. Aithodgh it |

L . .

¢

appears to have no

'shadow of the pine

Lodge *(182). This"

"-_ducing Rorty as "a

the shining waters"

|

tell of dark stricken moments in the story, moments which

-

‘connection, we might ‘even include "the

tree" falling across the Qindoy of the -

is observed in the passage before intfao-

salitaff figﬁfefin black outlined against -

-

—a suggespive‘phrasé in ifself, and one

presaging a dark forbidding beauty. Shadows frequently"’

i
[ ' o o ",

Y

from the oth rs,’anq-exploring it firét might aid in clarify—

LY

M
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: " Father RoTty has "an earthly-quest" as well, and not

are outlined against the 1uminous magnificence of.earth.
* H B

i

Shadows, moreover, are a descr1pt10n of how the 11tt1e

priest sees.life. *A man of the Cross, he is estranged from

- . [y

the grace of the physical world. '"The Cross," Jaffé hotée,

symbolizes "the tendency to remove the centre of man fron

K}

the earth, and to.elevate it to the spiritual sphere,

Y

earth1y~life and the world and the flesh being forces that
have to be overcome."1 , e

\Father Rorty s 1nper state is empha51zed further by his

L]

pale fra1lty, and by hls gesture of brushlng back his black

~ forelock, "as 1f he ,strove to clear an 1mage from before his

fine :blues.eyes better to see the world" (an action symbolic

v . (Y
' -

of subservience: it was a serf's gesture of greeting to his

& LY v

master in medieval times). Finally, carESsing his lock of

hain‘instead; the prlest appears to glve up and 1nstead hold

b - -
.

his dark image and perhaps his guilt to him. T
N ¢ . —

‘only for his elder brother. L1v1ng "by his fa1th * but . not
. 7~ N

for it;" the earthly harlot draws him more than the Heavenly

‘Virgin. (hnd in a curious'reversal 'of the confessional, it
is todhrdith that he~a5pea1s for grace and absolution;)'
A striking example of man's vulnerablllty, ‘Father ;
; Rortw steps carefully in ‘a forbldden WOrld” carrylﬁg hls
falth——not.as a weapon as his brother d1d—-but "as a-burden"

(l85). Both’ weapons and burdens tend to unbalance one.

o

Al

Each in their own way, the Rortys are warrlng agalnst the

. intangible forces of human destiny.". Both aare—as Father

0
. . T

»

[N -
' ) ' -
)

n

»

L




- : - . -, - . r,

Rorty realizes, about himself—"materialists," who are using

~ T
L . -

God as "a refuge." Neithey God nor human beings are ‘meant - L, e
’ to, be d%ed, the novel freguently seems ¢o”suggeét—§$hey are
. . . r ) T
. ends in themselves. In the Rortys' -refusal to pay tribute, . SRR

* . . ¢ LI .
) to life, Jung would say "the datk God"—and God is often -

- s ’

! dark in O'Hagan—"would find né rOOh" (qtd. 4in Jaffé). - .
° - \\l A \ e S . e
Father Rorty is strongly associated with the O'Hagan .. ~ "
3 ~ . AL ’ N »

themes ‘of doubt (his name is Thomas), and,'altﬁouhh‘he is

. L ! o ® . o

timid, with arrogance and illuéion,‘ His church, howewver,
L} .\ M ’ ) ) LY -

does not allow-doubt, and- he .therefore ‘cannot- even, "bégin

.to learn" (184). 1In fact for O'Hagan; the Catholic-Church KN

° N ’ a

seems to represent illusion, "promising,another heaven," .. "y

- )

as-Denh'am says, "doomimrg us by that .promise, to further .

hells" (a view he held strongly and repeated to me in con-

’ ¢ ) ¢ ¢

. . , Ca . : / .

versation). Further, a$ “s;lfjappointed caretakers of S .
' B - R

- / @ N . N
foa themselves ‘and others (a Qeiyription aBpli—f

g <
B

. eternity,"

. c cable to Red Rorty and Dobble also), priests are-the
.. epitome of arrogance. "All of this may seem far away from 3 .
- s . . .
- Father Rorty," Denham says in a red-herring statement which, T
. ’ - r ' - -

however, concludes with "youw must judge, of that for your- ﬂ-' R

I ’ . . ) \ '
. selves."” ' £ . ' . °

- - .
» * This suggests that in the next scene Depham magy be
]

- again leading mus astray. Although the situabion'iS'repleté *

cipr

with sexual imagery, he suggests that the priest's thoughts

-

- A ¢
were ‘not on woman: .Certainly Denham's were. Fupnther,.the

~

. priest's later vision of immersion in the lake, with its T

-~ aftermath of .fear and failure is echoed “in the first- sentence:

-

4 -
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“that runs'through the story.

o .“v . ‘\
. The sun; low over the black rim of the
western mountains, slanted on the ‘lake
watets until they became a carpet of : .

: creeping fldme, failing as it advanced
towards us, until at our feet only black

. in the sandy runnel where the .canoe’
: prow had ' rested. . .#. The shape of the
paddler in the stern rdse above them,
paddlexflashing sword-like from the water .
and. streams of water, bldod-reddened ‘
against the 'sinking sur’, running from its .
blade. For a long time we heard the tinkle’
. ' of those falling paddle streams and the
widening>wake as a sigh upon the flaming -
waters. Then the four heads and the
paddler's back and the canoe merged,
blurred, became black and small and still, . .
. consumed before our eyes in the fiery
v éXpansesﬁf lake. and sky.

-

.
a

Thﬁ vital and free rhythms'exgressed here are in sharp

.contrast to the Church's calculated anti-sacramentalism'of

»

the ¥ody. For O'Hagan; both art and na'ture hdve an erotlc

component, and ®t 1nc1udes a sense-of angulsh a sense of

"the spffering,‘the stfuggle that is passion's part" C%OOS’
Poe . ' >

v

.

Here, apart from the Ectuality of the event, O}ﬂqgan,.

through the language of pgetry, gives a sensuous body tg
. ) ) . B
the earth itself. And a sense of sorrow at Its denial can
. . N N s ’ .

be seen in "the black watef,m darkiy ebbing at the feet'of

'Y
o R S~ s ..
The whole passage evokes an endless, almost elegiac,

the priest.

rise and fall, a shining forth of flaming xolour dissolving

. 4
into darkness. lO'Hagan;builds,this array of impassioned

-
¢

patterns of imagery, letting them extend panoramically into
N .

suggestions of both exultation and desolation, until the

-

sunset's radiance and,its fading seem 'to ﬁlay across the
B £

~—A -

Ay

f’~l'water lapped, cold and spent and sobblng o Q\

i
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PN never st111 (188)

2
<
.
N N .
N .
. [ .

. surface of the words. In treating sex obliquely, as O'Hagan

almost always does, the language itself changes what could

1

be Eonéidéred profane material and‘m}tholoéizés it info'the

_Nhaéred; and, of couréé,'it'dpes the opposite too, in his

. , i3 Co,
disdainful treatment of tlie Church. 'Thus an.ongoing dialec-
tic between body and spirit is expresséd. The 1ahguage

Hescribiné this incident may

e ‘'somevhat extravagant—the
passage continueS‘in this .veinf-but ‘it is representing in-

tensity, "the fury and 31ngle p1551on of earth (and of -

Do
Father Rorty realizes thls when he says to ‘Denham:

p M

N ) Beauty and Truth, Trwth ‘a d Beauty., But

¥

v .violence first. . . . Without the Cross
" our Sav1our s life would nbt .be beautiful?
It is from His"’ agony, not from His words,
"that the leaves of the poplar-tree are

The 1ea€és are never_still with their ustling'shiﬁing-forth
of goldép\colour. Their light and darK 'sides showing’

simultaneohsiy,.thfy‘are dlive with meahing in the passing .

‘breeze. . .

+ The Cross is an inevitable experience, and a lonely

’

one, for man; one c¢an nelther take refuge in it nor from

Al s 5

it. "The beauty of violence draws man and affrights him,"

‘Rorty adds, and it leads him to his tree,\ihe "Y"-shaped

» . \ -
tree "apart from its fellows." . Y . \

., . N

In addition to .its relevance to the crucifixion, the

school-marm tree can be seen as repfesentiné the agony 6f.

v

choice. (The letter "Y" is also appropriately the stbol"

for an unknown quantlty.). In his letter, Father Rorty "

+
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"

' says,~"I have passed my life battllng the impulses r151ng

.
Ve o
W . o

\-

wlthiu me. v e e I see two roads stretchlng before me, )

L
.

and neither can I see clearly (211,-213) . To help him 1n

. his decision, he trles, as several of the other characters

v

”do, to emulate the gods while hav1ng no initiation 1nto
. ac u. > )

' l" . A ' -
the real powers of the universe. At the same.time, however,

~

-~
‘he . reallzes that escape through suppre551ng a vital pro-.

creatlve part of himself is "to deny the balence~that life

c oy

imposes on us." Self-deformation as well as earth-deformation

¢

‘is sacrilege in Tay John. Creation can impose upon man,

: flames, of-water flowing, of a long whlte road

-but not man on Creation. : “ . .

Thi$ fear looms for father'Rorey in the shape of.a
shadow,."moving great upon the well" (214). It is the

shadow of his hand; and the words he fashions and the "fin-

-~

gers that shape" them, as O'Hagan earller warned, labour

F

in _vain. In vain, too, are hlS dreams symbollzed by the

Gatshz like light marklng Ardlth s camp. His vision "of

" is it of
>

B

passign, of grace, of death?
When he climbs the mountain his robe is kilted, half-
abandoned. ' But he is in a world where contradictions are

ho lénger possible to dismantlé or to bear, and the two

unclear roads that were stretching before him will become \

P

Mis 'long white rofd, the road of the Iydian "path to the

land of the shades" (Meclean 312). Fo both Indian and

¥

white it expresses the sélitude.of man'ls last passage.

o

~In the ‘end- Father Rorty is riven tlo “the earth by HYonds-

'of pain, shackled by the ropes, the tight restrictions, the

162
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-

2F

- unnatdral laws with which he has 1aBoridqsly bound himself.

« * . , ]

-0'Hagan is ever alert to the traps‘éf theplogical thipﬁing,

and the cassock that the priest did not remove to immerse

. himself in the lqke iéﬁthe_bigék mantle which, along with

o " : . P
his words), is now rerved by the hurling rain, snow and '

wind, Is this perhaps a cathars1s, a -casting off of the

tyranny upon llfe—-noé s0 much of sin as of irrelevant vir-
. ] f 0 [}

tue? '"God's.mantle in the wilderness" is the wi1¢erness,

‘e

' and it is not ‘Black but.the-coiourjof life: green and gold

and‘gometimes blood-red. o L e
Denham sees at thus when he cllmbs the Calvaay like:
‘mountain: "the shafts of the 31nk1ng sun rolled the golden

)
Spokes ‘of an ever- revolv1ng wagon "wheel across ‘the sky.'

LClose to me a treek, cuttlng the dark sward of the clearing,
‘' was a band of shimmering gold." (217) Thg years eternally

wheel, and'ane'sbo@n too in the tree, "bearing upon its -

crest the image of 1ts perfect growth. Even the broken
' b A

school-marm "tree reveals not -only the pattern of past scars,

\\ bﬁt'also,'reborn with two new branches, "strong and tall,"

]

\fﬁe pattefn\of intended wholeness. "
' \\ O'Hagan adds to the idea of nature's;ptwers of renewal
by the only injection of Gréek myth into the story. The
! | ‘

lake is seen as an‘amethyst, "that amethyst tqﬁwhich an.

ancient people turned in hope from their intoxications,"

-

amethystos for the Greeks, meaning "away from toxic.". -

It was "the tree," however, "that was the thing." I?/
‘ . . . . ' ~
‘Denham's intensely realized confrontation, it is seen in
. M 1 1

-~

s 16.3.I
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its double role of death-dealing and lifngiving; and from

. the Cross of death it becomes the tree of life. If accord-
. -
‘ing to Denham, it has "no pha111c form," it is,_llke earth

:

woman; he has no need to raise himself, as Father Rorty

did, ébovg the nurtufing soil:

w .
.+ There in that tree against my body, pulsed '’/
) the strength beyond all strength. I felt TR
the earth caught in the noose of time lurch
- . beneath me.” The hum of stars was out, be- v
Co, - yond my fJngertlps, for the arms of the tree
v , in those moments were my arms, and, its move-
ments mine.-’ oo Coe
, Again the creatlve and the sexual are closely linked. 'ﬁere
are the primal and'vibrant'forces that entwine themselves
. about man *s being. Denham becomes one with the pulsating
\ . 4 L S
" time.of- the cosmos, Wordswor;h's "tree of many, one."2 The
shadow‘thrpwn'from'the Cross is changed.

"Immense it went beyond"—the lone shadow of man and
tree—an evocation of eternity. Yet how expreééive these
words are of infinite yehrping. We think of all Father
‘Rorty bad ‘missed in life. -

. The inexhaustible‘energy of earth circles endlessly in
_ ‘the night, even while the priest is dying. Here the words
\ and the world are a11ve with 11fe endlessly held in succour:
- . ' The twilight faded. Under the tree roots,
the' ground sucked in .shadows and spewed
up darkness. Night rolled in a wall- over
the continent. . . . Rivers would still
‘ ) L run, winds would blow in darkness . . «
o N ' behind him he felt a.light.  If he could
T turn his face he wowld see it.
PR '\ But Father Rorty was expect%ng "a light so stupendous., never

. before seen by man"—not something as simple as the dawn.

.
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"What was before him" as he died, Denham wonders: "the

. R v ) , . .

shape of the Cross, the vision of his faith, or the face of
, ‘ ’ . LN , \

woman . . . , or was there only.the sound of the wind blow-

L}

i : -

ing,.and far away the sound of running water where all who
thirst may,drink?"—grace for all who will accept it? Are

all'perhapé one? It has taken the final "spirit's agony,"
.as the priééf said of his brother, to give him, but not ué,

’
1

7/
the answer’

When carrying Father Rorfy's‘body down the mountain,

-», Tay John comments, "The little priest is light. . ... Now

:he is afraid ﬂo.more"‘(221). His fleshly burden is gone..
A . ’ ’
"In a reversal of animal ‘sacrifice’, patt of it is literally

and symbolically gone'to‘the marten. fn a cycle where life
- - \

3

feeds upon life, he is relafed,qgain to the natural wofld)
The named mouritain and the tree cross becdme his memorial.
Compared with ﬁhe laconic realism of Red Ror;y's death,

O'Hagan grains this crucifixion on the reader's conscious~
N : .

ness through Ewo intense imﬁressions, ngithgr of them from
evidence obserVed at thg time, We have:fnstead the preludé
of the priest's intxospec?ion, tormented and fearful,
poignant and désolating, and the postlude of Denham's‘ré—

flections, visionary and. instinctive,fempowering and

L}

restorative. ‘¢

Death may leave no evidence, but somehow, Denham reflects,

it brings men "closer together." To all "the riddle of huhan
déstiny was propounded . .. . and the shadow of a common lot

fell upon all alike" (223).

w
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In the story of Dobble, O'Hagan follows his usual pat-

. 1166

tern: the word ircnically. exposes the evidence the character
1Y \‘3 » .\’ \

’ seeks to conceal. Language is used here—more than in the
‘ other episodes—for comic purposes. A wry-recognition of
human folly is_depicted with the merciless insight of the
4 ‘.

: LV .
cartoonist, broadening out into an archetypal treatment of

' He is however a farce

a man who is "not quite a viliain.'
as a}self—deéiared hero. The tone is set in an introi
ductpry incidéﬁt whicﬁ‘is an example of how O'Hagan treats
his pompous qharacters: Qith spiéndidinonsénse,as we}1 as
seriousness, and with visual comedy--in this case~yoﬁ ﬁiéht

. Lt . '
even say .nusical cgomedy. .Denham tells of his response to- .

Dobble's jabbing finger: Always '"a bit proud" of ﬁy chest, e
v . I spread out my chest and the buttons from
b my vest flew off. One hit Dobble in the "
’ face. They made a merry tune. Dobble
_ danced back as though he had been stung
’ by hornets. A laugh went up: I left the
buttons on the floor and went out to get
new ones sewn on.' '
, Here is the art of telling the stéfy: the unperturbed gesture
used as language; light assault in return for light assault,
and the musical rhythm unbroken by leaving the J;ttons where
they fell. Dobble even dances to this tune. Denham is in ' N

control, aﬂd.Dobble,'rather 1ikerA1derson\in a similar fair—

- like scene, will get.it‘béck "in ﬁh; face." The passage’ié
.én altogether unexpected demonstration that superb-;nd
enlivening theatrics inhére in anything.

Where the- Shuswaps saw Yellowhead dake as the promised

land and Father Rorty saw it as woman, Dobble sees it as

.
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opportunity, as his "Future," as tzﬁf'call his false
"Switzerland in America." His| schemes, like those of reli-

, ok o : ,
gion, serve the devious pﬁ¥pose of an enclosed self. This

“time the garment of concealment is not a céssockt_but a

long black cloak. Under it he hideé "the kni%é" of black-
mail—a dark use of the word'indéed; The other garment .
of.con;ealment, in O'Hagan's usual mix of seriousness and

folly; is the Aphrodine Girdle. Dobble seeks not only to

be known,‘but]to‘be, like a god, adored. And Aphrodite's

4

o

magic girale,'thh tells us, made its wegrer, maie or
female} the.object ondesire. But DenBam, paraphrasing
Ecclesiéstes;unotés that it is "Vanfty,‘yanity, the fat -
upodn the,spirit,"that is.Dobblg's chief.weakness KZZé).;
Using falsp congtructs to avoid reality will catse a‘painful
collapse of spiritual fat, of a F'Fut#re," or of the w‘ord as "holy
writ," A false manipuiatér offself and others, Doﬁble,
rather 1like the Bortys, %s a victim as well as a herbeffator
of the word used as propaganda. An example of the "hazard‘
of belief," he is, Denham observes, "blind to facts, in so
fgr as those facts threatened the beliefs'that\gave his

life impetus" (225). If Red Rorty's life was impelled by
and became a fire that burnt itseif 6?t, and Father Rorty's
impelled by and became a~dark:image, Dobble's is.impelleﬂ

-

by and bkcomes a fevered dream’, an illusion. ., ,

- \ -
This entrepreneur is most graphically exposed through
his name, 'his appearante, and his word.
He is as double as his.name sounds. As he himself

says, there are "two b's in it." He comes to '"spy out the

A \\',/ .

€~
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land;" cufiogsly a Biblical phrase (Nu. 13:16). He has g‘

-

double in James, a man who "virtually swallowed his face

LY L3 . . \,
when he grinned"; tellingly this is also an amusing ob-

servation that firnds a correspondenee in the Bible: "The
1lips of a fool will swallow up himself" (Ecc. 10:12)3 and
. James is Dobble's mouth—"the inspired punctuation to his .

master's remarks." Of such as James and Dobbie, the Psalm-

ist said, "They do bu;‘flagter with théir lips and dis-

semble in their double heart" (12:2). "Publicity is the - o

-

word," says Dobble, as far as the "gaod" priest'g death
K Foncefns his development. Furthé?ﬁilﬁ—his crooked dis-
Sembling‘and his agit;tion, his rigidity‘gﬁd his brittle,

N ' sterile dryness, Dobble is upbaianced: he wobbles. In the
end he will be blown from His mporings gy his own,wiqdy
rhetoric, blown from his "Futu;e" vhere his men do'all the
work. In this project one‘éighp sFretchO'Hagan's fun-with /
a name further and say he "da%@ies." |

" It is his fervent desire "that others might know his
name." He uses it to put his god-like stamp of possession

L) . . on'things. <“Even hié cigarettes bea{ his imitials, and his'

- ‘ sign regds "Alf Dabbie, Proprietor." He does not understand

. / R R
the Taoist warning that "The sanest, man,"

| Takes everything that happens as it comes
As something to animate, not to appropriate. (TIC 2)
The clothes of falsity, of illusion, of death, .come in

pany styles in O'Hagan. Dobble's "meagre" shadow, James®,

is as amusingly lost in his baggy cdverings as Father Rorty

is tragically lost in his flowing cassock. Dobble too is

N
[ 4
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lost, "off the path," skulklng furtlvely in the wilderness

in his long ihcongruous cloak " He is usually dressed en-

‘ tirely in black, and hlS shoes\wlth their 1llusory shlmmer

) N

‘are of patent leather. And it is not only,his}shoes and
N : ]

- his girdle.that pIoce‘artifice‘Uetweep him and nature: in

the "dead" centre of his mouth is‘aftooﬁh("wirh an imménse
gold cap" (181). As with all thoselwlth faith in "a mission,"
as Denham calls it, he' is infléted-with hlmself, "swollen‘

w&&h-hlsﬁtldan l—@LBQ)Tw»However_allfhewean—~hatch7_£a1n.

with his schemes) is ‘a c1garet£e from his case——and rt goes

LN

"dead" (226). |

lf punnlng names. and ill- f1tt1ng garments suggest the

l"

disproportion ‘between’ the reallty of a.man and-his exag-

gerated preten51ons, and if irony feeds on the gap between

profe351on and performance, Dobble ‘is the perfect v1ctim—-A

a

the gap 1s 1arge., ' ‘ - -

Now we come to O'Hagan!s third descriptive tool: a

man's use of the word. Débble wants giszword remembered.

-

He frequently says, "mark my.words," and takes the attitude

of a "preacher" (an anathema, of course, to O'Hagan). His

words have but one feverish note to sound, "I" "I" "I."

He "knows himgelf" and "/ther men." But as a narcissist,

3

the other is himself. ) _ - - =

'

He believes that "talk is what sells,"” and that "the

tongue [not the e&e nor the ear] is a mighty instrument” ’
(176). With its staccato mechanical rhythms it will shape,

¢ L
“"make over" the mountains, "the heart of the mountains no

less, ‘and that ofvTay John and Ardi;h as well. All is to’

L ' @ - , '
. L]
. . . (SR .
. ) ’
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be "changed, changed, do;you hear?" says qublﬁ'hi;h his

:habit of douﬁling,a_word to force it on his 1is£en§r (171). °
- \

Yet he sees himself as a pa}ernalistic beanéctor‘(dnothen "

‘form of bilackmail) of both Tay John and Ardith. He is qof

. ‘» N ’ §
only The Almighty, The Creator, The-Truth, The Word, he is

.

Providence as well, .
But more than anything else Dobble's belief in himself ~.

!

: \ ., ; iy .
concerns qmnlsdlencq;_he "knows" the future, knows that he

. _heralds "a new era"§(225)h

L4

He is a man from Colorado (which also has its alien--

named Lucerne)., He is the myth of the American West, serv-

Ve

ing its ownAiﬁeplogical function as all myths do. When the

°

.frontier closed below the border (arouﬁd 1890), men such'as

Dobble who ha@ exploitive managerial relationships toward

nature,.turned northwards for the expansion of their over-
excited dream. Dobble's_attitude is the epitome of what
Dennis Lee saw, at this period, as

. . The view of everything but one's own ego—-
S the ‘new continént, native peoples . . . -
' one's own body, as a kind of raw material,

here as pure value-free externality, to-

~be manipulated and remade according to

the hungers .of one's own nervous system

and the logic of one's technology. (qtd.

.in Bissell 8)

- -

. . Il 14
Denham, for instance, is to be given "the command of waters"—
waters which "have gone on till then without intervention,"

he protests. And Tay John is to be "used," like a cigar
: ' | i
 store Indian, "dressed in skins, meeting trains." -

. ! ¢ I

Such is Dobble's "illusion" that it ."was more real to

e )

him than the dark piné trees which gave him logs for his "

a L

g : ¢
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buildinggi" And that is all the ﬁineé were to him. As it

did for the priest, the.tree here also serves an end other
than itself. - o o,

™
s

Prophetically, but no doubt Qﬂfluenced by rum, D@nham

has a vigion of Dabble's incongfuous Swiss chalet "as a. C

¢

ship" (foreign no doubt) "tilted . . . , foundered in a

)

strange and hostile sea" (231) " (And eargler he Sppke of

it as ."a castle of logs,"

-

whlch somehow echoes "a castle
of cards.") Once more the Tao warnsr S

Those who take over the earth:

And shape it to their will never succeed

.The earth is like a vessel so sacred '

That at the 'mere approach of the profane

It is marred

And when they reach out their fingers— it is .gone. .
(TTC 29).

Nature's limits are neot ours to change, but ours to

imitate. While -the spruce tree branches "sloped to shed

" Dobble's roof eventualiy sags beneath it,

the winter snow,
and "his cabin; "sink into the ground." The earth remains
"untutored," és‘Denhamiperceived earlier.

| Inauspicious,too, for Dobble is "the new wind blSwing."
Tt car}ieé wisps of Tay John's yellow.hair "scuttling as if, -
on small unseen feet" over the‘blood—spattered floor to his

office. Later the helpless Dobble in the bushes reminds

Denham of "the Biblical sacérifice—the ram caught in the

-

thicket." Consciously or unconsciously, O0'Hagan dods fre-"

quehtly have the Bible in mind.

For Dobble the trail to reality is overgrown with the

e

thickets of confusion and he, like the railway, appears to

. - be on a collision, course. He is the fourth to have lost

[N
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the way through bringing unnatural :and alien values to the
t by ) -

_laﬁd. 'Surroupded 6y the imagery of vanity and illusion,

«

sterility‘and death, the évidence is all against éhis tan
. ¢ 4

who so assiduously collects eyidence against others.

L3 -

For a, street in the wilderness is a contradiction in
. - .

terms. Visions don't,‘as Dobble would ‘like to beliéve (177),
come' from streets. At the end of'thé‘sidewafk is the dark
unknohéfie. Frggments of Dobble's bpildiﬁgs, like ;hose of
his story, go éisewhere. "Lucerne" remains as‘a sign, not

a memorigl like tye Priest's Moqntain,‘but'an epitaph. For
all Dobble's‘hopes (189), a sign, unlike a tree, does 'not
"bear fruit." Dprle is like1§ th; man Q'Hagan ié thinking

of in his canon,6 passage: he who attacks mountain’, man and

. .story and tries to"lay a name" on them, and ends up having

"merely assaulted the surrounding solitude." He "got what

was coming to him" (247). "He ‘that cleareth wood is en-

dangered thereby" (Ecc. 10:9). His'?ﬁrcle is complete.

w

Denham's first impression of Ardith Aeriola is found

the dark." Dbbb1e }ntroduces her‘into "his, small world a't
a crossroads in the mountains'; and it is indeed a place
where. paths cross. ‘In the subtle prelude ;o her story
(192)_Denham recalls Tay John and the'reasoﬁ for dismember-
ing his arm, and also the priest and "his doctrine of

violence." There are as well vague references to woman

and her fmpiication in the death of past heroes (Helen of
. . ’ ’ Y

3
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. i N : 7 . o .
- in her name and its assonance: it "sounds like a whispeT in >



here? . . ’ ’

-

»-

Troy?):°and to Dobble's "castle of logs" (Troy's walla“do_ C

o *

‘fall). These are all portents of her future wﬁich will be . '

woven in along with fragments of her past—the bits' left !

e 7 : -
along .the way lile "the tufits of wool" left by the mountain .

~ ’

goat. ‘ ‘ ' " T, . t
Metaphoric words and places. suggest a shadowy back-
ground, suggest that indeed her pattern is and will be -

created from violence and agony, but perhaps also from /

¥ ~

truth and from beauty. She has been and will be "where the -,

flames beat high," in a world where people look for evi-

dence "to éhapela case," a world where a dark past is not

¢ ‘ f ¥ ' -0 »

accepted any more than a dark skin. Thus in-a‘sgtiety that
is. condemnatory raéEEr than celebratory of the dark, all N ( ? .
that is on the shadowed side is not 11ke1y to be a551m11ated }

" Ardlth herself is dark haired and comes from Hungary. - .o
O0'Hagan has caught the atmospherlé accuracy of this land -
in his description of its lonely distances and its mood of °,

haunting sadness and inevitability Myithin the unchenging

<

'rihg—of the horizon." It seems to be a reflection of Ardith

herself ‘But Ardith has also experienced New York, "that

RN .

wvhite Lombstone of the future," a petrified symbol and a -

l“‘.

place where in death the cycle’ 1s ‘sealed. It is where

(and’ here is O'Hagan"s irontc oplnlon of certain types of

naming) her "benefactor—yes they called him that,"—is

.iike Dobble, a hypocrite and eiploiter. Is there not a

hint of "whited sepulch;e" hoveriné around the language

LY
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Ardith’, however, is "reality of some sort—what that

¥ ! ' .
7 » . R . . . o

. © is no one. ever knows in a world of make-~believe"; she is

' then mystery and wonder too. Stouck's claims of misogyny -
TT—— ’ o . \ ' . . . ' £
are refuted here, for she has the qualities O'Hagan most '

A
LY 1 ' )

admires. "Mature beyond her years + « . MOSt vwomen are
4€haﬁ‘" she has already crossedl over; further, she lived for
N ¢ - :
- ' "todayW nd, like Tay John, "she had. a presence——but it was
v . . ' ' . -
her consciousness of that presence that gave her po‘kr"
. . . N K
(197). '?She is evidence, however, not of materjal success ’
. v ,
" ol ner the knowledge that gives access to 1t ‘but of somethlng
' darker that cannot be ver1f1ed Both power and humility
© . ' \
v ‘ -~ are seen in an unconventional 1ight in Ardith and Tay John.
- . ) :O'Hagan, in conversa'tion, claimed that most people who - *
claimed to be humble "didn't know anything about the word,"
. implying that their humility sprang from arrogance.. How- .
o ever, Ardith is arrdgant, not in the sense of vanity, but,
] - B
of inner conviction: . S
.She was arrogant, as one who comprehends ;
. . her destiny and can meet it without fear .
. X B ‘or equivocation—and humble too, for she
A . T " saw herself, as well as those drawn to -’
L ' her, as victims of that capricious and

A
4]

~inscrutable force. (197)

‘.

. s . . ' '
., &\\ A This, for O'Hagah,~is the real meanting of '"humble a¥
’ ' ®

tl -

" Ardith, "fierce' in an animal-like sort of way,' her
< . nostrils "flexing ever slo slightly while 'she listened," is
¢ . .
‘ { Robert Graves' White Goddess, "no townswoman: she is the

. e N Lady of -the Wild Things" (481), partly innocent and partly
harlot. AnY, as befits a goddess, Dobble's, men bring her
offerings. : o ) e

“ -

4 . v A
'
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shadowy past: He saw her as "woman," woman in her| mani~

.In the ‘scene w1th the cub she is associated with blood

and’ mutllatlon, and with the strong pull of both k e mother3
‘ ]
and the mate and their assoc1at10n w1th life and &eath.

1

,Wifh her snake-like tongue, she is Eﬁe,;and for F’ther Rorty
3 . & : \

¥ v

she is both Eve and Mary;.in her life- g1v1ng ‘aspe ts she is

Demgter or Persephone, "man's promise of 1mmortalﬂty, and
' \

in her death-dealing aspécts, Cybele. She is an emiéha——
) . Ve

and one who stirs up .erotic memories from Denham's, own

festation of the suffering and struggle inherent in passion,

- 3
“"man's ease . . . and his torment." ,
1 t -

-
4

~ Time has elapsed (seven years), 51nce Denham s first -
wild adventure’ with: Tay John and the grlzzly. Hls ‘hero.
geems."not so tall" now, and he and hlS aynng horse are

both seen as éubject to tRe life cycle. Whereas Denhanm

i a

was once mythologizing the human, he is now almost-—but -
not quite——huménizing the myth. The 'two men now communicate,
i . [y .

and the words 'are more concerned with inner knowledge, with
o :

_-the way of fear and the way ofﬁlaughter; (Perhaps there

Kjis a hint of an'anéwer'here; the cardinal ¢sins in the

Q. ’ ” X ) .
story have ever been sins against the self.) However, Tay .

*John continues‘tokbe almost pure sign when he stands firmly.
"as if emerging from the ground itself—the soil disturbed
ever 5o lightly" by his moccasins. He has no desire to

shape the earth; rather, it shapes him;'instéad of seeking

i.- - - - . v -

a halo, he throws it wantonly in his hair. A man "who has
/) S v ’ '

A
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no doubts about hlmself".(78), he st111 says 11tt1e, sees
much and bends his knee to no-man—-or ‘god., The earth it-
self requ1res no explanatlon——he is synonymous with it.
It 1s the 51gn1f1cance of Dobble s world that baffles hlm..

‘Tay John reta1ns signs of his v1olent past in the scar
on his’ forehead a s;mbol which, 11nks him with the‘woumded
god- flgures of mythology. But it is more than a symbol,
it still can become "1ividL angry and alive"&yithfblood
(207)
' IE is blood and anger that character1ze the assault
eplsode in the Lodge when Ardith is 1nsu1ted and mob
intoxication subsequently sets in to "shapeq and "change"
vhat is.“?if;erent" in E%y John (Z40).
. ‘Later, blood end life hervade the cabin. For the third“
time, the lure of Ardith's lantern pulsed and glowed"‘ the
bed " spilled a fiood of crimson blankets. . . . and from
Tay John's brow great drops of blood dropped to the floor,
staining it in sudden separate splotches as if . . . roses
,bursk and bloomed" (242) . zyhere are echoes here oflthe’
’FQassion of Christ and also of Adonis, from whose blood in
.a simi}ér episode with Aphrodite red anemones bloomeo. It
is then a scene,of“sacriﬁice'and surrender, But not defeat: .
in spite of O'Hagan's use of the words "white surrender."
Tay John's blood is given for Ardith, who has always been

both a Mary Magdalene and Aphrodite figure, and ¢ne who,
; . Aok

like these women, appears to, be anointing her guide.' '

2



~has no wish to. disturb. : ’ N

fiable evidence of whisky lgbels—'"good xeading tJdt"—Tand

177

No word is uttered, "fearful that mere sound would

break the tie." Preserving this sense of the sacred Den- [

ham backs out "1ntonthe nlght qu1eu1y, raised upon [his]

toes.' For the flrst tlme ,Ssince Swamas and Hannl, the

d}namlcs of 1ove and s11ence rather than mastery and loud-

ness are evidenced, and they 51mllar1y point to sacrifice

“

to come. ' ' N ”

This episode has the typical O'Hagan mix of upderlying
mythd—}eligiqus references, Hé%éver, by aligning Tay John

and Ardith with connotétions of myth and religion he ele-

Al

vates these particulars-—which might oﬁherwisq seem exces-

sive—to-the legefdary. It is a perspective that Denham

LY

v
\

Although the 'narrator continues to.seek evidence "as

»

nearly first hand as ﬁossible)" Tay John's story is still

very much.heafsay?H "What happened at Yellowhead Lake" is

passed from Juana to Flaherty to Wiggins before it finally
reaches Denham. However ‘the duality of fact and fancy is
ever kept in focus with not only meditation but -alcohol,

Denham steadies himself with "his eye on the visually veri-

a
o

with his hand od a glass.- 1' '

[

»

In the meantime|Tay John and Ardith move into winter,

" into unnamed counttry| "far into the mountains." They ‘are

"returning," leavlng behind the -bonds of confinement—of"

p
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_.church and railway, city anﬂ sepulchre, all that is mediated

fhroughmthe channels of propriety and estéblished institu~
tions. ‘ .

| It ds the Qay of solitude. They -are léaving a 1ife that
has been xmposed upon them by the expectatlons and dreams of
others: Tay John as mess1ah or hero or model Indian, and
Ardith as submissive m15treas or romantic figure. Even

L !
Flaherty tries to impose his wistful dream on® Ardith (mis-

.interpreted by'flaherty-and some cfitics as her idea). They

o

have not "fled*from Dobble so much as . . . from the life

whose image he was, the life whose huﬁiiiations paid for A

its. necessities," the kind of life, Denham observed, '"whose |,

.
*

'security is the measure of our denials" (253).

Theirs instead is the instinctive 1life of spontaneity,

. of intuition, the higher ‘of Henri Bergson's "two ways of

knowing." It is certainly not the way of logic, as Wiggiﬁs

recognizes. "What logic there was," Denham adds, "would “
. ; . ,

not be ours." In the manner of Tay John discarding his
hat, Ardith leaves fragments of her past on the trail, the
images of the church, of commercial séx, of the anguished

priest. Tay John and Ardith recall the half-breed couple N
’ N
(the sunburnt Ardith is now a "brﬁlée") descrlbed with

graceful simplicity in "The Tepee"
’ They were not seeking life, nor fleeing

from it, nor interested in building a

lerger tepee than their neighbours. They .
lived by what they had, and not in the -
white man's way for what they lacked. .-
The future did not intrude into their N
present, but their life-long present i‘ P )
endured into the future. (Woman Who 15) o

~

A
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Tay John and.Ardith will similarly give their few months
the quality of an eternity.,

Before they leave, Denham toasts summers past and sum-
. ¢
mers to come, "before winter lays its snow and silence on

the land" (271). As he contemplates the "tilted" imagery
of Dobb}e s "Future,” he reflects on his own more primitive*

) N
'vision of eternlty, a vision shaped to the balanced and

ever- roundlng circle that would go on without DobETEZ:hmeed-~_§*‘~hN

without the interference of. anyone. i

‘Winter would come, but it would brlng its
spring. Men would die, but children would
come after them, lifting up white faces to
the light. Man's voice sustained by its , .
own echoes, rolled on in murmurs, in shouts, i
in laughter, in weeping, in exhortation, in ' ‘ ;
prayer, in whispers, hoping somehow to be
g heard, pausing now for an answer—rising
again to drown dismay when no answer came,
"drifting across the vasts he walked. Man
was alone, The future was the blind across . -
his eyes. He listened to the seconds tick-
ing, measuring his mortaldty, theirs the
T~ only sound in all eternity where suns flamed
and stars wheeled and constellations fell
apart.

\J,In time, in space-—the ticking ma@e more audible in the
appafling silence—there is no answer: no evidence: ""Man g
is alone." Nature is an impersonal process. Bnthit is a
pfocess aﬁd thus %mplies creation: '"children would come
after them." Out there An fthe vasts'" then, is there some-
fhing man can trust, sémething t;at éorreépbnds to human
hope and meaning? |

Here is the'poetry of the word. Ig harmonious and
shapely parallel forms, the ebb and flow of life. is rendered‘

and the organie pattern of life is gracefully unfolded The ST

/«J



shaping principle is reflective and not the voice of every-

day speech. Surely Denham is not voicing this memory inhthé

s

bar, ¥ht is catching the'song of man's story in quiet ’
soliioquy; The structural rhythms, in fact, are suggestive

&
of a ballad, a solitary one. The lines fall and lift, echo
‘e - ,
and roll, paréalleling the murmurs,.the laughter, the “weep-

ing, the exhortation, the prayer, the whispers—the utter- -

s

ances, the drama that make up the novel and which enter into

man's quest for meaning—the voices whit’h in the end sum up
m\\\ st
nd of mortality. N wi
the sound of moF Ir%yrhani_gll_ﬁﬁif man will ever know of
. \ »
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immortality. Thus O'Hagan extends the possibility of Ian=
guage, shaping it to the realities of existenée, making it
as fluid as his rivers, making his words in their sensitive
porgrayal of man's plight an initiation into mystery, the
mystery of the human condition.

It is perhaps the mystéry of the circle and of the
Cross. They are the forms to which man must shape himself,
the forms which express both the agbny and the truth of
life. Thus the pregmant Ardith "traced a circle" with a
foot no 1ongef in heéls, but in ﬁocassins; a fooé able to
* feel the earth. The circle ma;ks the earth as sacred place, -

a plfcé to be enclosed, to be protected, the earth as haven,
and procreation as completion., .

.

Joseph Epes Brown informs us that the medicine man

‘ similarly draws a circle representing the nest, and that it

is drawn with the toe because "the eagle, the sym¥ol of the »
Great Spirit, builds his nest with his claws." (13). The.

’
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circle is also‘the maéic mandala, the circle thét takes in -
Tay John and Ardith-ahd their cﬁild, those whom others
wo;ld shut out. . \

It takes in the Milderness itself, the wilderness which
the many poplar-lined clearings in the book hgd attempted
to keep at a distance. The space that Ardith traces embraces
that portdon of time and place freely giVe& them, the place
of the earth and its savage fullness. In this wilderness -
it is not tqy John, ;g Ondaat je felt, yho "is the intrudér
in evé;y scene" (283), but rather the white man, as Denham
himself realized in the'g}izzlyﬂepisode.

Ar@ith's clothes érelno longer -of siléen yellow. They
are now eérth&, crude, primitive., Her hair is 'in two long
| plaits and the fringé of her buckskin jacket_is frisked by.
'the wind: As Flaherty leaves the scené she seems. trans-
férmed. 'Sﬁe\StanQS "on a little knoll," tippedvagainst
and towards "the far-off_mountainsu" Mounds aré holy places
in many early religions, and Ardith's stance suégests an
attitude of primitive worship or prayer. The circle and ~1
the mound——they sta&d out w%tp the clarity of the single -. L~
word. Andtghey suggest that to be is more important than
to know. .

‘&
The Cross, with its dark meaning, is also transformed.

N
Y 3

The sun catches its silver and recalls Tay John's observa-,
_tion that'the sun did not shine on the priest (207), the
priest who had stood in the shade, "black against the shin-

ing waters." Now fear and agony have been replaced by

/ 4 A ‘
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compieted love which creates the silence where communion
begiﬁs; and the Cross can be seen as symbolizing ;he point
"where .one life interseéfs with that of another. Here, it
merges withfme scene, placing the wearer at the centre of
generative forces, both dark and light, "the smoking fepeé
. « o behind it the woodeq hills, and beyond the hills‘ghe‘
great blue wall of the Rockies" (257).‘ ' %
Indians do in’fact wear crosses éo represent,fhe four
winds. "The centre éf the.érosg,"_Macleaﬁ tells us, "is
the earth and'.mar_l3 sometimes indipated at that point by a
circle surrounding a dot" (353). Father Rorty's Cross has
at last found its true placevs
\

Denham has never wanted to control anything-—man,

"‘mountain or story. Stories instead have “tracked" him

¢ .

down (247). It is not-incongruous then, as some critics

have suggested, thét’Blackig should be theilast.to bring

tidings of Tay John. Denham was not in on the beginnings

of the legend, and it has been elusive all the’ way through,

L]

"The story," contrary to Pndaatje's view (283), has not been-

"taken away from Tay John,"

he .is rather placed at a signifi-
cant distance from it. And Denhaﬁ is still listening, as
,usual, to the tale of the hero from-another. I believe—
haﬁa égain in disagreement with Ondaat je—that more than

ever we can "trust and believe" in the character of this

new story-teller, part%cularly where the story's important

mythic aspects are concerned. The Story after all was

t



" mountain river from which life and story run. And unlike
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meant to be rough ét the edges. HDenhgm, in fact, in his
éeéming indifference, might have simﬁly wagted to escape
the sense of its ending. Blackie may not ‘be able tp "relate
it," as Denham did, "to'the known world," the ordinary world,
but he is the ideal narrator. to relate it fo the be?ond, to
the ektraordinary legendary wordd -of vision and imagination.
~ His voice 'is prim;tive,‘something like the voice of
legend. Oracle;like, it resounds "aé if from a cave."
S&ch,a voice shapes expe;ience differently and gives a final

value to the mythic point of view, to the mythic place.

While Denham moves in and out, Blackie almost continuougly

[}

‘participates in this world. He is, 1like Tay John, close

to the source of creative energy, the source of the wild .

some of the othe}s; he has no desire to\change its cou}set
He is from the "country beyond": "wild country. A very
mther of rivers—a mountain still unnamed is there."
Blackie w5;deré at this world he lives in and, with his
furs, garners its astonishing tales. ;

. He looks primitive too: rather like a bé%? with his

" "arms held in front

"shambling gait," "ponderous hands,
of him, stiff and not swinging." Indeed, with his. black
beard, "eyes deep in under shaggy eyebrows," and "dark brow

' he is somewhat of a wonder in himself. 4

of a prophet,'
Moreover, his single name is animal-like. And to be animal-
like in O'Hagan is to be superior. Also, more than any of

the other white men in the ,novel, he seems to affirm his A
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birth who lived thirty-three years on earth—in the end,

' ) . 184
existence as his. .
Blackie's eyes are assaulted by the city. It is the .
ﬁoutside—fa good word that, to denote the man's experience

\ b Y M
of leaving the shelter of the world he knows." The "outside"

is where the darkness is veiled, O'Hagan has implied, .(New .
. , R ’

. .o R L/
York was an "outpost of man in tlmg"), and it is here thaﬁ

-

Blackie needs corrective glasses, here that he cannot trust

his own mythi¢ lenses. He belongs to "the time of this in

's time.,"

its beginning," but not to“"men
His "ritual and suffering" are those of "travel—man's

form of worship\of the vast round earth." Is the story or

the quest related, as Kroetsch said to Hancock, to "human *

loneliness. Travelling the world back together' (49)7?

On his é;avei$, things shine anq speak to this, our
last narrator. Unlike Father Rorty who tried "to see the
world". through his lock of héir,—Blackie sees and hears and
tracks the signs well. Hi; quest leads him, not to the
Cross, but to a scene which has an dura of the empty tOmb.:\
And—as did the disciples of that othgf man of mysterious
Blackie be}ieves what he wants to believe.

The NWMP are aAdifferent story. They require evidence

"to make a case." .Surrounded by shelves of reports—dead

®

records—Wiggins "worships }he achievements" of a different
P ¢

kind of "Force." If the body is' the pattern of the spifit,

he is a perfect example of the Canadian respect for business-

B

like law and prder, the world and story éé.logic. He has

his own way of seeing: his "shield?d" eyes are "half-opened,"

4



suggesting shrewdness. His moustache is like a paberiélip
on his'grgykface,.the Yrasp" of his black hair is "wiry"
;nd‘s;*is his voice: "it twanged like a b;njo." His sﬁoul—
ders broad and powerful, he is rather like a god himself.
benham feels that he could fold his d%§k Jliké a book,

clamping his inkpodt 4nd papers in the middle"-—another - .-

N .
.example of entrapment.

Wiggins is interested in labels; not in reading the

-

enlivening labels on whisky bottles; but in imposing labels

'on people, labels that degrade, that name people not as

» -

whole, but, as parts. Tay, John is. "a yellowhead," Ardith

is "a pair of legs,” "a tart," "bad meat." . "Mark my. words," '

says Wiggins, sbunding like the_ﬁeremptory Dobble.

The authoritative emphasis on "only the facts, the
p y

failure to employ the "human in langulge dismays O'Hagan

much as it did Dickens in Hard Times; Such vanity does not
provide the answer, the "f;nding,“ There are no&plgiq facts
in art, in Tay John's stéry, in life—only degrees of
plausibility.

~This is increasiﬁgly obvious in the last five pages
of the np&el, and since thgse few ﬁages have. a significance
far' beyond the amount of sp;ce Ehej\eqchpy{'théy wiil be

given separate' attention,

-185
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' Last Things ‘ _ \

Behold I show you a mystery. . . . We shall
all be changed.
' I Cor. 15:‘51 -

-t

Existence. is beyond the power of words .o
To define:
Terms may bhe. used
But are none ‘of them absolute.
The core and the surface
Are essentially the same,
Words making them seem different
Only to express appearance. .
If name be needed, wonder names them both:
From wonder into wdnder
Existence opens.
Tee 1

”
.

”

Beyond the -bounds of our staring rounds,
Across the pressing dark.
S

., - Rudyard Kipling

~ . %
The breath of life moves through a deathless valley
Of mysterious motherhood
Which conceives and bears the universal seed,
.The seeming of a world never to end,
Breath for men to draw fron as they will;
And the more they take of it, the more remains.

The valley spirit never dies. S
.. | Tce 67 . ‘
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- . ’ 4 © _—
Wiggin's facts .and Blackie's wonder: these are the two *, -~

approacheé to the last passagés of Tay Qohné—the Einbl}
circle of story, of man, and of mountain, the.ineffable .

a

. .circle of Christian, Taoist and I'ndian thought. . )

¢

As O'Hagan said of Almighty Voice (Wilderness Men 65),

Tay john "is now trayelling on the border of'tﬁqt shadowed *
A : ) .
kingdom beyond which words do not carry." Blackie's wondgf

2 4
. .

wins out. All the words of legend, of hearsay or of ‘evi-

1 1

dence are, when it comes to death,. without a finding.

Rather this "shadowed kingdom" needs what D, H. Lawrence" . .
called "some welling up of religidus sourcés that havehbéeg_

. - shut down in‘us: a great yielding [recalling Swamas' bows]

a ~

rather than an act of will: a yielding to the darker, older > .

-

unknown, and a reconciliation . . . the natural mystefy of

'

LY 4

power “(qtd. in Walsh 206). ‘ - v

§ LI

Power in the novel has always been in the bow rather. .

than the arrow, in _tree and river, in mist and wind and
v . v‘ - hd -
snow. While_eafiief it was the ‘roar of the creek that dis-
! '
' -t ' ) v [t R PER
o ’f tanced the observer from the drama, now.it is the howl of
. . . . i . v . B 'J - R ’ i
‘the wind., It seems appropriate then-that Tay John complete '
his circle -veiled and enfolded in "a curtain of swirling
. -~ s )
gnow'': : » S N
- ) « « «» his figure appearing closé, then falling uéf
- o back ‘into the mists, a shoulder, a leg, a. L '
. - ~ snowshoe mhving on as it were of its own ac- "
‘ cord—1ike something spawned by the mists ,
N striving _ to take form before mortal eyes. (260).

e ——

Tay thp.is both spawned and spawning—with its dark

sacriﬁicial undertones. And it will cost him his life!:

r
r



Blackie ‘tells. Tay John—this man- who has alvays swum up—

. .

. : stream——xhat he is 301ng the wrong wey. © But whichhway: .
does he want ‘to go? \\: . ' S T ‘1\-
N ) ) . LIfe on its way peturue to a mist < )
AN ‘ ' Its qulckness is itsg Qﬁletness again, ° (zgg 40)
-% . \ -a_yikeithe story itself and 1ts~own'"fglling b;ck into~the
' ‘mi§ts," Tay John has ever been striving to take form. And .

J- o - :°‘0\‘ »

) 'like the story too, he is seen here 1n fragments, in glimpses,

AN Resembllng Tay John's shadow, Ardith lies silent upon -

- .
- . . . ' ~ B - %

: , the toboggan pehind Tay John), her hand still tracing its own

- —

furrow, _her mouth’ slightly dpen and fllled with snow.o'She

v

'« marks thé show and it mtagks her! She is dead. It is

. again "half-dark like night," this resonance of Good Friday

-

recalllng Father Rorty s words about "6ur Saviour's death,

about the Truth and Beauty .that come "from His agony, not

. i o
. from His words," . S . 1
- [« : o

- Civilization curiousﬂy ;nErudes,on this almost mystical

~r
s

. /7 .
« scene. Tay John first asks for a doctor, and then caves in:
' Then he looked, upgs“He said to me, not
s askin' questlons this time, but telllng e .
T~ - me: 'I'm going 'to a church. There's. a . .
N church over there behlnd .the moun¢aﬁn. ) ’
. ¢ . An' we couldn't even .see’ the o
& . mountain with the snow and the wind - :
howlin', e
¢ v, “ - .. . .
Is Tay John having hallucinations as Blackie suspects? Or
~ . ° " :\\ - .
is this a transition from concerns of the body to concerns

. 5

) - ‘. .
- of the spirit, a final crossing over? Heaven and earth-do
. [ % .

» - g

"seem to mysteriously merge-in.these last.scenes. The code

and poetry of the ancient Tao Teh Chlng sensitively realizes

rf“ the 1ndwe111ng patternsr—sxlent and v1sib1e, evanescent yet
- “.‘ . ~.>": . ‘s

»

* Tre
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-

. ‘T ) -@
1 \- * . -
. - [y 'b‘ - K '4
ce;tinuous——for us: - ‘ ,
What -ve look‘for béyond seelng
And»call the unseen, ALt . } N s
Listen for beyond hearing . .
: And call the unheard, .. : Y
Grasp for beyondvreachlng . .
And call the withWeld S o,
Merge beyond understanding . . -
- In a oneness o . o~ a 2
Which~. . . * ’ .
Forever sends forth a succéssion of living things,
as mysterious
« . As. the unbegotten existence ‘to .which they return.
) - - . . . Lt X i
.Meaningless images, . - Tt
N . In 4 miragé - - _ ’ N
, Yet one who is anciently aware of ex1stence ‘
i . Ist master of every moment, - .
- . Feels no break since time beyond time .
o In the way life flows.;/QPTC 14y .Y, oo
+ Tay John® i5 such a one. ° N ‘ ’ )

‘The revealgﬂ world of the spirit, be it 1n'Taoist,
Chrlstlan or Indian thought,‘and tﬁe cycllcal pr1m1t1Ve ]
world pf‘neture now come into’ allgnment—#where they really

',have been*all along. " Tay John has always llvéﬂ by the
power of tHe unseen, has understood the 51gns. For him it
& > o .
., »,
will not hdve the terror of the unknown., . ,oS
The earlier images revive, with no mention being made
- -, R .D‘ \/
of their connections. Tay John's shadew—"the day's
v/ '.“ , \«\
memories of the night . . . his dark garment formed to, .
» h '
' . p
the image of hi&hend?—fand_the word left .in the vdﬁley
~. are his uﬁconsciOUS'teminders,\and oqrs. He had not an-—
- p LRI S
swered the call to return &t\the time of h1s vigil; it is
— 5 Y
novw time to make the passage, to answer the one "whose call °
he had heard‘ whose’gaze he had met" (136). He'can do so
'because he has been "shaped,”" not Qy civilization, but by

A

L¥e
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: thesé'"hills around." They lead h1m to—-again w1th Blblical

’
a

.echoes——embrace the sufferlng and dehth ‘that are his destiny..
) » ' .

We remepber also "the shroud by his mother's QOmh," the

womb of his Indian mother who was buried in the Shuswap way

in the soft earth on the 51de of the valleyt The Creat

~
~

Spirit often comes through visions, and for the:Indian the .

-

-~ . L3

world of nature itself is‘a sheltering sanctuary. - Indiahs
\

]

associate mountaln passes w1th the mysterlous forces of

ancestors- and deltles (Maclean 312), and soqetlmes "locate

"

he Land of~8p1r1ts.beneath the earth or in "a distantﬁcaiern

in the mountalns where the v01ces of eternal 51nglngmucan
be heard (Jenness‘l65 175) Is Tay John, then, again ..
1istenlng to something the other "couldn't hear"; In ‘

I v -~

Wilderness Men OiHagan'spoke of ‘those"who seek not the

-

mountains' conquest but in their obdurate fock &nd ice, the
N "o v S : ' '
truth” (181). And Warren Tallman suggests that even in the—

cold and.the storm "thé. divinities speak, f at all, to

those who lone-it toward the mouhtaid pass'" (248),. Per-

haps here reality ‘becomes trangparent to another even greater®

) . | .
I

Tay John doesn t fall Like snow in flight, the snow

reality.

*

Y4

- which earlier suggested a world animated by splrit, h

p—,

e
moves against the dark, rides with the wind. In his oa%:::—'

.
- »

.ment to that mahich is unbhrn,#he is in accord with what ™the

primitive opposed to death": . .

his. confidence in the "solidarity, the un-
broken indestructible unity of .life . .
the deep conviction oI a community of all

190
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living beings—a cogmunity that -must be
. preserved by the constant efforts of
, < man. (Ca851rer, Essag 95)

Tay. John's efforts leave him 1ookin "lean :.#, . fierce
y g :

e

s .

_and starved," récalling images of the martyr saints.

enters the earth with a burden, as he did at the time

L0

his birth when the last bow he_a;femptgd to take into

0

‘He
"

of

the

grave "was so heavy his body bent beneath it" (38). Then

A ~ . . \ -
too he revived... He apparently goes on, climbing "up the

valley," till h¥ comes once again to the fork of two pasées..

14

°

’ In. the hauntingly heautifﬁl final sc%ne; he is a symbol

“ )

bf "life which cannot die’,"

of some_ far-reaching mystery of

—e

which this existence is only a'bart:

4

It was dusk by then. _, Cold. A tree

-, cracked. Blackie's bregfh rose . . . as’
grass smoke before hig eyes. There was |
no wind. Tﬁe snow fell in great wavering

~

flakes withbut. cessation, as$ if it -would

go on snowing for .ewver,.as if all the ‘
clouds had been upended. The trees, the ;
mountains, the ice on the rivers, all
the familiar world, the sky itself;'were
"gone from sight.

.Blackie stared at the tracks in front,
of him, very faint now, a slight trough
in the snow, no more. -Always deeper and

. :deeper into the snow. He turned back
v then. There-was nothing more he could
. do. He 'had the feeling, he said, that -
Tay John hadn't gone over .the pass_at .
all. He had just walked down, the™ .. «:*
toboggan behind h1m, under .the snow and °
Coa into the ground. -

~

i

wingé down at dusk making Pthe siquce viSibie"CCQI)ﬂ—é

511encé made palpablg, artlculate and hallowed in the

breath rising like g{ass smoke, 11ke -an unearthly Ind

incense. The "silence on the snow" can{be, hovwever,

1 .
o

1an

"like

On an earth still and hushad, the cold snow, as béfore;



a name whlspered in our mother s” womb" (ZS), or the silence

. .
- N . .
H

¢
% ] e

of “the world belng made" (80).

r

Tay John's brief days on earth are thus guietly one

I

" with the cycl® of 'man, of mountain, of story. As an "image

bf the world," he is "continuously, endlessly, the dwelling

-

\

of the novel eomﬁunicates, in spite of no evidence. o' Hagan 8

of creation" (TTC 28) In dyiné he glves 11fe to the legend.

And beyond the duallty of the two passes, is' ‘the’ '

"revolving life" of creation, from,the-primal "time of

this in" its beginning" onwards- to the final curtain of mist
and enoy. ’,
. L - LY

Throughout the.'story the emphasis has been on not only
N . . ‘

"oncedupon-a—time," but on "time-and-timé agiin," the pat-
-~

tern of the - cycle. Thé vast indifference of the universe

*
i

takes life, bhé it gives it back again. The plangent poetrf

"some klnd of a presence.

‘The end;of Tay John suddenly_ pulls the reader to a stop.

But the beginning of the book and the beginning of Tay John's--

.- - . '] .
life were ushered in with the changing of the seasons. Sure-

ly, "man,'the child of darkness" and his "story" will have

"reverberations in a future still unlived." For beyond the

1 . >
mountains is a sanctuary. From 'wonder into wonder/Existence

opens" . . .-

The valley spirit never dies. o o

X, A *



. > . ! , LAY N
e 8 ‘ . N e oL
-’ . ‘ E) - .
. : » . N o . 193
v ; ce . -
P a L - -~ : «
. o ~ .- r
- ™
: . Notes . Yo L -
LS o . - Co . ) . ' ' LIS
e ' , N - H . + N . . ’ - 20
' T . , A .
) In Jung, Man and His Symbols, 240-244. . .
. . , . .
L4 [] by
’ S Ode"Intlmations of' Immortality." ‘ \ x %
= 1
] L ‘ .
) - *“-'\ In Indlan lore 1t is believed a bear's spell will - -
ﬁause the womb to be ¥child~ heavy "o . . -
.o _‘ R ’ . . .
. . . . X -, M (% S
‘ The last -line is .from verse 6 of the Tao Teh Ching, :
~trans. Gia, Fu. Feng and Jane Epglish. -Vintége Books, Random
House, New York 1972, : , , ] TN
1 i - " " . - ¢ | o
-~ % ‘ ¢ ) ) ’ : ’ >
’ ’ ’ . L L J )
-" .. -
8 . ' .
) .‘, » . [} , . i -
i e ) ‘ [ + - - . ' .
- ’n v H " P
) - l . N * ! - . " a > ’
. ‘ . . . Yo
. N * P M
v 1 ’ ' . , v ’ . »
\ * S .t - . M . \ foe f -
. 4 . » . . Y
. - ' . . N \\ . -
' ™~ ' ‘ T ' l fe - ) ', . y o~ -
N C e . ) v x ,
- ) . « g .. , ) N - . .
< . ;‘ ! , R ! ¢ T . ‘u i ;- ’ / 1 :
. ,‘ ¢ , ’ ’. . a L3
. . . , R ! . . 4 ' -
1 ! ‘ . ! ) i . ' ,
.',’ "."’ » R 3 ! .' ‘ . ! ' '
+ - ’ I -
I3 Yoo LN N
- , . c . L . , ,
N - Y [ . * . ra ,
- . . . p 1l . ' .
X C y .- . , ‘, ’ ’ . .
AN 2 8 a (a ¢ - s ’ a < ﬂ',
: L ' e, T o ] ! -
- Al ) -, ' . : \ ' ‘ . A
H » , ; X i ' ‘r' - ‘ . , ’ b
. P . e ) ’«{ v oo ‘
, . 3o e .
’ - v .y é - v L] H
. L 'S , N - - , . v
N ot * . 1 -~ . - 'l . 1 -', \ . ‘.‘
' “ M « LT 4 ; ’
‘&- ’ > ¢ ‘ ' ' ‘\
L ) o : ' M .t _



-\ ) 7 . -’ . i _‘i . ot
\ « - ) :t. ) . ‘ ! A ¢
' ¢ { .‘I . n - . \ ' . °
: T .~ CONCLUSION'
o s - ' - .
A Y ' - - - N .o e o ' B T,
" - , .
. g WOrks ‘of art 'are of 1nf1nite loneiiness
./ and with nothing so llttle to~ be reached
" . ~as with criticism. :
. » v » i ' . Y Rllk’e -t ” . z ’
' ' ' e . ' - '. i ™ \ '
- For 'the letter klllefh but tbe spiri ’
‘ : » glveth 11£e. ' A \ N
. .o -
N 7L 1L Cory
. . - \X ’ R
3 N !
. . hY ‘ ' . .
- te If the poem is a real creation, jt ik a
. . ' kind of knowledge that we did not possess.
‘before. It is not knowledge ‘apout”
. . . something else; the poem is the fullness
‘ of that knowledge. « _ '
A R ate b
(’ o s N ' N N '
; - Man. rounding theaway of edarth -
" Earth rounding the way of heaven
Heaven rounding the way .
* ° Till the cigfle is £ull.
. . . . ¢ ¢ N
L
., ao Teh Ching 25
r “ﬁ “ '. -
. P ' ’ [ . . N
,‘ , e
' r". < ) ‘ b
‘ \ ;' AV, .
. ¢ -/ )

—-—~




<

° ’ L 4

. We have come to the end of O Hagan s "rough- edged‘
chronicle of the body s’ journey and t soul's®™quest, his
legend hearsay, and ev1dence of moments rescued from the

pllgrimage towards death. It remains a-novel unusual in

its approach and unfathomable 1n 1ts meaning, a book of ..
£ vt

which we will always ask questlons. Many of its moments

- «

are dlffused w1th a 1ambent and enchanting light, but per-

3

haps mare 1mportant, the darkness-is also unvei}led—the

darkness of- the spi;jt of man,’ of mouutain, of story. |,

.In the’reflectibe'paSSages, O'Hagan's;unique and -
haunting rhetoric bears,an;abSolute;y oersonal stamp,'the-
s{;mp of an originality of'mind inseparable ftom an origin—

v

aﬂity of language.. A work like Tay John, so remarkable

-

for 1ts‘¥hythm1c spontanelty, makes us realize that’ style

‘can be a whole way of ex1siing ‘ "Imaginations cradled 'in

N , .

a webp of words," we don't read it so much as listen to its

song as it carriés us along. The wind of the earth's pas$ion

L4

hlows through this story, and.is identified with‘the human

and the sacred O Hagan communlcates hlS v151on, its

.tragedy and its joy with.a sensuous receptivity to the wild-
. - ) : ' -

~ v

ness of individual response$ to mountain, to lake, to tree,

to other, juestsing men and’ women, and to God$
B ’ . . '

’

Pervaded with beth violence and beauty, hlS lyrical

. I

o

art, like agony, like eros, stirs the pulses to full life,
in a work that can be light-heartedly amusing, yet infi--

nitely sad, a work that is wide and dark and deep—a

reflection of how he himself understood llfe. 3‘;
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While O'HagaQ~believés "man is alone,

N * .

'
‘
LS -
. . - R «
. . - . - »

' ! -

. B .
» .

2

5 ‘ ' A ~ »

'The metafic ional style aqd‘hapdcrafted turn. of phrase
Qiscld;e a génuiﬂe responsibility to the word. &ax ighn :
speaks in‘a hu%a voice in'umde%stated, unaffectéa-’spare
1anguage that 1s‘often such that 1t ~might have come out of,

~

the,Blble, and much of it did. .;t is indeed Wheelwright s

"eXpressive or depth iangpage, the language of religion, -

poetry and mythe" . 2

‘- P

N .

‘0 'Hagan is.concerned not only with how myth is nade,

byt with how myth comprehends the world. ﬁis inihittble

medltatlogs‘on be;ng and réallty re;eal the 1ntersection of

the’ plane of‘the.absolute and unknown with the commonplace
. ' v v

and fgmlllar. Thps\the mythic and rémote become humani

while'everyday'expeziénce becomesnenriched,\siénificant.

Beyorid this world and related to'it, he'i?plies, lies another

world whose wholenessy harmony and order are inviolste.

.

" his best passages

" belie the grand dismay these words contain.

) 4

I

"We are not lost,""as Frye's Eskimo said,; "we are here,"

.

participating in the scene——by\a grave, in a high valley, i

\

in a clearlng in the forest, on a dark mountain top, and

— ”

at the close, starlng with Blackie at the last footprints.

€

In giving an original shape to his hero and to the

mountain, O'Hagan offers contours of meaging not usually
rendered at all in the novel form. In fact, so unexpected

are they, it is essential ‘that Tay John be read and re—-read
, — ’ .

slowly if one is to catch the coded language and spiritual-

ity of the subtext. . ' ' P

S
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We hgve attempted to answeér &he‘question,'"How does

v

Tay John mean?" Relevant now is, Susan‘Sontag's further ,

comment that such a work of-rart is'.of a' special order, that

- \

of the world itself: "Both are. Both need no jusfificatiog;\

I8 o i
nor could they possibly have any" (27). O'Hagan would {;ke
that. A ’ : T b

Certainly there is a suggestion of form, like the
earth, geperating itself in this novel-which begins in .|,

named country in dayiight, pursues a watchful waiting*on \

[y g

the rhythms of existence, and ends in unnamed country in !

-

outer darkness. : % "

t
-

O'Hagan has offered us a way of seeing and living .

Q

; :

life as creation, as. something to be understood without the

support of evidence or logic, a way of dealing with the Co
P . : ) L

conditions of meaning and not just meaning.

X ) .

In this tale where geography is character and t:he,:.EN

shape of .the land is the shape of destiny, "beyond thé

..mountains” is an experience not a place. Despite man's

-assaults it is still a pristine reminder of the promise ‘or
possibility of a reorientation within or outside the self.
And O'Hagan recounts through story what courage and folly

»

and hope there is in the endeavour, in tﬁé crossing-over.
] .
If he.had any 1ntent10ns at a11 in hlS writing—and
‘this he would deny—it would ‘be to free the)readlng of
‘story and of life from doctrinal traps. His concern witﬂ

que?t and belief seems\to suggest that we not ¢Youd our

l... . k3 0 \. 0 '
vision, that this is no country for possessivenessy for

o ¢

o
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dogma, and that only those who are in some_ sense primitive,*

only those who can endure xhehbatkwérd look, can séeJits

v -

real value. - In a land where. the mountains and their sur-

rounding solitude have the final word, all mere pronounce-
4 . > ! N . : 4
ments dare vulnerablefregardless of thﬁa?re%ensions to,

ahsolhteness withwhich ‘they may be Uttered,

O'Hagan then invites the reader to an experience out-

?

.side the system ,dt an extraordinary remove from the

t . .
. textures and farms of common experlence, in a place'where

myth and "legend pursue their truth' It is a pEPée where
to leagn is to know, as Swamaa”did, not by logic, -but "py

- -

" the place of the shadow that makes us human and

heart,

amor thdat makes us in the truest sense immertal.
\ Lo "'
Perhaps all truth, with its beauty,  its agony, its

vialence has something of the primalqscéne in it, something

of forces heyond~our capa;;t?h?b understand or control.

-

O'Hagan's is a voice that shuns the very 1dea of "knowing.
Tt calls rather for a widening.of the imaglnatloh,vgalls.

°

us to explore rather‘than'appropriate and civilize the

*

" unnamed territories of life.' _ .

.

0y .

v M
In speaking of literature as "conscious mythology, "
‘Frye suggests that what is important is "the position of
i e L
-the reader's‘mind in the end, in, whether he is being en-

- cduraged to remaln w1th1n his habitual soc1al responses

~

or whether he is be1ng prodded 1nto making _ the gteep and

lonely. c11mb 1nto the 1mag1nat1ve ‘world" (Bush Garden .236).

A

And 31milar1y,'Whee1wrlght be11eves, :The ground-bass of

H

N

-
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A -

poetic truth is the truth, contextual g&t,real,mof man's

[

poésible redemptieh-through the fullest possible imagina-

. , . .
tive response” (302). The fact that O'Hagan's "story" is

»

"heyond your touch" is perhaps the reason 1t hooks 1q§e1f

into the fabric of your mind and stays there.

5

g
The meaning of this r1ch shadowy, suggestlye Book,

then, lies ultimately in the’'reader's redemptive imagina-

3

tlon, in the wjlderness of unnamed country remaining un-

named, in mountains simply gatherln back theowords and

, -~

the silences of earth and remab{;ng forever closed.to the

recpnnaissance of ‘language and iogic. It is a book we

should begin with wonder and end with gratitude as the N

last images linger oh.
~'We cah believe .this ehding onzany'level we chopse:
. . S
It speaks of’e‘reelity, as Frye said earlier of myth,
‘"timeless and independent of circumstaﬁces,“ Tay John is

Sontag's work of art as a "vibrant, magical, and exemplary

object which returns us to the world in some way more open

A ) . .
"and enriched" (281); it is Palmer's work of art "in which

I . L . , , ‘ .
“being comes to stand"—a fulfillment that reason may refuse

‘ b . ’ *

" but which feeling accepts from myth and poetry without

.

argument. . :

| The reader is invitéd to allow the vision to complete
itself in him. Others will see things in this work that

I have not seen: thus a work of art has a life ef its own,
end through story, there is triumph over t1me—~through

this story that has been so vividly reallzeduthat we have

]

s
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