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o : Abstract o ;

Title: The Concept of Manawaka in the Fiction of Margaret Laurence: -
A Bird in the House, A Jest of GCod, The FireLDvellers and .
ihe Stone Anpel.

Author: Marilyn J. Rose

' Topic: This thesis explores the concept of Manawaka in the Canadian-
seb\fiction of .Margaret Laurence. N\

, N v

Manawaka is either the central setting‘ﬁr a germinal,
formative settfng in all of Laurence 8 Canadiaaebased stories. A
Roughly analogous io Neepawa, Manitoba, Hanawaka is intended
to be in the realiqfic sense a small Canadian town. )

But thawaka ia much more than a physical setting in
Margaret Laurence's fiction. A close analysis of A Bird in
- ' .o the House, A Jest of God The Fire-Duellets and The Stone

’ - Angel, reveals in each case a' female protagonist whose ’ -

. emqtional repression 1s related to Manawakan values, but whose
attitude toward Manawaka is fundaﬁentally ambiguous. The
|
resolution of her conflict in each case involves realization '

that there are bésitive: strergth-giving aspects of the

yheritage, as well as negative masking characteristics.

n esgsience Manawakan values are "puritan" values; , -

it can be thet the Canadian literary experience is also
"an essentially puritan one (in its positive as QEii as
negative aspects) Thus her concept of Manawaka places
Margaret Laurence s work in' the mainstream of Canadian fiction
"(which is not, of course, to deny Manawaka's more universal
literary significance). l .
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Introduction 7

: . . With The Sto e Angel (1966). Mnrgaret L,aurence made a very
B B

) copo:lderable literaryi reputation. S. E. Read called the novel

¢

? . , . cluoically conce:lvdd beautifully controlled, and brilliantly

: vritten," 1 and hrry’Callagh:n echoed hin, recognizing Hagar Shipley as

"one ff the most conPell:lng figures in our literat:ure._ 2 Laurence's

tvo subsequent novel’s', hmver“, have ‘fared less well. 1In conparisoq.to,

@

-

Hagar Shipley, the daughters of l;iall Cameron are generally seen as

nourotlc. ingrown and unappealing. Den.pis Duffy, for exauple, dismisses S

the plot of A Jest of God as commonplace and banal. (remarking "Well

we've certainly h ’rd that one befote. haven' t we?") and calls che novel

"mteresting #xetciae for the left hand, perhaps. 3‘ Sinilarly, ,‘ i

’ r. W. Hatt finds Stacey's four valls in The Fire-l)wellers "too narrow

s

for Margaret Laurence's "'genius" to flourtsh.® And Phyllis Gotlieb —7

"challenges Laurence to go beyond "what everyone ‘knows but do/esﬁ/'t say,"
noting somevhat ruefully that "Margaret Laurence's m“’pun v 4

to be :our world of coffee pots, headache pills, and ;agging flesh,
~ v < \
overshadowed by apocalyptic ‘fearo."s g

8

. There are two problems with such.criticisa of Laurence. First

" of nll,.:cvlmro l}qve tended to expect Hnrga;& Laurence not to

-
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in Laurence's work. N B

experiment or change, but to continne writing in the mode of The Stone
A_ﬁ_ge_l‘. Secondly, and more important, the cha';:ge of confinement in )
i?ylel and gsubject matter in her later novelp i}:pli.é& failure on the
part of critics to fuilz appreciate the important function of Manawaka
Margaret Laurence herse\lf has piaced much etypl;gsia on the
depiction of "place" in Canadian liierat;xre. In a 1;70 'interviewv, (for

the Ont'at:loh Institute for Studies in Education), she quotes Mordecai .

Richler as sayinpy of Montreal, "This was my time and place and I have

_ set myself to get it exactly right;" her <time and pl;ce, she continues,

is the small prairie towm of the 193033.6 Thus Minawaka = that

archetypal Canadian small towm which underl'ieq all her Canadian-based

fiction — deserves close examination.

v

Manawaka is, it 1is true, a likmited and very limiting

environment in the Laurence novels. But it is far more than simply a
pl;ys:lcal, setting. Rather, Manawaka is the formative influenﬁe in the
1ives of Laurence's female protagonists. As different as Hagar Shipiey.

/ , k .
Rachel Cameron and Stacey MacAindra 'are in many \nia, Manavaka forms a

i -ost cohesive link between the-- althongh all feel cqnfhrd by Manawaka

Mthlly. their growth in uch case dependt on hov they ultiutely deal
with the Manawaka in themselves. °

If it can be argued that the presence of Manawakas in c:éh of

. Laurence's Canadian-set novels is fundamental  and uign:l.ﬂcant: many

furtﬁer*questiom arise. Can the wonen be seen togethe‘t ‘as producta of
a common Msmewakan herir.*'( Are the hefoinea of Laurence's Cmdian

novels actua(}ly various faces of .the same female conscigumeu? Is it

’

A
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g useful, perhaps; to read Hagar sShip].ey, because of her advanced age, as

N )

a culmination of, as much as a.précutaot of, Rachel and Stacey Cameron

.(dehpité the exterior chronology of the .novels)? Indeed, would it not

N be helpful to see Vanessa MacLeod of A Bird in the House as an '

- . adolescent, germinal character instrumental in interpreting the other

L4

» . threé characters? B . . -
LN . /,. 4 . T - . . 1
. An exploration&f the concept of Manawaka in the Canadian-based
- fiction of Margaret Laurence — A Bird in the House, A Jest of God,

1 ’ The.Fi.re-;Dwellers'and The Stone Angel - seems warranted.

My examination ‘of Margaret Lauggnce's own concept of Hanavéka
b will be followe? by a close 'study of the role of Manawaka in éach of her

Canadian novels, beginning with A Bird in the House. The novels will

L

be examined in an order based not on their dates of publication but upon
L N

the age and development of the protagonist in each case: Vanessa \

.!hcl.eod an_adolescent, vill be discussed first, then’ the spinster

N - Rachel Ca-eron in A Jest of _@. followed by Stacey MacA:lndrh, the

. mother in The l-‘ire-Dw'e.llers, and finlally tlgefold and fierce Hagar .

. Shipley in The Stone Angel. " Such an approach makes ‘it possible to see

Laurence's no;e1l° collectively, for tpggthet they pottrgy four phases of
¥ ‘ female life, from youth to old age. o ‘ |

\7[/ At that point it will be possible tb explore th;ough Manawaka

e ‘ ,the cqnneet:lons between the novels, and their protagon-ists. and to

o dhc\u. the mning of the Manavakan experience,. which is at base

. ‘ . K htgcly a puritan experunce. " From there one may atteg:pt to usess’ )

. ' /' g.igatct i.aurct;cc's role in Canadian literature, by aetti’né her depiction

0 . / ‘of the Manavakan expeticn:.:e against cu;'tent hypothe‘u;ﬂ about the natur‘e




: ofo the Canadian litetatf ex'pgrience. ' | ‘
In all of this Manawaka ria’ ti:entral.' Taken together, Hagar |
Shipley, Rachel Cameron and Stacey MacAindra ~- along vith their |
.*. prototype Vanessa HacLeoci -_— 'coiptise Margaret Laurence's composite '
e portrait of what it means to the sensitive individual to be

»

"Manawakan"; and ‘th:ls'relationship'of the individual to his "time and

T .
- ‘ghce" is at the core of Laurence's Canadian-set work. . f
- . !
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Chapter II" - . °

Lauren_ce's Fictional Aims:
The Literary Device of. Manawaka
- ‘ . .
Harg(tet‘l.aurence has’ clearly artic;xlaééd her artistic goals ‘
and the ‘ﬁlace of Manawaka within her‘a::t:lstic framework. .
. She states in a 1972 intervieu with Q;:nald Cameron that as an v
;rtist she prefers to deal in the world of the d™inary, and to .attempt,
above all, to create one living character in each book, to examine a
single character at a time: r~ . i L

]

I realized quite quite quickly that what really .
grabbed me the most, what I really would like to . | ‘
do the most in a novel, was to, as far as possible,
present the, living individual om the prinied page,
in all his paradox and all his crazinesas. ‘

- ~

The "living individual,” moreover, should be as fnr as pouible an
ordimry per,on, vho in his suffering and confusion 18 as ilponant
those wlo. are powerful and mighty. In}the OISE inteniev, Laurence

quotes .Arthur Miller, stating that het artistic article of faith is

Willy Loman's wife'n cry, "Attention must be paid" to the ordinnry ~un.z

And 1% her 1970 interview vi:h Robert Kroetsch she gocn even further.

)

"emphagizing that although her charactera, upecially nlgar. ﬁio often

called archetypes, "this is the 1q>ortant thing .bout archetype. -— t?(y }

have to come across in the writing as individual pmle. n3 it is their
. ' r" |
N . v "» .

o e " " |
: " ., 6 - \
‘3 15\“‘“ ': N T » .

‘M T ;UA\ X ~.k"e§r i )

3 . _'. ) <



e

individuality that iattara noat.. L R

o
»

Laurence alao emphasizes, however, that her way of aeeing auch

ordinary, atr%gling characters 1a darectly connected with her own

%ackground as a "smalltown prairie peraon' né .she stresses that ' ouly a

.
Canadiaﬁ born in a smsll prairie town could write about that very S

daeply from the 1ua1de and that . . . 1- -y buaineu."'? Hence the

character vhoae pain Laurence expacta the reader to feel 1a a product

of the author's own background s background that she definea .

Qaradoxically’ as a -

*éanadian fict:lon. the town called. Manavaka. -

kind of juxtaposition . .. . on the one hand a .
repressed community, on. the other hand'a : . .~
community in which the values of the individual T,
vere extraordinarily res;ognized, if only

sometimes by implication.

~.

Bar tool for portraying an individual atruggling againat aueh a
rapreaaive co-aunity = which is at the same time a sort of dynamic

force on the :lndividual -~ ia that most peryasive presence in all her

7

Hauavaka is very raaliatical‘fy portrayed 11( Laurence s novels,

and is, of course, closely wmodelled on Raapava. Manitoba, where Margaret -
Laurence was born and gr'av up. (Sueh realistic detail is not aurpriaing

.from one who praiaag-'Nor-an Mailer for his comtention th;t in fiction

"the truth is in the da‘tail.'J) ?

Today Meepava is a retail and aarvicau:entr; for the surrounding .

diversified agricultural area -- "grains and grasses" in Manitoba

terms 8 but.it was settled in the lite nineteenth century by fScots-

_ Presbyterian families fros Ontario, one of whom, Mrs. Laurence's

paternal grand;atliar wmaa. 1ucoritorated“ the town on November 3, 1.883.9

ae
S
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P .
. Her uteml grandfather Sinpson ‘:XP one of the earliea: settlers/ 4

Reepa\u has a rﬂver, numerous poplar }and spruce treel, a Regal Cafe and
Flamingo gance Hall, an air tuin:lng base (or had, during World War II),
a{d the nameg of Shipley, Curri€, Conner apd MacLeod cgrved an the

N

» gravestones of its early settlers =—Yall featurzi\of thel Mnnawak'an

»

' - Yet Manavaka is quite ghuiously more than a thinly-disguised

landscape.

~ biographical setting. As Edward McCourt remarks, "any native westerner

who reads Margaret Laurence's novels will be able to identify ‘Manawaka
2 o . S
as the town he grew.up tn."lo and Margaret Laurerice herself v
»

acknwledgea that it is intgxded to be. in her vords ycu—wlgn of

wll

many praitie ‘towns." In fact, Neepawa very much reseables s:lnclait

o

Ross' Horizon in _A_g_ For Me and My House, vhich Laurence in her ‘

" 4ntroduction to the book professes to admire because "It pulled no

punches about 1life in the stultifying atuocphere‘o'f small ingrown tovpi,

and yet it vas 1lluminated with conpauiod."lz : ’

‘l'hus !ﬂnmaka becomes the archetypal Canadian small towm, *
1“1“&(1 — and hence ingrown -- against the cold, the sea or (in this )

'" case) the prairie. Given ‘i";s symbolic ‘&Qc_ti:pn as 'a.ganisbn against

' the prairie vilderneu,b then, aka bec;mu much more than a

LN

realistic setting in these novels. It becomes a fomtivc influence,

‘a way of responding to life. Bowering calh the town “almost a

14

character" 1n Laurence s fiction. Ednrd McCourt, 1n ‘l'he Canadun

q

Uut in Hction, goet fnrther.. ho ‘sees Manavaka as a "shaping fotce

vhich "exists primarily as an .1nf1uence on the human spirit ... . a
" r X oL . ' . oy
. shaping force which either emancipates or -stifles, gives peace to or'




R

. makes mad its creatures."

/strength of Manavaka is largely related to its function as a repository

. ' ( 9

[

15 And this is the town where the genLrations .

- A v

of Laurtymce'a character; gtow up -- Hagar Shipley in the 1890's, and

Vanessa MacLeod, Rachel and Stacey in the 1930'5.1\()5

\ There is ne_g-xit.inn comtfj.n{ng Hcmgiaervdtion thaé Manawaka
is a force lfor g%;&‘zéiig for 111 with an emphasis on Laurence's choosing
to write about s;vetal generatiohs bwhos.e e‘xperience is shaped by
Manawvaka. 1In a recent interview with Graeme Gibson, Hargarét Laurence
states a concept fundamental to her work: "I can't believe that all of

nl?

life 18 contained today, and the past goes back a long way. The

qf‘ancestral values. It has for ‘generations endmied individuals

vith a certain staunch pioneer spirit and a highly verbalized sensibility,
wvhile it has simultaneously demanded (through the family, with its heavy

ancest“nl ovértones) a certain exterior conformity to community values

£y

from its inhabitants. The result“ﬂ.s a fairly ambirguous pufl} mon its more

sensitive citizens. —- toward communal conformity (for that ensures v
survival in tﬁe prairie wilderness) yet, paradoxically perhaps, toward

|

individual action and ulet*ion (fof that pioneer characteristic ensures

individusl .survival in any diff t enviro'_nment).'

!
There-is a point in the VaneaLa MacLeod stqries where Vanessa °

. stares at u\hp{ Mask qf the Haida Indians, a mask that she associates

with her graqdfathe:g. a fierce old man who wore a bear coat like a shield )

-

against the world: . .0 =
1 imagined Icould see .somevhere within that o
" darkness a look which I knew, a lurking
bewilderment. I remewbered then that in the
days before it b‘c"'fal museumn piece, the ‘uak
had concealed a man.". : :

- -



, 10
~ ® ‘ . . . s
) The image, in view of the mask all\Laurence characters adopt .and the

3 {

¢ bewilderment all experience as :lndi,vﬁunlo bme?;l} it, 1s crucial to

understanding the work of Hargarét Laurence. As F. W. Watt states, in

revieving The Fire-Dwellers, tixe» great "discrepancy between private and

19 and for Margaret

public selwes" 1s surely her central theme,
Laurence's repressed female characters, who are formed by Manawakan ..

experience, the tension behind the mask is almost mbe-rable.zo ) R

’

4
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beto this edition a'nd will be 1aegtified in footnotes only by ti\e’ .
title of the story and the page number. In later chapters, page

references to A Bird in the House will be identified by BE and- the pdge

|

“

numbers (in pucketo) within cﬁe text,

~

19!'. W. Watt, "Reﬂew of 'The Pire~Dwellers,”" p. 87. .,

¢

It vJuld be 1nteresting to probe the feminist aspecta of '
)hrgaret Laurence's wricing. In 4 voman's ug‘zine article she adnits

ghat she has considetrable ly-pathy for the women's novelnent, but- that g
her way of dealing with it is not through protest or prppagan(;a, f;)t‘ “
"It's a case of reforn tactics agsinst revolution and my va; 1:: Qa the v
%ividul poychologﬂ:al level using fictional characters."

| .

. Donnalu Wigmore, "Margaret !\.mrencc' the Woman behi.nd thg Htiting.
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«
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Chapter III / T

N ~

A Bird in the House

. E ]
‘ Before examining Rachel Cameron and her sister Stacey (or even
Hagar Shipley) as products of Manawaka, it is most useful to look at -

Vanessa MacLeod. Vanessa appears as the central female “consciousness"

in A Bird in the House, a collection of short stories so linked by the

consistent voice of thé narrator -- the growvn-up Vanessa — that it can
be called an unconventional novel.]'

There are several reasons for at\uMg Vanessa. Margaret
Lpurence- (1p the OISE intefv:lew) has called Vanessa her only
nutobiographicai character,z and wve know that it is oignifica;xt that
ﬁargaret Laurence vrites out of her own past experience. ‘Aho, -Vanessa
-g’t"ev up with the Cameron gh:la. going to dances with Stacey, and she
therefore sha.rles experiences with thu.?. But, most of all, Vanessa is
an adolescent: she is the Manawakan personality caught in its
developmental phase, and she sheds, therafore, much liiht on vhat Rachel

)

and Stacey have become in their thirties.

. Vanessa perceives Hamal;‘ as a very repruiivc place. Because

¢

she s atill a girl, family-enciosed, her(p;rcepttm about the tovn's
rigidity are focussed. on the Brick House" of her grandfathcr.‘ Its

rooms, for example, are ordéred against lponuum life:
N 1 . )

14
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v

The living room was another alien territory where
~ I had to tread warily, for many valuable objects
' sat just-so on tables and mantelpiece, and dirt
- must not be tracked in upon the blue Chinese
- carpet with igs birds in eternal motionleas
flighe. . . . ' N

ey

i e

From outside, the house is "sparsely-windowed as some crusader's v,

- “ -t

~ b

embattled fortress in a heathen wilderness, its rooms in a perpetual

gloom except in the brief height of snner."s i
} Yet her choice of words, in seeing the Brick House as a

"fortress” is significant, for Vanessa — though she is a child —

- cxperimcec some of the ub;valencé toward Manawaka that Rachel, Stacey,

and Hagar do as older women. At one point, seen against the violence of

nature, the tovn's protectimi seems appealing to Vanessa; the night her

father '11;3 deathly 111, Vanessa lies secure in bed, but avare of a
high vind and the "vinter-stiffened vines of the Virginia creeper that
scratch 1ike small persistent clawvs against the red brick."7 On

another occasion even her grandfather's barrenness seems gentlér than
the natural world beyond him:

The yard of the Brick House looked huge, a white
desert, and the pale gashing streaks of light
pointed up the caverns and the honqvgd places
where the wind had sculpted the snow.

loncthglc‘s’i".‘ Vanessa does perceive Manavaka, in the main, as
phy.ic‘lly austere and repressive; not surprisingly, to her the

' | { . environment is slso an emotional fortress. In Manawaka one is a

9

prisoner of his ancestry, as her father _tells' her;” one can never openly

depend on others in the town for help, as her grandfather teaches her;lo
/

sod one must above all control oneself, as her cousin Chris admonishes

o 11

her. Significantly, wvhenever Vanessa needs to be tewotari}y

- - ° s

© - % r
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emotionally free (to recover from a de;!h in the family.12 or to

Q
conduct her first love affair),13 she f}ggg to the fringes of town

where ihe wvildness ﬁf the natural world éeems to support spontaneous

emotion. !

-~

LY

. Im fact% the qssenée of Vgnegsa's growing up in Manawaka is her

. . AN
learning to wear a mask. She must control her face andxbody. As Chris

" says: "let's ledra to be a little tougher and not let on, eh? It's

=,
e

neceséaty."lb She must never make a "publih‘spectacle of herself" as

Noreen does in her emotional orgies at the Temple of the Risen and

o

Re'born.15 Indeed her primary tutors in such control and concealment

are her mother, Beth, and her beloved Aunt Edna, who furiously smoke

!

upstairs in the aged parents' home (in order to relieve their“emotional
tension), then spray the air with Att§E>o£,Roses cologne so that no one
vill know. Beth wonders about the effect of this ruse upon Vanessa and
says, "Do you think we are teaching the child deception?" Edna

teplies,<"No, just se1f~preservation."16

q ©
As important as is facial control in this masking of one's )
feelings, moreover, it is control over speech that really matters, .

A Bird in the House has as its unifying thte;d the child Vanessa's

‘struggle to not say what she thinks. She conceals her thoughts about

Sunday school, about her grandfather's "pioneering,” about the paint.
charts in Barnes' store.17 about 8o many things that her resultipng inner

tension is extreme:
i} , .
N I felt, as so often in the Brick House, that
my lungs were in danger of exploding, that the !
- _.pressure of silence would become too great to be
borne . . . as . . . a thousand other.arguments
rose up and nearly choked me. Bﬁisl did not say

| ~ snything. I was not that stupid.

1
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she says, "I had been trained in both politeness and prudence," and ‘

- she was wost fond, was the very model of‘ countrol: even when someone

" unworthiness at being married to someone so perfect, an "angel.

vhen she learns that the son she had alvays thought to be a wartime

Significantly her adolescent pride is in her control, ‘her silences:

later, "I vas a professional liateuet'.”]'9 ‘ . .

«

_ The other part of Vanessa's growing up is her realization that
- L R

everyone around her wears masks, too.'r"ﬂet grandmother Conner, of whom

violated her rﬂigi_ous andr-oral code by smoking against her will in
her own living room, on a Sunday at that, she would say nothing. She
would merely bring out th{: one ashtray she possessed, then suffer in
cglence.zo Her grandfather Counner's mask conceals his deep sense of
n2l

Her grnnti-other MacLeod, a fierce old wvoman, knows she has never been

the lady she pretends to be, yet preserves her hiughty exterior even -

2 7

™

hero .vas nothing upeciaxi”’;;—ftee\i‘: afl. 22 Evep Vanessa's parents, she
realizes, are masking their “inner feelings. Beth bec@s wore and more

1ike her mother, grandmother Conner, for neither could bear scenes and

each (in Vanessa's words) conceals "a tigress beneath her exterior."23

And her father conceals throuﬂhout hig 11fe a deeply-cherished wartide

love affair that Vanessa dhco"lvert ‘only after he has been dead for some

;\ N
yuu.u ) | T

Vanessa learns another lesson as well, one that Rachel, Stacey
and Hagar have also learned. In Manawaka, tremendous social controls

are sxerted a’? the nru@lity, controls that create considerable inner

tension. One method of survival, they learn, is to use certain escapist

One avenue of escape is the mind,
&

safety valves in the personali

3
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‘alreaay knows, that "there aren't any heroes any wmore.

- 1 i " o
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through the i;ngination. Vanea'u- is an imaginative child who\writes

25

tremendously romantic and totally unrealistic atories. She also

escapes througt:n dreans vhich,' however terrifying, seem to pnrgé her

of theA stronger emotions and leave hel) c;pable of projecting a cah. .
exterior the next day. When her mother is pregnant and hb;pitaligeq.
fox: example, Grandma MacLeod insists thiat Vanes ‘a face calmly the
possibility of her mother's dying} an”d/Vaneu does, but that night
she dreams of "a caught spattow‘ flﬁttering n the; attic, and the sound

ead children. n26

of sy mother crying and the voices of- By moruing she .
r '

is again calm. .
The second avet;ue of escape - one that Vax:x;sn is only
léaming to exploi-'e‘ 4"1a%§r body. As a child, Vanessa attempts to
expurgate grief by flying ;t Noreen, the servant gir]:. and attacking
her with both fis 3.27 As an adolescent, she conducts a tentative (and
incomplete) love affair with Michael, a boy who believes what Vanessa
"28 and e ts
signifigdant that her cousin Chris breaks down preciu;ly because hg has /*

not permitted Lis body to channel off his trewmendous emotions. Instead,

- he tries, fatally, to sever body and spirit, claiming that "they" could

coatrol his body all day long, but what "Ehey didn't know was that he'd

fooled them. He didn't live inside it any more."2’

Michael went mad;
Vanessa learns not to, by using her body and inner lf?ir:l.t togoth\et' to
defeat vhatever external f?rcu there might I'n'.

Vanessa is an "incomplete" character, an adolescent vhose
tensions and releases have not yet peaked. Thus she does not articulate

as fully as the older Laurence protagonists the ambivalence of hgr -

L3
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response to Hanawaka. Yet an exsmination of the inner. iugery' she .

uses reveals how much she haa absorbed about coping with life in

d

Manawaka. She deﬁcribea vild blue vio’feta which are doo-ed ‘to

"frequent beheadings from the clanking guillotine lawn-mower" ye: says

30

they "dared to grou. Her grandmother's bird 18 cagéd, yet that -is

its condition and it survives, and perhaps it 'wouldn't know what to

do with itaelf outside. n3l

4

The ladybird tries to climb a blade of

“grass and keeps falling down "unaware that she possessed wings and

could have flown np;"'ax2 nevertheless she continues to climb. The

-

"crying of the loons — wild and haunting, yet somehow free — seems

connected to the human soul that, however pinned inside man, can still

give voice -in one language or another. 33 Vanesu's‘ images are of
confined creatures who have at the same time much p)otenthl, a certain
l-imnt of spunk'. and the capacity tco accept what limitations they n;xst
and still (as Clara Thomas puts it) "bash qn."M ) "
'lfllgotefil.,' 3.; t'he end, a similar acceptance of . limitations by
Vanu;l. typified by her recognition that she will never be truly free
of the ancestry vhich she has known in the. f"_“i of her krandfaiher; ,
;ho says, "I had feared and fought the old man, yet he proclailned,\
himself in wy veino."as Nor can she really re_:]ect: the. Brick House
that to her vas Hansvaka, because it had at its core a ce‘rt';ing stern
dignity that she herself has fallen heir to a.nd\respecu as a pa'rt‘ of

-

her pcroonanty.

In her: pride in the positive side of hor Manawakan inheritmce
is a ccrtun 1nart1culatc recognition that any liberation of the self
comes from vithin the ulf (1ike the ladybird who possessed wings but

D)

W
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didn't know abmé 1t) and that the capacity for self-expression and .
. individuality is part of one's inherited capacities and trained

3

. - 7 i : . . “f 120.
. o ) i ‘ o
" responses to life. There is a paradox in Vanessa's realization.of

+

limitations in self-expression in'Manawaka side by side with her’
;v realization th;.t.liberty nay‘ come from l’wi‘thin the self formed in
Manawaka. And this amb;gu/ity in Vanessa's respomse to Manavaka is
'explore_d_ more de;ply. in the experience of Rachel Caiseyon. )

l
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~ Footnotes: Chapter III

» .
t . L

. — . -
qug'the purposes of this paper, A Bird in the House will be

2
. . #, . . .
~ called a "novel,"” although it is technically a collection of short

stories. Not only is the voice of t,ﬁe‘ central conuciousness (Vanessa)

~ g

consistent, but the stories are atranged in a definite chronological

order so thlt the character of Vanesn can be developed as tn a novel.
. N -~
Also, ‘the separate stories are "framed" by the grown-up voice of the

/ .

narratgr vho looks back on her childhood and adolescence; this is a

novelistic device as well. chcoll*hgve opted for calling the book an

e EY

"mcoaventional novel."
Ve
OISE Taped Interviev. o

-

Ises "Jericho's Brick|Batilemedts," p. 194.

it

One :Ll reminded -~ in the careful deptction here of Mw&?
PN AL

!

houses as well-manicured (or at lcut very "civui:ed" in appearanc

-

of J. K. Galbraith's very Scoga-Pr_ubynrhn ascetic values, outlined -
“in The Scotch. In his chronicle of a small Ontario ut’tlen?nt not.

) unlike Manawaka in many vays, he prqiul the controlled' and cultivated . k
L N WJW B © R
- 1ook of & town, because that to hi- cchou loud English countryside

as 4

mpeeubll:lty. He says, "The surviving Bngliah countmidc, hedged,
cultivated, trimmed and greem, is lovely; a couple of thousand years * —

" . . oy

ago the unkewpt fens and forests and occasional patch of poor-tillage "~ 7.

< ( “~ " . « ) o,
could not have been very attractive." John Kenneth Galbraith, T
) I . ’ .
. ¥-Tbe Scotch (Baltimore: Penguin, 1966), pP._32-33.

»
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23"Jer1cho's Brick Battlements," p. 202,

24

\ ' See "A Bird in the House," p. 113. Margaret Laurence seeins

to have wanted to stress the fact that these characters were masked,
& -
and that Vanessa must learn, as part of growing up, that they are

cof;;aling inner turmoil. In unpublished correspondence with her

[

"/editdr*(pee the Margaret Laurence collection at McMaster University,

Hamilton, Ontario), she argues that this aspect of Beth has been
carefully brought out in all the stories, that "she comes gradually
more and hore to resemble her own mother,. Grandmother Conner." The .

(9

editor also wanted her to alter the saction of this particular story

. where Vanessa finds her father's correspondence, understands his inner

secrets, then grieves for him. The editor found such grief, aftét such
" a long time, unconviqging. Bu5 Margaret Laurence stresses that to sée
her father's inner self, beneath the mask, is the last note of
Vaneasa‘; childhood. She says éﬁat-Vanesga "gggg'grieve as though her
father had stt died now, because she is for the first time seeing him

as an individual not as her father. And it's too late for her to let

him know she uhderstands."

. 258ee "Jericho's Brick Battlements," p3 178.

)

26"10 Set our House in Order," p. 53.

. 27See "A Bird in the House," p.' 109.

28"Jeticho'a Brick‘nnttlemcnté)" p. 197.

. %
Puyorses of the Night," p. 153. . : .
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24
30""l'he Sound of the Singixig;” p. 4.
31 1bid., p. 6. '
32“‘1’0 Set o;nr House in Order,” pp. 58-59. | |
Burre Loons,” p. 127, ‘ o '
345

Cht; Thomas, "Reviev of Jason's @eit." Ca;ladian Literature,

Ro. 50 (Autusn 1971), pp. 88-90.

[N

N . .
35"Jer1co's Brick Battlements,” p. 207. ’
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Chapter .IV
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> A Jest of God

——— —
» * 7
i

Rachel Cameron, like Vanessa, is entirely a product of H§na‘;alia., '

At thirty-fouf she has taught f‘or fourteen years in its elementary o

-

achaol. lives with a mother who is fully dependent upon her, and

Pl

inhabits the same cage of an apartment over the Japon‘:lca Funeral Home
as she did when her father was alive. But unlike Vanessa, Rachel is

adult and entirely frustrated by the bonds of her environment. She is

— b

possessed, moreover, of a remarkable degree of self-swareness, as
A. J. Rosengarten points out,1 and recognizes the tremendous dualities
within herQ’él&? Indeed, from the first page of her chronicle she

states her altefnatives, as she then sees them, vhen she listens to

; the ch;lldten's songs: ° ’
) ~ The wind blows low, the wind blows high -
{ The snow comes falling from the sky,

Rachel Cameron says she'll d}e . 4
For want of the golden city.

Al - . o

The words —— and her mental substitution of her own name in the

Jingle — are neither accidental incidental. Rather, they convey
in minfature her theme and her qiest. To Rachel, at the start of her

ltory,'her alternatives are to stay in this town where snow (vith its

tnuutié‘n of cold, loneliness, alienation) fallﬂsfupon her soul, or to

pt

- A
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w .
ﬁlee like the Spanish dancers "out of this town".to the "galden" city

somewhere else. Her quest for physical escape is, of course, paralleled
in Rachel by a desire for emotional escape into a more lj.betqted,
:l:ndividualistic personality.

To Rachel, 'Hana;mka — the town itself — 1s an oppressive
environment. Decllﬁhring from the start that her real n,dstake vas‘m'
coming bacic once she'd gotten away to study at university, Rachei

N

perceives Manawaka through bleak eyes. Her mother's living room is

typical: - its constantly plumped chesterfield cushions and emptied

ashtrays make the house look, in Rachel's words, "as though no frail and
mortal creature ever set foot in it" (JG 18). Lifeless and \migatural,
the environment is further formalized whenever people come to visit:
It might be the midsummer gathering of a N
coven, the amount of fuss we go to, lace
tablecloth, the Spode china, the silver tray
for sandwiches, the little dishes of salted
nuts to nibble at. (JG 19)
Beyond- their apartment the town itself is unappealing. Its one

movie house, the Regal Cafe, the Flamingo Dancehall with its "mauve and

gree:i gteén shifting 1ights, and blare” JG 57), and the Queen Victoria -

Hotel with its grey old men and ‘thin voices —- all are dull and harsh.
The Japonica Funeral Home is the epitome of Rachel's Manawaka. It
features a blue light in the chapel that gives the illusion. of t;oon
even at midnight, has walls in a\ si!nllated pine wallpaper, and contains
pews of (in Hector's unconsciously ironical words) “Real veneer"

(JG 110). Here 18 a certain suli town wvulgarity, of course, but beyon'd

that the S@el/aignifiea the falseness, .the phoniness, the m;e—nking

that is Manawaka. - ' )_ }

A




L ) Indeed, Rachel herself has bLen moulded and falsified by the

twvo sets of parental values designed to equip her to face Hana;vaka.

Frow her mother Rachel has learned decorum and physical coustrainf.
i . As a ladylike ;rehture, Rachél must aligp herself with the right people
(Lennox Cates, a fatnér, vas the wrong sort, however good-looking and
'bright his children turned out tt; be), and participate in social rituals
such as ;neaningleu bridge chatter. Above all, she must control her ) E

body, never making a scene like tixose wvho lose control and speak in ~;.

-
[N

"tongues,! and never exhibiting her body, for nudity "doesn t look very

' nd.cc;," as her m;her puts it (JG 123). Consequently, Rachel Comes to

feel a loathing toward her body, which she perceives as long and narrdw.

[

like some awkward sort of bird.‘ ' ) ' '

From Niall Cameron, on the otﬁer hand, R;chel has Qlea\rned -

)

iilence, the necessity for vocal control. Her father. a man who kept
the trnditlonal three vise nonkeya as a paperveight on hia desk liked to
dul. with the dead, Rachel comes to tealize, bc:au;e ;hey vere aile/nt " .
| (JG 109). To ask him how he felt about his life "would have cut him ,

too much" (JG 18). Hence, through her father, Rachel comes to control

N ' her vo:lce. especially when she feels emptionally explosive; for example,
e . when her anger toward Dr. Raven empts. she says, "I could hurl at him '
a voicc as berserk as any car crash," but she remains silent (JG 155).
And. in the end, she comes to bol!.eve that her voice can never say the
right things. o ~

Rachel's burden is, wmoreover, ‘th;t she knows the extent and the

?

falsity of hcr own mask. She knows she 12':‘ an "echo" of her mother

(JG 9); nhc calls hotulf "My father's child (JG 148); she recognizes
i -

.
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. central cry is "Help me" because she is not what she seems and wants to

- 28
that she has internalized the town's horror of eccentricity (3G 8) and

7has.accepted its demand for conformity (JG 97). Her inner turmoil is

constantly hidden. She says, "No one would ever know it from the

" outside, where I'm too quiet" (JG 10). Yet she despises her owm

masquerade: she belittles her propriety in going to church when she

doesn't believe in it and her body's constant "primness" (3G 78); she
iy -

decries her phony "Peter Rabbitish" voice (JG 10) and its inadequacy

‘ . 3
for saying what she really feels, as with James. In. fact, Rachel's

N
break free but does not know how (JG 149).
Yet one of Rachel's greatest fears, for ;11 her hatred of the

'gsocial mask she wears, seems to be of losing her mask when under

anaesthetic or by falling asleep in her classroom (JG 20). Thus she is

" horrified when she speaks in voices at the Tabernacle, defying her

mother's code by making a spectacle of herself and her’ father's by
1 4

voicing something deep within herself for all to hear.s
The essence of R,'alchel is, in fact, this duality within herself
behind the mask. She knows she is divided and recognizes hir divided
self, referring often to "some part of '-yulf " as if there is another‘
part there too. _ She carries on explicitly divided inner dialogues:
- ‘ ,

What are you worried about, Rachel? 1I'm not

vorried. 1I'm perfectly all ‘right. Well relax

then. I am relaxed. Oh? Shut up. Just shut

up. ( . . .) We have discussed this a long

time ago, you and I, Rachel. (JG 66)
Until her real resolution at the end of the novel, Rachel ;ccu-cc this
second voice — the Manawaka voice which appears to mock her more

rebellious voice —- 1s the "bad” one and must be overcome, be silenced.

,
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In truth neither voice will be obliterated in Rachel, and her resolution
will involve some compromise or union between ﬂ;ar divided selves.

In the meantime, like Vanessa, Rachel's first search is for
ucape.s._ safety valves to uayphon off her internal ptesst;res. Throughout
the novel she 1ndulges“1(? dreaming. Befqre Rick comes her daydreams
u:e‘ of romantic men who bear her svay (lfke Vanessa), to some region
beyond the town limits gso that she may escape into a natural world where
flovers and weeds alike are allowed to grow untrammelled. After Nick
has made love to her, Rachel co;pos$s romantic scenes in :}xich ‘he
praises her and, significantly, takes her to a summer house awvay from
Manawaka and surrounded by fecund nature, by grain "the pale colour of
" ripeness with autum coming on" (JG 126). Yet the adulé ;nd acutely
self-avare Rachel knows dreams are no real ansver:

The layers of\ dream are so many, so many false
membranes growvn around the mind, that I don't ’
even know they are there until some knifing
reality cuts through, and I see the sight of
my other eyes for what it has been, distorted,

‘ bizarre, grotesque, unbearably a joke if viewed
from the outside. (JG 132)

- Nor do other primarily mental and verbal avenues of leacape vork.

' Rachel attempts prayer with a God she only half-heartedly believes in,
but within a few pagg_s the "he" of her anguished prayers has turned into .
Nick; then Rachel knows that if Cod has a Voice "it is not

.coqrei\enlible to me" (JC 149), and this avenue of spiritual communication

3

is p’ot open to her. She even considers madness u' she contemplates the
loons vho are mad, mdaiiing and laughfng out there in the black reaches
of the night vater where no one could get them, no one could get at

then" (JC 146). But.madness is a gift denied to her and "foolishness"
1Y

&
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is as far ag/ghe is allowed to go along that path (JG 175).

e -

— " Denied mental relief, Rachel turns to physical forms of escape.
/

At one point she almost consumes an overdose of liquor and barbiturates
but something within herself stops her (JG 147-8).

_More significant is Rachel's consistent searcl} for motherhood,
as 1f delivering a child of her body will purge her own inner turmoil.
In Rachel's mind a child is almost a sacred thing because it has no

/ .
social controls, as she implies when she says of the child she thinks

“

she is carrying,
It will have a voice. It will be able to cry
out. I could bear a living creature.
(. . .) It would be possessed of the means
of seeing. (JG 142)
A child also guarantees its mother some lessening of that tremendous

1solation Rachel experiences, and she bitterly envies her mother's and

‘Stacey's communication over Stacey's children, as if there is a "League

of matriarchs" from which she 18 cut off (JG 25).
Certainly Rachel's attachment to James is motherly; she dwells
on his own mother's unworthiness to have him, even though Grace

Dougherty is raising James with just the sort of freedom thgt Rachel

/ . -
herself was denied. Later Rachel confesses to Nick that her regret with

her students is that they are hers fqt only a year. Much later she
tells him she would like to have his child, and when she gsuspects she is
pregnant she is basically happy for, she says, "When I think of it like
that, ‘away from voices and eyes, it seems more tha_n I could ever have
hoped for in my life" (JC 139). Ultimately, however, Rachel realizes

t Atherhood in itself is not the answer, will not guarantee her

escape from Manawakan controls. Nick warns Rachel at one point that he
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cannot "play God" by fathering a child (JG 130); similarly Rachel

- realizes much llutet, after the humiliation of the tumour, that physical ) '

motherhood would not have guaranteed her life-long spiritual liberation,
for everyone's children are ultimately temporary (JG 175).
' Her relationship with Nick, however, is not as steriléias the

tumour would suggest, for the avenue of egscape that Rachel maf
bcnefit.l from is undoubtedlfy her sexual liaison with h;.n.6 liachel. a
virgin at’ thirty-four, had been highly frustrated by the physical ‘ ,
{nhibition ilposéd upon her by her mother's code. Alone, she seemed )
to masturbate (JG 56). certainly feared the lesbianism she saw in Calla
and dreaded might lurk“ in her own mind ' (JG 75-76), and éonsciously
desired a man, any man, e;en the faintly repulsive, hairy Willard:

However unaccepg:;lile it may be, to want to

brush my fingertips across the furred

knuckles of someone I don't even like, at
lesst they're a man's hands. (JG 43)

. 4

Her desire for Nick is explicit from their first encounter (JG 67),

and hovever embarrassed shé’ is'ut her own swkvardness and the "shuddering"
she barely understands (g_(_;_. 83), he_r sexual appetite for him is never -
satiated. It is as if, for Rachel, physical communication through sex

is the first real communion she has had with another person;" she says

" " to Nick with a sort of wonder that she can feel him “living there" )

" act is impetuous and foolish, eatirely devoid of satisfaction.’

under his skin (JC 12\&
Beyond the physical release he grants her, her affair with Nick
1iberates Rachel; and Rachel's success in this encounter contradicts’

Ronald Sutherland's statement that| in Canadian literature the sexual
[ ]
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Before her suspected pregnancy, her confiding in Calla, her discovery

of the tumour, and her defying her mother —-- all of which r‘esu{tg from
the /relationship with Nick -- Rachel had thought of Manawaka as
(iivided 1;1to thg Scots-Presbyterian world of emotional negation and
that other, freer world inhabited by the Ukranians and other
uninhibitéd spirits like (fa'lla.8 Those from the other side were
1nscx;;1tab1e, but surely more liberated-than she was, whether they were
"“Venusian" teenaged girls (_J_G_ 16-17), unusually self-contained and”
unde;:ipherable children (JG 136), or aivays;held-at—a-d:lstance adu\Ita
like Hector Jonas.

During her crisis, however, Rachel 1is driven to confide .in
people more than before and begins to discover masks everywhere.
Hector suffers from an inadequate sex life — l;is wife laughs "at the
crucial moment” (JG 112) -- and in this moment of confiding Rachel sees
him "living there behind his eyes - Calla, despite her boisterous
manner and penchant for wild coiours, 1ives with lesbian ;endencies
' that would oua‘age Manawakan sensibility, and experiences loneliness so

extreme that she keeps a canary that can‘; sing, because she can at

. least hear it moving about (JG 121). Eventually Rachel penetrates her

mother's disguises. Mrs. Cameron projects a careful "cuteness" through

"stiff grey sausage curls" and glasses frames that are "delphinium blue
N ”

and ‘elfin" (JG 18). She calmly and openly bullies Rachel as much as

< .

possible. " Yet behind this composed, studied nask is a fear that Rachel
first comprehends when she overhears her mother talking in her sleep:
“Niall always thinks I am so stupid" (JG 162). -

It 18 the discovery of Nick's inner self, however, that most

A}
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" who died long before;9 he fears in himself a growing resemblance to .tgis iy
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" influences Rachel. She had always admired his carefree manner and

easy speech, Bec;mae he was a Ukranian, she assumed him "more
resistant” and "more free" (JG 79). Sheindnkred his self-contained
e':pgession, his "hidden. Caucasian flc'e, one of tﬁ%&mﬁkish and long-ago
riders of the Steppes" (JG 78). To her surprise, Nick.reveals a-

tormented inner self: he feels guilt and hatred toward a twin brother

fathef, Nestor the milkman (JG 64); and he hates the farm but knows his
fnthé;t}ﬁgi:gecta him to take it over (JG 97).. In the end Rachel can |
barely-s'tand to see the unmasked Nick, in her words, "for" the open
tenderness I feel, seeing him 30" (JG 93). -Yet. 'she learns from hiu;,a
central truth that appl:l.e; to he/r_\ life and affects her future. Nick
quoéel Jeremiah to Rachel:

l ~

1 have forsaken my house — I have left

nine heritage -- nine heritage is unto me

as a lion in the forest -— it crieth out :
_ngninst‘ me -- therefore have I hated it. (JG 97)

In A Jest of God, Rachel must come to terms with her heritage,
ﬁd her decision to leave Manawaka concludes the novel and is her
solution to her inner conflict. But it is a two-sided solution, parallel
to her inner duality, the split befveen her rebellious voice and the
Manavakan inner voice. Rachel hated Manawaka vhich transaitted 1’tse1f
through her parents to_ her. The mask she was forced to assume, through
contr'ol' of her speech an;l her body, vas a t;rinny.- a tyranny of
axcestry, of a heﬁ':age like a "lion" within her — with which she must
come to terms. . : — l .

| Rachel's libc;-atton came, of course, through the body, through
v : *
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sexual experience. She and Nick made errors in verbal communication,

as vhen Nick says, "It's never much good the first time" (JG 83) and .
vhen Rachel mi\sinterprets Nick's photograph and his reply about it.

B;t as Bowe}'ing sugé‘iébts. Rachel '13 put: in touch 'with her body throhgh an
her.relationshi‘p*;‘i.’l:h Nick, di this begins her evolution.m
‘ Significaotly:— this ‘physieai liberation precdedes and seems to free )he‘zj.
voice. After Nick calls Rachel speaks flippantly to her mother,

suggesting that Nestor's son became a schoolteacher through “Divi‘ne
1

intervention" at the very leaﬁt, (JG 61); she admonishea'her mother to \

.

do as she likes.about the laundry and shows no concern for her health
(JG 64); she ruthleaslg resists her mother's request that she stay in
on bridge night; she actually cries 1nl front of Hector; and she speaks
“"aloud” to Calla about the pregnancy. Indeed... Rachel's inner voice hu‘

so cb'angeg het that in the end her mother is bewildered, and cries,
s . ol

"Rachel, you' re not yourself . “You're not' talking a bit oenoibly. \ ‘

¢

can hardly follov you." (Jc 166). - . . : -

©

Tho change in voice in Rachel signifies a basic alteration in
her outlook. To discover the nature of that change 1t is necessary to

" return to a central part of ‘her -experience, the tumour. Rachel's ovn .

\ thoughte about tlie tumour are qu-imting. J

K]

2 Doctor Raven puts a hand on my ‘shoulder. His
\ ) . face 1s anxfous. ( . . . ) Anxious in case ,
I should be too concerned over the nature of
g the thing in me, the growth, the non-life.
How can non-life be a growth? But it is. How’
‘strange. (JG 157)

-
[y

After the opei'atﬁn, Rachel demonstrates the nature of the "growth" that

the tumour instigated in her: under ansesthetic Rachel unconsciously
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uttered quite consciously and repeatedly, and “sumu‘:ize&s the meaning of
! N . /

ﬁother now" (JG 160); thq;-'-atateﬂent is later 1 |
her expérience. If Rachel is now to make her ovn. decision to go to
sthe "Golden city," she is asserting her individuality and shedding the
obedient-child mask Manawaka has required her to wear; b\.;t if al;e is
the "mother" now and must take her "elde{-ly chilli" to the coast with
her she is not le;ving ‘Manawaka entirely behind. - |
Bhehel's “pregnancy" and her giving birth to a sense of .
affirmation in herself is a complex symholic episode in A Jest of God.
Rachel's victory in leaving Man;waka involves fg?edon less than
-uurvival. as she well knows. Aware now that sveryone is ultimately N
alone, and that communication will never be perfect., she compromises
with fate, She nay never have children and she may often look foolish,
but she will set out believing that ''Anything may }lapl;en, vhere I'm
going" (JG 175). Like Jonah of the .igpigraph, she vas swallowed by the
dark but came out alive after all.
Yet one might wonder where Rachel gets the strength to face the
! facts and assert herself. That”Rachel can accept her esaentiai
al&neneun is surely related torhet "being the mother now." Rachel
~ will leave ﬁanu;h but she w'ill take some of Hanme;aka with her, not
only because she must accept the physical presence of her mother but
also because 'she has internalized many of Hana\;aka's values and part
of her inheritance from Manawaka is the strength to face difficult facts.
The idea of pregnancy as a un}on of two genetic strains comes up again:

v ’

inchcl'. tunour‘ i{s not a union betveen herself and Nick but comes

"\ entirely from fthin herself; that is, Rachel has symbolically united .

’

]
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thoce two strains in heraelf Cher dislike of Hamaknn social cont:rola

and her respect £o¥ the need for aelf-express:lon in the :lndividual) and

!
this uniqn has produced her new avareness, courage and affirmation.

Rachél has, then, -accepted .her heritage — a heritage vhich she

o

must take with her to the coast or wherever else she may go. In th:la

oy ad
, ‘lg Q

she de-onstrates an ambiyalence in the end toward&lanmkan values just

b

as Vanessa does. An‘é‘l in The Fire-Dwellers, Stacey CA‘)I\ also attuggles

-

with Manawaka as it is contained eithin heraelf » also thinks of the
_ﬁerittge that is ﬁanaﬁakq vhich she as a wother now may pass on to'otheta\’

. » < - -
and also eventually compromises with ‘Manavaka. - . ]
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. 'Footnotes: Chapter IV

- A ‘ ) N

’ L] o,

1‘:‘\. J. Rosengartén, "Inescapable Bonds," Canadian Literature,

No. 35 (Winter 1968), p. 99. - . !

2S\n:ely Clara Thomas, Margaret Laurence, p. 47, oversimplifies

vhen she refers to, Rachel's "delayed adolescent search for identity."

W

+ The intensity of Rachel's frustration is derived from the fact that she
is not adelescent but éhirty-fout years old. She has -an identity, but
a very' complex one that involves an inner conflict of which she 1s

quite sware.

3 . t
1

3Hntgatet Laurence, Rachel, Rachel (New York: Popular Library,

1966), P- 7. All other references to A Jest of\God will be to this
* Americen edition and will be by page mmber’ﬁr)e;ed by JG) within in '
»

the text.

- . \
\

‘hchel sees herself at various times as “the crane of a body,
. . A N

gaunt metal or’ bird" (JG 101), as "riaing gawkily® like' a tame
_'goooe trying bto fly" (JG 115), as "perching at the chesterfield's edge"
= (JG 116), and as a "tallness, a thin stiff white feather like a

) N | .

. goose's feather" (JG 134).

sl.nurence, A Jest of God, pp. 37»8. Interestingly, Margaret

(4

Laurence did not like this pa_rticuj,nr scene in the film "Rachel, Rachey =

because it had lost some of tt;i religious intensity associated with

-
hd t
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speaking in tongues (See Laurence's unpublished papers, McMaster o
University). ’ ' —
6(:r:i.tics dwell heavily on the ttnout,?i which is generally
seen as a too-obvious device on Margaret Laurence's ‘part. For
e@le, see J. M. Stedmond, "Fiction, University of Toronto Quarterly, .

36, No. &4 (1967), 382, Stedmond says the tumour is "a trifle tdo pat

for the purposes of the plot." ’Because the tumour is read as so

obvious a devélopment, it 1is h;tetpre'ted as the )heaviest sort of

symbol. Sandra Djwa is one who interprets the tumour as "death" which <
Rachel finally expels from her womb.. Sandra Djwa, "Palse Gods and the

True Covenant: Thematic Continuity between Margaret Laurence and

Sinclair Ross," Jdurnal of Canadian Fiction, 1, No. 4 (1972), 48.

Although the tumour is, of course, a symbol of sterility, it is
probably more useful to ask what the tumour does for'hchei, rather

than what it stando for. In other words, perhaps the tumour should be

seen as a dynanic/tather than as a static symbol.

7Iona1d gutherhnd, Second Image: Comparative Studies in

|
. Q!JeﬁecICamdiu Literature (Toronto: New Press, 1971), pp. 70-71.

b

X Perhaps the conteit of this rather devastating co-ent should be given.

*therland atgues}that ‘sexual relations in Canadisa litetature \

L

generally are bes‘et with guilt. In American literature the sex act
© 15 generally seen'\ (says Sutherland) as "positive and satisfying," an
“act of def:lance."\‘ But in Canadian literature the tendenéy is

p
: 4 'in the direction of impotence and incapacity to act, or an impetuous

1

and foolish action pntirely devoid of satisfaction.”

[y
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8’l'he twé Christs seem to symbolize the two sorts of culture

that Rachel perceives. At the Tabernacle the Christ figure with its
bleeding heart 1'. emt%nally excessive (JG 31); 1n the Presbyterian
Church, Christ is polite, and prettily drawn so as to resemble an
effeminate insurance uale;m (JC 41). Rachel can identify with

~

neither.

9Lanrence. A Jest of Cod, p. 76. McLay makes the point that

in this novel the characters are so isolated that even the "relationship

) between twins is complex and ahiftiné." C. M. McLay, "Every Man is an

| .
- 1sland," Canadian Literature, No. 70 (Autum 1971), p. 60.

mceorge Bovekitng also makes this point, that Rachel's

relstionship with Nick initiates her evolution. Bowering, "That Fool
R . \ “

of a Fear," p. 49. . i
) ¢ : » ,
nllcClay' sees this realization of man's esscmt:i.alG aloneness as

the main point or thgne{ in A Jest of God. McClay, "Every Man is an
- i
Island,” p. S8.
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Chapter V !

| N [

The Fire-Duellers

Stacey Cameron MacAindra is Rachel's older, more sophisticated,
sister. She has already settled in the coastal city, has produced
four children, and hasloperated within the city's social and business
circles. Thus, although her story is simultaneous with Rachel's (for

it 18 not until the end of The Fire-Dwellers that Stacey learns her

mother and sister are leaving Manavaka and joining her in the t:i.ty),1
Stacey is far ahead of Rachel in experiermce. In fact ah: had come éo '
the same ée'alizat:lon years before that Rachel does at the en'd of

A ._Iggilg_f_ God: Rachel says of Stacey, "She knew right awvay what she
wanted most, which was to get as far awvay from Manawaka as pouible'l'
(JG 15-16). The question is —— in light of both sisters' quest and

Stacey's ngre’youthful escape — whether Stacey in her big city’

’

experience has really left Manawaka behind. .

In The Pire-Dvellers, Stacey has certainly left Manawaka

physically, to live as a housewife, the mother of t:our ch:llldten. in a
city known as the "jevel of the Pacific Northwest" (FD 10). Confined,
however, to her suburban home omn Bluejay Crescent (its very name
suggests the street's unrelieved udiocyicy). Stacey ccar;:e:-ly knows

-

&0
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similarity to Rachel in fundamental ways both illustrate.

41

£y
ihe.citj. When she does go downtown her percéptions are all negative:
she sees pigeons "shitting al}Agyet the granite cenotaph,” old men
"coughing and spitting" in the ;feeble sunlight,”" "heel-squashed
cigarette butts.-Kleenex blown into or bawled into, and ashes" .
(22'10-11). She can't bear to expose her children to the city, and
associates the brasher cit§ buildings most often with fire and shadows

of atomic warfare.z Significantly when Stacey slips into a peaceful

A
sleep at the conclusion of the book she "feels the city receding" and

~

e

knows peace. s .

Indeed Stacey states clearly that the city is not her home,
and that her real roots are in Manawaka:
Nearly twenty years here; and I don't know the
place at all or feel at home. Maybe I wouldn't
have, in any city. I never like to say so to

anybody. I always think they might think it's
obvious I'm from a small town. (FD 12)

She. needed to escape it physically, and did so, but the town's
plycholsgical control over Stacey Cameron MacAindra is deciéive,3 as
the frequency of her flashbacks to her Manawakan adolescence and her
!
Stacey is certaiﬁly more flippant, more satdbnic. than Rachef,
but she shares Hér’siltet's small-town family-induced inability to
commmicate., On the one hand, juat like Rachel, she cannot comuunifate
vefballz wvith anyone. Because Stacey'a.niqdlis imprinted "with ihe
tomb silences betve;n\Niall Cameron and his wife" (FD 29), Stacey has
difficulty communicating with ber husband Mac. With a measure of panic

she reports that the "slightest effort at speech seems too much for him

L3




A

42

. latQ%y, too debilitating" (FD 37). She records conversations between

them in which nothing is said: '"What are you thinking about, Mag? Oh

nothing much. Well,'vhat sort of nothing? For heaven's sake, Stacey,

. what does it matter?" (FD 136). Significantly, when, Stacey writes to

her mother she herself conceals all that matters, revealing only what
does not (FD 155-56). Outside her family, she fails to communicate
with Tess and wonders why they only talk about "the outer skin" and
never about important things (FD 2?9). I?deed, only with her youngest

daughter, Jen, who can't talk, does Stacey seem éomfottable,

-

-:affecgionate and honest.

#

Nor (again like Rachel)ucan Stacey use her hody as an instrument

of ;ommunication. To begin with, she sees her body as 5;7ugly thing

and is obsessed with hef thirty-nine-year-old, te; péu;As overveight,
"br?ad—beamed" figure (FD 9). She imagines her tlothlné,to be all
wrong, anq on social occasions imagines it'askew as well, her undervear
on the verge of sﬁ;ppiﬂg and heaving 1ﬁ'pub11c (FD 106-107). Even at the
height of her affair with Luke Venturi, Stacey is inhibited by a body .
she believes.will repulse him -- "the stretchmarks of four kids, the
lines of dead silver worming across my belly" (FD 210). In addition,
even th;ugh Stacey 1is married and has the opportunity to communicate
sexually, she has through years of experience learned that sexual
communica;ion'does not exist 16 a vacuum. Her marriage has
deteriorated; her sex-life with her husband has'become sporadic and

unsatisfying; he comes home exhausted at'night and goes to aleep’uithout
.

touching her, largely\because he finds their total relationship



inadequate. .

2

Like Rachel, moreover, Stacey knows of her own fagade. She
recognizes her lies to Tess for what they are, despises her constant

deception about herself whenever Mac's minister-father visits, and

recognizes her own social mask at company parties.

Fl

' But to a far greater extent than Rachel, and from the start

of The Fire-Dwellers, Stacey is aware of the masks, the hypocrisies,

of others and knows that everyone she meets is masked too. She says:
) I'm surrounded by voices all the time but
none of them seem to be saying anything,
including mine. This gives me the feeling
that we may all be one—d}mensional. (FD 87)

When Stacey is briefly involved with Buckle Fennick, for example, and

“learns his terrible sexual secret, she is less devastated by this

knovledge than Mac is, mainly because she has lohg perceived Buckle

as costumed in his "sleazily shiny sports shirt" and has seen him as
constantly acting (FD 53). She thinks at one goint:, "Buckle, when are
you going to stop talking like that? Where do you get your linesf ‘
pld B-grade movies?" (FD 34). Sinilfrly. Tess.Folger's unhealthy
practice with goldfish is shocking to Stacey largely because Jen may
have been harmed by the ritual (FD 216-17); she herself has long seen
Tess as too carefully groomed and Aressed to be normal, as "done up
1ike a Christmas present' so that Stacey wonders '"what's réally 1hside"

(FD 192). . 4
Stacey's intuitive recognition of masqueradé in others in
most obvious in her dealings with Thor. Long before Val Tonnere .

reveals that Thor is a "strawvman" (FD 278) --"who comes, significantly,

from humble circumstances in Manawaka -~ Stacey has felt intuitively
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that Thot is phony. His dress is a costume, a "luminous uniform;"
to Stacey his. face is a mask, "¢hiselled by an expert;" his hair is
not real hair but a "mane" (FD 43). From her first encounter with him, e
in fact, Stgcey has se;n ;l'hor as a '\d‘zard" vhose speech is similarly :
phony, peppered with the "honestlys" and "truthfullys" that only the
false must use so liberally (FD 43-4). . A .
Yet, significantly, recognizi;ng -aslu; everywhere does not
encourage Stacey to drop her own. Stlle uses frank, blasphemous, and
sometimes coarse language ‘asﬂher natural mode of expression, but only
in her mind, as H;mavahn reticence requires. She muses, "Funny
thing, I never swear in front of wmy kids. This makes me feel I'm

being a good example to them" (FD 9). She worries, like her’'sister,

" about having an anaesthetic or undergoing hypnosis -- what if she
~ talked about her real feelings (FD 106)? She conceals her feelings in

]:etters home from the time she is twelve years old, preferring "How are -

ylbu" and "1 am fine" to the real questions like "what was actually in
your mind all those years because I haven't a clue and it's only-now

>
that this bothers me” (FD 29, 156). Indeed, despite her detection
of l'hgr s falsity, Stacey's first thought 1is not to compensate by
bei.ng more honest herself at his party, but 1natead to adopt even more

diaguises than her normal mask: "I'll turn up in long black tights,

a green wig. and a feather boa, mouthing obccenitiea" {FD 39).. So __

- 'afuid is Stacey to drop her calm -other-nk that she aaya she's

-

become reluctant to go anywhere, even-to the hairdresser, without a
child or her husband along to reinforce her identity (FD 101).

Stacey's inner turmoil, then, does not echo exactly Rachel's
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problem: Rachel vondered, "what will become of -e;"l' Stacey knows what
;ho is, a mother, and her central concern is 'what will happen to my
children because of what I am." It is noteworthy that Rachel's main
image in A Jest of God was the bird, while Stacey is typified by the
ladybird-who must go home or her children, whom she has left alone,
will perish.
There {s in Stacey tremendous tension between her sense of
self, her individyality, and her ‘l.enae of responsibility toward her
fuily.. And the conflict is essentially within the Ha_qavakan syndrome.
On the one hand she longs n’) be Stacey Cameron again, prettier than
oile knew then, a lively and r:bellious individual (FD 50); on the other .-
hand, as a Manawakan, she knows family ties are not to be 1gnored\ e}xd
she must transmit inherited social values to her children. Stacey is,
therefore, a pi!.soner of her ancestry in a sense more complicated than
in Rachel's case. For Stacey's memories of home are coloured
exclusively by -the fact that her parents never really commmicated
.with.one another (FD 48-9) and that she and her parents, especially her
mother, never understood one anothér wvery well: y h
There was this gop!;er on the road, Mother, and
somebody had shot it with .a twenty-two and all
the stomach and that was all out and it wasn't
v dead yet. Plcase, dear, don't talk about it .
- «= 4t isn't nice. But I saw it and it wvas
trying to breathe only it couldn't and it was.
Sh, it isn't nice. (I hurt, Mother. I'm scared.) -

(sh, it isn't nice.) (I hurt, you hurt, he hurts

At the same time she realizes that she, Stacey, sees the world with

3N

the same "kind of weak eyes"” as her mother had, that she is a product
of her Manawaka upbringing (FD 170). : '

/
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He;lce Stacey constux(ly fears that she is setting a/n example
‘for her children of*falseness, of all ,the Ehings she hates -- hates but
perpetuates (FD 9). She runs to her sons vhen one of them "is trapped
in his nightmare, alone in there,” for she would ra_ther they tume'zd )
oyt "queer" than that they be trapped into a restrained “"masculine"’
le (FD 30); yet she suffers inmer conflict at thereby defying their
father's code for them (FD 124). She'worries about Jem, caught inside
a vorld of silence — is it her fault, that Jen can"t talk, and should

she be doing something about it? But most of all she vorries about

Katie, her adolescent daughter, wvho seems so beautiful to Stacey and

vho is_as "simple and intricate as grass" (FD 143) . Katie 1s

.

rebellious and outspoken, ghe is beginning to date boys who have a
reputation for smoking urijuana, and sh; 'is old enough to almost
understand her mother's return from her encounter with Luke (FD 190).
B;xt most of all, she invokes echoes in Stacey of herself ;s a teenager,
one vho.never got along with her mother yet lives her whole life
imprisoned by her mother's foibles and inhibitions (FD 50-51). For

Stacey the burden 18 in atte-pting to raise her children to be more

‘l:lberate\d than she was, in light of her owm. imler conflicts.

And this surely coloya S\tacey s relationship with Hatthev.
Mac's father. Not only does Hatthev pry, and try in his gentle way to

inﬂumce the raising of Mac's children (eapecially over church

attendance), but Stacey perpetuates his values by refusing 1n front of

- her family to aduit her own and the children's deviations from his code:

v o o 1 long to tell him I don t see life his way )
-— gentle Jesus meek and mild and God's in his : :
heavens all’s right with the world. But I can't.

1

. . o
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- 'She lives in tremendous dread that she may harm her children unalterably

&7

[

Mac would be furious. Anyway, why do it? So
I should be relieved of habitual fib-telling?
It wouldn't be worth the commotion. (FD 71)

-

Stacey resents Matthew for forcing her to betray her own falseness.
by enmeshing them in the treachet"ou; m:-.b of their enmeshed ‘parentﬁ'
values. o . - .
Like Rachel, “Stacey attempts escape irr the face of her inner
l:ensionﬁ. She too is an inveterate dreamer and for the most part her
dreams of esca’pe conveniently eliminate the childtlen. She dreams of
her ]:ong-ago, past-perfect honeymoon at Timber Lake; she projects
herself as a composed ‘science fictionn heroine emerging beautiful from
a -echa;xical "ch/ryshlit's“ t_hat rejuvenates and refines (Q 105); or she T 1
becomes a paz;'t of \conle' romantic historical.sc;ne (Q 96). Basically
Stacey's dreams are of an adult world = away from town and city —-
vhere people "live vithout lies, and . . touch each other” (FD 96).
ﬁnt Stacey's every dream concludes with an ironic allusion to real:lty,
Drinking, another form of escape, provides some physical
velease, whether at Thor's parties or at home alone in the middle of
the night (FD 115, 147). 'fhrough the balm of gin and tonic Stacey
becomes the dancing girl she was at one time or tells the wicked
-to:ies that party people do (FD 140, 115). Yet drinking fs no final
oolutioq either, and Stacey suffers mental snguish after a :ypical bout:
s Stacey, tottering over to Thor's court. Stacey.
arguing in a loud harridan voice, her hair
dinrranged her make-up long since wvanished |
(... Oh God. Two pink soap tablets

tuﬁltng’ out of her handbag. The gusts and
shrieks of pointing laughter. (. . . )

Q



34 Stacey, regaling the company with corny slightly
1 low joke about =+ what?| Joke about Thor.:
< , Oh God. ~ Stacey, believing they were laughing

) ) with her. (FD 117)
. l

Stacey, like Vane;aa and Ra'cheli \at;el\hpta escape through
physical as velf as mental toutgé » ai:ec#f‘i,wcall:\y through sex. Her
‘ - “affair" with Buckle ,is minor and‘incoqilete. It paves 'the way,
| honever, for Stacey's real affair with Luke whose relat‘i\.onship with
I! . her does provide some sort of release. But v:lth Stacey }t is less the
_sex act itself which libetates her (for she 13 not a deprived thirty-
: -fourfyear-qld virgin), but the combination of love-naking and talk with

Luke that frees her. - -

1

T e N—T Significantly, Luke is young, unfettered, and quite articulate.

‘To begin with, he recognizes 1ntuiti:ve1y that Stacey has been held down

3

‘_ and has b’een taught to hide her real self (FD 188-189). He knows how

ﬁ to let himself speak, says Stacey, and she responds to him by talking

’r as well; she even calls him the only person she can "break through" to -

| (Q 229). 1Indeed, Luke's words "stay with Stacey a lbng time; he teaches

§. . her some distance or perspective in dealing w}ith 1life, gelling her that

4 ’ an individual can never alter “the face of the world” and that

“Everything looks betf:er and vorse from the ol;at.lide" (FD 203, 206)

— 1in other words that life is paradoxical an’d arbitrary, and that otie'p

best response is relaxed compromise, ncceptaﬂce. Luke hd lied to

Btacey about his age, of course, but 1ronicaﬂ1y eno::gh he taught Stacey
more truth about herself and life than unyonL else had. When he

reiterates the rhyme about the ladybird he is in fact négating all her“

escape routes: | gshe can never be a totally free 1 1vj.dua1 agaip: she .

o , | - ' "‘7
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is forenoat .; wvife and -ot‘th'er; her best ;espéngf to life is some sort
of acceptance. |

Stacey s colutlou,\~ like: Rachel's, is one that does not_ offer
complete frgedon but does offer personal and familial survival. The
fire-dweller of the title is, of course, Stacey herself, whose fears
are often seen in terms of holocaust but whose fires are ldi'gely within;

-~

as her mother said to her long ago, "Stacey . . . you must learn to

bank your fitea" (FD-220)., After her’affair wikh Luke, Stacey recognizes

two truths: '"The past doean t seem ever to be o\yer,' and !'there is

u"hhere to go but here" (FD 267-8). In a\senae. like tbe (gull vhose
g

- "sllple knovledge of survival" so impressed het aq tfle atart of the .

. -
-

-

novel, Stacey must choose to live, simply live, \d. hin her environment.

. N S
\  And Stacey's "environment” 1s her family. us when Mac is

\

masked with leather jacket and jeans. —- Stacey is able to reach him vith

‘her owm truth; “,.. . that's crazy, Mac. You're not made of ‘granite.
)Y

Nobody is" (é_ 2.66). The fact that Mac can embrace her in publli.c as he
never could have before, that he can allow himself to :reep,i that they
can really talk jabout the vhole Thor episode, and that the act of love
is ouce again a form of comnﬁ;ation between them —— all this stems
from Stacey's nev attitude, /her acceptance of her life. .

To some extent ét‘é’ey'a adjustment is a matter of resignation. o
Sh. is resigned to recurring silences’in het urriagc and now ass

L

"Silcncu ‘aren’t all bad" (FD 298). She will still drink more than she

should, but she will do it in front of Matthew without the hidden-in-

' the-nixmaster pretense she has slwvays agsumed for him. She accepts

d 0

_— N .

.d:i;.tfaught over Buckle's death -- and the manner of is lifethat he had ~
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~ the fact that she will never be {otmg again 01" have a decent figure )
» - ,

again, After a few more iears of coping and survivi:ng she ;\ay have
"a hide like a ‘t;hinoceroé" (FD 29;'0). But all of them wililsuwive,

' 1including Mac, for (in Stdcey's words), “he's a whole lot sttonéer
‘than”he thinks he {s. HAybe fhey all are. Maybe evén Duncan is.

* Maybe even I.\’am“ (;FE 294). k ﬂ

The i§5‘50td here is "stronger." i.ike Vanessa and like Rachel,

Stacey disctovers some inner strength that "enables»her to face her

lituat:lon; to make a statement of affirmation al;out herself, apd‘to‘

3

carry on — vﬁh éom ignity and some hope. On the one hand, Stacey

does not delude herself th her personality - formed by Manawaka, her

ancestry and her fim}ly ~- will basically alter. She has already )\
. o i " i . ) \
influenced her Katie, she knows », in ways that gozld' never be undone.

Nﬁ', on the othpr hat;d,- gshould those ways be undone. As in

A Bird in the Hoﬁse, The Fire‘-‘-DJgkl'ets is preoccupied with family and .-

\ particula'tly witp motherhood. In response to thi fish episode, for

g example, Katie consoles Stacey as if she were i:he éigerf (FD 21.6-,17). /
In a fragnene of time she will be ‘the mother, for as Stacey says of -
Katie: - .'" ", ,%;} : o
‘ | One lday s¥e vill have to take over as the mother, R

d gnd she's beginning to sense it. No wonder it

frightens her, It damn near-terrifies me,,the \
:whole business, even after all these years. (FD 282)
\ . . '

- o

. jlirc Katie as a mother Stacey surely jmplies that ‘her daughter will
- ' ' n ‘ :

also have to face, then’ transnit, the mcestra]: values. “At that point

Katie ‘(liké' Rachel, like Stacey, lbke \hﬁesu. even like Hagar Shipley) -
. , - ’ , o, . :\,\

will ‘have to face her past andJ;arg‘y it wvith -her — as conveniently as ./

N . : SRS ¥
, ' ’ - \ -
R - R !
- A
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:“.‘; | possible — forever. . d . B Tt :
T v - . In the end Sflc.ey has adopted that sort of cheerful and o
A . '\ committed Gﬂdut‘lﬂce that fwliea acceptance of the diac:lplined, positive "

E ; values of Manawvaka, and that guarantees survival 1n Margaret Laurence 8
";‘ ' \ f:l.ct:lon' and she notes that her daughter vill need to do the .same things. : '
- . Staccy. 1like her Hanavalun contemporaries,. feels a certain anbivalence

. -toward its v . . ; ) .
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\ Footnotes: Chapter V o
1

.

]'Hargaret Laurence, The Fire-Dwellers (New. York: Popular

Library, 1969), p. 312. All other references to The Fire-Dwellers

—

will be to this text and will be identified by page numbei (preceded

by FD) within the text, ' -

1

.zl.aurence, The Pire;Dwellers, p. 16. Djwa, "False Gods and

the True: Covenant," p. 45, connects Stacey's fear of nuclear fission

. with her owvn internal holocaust and states that Stacey fuses her fears

-

with "Dante’s hell and the Day of Judgment in Revelations."

i3 I3

} s ~
s,

1S

3‘_1 disagree with Marion Engel, "The New Margaret Laurence,"

Saturday Night, 84, No. 5 (1969), 38-39, vhen she says that Stacey

' " "wants, and feeds on . . . the open communication of the small
comounity."” The comment seems unwarranted wvhen Manawaka is always

portrayed as such a closed community.
: b}

’ ‘Lautence, A Jest of Qq_g, p. 101. In the Gibson interview,
Margaret Laurence says that Rachel's problem was fear within herself
' while Stacey's problems were more outside of or beyond herself.

Gibson', Eleven Canadian Novelists, p. 201.

et b e )




Chapter VI ’ : 5

The Stone Aixgel .

It 1is fit;i.ng to deal with Hagar Shipley -- Margaret Laurence's
most conpl!.cated character, and her old‘e.st ‘— last. At ninety, on the
verge of death, Hagar views a lifetime of Manawakan values from a
complex vantage point. As her physical world shrinks around her from
house size, to hospital ward size, to private room size; and eventually
(as she ruefully remrka)l to coffin size, Hagar must reconcilel her ‘
variot.xs remembered selves into one cohesive individual. hd, lil;e otler
Laurence protagonists, she must suc_cessfully relate that 1ndiv(dua} )

her Manawakan background.

Throughout The Stone Angel, Hagar is preoccupied with her

identity. Utterly alone, as she tells Mr. Troy when he tries to comfort

¢

her, she wonders why no one but Bram ever called her by her na;e, wvhy
her grandson remesbers not herself but only the candy she used to give
him, and how the vorld will remember her:

Hard to imagine a world and I not fin it. g
Will everything stop when I do? Stupid old

baggrage, wvho do you think you are? Hagar.

There's no one like me in this world. (SA 250)

-

The explicitly divided dialogue underlines Hagar's basic disquietude:

she experiences an inner conflict or identity crisis which “must be

53
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resolved, 1tdseems, before she can allow herse}f to die and which stems,
it can be argued, directly from her Manawakan upbringing. ﬁthough she
lined outside of town vig:h Bram and in the city with Mr. Oatley, then
with Marvin and Doris, Hagar herself stresses that the city has only h
been a "kind of home' since she left Manawaka (SA 36);the corollary
is that Manawaka has always been her real, her spiritual home.
Certainly, as a girl Hagar is dominated and shaped by Manawaka..
As the daughter ovanson Currie, storekeeper and pillar of the
community, Hagar perceives the importance of externals and facades.
The houses are brick, built b’y Hagar's father and other ScotsIOntarIo
immigrants, and ar;a very properly trimmed: she recalls, fS‘i- ‘example,
that "White wooden lace festooned the verandas in those days, sedate
‘ttit;ﬁrning on the beige brick houses such as my father had built™
(SA 22). The Presbyterian Church is similarly restrained, plain and 3
bafe except for the silver candlesticks engraved with her father's good
name. Even the Manawakan hospital is notably stark and prigtine in its

-

“shiny enameled walls. and the iron white cots, the ‘deathly gjron of

*

ether and Lysol" pe: ading its halls (SA 9%3). Not nqrpriaingly, because
i

) . - !
she was raised in so astringent an environment, Hagar's own appearance

is apPropriately /estrained2° "Hov anxious I was to *e neat and .

orderly, 1magining 1ife had been created only to ce‘ebrate tidiness, '

1like pris‘:; Pippa as she passed" (SA 5). " '
Hagar's Ha’navakan nann;:ta are similarly proper. After two years

at an Ontario finishing school she has acquired enough external polish, |

in dress, in manners and in social accomplishnents. Lo earn her father's |

deepest praise. He tells her "You're a credit to me" and permits her
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for three years to play the r'ole of his hostess on public occasions
(SA 43—45). Thus, ti\rough her father's constant vigilence regarding
personal appearance, reputation and social position, Hagar absorbs
concomitant social values -- the habitual snobbery that Elva Jardine,
vho comes from Freehold, finds typ:lc:al of Manawaka. At one point it
seems ironical that Hagar has absorbed so much gf her father's
snobbery: she automatically scorns Ei’i only involvement with a woman
(hoveve‘r fleeting that relationship was) because the woman is "No-name
Lottie Dreiser's mother" and gﬁre\fore a consort beneath the Curfie
station (SA 18).

Pethap‘s more fundameh/tal to Hagar than her social veneer {is
her Manawakan training 1;\ inner control. Emotionally, she is trained
not to commicate’ clearly w/ith oth'ers. It seems significant that
Hagar's father speaks to her most often in detached homilies, and that
she in turn fails to communicate fully with either of her brothers.. . >
When Dan is dying she cannot play the role of their mother for him, and
" when Matt does play-act for Dan he makes throttling gestures aroundl
Hagar's throat to keep her from communicating this action to their
fathﬁt. Later Hagar muses, "if I had ap?ken and tried to tell
him — but how could 17" (SA 26).  In her family, people seldom reach
one another by speech.

Related to her inability to speak is Hagar's inability to cry, . .
to reveal deep ca;tion. When she refuses to let her father see her
i:ty. she is rewarded by her father's praise for her control: “You‘(\lre
got backbone, I'1l give you that" (SA 9-10).

4

,Bil‘t most important perhaps (in view of her basically passionate’
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character) is Hagar's training in sexual repression. When Hagar
announces she wants.to marry Bram, her father's first question (had Bram
touched her?) reveals his fear of sexual expression. And this reaction
follows fvo earlier sexual episodes in ﬁagar's upbriqging: in one
-1nc1dent, Jason Currie had warned his daug;\’ter that I;:en have "tﬁrible
thoughts" (SA 44); much earliier, her father had beaten Hagar with a
ruler (for endangering his rqputation). then had embraced her so
tightly that she felt panicky and caged (SA %-.10). In Manawaka, sexual
feeling seemed to be a<basically mascul:lx"expetlence, contained 1.n;
one's private thoughts,— and tinged with sadism (or at the very least
. with pain) and entrapment. As an alte}native to ‘'such physical release,
furtherm;)re, Hagar's father offers her stern Calvinistic values \
-~ sublimation through determination, hard work and “elbow grease"
(sA 13). .
Yet Hagar, as an old woman tec'alling hetllife, makes it very

A+

.clear that she was always ambivalent to Manawakan values. Through her

A

memories and her comments on the past she stresses hgr fundamentally

passionate nature and her rebellion, even as a child, against her

fa'ther's standards. To the young Hagar, for example, the Manawakan . -
cemetiry seems to embody the spirit of the town, and in the opening

pages of the novel ;he makes clear her scorn toward it. The cemetary

itself, with 4ts funeral pajriour smell and its “"planted peonle;. dark

rctilnson and wallpaper pinka, the p'ompous blossoms hm;ing leadenly,"

impinges on the "faint, musky, dust-tinged smell of thinés that grew

untended and had grown always" (SA 4-5). Hagar reads the tombstone

v -~
-

inscriptions “and'mocka Regina Weese for her respectability and

o f

v
- .

L,
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she wvas a flimsy, gutless creature, bland as

egg custard, caring with martyred devotion for
an ungrateful fox-voiced mother year in and
year out, ' When Regina died, from some obscure
anpd maidenly disorder, the old disreputable

lady rose from sick-smelling sheets and lived,
to the despair of her married sons;, another full
ten years. (SA 4)

~

And the Stone Anéel herself, her wings pitted in winter bf\sgpw ard in
sumer by grit, views the town with sightless eyes, "doubly biiﬁd,"
Hgga; seems to feel, because she attempts to ignoré nature and maintain
propriety on the outer edges of town (SA 3).

Thus although one side of Hagar (her external self) has
‘absorbed certain Manawakan values, another part of r internal
'nature) has always oppoaed Manawaka. Hence she o?iiZj;j:j:}}tes the
whole of Manawaka with 1£s uglier aspects, like the dump, vhere
-nterialisgic cast-offs require purgatio; by f%re:

Here were crates and cartons, tea chests with
torn tin stripping, .the unrecognizable effluvia
of our lives, burned and blackened by the fire .

that seasonally cauterized the festering
place. (SA 26)

Afid she identifies herself from youth to old age with wild and
passionate nature as opposeJ to town proprieties.

But her sense of rebellion is constantly set against a penchant
for relpsctability uhich,Manavaka has created in her, and Hagar's '
complexity as a character is rooted in this tension between the two
sets of values within her. Hagar's marriage to Bram Shipley reveals
this duality. Hagar sees it as a rebellious act, remembering herself

as "drunk with exhilaration" at her daring (SA 49). But her marriage

r~
2 .

L&

-
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actually reveals Hagar's retention of many of her Manawakan values.

In fact, Hagar as a wom;n never completely sheds her early
Manawakan training. When she is first married, Hagar is very pleased
to have ‘éscaped from the tt;wn of Manawaka to its outskirts and to a
howe of her own. Proud of- her own handsome appearance and Bram's good
looks, she thinks of herself as a “chatela.ine“ Jand rejoices that she
vill never have to care for the houses of other women, like her aunt
(sA Sl)l Inherent in her thoughts, however, i{s her basic Manawakan
snobbery: Confident herself, she wonders why het' mother" in her
portrait looks so worried: .after all, Hagar says, her mother was
raised properly and shou‘ld have no doubts about propriety (SA 59).
Ce&tainly Hagar suffers no such self-doubt; she herself .am‘:bs Bram's
family as vulgar, temarking‘. "They were all Mabels, Gladyses, Vernons
and Marving, squat brown names, common as bottled beer" (;‘§_A_ 32).

Hagar also retains Manawakan emotional control during herq ’
‘uat"riage to B:ran. She rare}y communicates with him, even when her sons

are born, keeping her fears qbont Marvin's birth to he_rself , and

silently wishing she could bear John by the wayside rather than have

the “starched and virginal"™ hospital matron scorn Bram (SA 122). And

" sexually, although Hagar is passionate and enjoys sex, she does not
. use the act of love as a means of communication and emotional release
"with Bram:

He had a2 banner over me for many years.

I never thought it love, though, after we wed.
Love, I fancied, must consist of words and deeds
delicate as lavender sachets, not like the things
he did sprawled on the high white #bcdstead that
rattled like a train. (SA 80) -
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‘ Indeed, it can be argued that Hagar's marriage crumbles
because of her Manavakan values. That th'; Shiple‘y place was never
painted anncys_her const:ancly.3 She longs for the comfort of town
vhere nature is less threatening, and says at o;e point, "I used to
1ike snwato;-m in town, when I wvas a girl, the feeling of being under
siege but safe witt;in a stronghold;:" on the Shipley place, in contrast,
snovflakes seem threatening and crazed by a hostile wind (SA 86). Her
represgion of th;t part of sex which involves open comunicétlion seems
to lead —- just as her father had taught her -— to Hagar's workinf; like
a “dray horse," and offering :herself cold comfort: "At least nobody
will ever be able to say I didn't keep a clean house" (SA 112). But
most of all Bram's public bef:aviour becomes outrageous to Hagar,
especially vhen he urinates on the‘ntep& of her. father's store in town.
The older Hagar acknowledggs the nature of their failure, noting the
e:onflict betveen her ’Hamakan values and Bran's lac}t of them. She had™
aysuned she could change Bram's social shor;conings, ‘she says, and

adds at another point, "we'd married for those qualities we later found

we couldn't bear, he for my manners and speech, I for his flouting of

A )

then" (SA 50, 79-80). But her statement makes it clear that the real

conflict was less befween Hagar‘nnd Bram than between the two sides
(propriety and rebelliousness) of Hagar's character.

| As Hagar grows older and is separated from Bram, then widoved

_ by him, Hagar continues to live and to raise her sons largely by' -

Manavakan social values. Eaphasizing their appearance, as Hana:mka .had

trained her, Hagar spends the money.Mr. Oatley pays her on clothes:

\

/’\-\u
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- 1 spent my first few months' salary entirely on
clothes, a delphinium-blue costume for myself,
hat, gloves, shoes, the lot. I threw away the
wide—-legged trousers John had worn, cut down from
Marvin's old ones. (SA 156) -

60
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Later, when Oatley dies, leaving her money, it is significant that
Hagar immediately b;xys a louse — to house the few good thingis she had
salvaged and retained from the Currie home. Similarly, Hager raises
her sons according to Hgnawakan social standards, constant’ly. correcting_
their grammar, failing t‘o communicate fully with them (SA 238, '242),
.teaching John to play store and to work hard, just as Jason Currie had
taught her, and reprimanding John for drunkenness becaut;e it ruins her
reputation. |

"Even as an old woman, driven to ‘l;ve yi:th &todgy Marvin and

Doris, Hagar's Manawakan values remain. Much of her hatred for old age
f !

1

stems from her degenerating physical appearance -—- the blubber that
shakes when she cries, the puffed face, white with purple veins, and
the dry powdery old skin. Still concerned/with appearance, she '

" emphasizes to Elva Jardine that Bram was strong, black-bearded and
handsome. She clings tenaciously to the house and things that proclaim
her ai:atus, identifying herself with these possessions, as she he/taelf
states clearly:

If I am not somehow contained in them and in
this house, something of all change caught
and fixed here, eternal enough for my purpose,
then I do not know where I am to be found at
Ml. (SA 36), )
And, in a curious sort of réligioua snobbery, she scorns Mr. Troy's

version of heaven as somehow chintzy: "how gimcrack a place it would

K be, crammed with its pavements of gold, its gates of pearl and topaz,
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like a gigantic chunk of costume jewelry" (SA 120).°

Sim:llarly{, Hdgar clings to social propriety. She derides

Doris' faulty grammar. She rebukes Murray Lees for forgetting his

.

manners when they are in-a deserted musty cannery together. And she

>

" expresses annoyance that in a hospital ward she must sleep "cheek by

[
>
»*
.

&

jowel" with "heaven knows who all" (SA 255).:
Even when she is dying Hagar longs for emotional control such

as she learned when a child in Manawaka. Throughout The Stone Angel

sh;-. emphasizes her humiliation at losing conirol of herself, appalled
at her uncont:r:’ollable tears -and her unguarded speech. Equally
hunilini:‘i'ng is hei‘ loss of physic;ill control -- her incontinence, her
::onutipat:lon’, h;r inability to even uny‘ess herself.

Such acknowledgement that Hagal.; continues to accept Manawakan
values and to pass them on to her sons throughout her life, hovever,
negates neither her conata:nt rebellion against Manawaka nor ﬂhqr personal

growth as she begins to reconcile these two gafring gides within

hergelf. Like Vanessa “aqd Rachel and Stacey, Hagar gr}xdually Becomeg

{
;

more and more aware thag‘ Manawaka required masks, and that she herself

J
had assumed a fagade which strangled something important inside her.

Because Margaret Laurence has arrarnged Hagar's .flashbacks chronologically,
it is possible to trace the de\;elopnént of this perception, and to
examine the nature of the¢ rebellious self behind the mask.of Hagar
Shipley.’ . - .

As a girl, B;gar ‘deqcribes herself as rebellious. She also\

describes quite vividly the strong Highlander ancestor whom she imagines
s | - -

uilist have bequaath?d some strength to her. But, in describing her

t




. Manawakan values:  she refuses to cry when her father expects it and

* with him through sex: she says, "I prided myself on keeping my pride

- " l\ .
her squeamishness about real life, pointing out'that horses are °

* . | . 62

girlish regret that he had .abandoned his descendants to the prairies,

she seems to fear that in Manawaka, so far from the Scottish homeland,

] ‘\ . > 3

her inherited strengths may have been diluted or paled by the prairie -
experience: |

How bitterly I regretted that he'd left and

had sired us here, the bald-headed prairie

stretching out west of us with nothing to

speak of except couchgrass 6r clans of .
chittering gophers or the gray-green poplar ’
bluffs, and the town where no more than half

a dozen decent brick houses stood. . . . (SA 15),

Similarly her girlish pride in her "toughness" causes her to scorn

scorns weak-minded Regina Weese. But at the same time glag'a-r wonders

o

vaguely why she so équeamishly avoided the egg:smaahing that Lottie

Drieser could carry out. In both instances Hagar experiei:ces pride in

. . 2 ,
the ancestry which has given her personal strength and individuality .-

beyond the ordinary but simultaneously expet"ie:ces fear that she may
not live up to that ancestry. Hagar fears.‘above all any vulnei'abiiit/'
or veakness in herself which may cause ocherg to think less of her.

‘Later, as a married woman, Hagn; \uimilarly takes pride in her
control which she equates with streng\\of d‘hdtactem In" her

relationship with Bram she holds hetself back (refus’lgg to communicate
intact, like some maidenhead" (SA 81). VWhen Bram confronts her about

acceptable to her only when they are in pictures and can't drop manure
\ r N .
(SA 83), Hagar remains silent, masked, admitting no weakness, no

-
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vulnerability, to him. . y

It 1s during her marriage to Bram, .however, that B‘agar first

recognizes that this stoical sort of pride has rende’:rgd her masked.

[N

Significantly, this revelation comes to her as shé gazes at her face in

™~

a pul lic mirror i.n a town waahroon. she 1is hortifiec{ and ‘_'aays, "Only

the eyes were wine, staring as though to pierce the lying glass and get

Hagar h f

beneath to some truer image, infiphely diat;ngi" (sa 133). h

- seen that hér exterior self in its aloofness is not real, that soﬁethi\ng

is wissing. _ - . 'l ' T . ‘ . .“"‘“4'

(AT

Recogni"tion that- she’ is masked does not euddenly ilter Hagar.

When Marvin-has left and. dohn dies after a dtnnken driving spree,

Hagar's enotioml coutrol her mask, is a teflex action:

/\\ n
o « « « 1 ghoved her arm avay. I straighteiiecL my °
" spine and that was the hardest .thing I've ever
had to do in ny entire’ 1ife, to stand straight .«
, " then. I wouldn't cry in front of strangers, .
vhatever it cost me. (SA 242) R N |
, BN ’ |
Any u)n o n Hagar notes she has retained s}one of her mask, for .
N ~ « . _\ v
she believes one must dissemble fox the sake of -others, like Marvin 7
~S§_A_ 9. I » part of, Hagar's dignity fn old age hinges upon het
ability to ret m(\nocul mask as a guard against total 1nvaslon of her
A —
_ privacy; at one point uhen het wmask is threatened she says,
My hud is loweud as | flee their serutiny, : ‘
_ but 1 cannot wove nnd now I see that in this Y
: cntire house, mine, there is.no concealment. _ o

.. - |THow'is it that all these years I fancied
»violatiou meant an atfack upon the flesh? (SA M)
Yat tt is through teco tion‘of masks, her own and those of

others, that Hagar is ®ventuallyiable to reconcile the antagonistic



1 “
™, T
forces within herself. As a girl she intuitively penetrates her .

father s |mask when he beats her, then says i‘:t has hurt him more than
4

her; Haggr calls this a "barefaced lie" (§§_"10). .As a young woman she,
perceives ‘pram's mask. She notes with some surprise that despite his
belitt‘ling of town values he too wants a dynasty, just as her father

N

[ 4 .
did; and she later states with some scorn that Bram is trying to

-
’

‘impress the threshing:gang by boasting of the improvements he will make
%to the place by next year. Though she laughs at’ her father's pretence . .
.and despises Bram S pre}ensions by the time Hagar ret;bgnizes

Mr. Oatley 5 fao;ade she ﬂs rather sympathetic~ grateful for the cool"-

B

distance he keeps between them, she describes him dn a way that

A

Y

J
highlights. his loneliness:

: That house of Mr. Oatley's -,-—"fike a stone barn,
‘ ' it was gigantic, and he there alone, living in the
' library, speaking feelingly of his love for the
classics and slipping detective novels between the
calf-bourid covers of Xenophon's Anabasis, scarcely
. setting foot in the drawftig-rooms and yet insisting
| that everythif§% be kept up' to scratch for the
.» visitors who never came. I can't complain. He was
3 ‘good to me. (SA.155) ’ -

Her sympathy for Mr. Oatley foreshadows Haga;'s ._uItin;éte

N [N . . « . . ',-.‘

@

~

recognition that her own sons kbin:e masked, and that ghe l{as made then
that way. Johs at’one poirit: tells Hagar that she alwsys bet on the
, wrong horse: '"Marv was your bsy, but you never shw that, did you?"
. (SA 237). In tmtf\.“}iagarﬁ "bet' on neither. She manipulated both,
altered both, ;ut saw in John more p:)tenfiar. When Marvin's grammar
never i"mptoves, whe;\ Marvin refus;s to wear th; sailor’ suiC"'she' -

prefers, when Marvin enligts for World Wars II although he is only }

,
'
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*

! geventeen, Hagar relinﬁuishes him 'quic'kly for, in her opinion, hla is
- ‘ thg sort of boy &estined for such a'!duty anyway. Later Hagar
f\, ‘r{cognizes tt'\at he™ had masked himself tn self-protection: "It deemed
to me that Marvin was the \jnknown soﬁldier; the one whose name you never

knew" (SA 182). In fact 1t seems no accident that Marvin becomes a

hous'e‘-pa'intet (a maker of facades) and that Hagar finds this information, .
¥ - \ *
‘.
vorth recgrding. { .
& L ~ ‘ H
With John, Hagar's manipulation is more drastic. . Assuming from: ,

PN

his bicth that John 1is the sen her father would have wanted,a Hapar o

‘ r

tries ‘constantly to improve hi. The Shipley place must have pictures
so John will be culturéd. * John must have the Currie pix: and @ it
ag the true heir of the Clanrarald ﬁ;acDonafda. John must have proper

clothes and the right friends.. Thus by the time that John is a

’

schoolchild he is torn. He weeps bec‘ause his friends mock "Bramble
Shitley;" however obscurely, John loves his father and is enough like
him to care for him in his laét {11ness and imitate him in - -

gself-degtructive Slrinking bouts. He learns to.lie about his frie,h}ds

kg »

at school, inventing fictitious ones in an effort to please his mother,
) ‘ .

And he learns not to communicate well with othess, as Hagar observes

vhen she sees Jéhn and his half-sister Jess speaking in "parallel lines
. H .
L _ that never met" (SA 195).
. ’ »
Indeed there is irony in the manner of John's death. ..In one

~

t

P
I

) an

of the rare unmasked conversations betwveen John and his mother, he has
just spok\en clearly concerning his relationship with Arlene: "This |

may come as a shock to you. I:ut it's not her grandfather f'm going

e

“ ! . around with, nor she with mine" (SA 204). But his clear statement to
w ' L 0

i
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his mother brings about her last attempt to manipulate him: when Hagar

" and Arlene's mother arrange to send Arlene away to separéte the lovers,

it seems quite'obvious that Joha responds, subconsciously at least, by

killing Arlene and himself in a fatal drinking accident (SA 239-40).

~»
Ld

Hagar, moreover, realizes that\she has destroyed her sons apd
that she must make amends in some way befotek she dies. Thus her
personal identity crisis Cher diycovery that her proud mask has robbed.
her of sgyething in 1life) 1s compounded by a sense of havigg sinned
against her sons (by attempting to force a mask upon them). Like
Vanessa, Rachel and Stacey, Hagar seeics escape or release f.rom her
tensioh. 'But because her crisis comes so late in life, when she has

really only the experience of death left, her "escape route" is more

.complex than anessa's or Rachel's or Stace&'s.

To begin with physical release, Hagar is, of courée, beyond

sexual pleasure. In view of her own sexual lifle -- vhere physical.

,

enjoyment was never paralleled by verbal communication with Bram :

—— Hagar can only envy and admire the sexual communion that others

4

achieve. T?C:, though'she regsents the "nerve" of John and Arleﬁe,
her Toronto couch in broad daylyght, she grudgingly~

making love“

‘a
[

adnires thetr openness vith one another.

Nothing to bleJ; thenselves with, they had,
not a penny in’.the bank, a gray shell of a -
.« houBe .aroynd ‘them, and qutside a grit-filled
, vind that blew nobody-any good, and yet
*  they'd closed t emselves to it all and opened
\ only to each other. It seemed incredible that -
. such a spate of unapologetic life should
- ) flourish in this mean and cyabbed world. (SA 208)

-
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Hagar's own substitution for sexual experiment all her life is
physic:'al activity, especlally vork.f This is also denied to her as an
outlet vhen she is old. It is ;rue that Hagar does "escape" pilysicaliy
in face of the threatened Silverthreads Old Age Home, but surely her
journey ;:o Shadow Point {pd its deserted cannery is abortive, for
Murray Lees notifies Harviﬁ and Doriz;. who recapture her —- now, of
course, for the hospital rather than the nursing home. There,
bedridden and trussed, she cannot even administer to her own bodily
needs. ]

o .

On the other hand, release through the imagination is also
limited in Hagar. She says that her imgina‘tion was always act}vé ui:en
she was a child, teaming with "phantoms, squl parasites with feat.heryy
fingers, the voices of trolls, and pale inconstant \f*ix"es like the
flicker of an eye” (SA 205). And as an old woman she does imagine that

she can impinge on the fantasy of the small girl and boy on the beach:

she does imagine that metallic-looking dead June bags in.her hair will

restore her to queenly beauty; and she does imagine that Bram has been -

restored and she can now reach him by speaking, "Bram, 1isten --"
(§_A_‘116). ; But, for the most part, for Hagar, imagination is confined
to the more realistic realm of memory, and if it is.to serve her-it
must be fhrough some reconcilfation of herself with her past.
Ult{mately Hagar's solut(ion lies neither in physical re‘l;ase
nor in fantasy, for her particular Manawaka-mask 1sl a M one,
expressed through snobbery, through manipulation of.others, and abgve

all through pride. Hagar's pride has always been a two-sided trait.

On the one hand 1t is the source of her strength, the 'r,e.belliousness

A
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i and the independence she knows she has inherited from staunch Scottish

forebears. On the other hand, it is also her weakness, and at this

point (vhen she recognizes how through pride she destroyed her spns)
L Hagar herself speaks of it as a sin, connected to her fear of weakness
: and vulnerability;

Pride was my wilderness, and the demon that' led

me there was fear. I was alone, never anvthing

else, and never free, for I carried my chains

within me, and they spread out from me and

shackled all I touched. Oh, my two, my dead.

Dead by your own hands or by mine? (SA 292)
Thus her release must come through spiritual gestures -- reconciliatory
and humbling -- toward those she enmeshed, as if in setting them free
o ' she herself will be liberated into death.

- ‘ It follows that when Murray F. Lees wants Hagar's pardon for
b;traying her location to her son, at first she is too proud to bestow
it; but when she does forgive him ("bless" him), she feels immediately

.

"lightened and eased" (SA 253). When Sandra Wong needs a bedpan, o v

Hagar's first reaction is anger and she is too proud to go for it; then

»

she fétches it at great cost to herself and immediately knows the
. 0releasg of "paining laughter“ followed by peaceful sleep (SA 302).

‘. Hote'sigpif}c;nt is Hagar's attempt to make peace with her.sons. -

Through Murray Lees and the purgatory of the Saﬁnery, she makes her

o ' peace with qohn in a fever of sickness and hallucination, then knows
such reléase that she says she could have begged pardon of God that
- : night (SA 248). And, finally, her véry real gesture toward Marvin,
" D H

through what she.calls a "lie," seals her peace; she tells him,

"You've not been cranky, Marvin. You've been’ good' to me, always.

.
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" A better son than John" (SA .307, 304).

At this point Hagar has humbled herself and made peace with
‘bthers. Consequently she feels more than she had ever expected of

life (§§'305), and knows the joy she was previously missing:
This knowing comes upon me.so forcefully, so >
shatteringly, and with such a bitterness as I
have never felt before. I must always, always
have wanted that -- simply to rejoice. How is .
it 1 never could? (. . .) Every good joy I
might have held . . . all were forced to a
gtandstill by some brake of proper appearances =y
-~ oh, proper to wvhom? When did I ever speak
the heart's truth? (SA 292, {talics mine) °

Hagar's proud and stoical mask -- while the source of her strength in
time of hardship -- had cost her the pleasure of rejoicing with thos®

.she loved. , . |

Hagar's language, particularly her:inner personal img%ggy. <

. supports this interpretation of her struggle as acknowledginé’some sort ~

of mask in her personality, then breaking free in a limited sense at |
last. Hagar's name, as critics point ouc,5 in {ts biblical context
suggests bondaée, and her consistent image of herself as an Egyptian, -

" caught in a spiritual desert, geinfo;ces this 1mpreiission.~ She imagines

+

her mother's Angelrmemorial was carved by Italian masons for. the
. (

 “needs of fledgling pharoahs.in an uncouth land" (SA 3). She calls
herself an "Egyptian with rowanbérries fn her hair" an& spéaks of her

three-year service in her father's ho;se in Egyptian bondage terms )

(SA 40, 43). Vhen shé is old and.underéoing hOSpita{ tests, the

pattern of imagery continues: ". . ..I may disintegrate entirély,

1like th;~¥10wers found on ancient futankhgmen's tomb, which crutbled //

{ ¥

€
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{
vhen time flooded in through broken doors" (SA 111). And in the end

she feels herself to be a mumm&-like exhibition, for all to see,
imprisoned in a museum case. ’ ‘

‘Connected with the E%yptian imagery which suggests bondage,
is Hagar's perception of herself as a trapped animal, such as & fenced
cow, or an impaled earthworm. .At times, in related imagery, she
compares herself to a helpless insect, like an overturned ladybug or-a
caught fish,

Hostaftequent'among Hagar's gelf-images‘ﬁrich emphasize her
bondage are bird images. She calls herself a malevolent old crow
silent on a fence. She says her hea;t beats "like a bersgrk bird"
against her "éage of bone" (SA 95). She compares herself to an old
havk ¢aught and wonders,‘"Have I grown so weak I must rejoice at being
captured, taken.aliée?“ (SA 251-52). And in the end, the final
indignity, she is strapped into bed, in her phrase, like "a trussed
fowl" (SA 285). .

l To some extenht Hagar's image of herself a; trapped is galanced
by her perception of the wilderness, or even the settled praigie
beyond town, as free and exciting.‘ As a child Hagar eomgtimes endowed
the shanties outside town with a magical fairy quality: Bug,later the

prairié seens more frightening to her: during storms the lightening

reminds her of angry claws at the cloak of God, and the depression-

pocked Tandscape seems deadening.and hostile, full of boarded windows

\
like bahdaged eyes, barbed wire fences, and Russian thistle (SA 161).

Eventually, vhen she contemplatea the wildernass beyond the prairie,

1t is in Old Testament terms: 4t amuses her’ to imagine Mr. Troy's

- e ¥
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.
reaction to a "locust-fed" raving John the Baptist gnerging from the
wilderneés, but she knows she would be terrified too' (SA 38).

In effect these two sets of images -- those:of Egyptian bondage
and those of a fearful wilderness ~- corynspond :L the duality within
Hagar; she sees Manawaka as binding and/;oo restrictive, yet §he feels
dravn to its security and ancestral atnfngth,when faced with the latg;r
world outside. And.given Hagar's hatreé of her own bondage, but fear

of the wilderness, it seems she would have remained poised between the

tvo, had not the threat of Silverthreads intervened and acted as a

! »

catalyst to dfine her toward the wilderness, to Shadow Point and the

deaerted cannery. Her physical journey to Shadow Point, then, becomes
highly sznboljy for Hagar has chosen rebellion or at least independent .
action as a means of solving her inner conflict as well.

Frank Pesando has <called Hagar's voyage to the sea "sinister"

and 1links it to an apocalyptic (in the 01d Testament sense) vision of
he11.6 In fact Hagar's experience there is less hellish, aqV;qundo

uses the term, than purgatorial. To begin with, the cannery is a

hostile, punitive place. The ferns overgrow the steps and branches

|
puncture Hagar's arms likefneed1e¥. The sea is alien and chill, like
a strange frozen planet,'full of rsly-eyed serpents,” killer whales
and '‘phosphorescent creatures dead to the daytime" (SA 224-25). While

+~ there Hagar visualizes fellow-creatures suffering, fish scaled and ’

]
vrithing and clams with fluted shells pried open. If, as D. G. Jones

suggests, she goes to the vildernéss to reclaim herpelf,7 it is a
redemption through snffeting (cold and sickness and hallucinations)

and Higpr herself thinks of it in purgatorial terms, wondering what

- ~
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albatross she must have slain go' be so punished (SA r86). One is
reminded in this glight of what Hagar said of a former flight, to the
city and Mr. Oatley:

‘To move to a new place -- that's the greatest

excitement. For a while you believe you

carry nothing with you -- all is cancelled

from before or cauterized, and you begin again
and nothing will go wrong this time. (SA 155) -

Predictably, at the cannery, through Murray Lees, Hagar does redeem

' herself, being forgiven by John in a mystical exchange and forgiving

Mr. Lees in turr. And the remaining experiences by which Hagar frees
herself (her kindness, humility and joy) stem directly from this
purgatfon. .

Undoubtedly the central and conclusive image in Hagar's
experience is the Stone Angel of tl:e title. Hagar is the stone aﬂﬁel,’
of course, blind at the start of the story, called "angel" by her\son
John who }new her best, left in-the end alone in a "bed as cold as ‘

winter” ‘(SA 81). More important, Hagar sees herself as the stone angel,
at least subconsciously: she desc_g’ibeé her old' skin as whige and
chalklike, as 1f left out in the sun too long (SA 54). She describes
her skin at another point a.s "silvered white" and her hair as

"damask" as 1if shelvwere not human but cast from some ornamental
subgtance (SA 79). She compares hnexlf in old age to a snow ‘angel
«.caught in a blizzard and about to fi‘;&{ze. A;ld, very pclearly, she states

. . ¢ )
at John's death, "The night my son died I was transformed to stone and

[}

\

never wept at all" (SA 263). T

Hagar's ittitude' toward the fate of the stome angel, moreover,
“ - I

reflects her own progt"\e‘ga from pride through self-acceptance and

*
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“’/fedenption. In the beginning she mocked the stone angef”%or .

representing he; mother's “feeble ghost" (SA 3). But as timesgoes on
and Hagar. sees that she too is masked, bound and stoné-like; she

identifieé wvith the statue so strongly that she forces John to restore
it vhen it has fallen, and tries to wash off the wanton lipstick marks

on it that offend propriety. *Onéy in- the end, when Hagar is working—

]
tal free herself of the mask of Manawakan propriety that bound her all

r days can shé{look at the angel, tilted and askew, and not worry
EIAY

about its appearance, saying of her last visit: "We didn't touch her.
We only looked. Someday she'll’izpple entirely, and no one will bother
\ .

to set her upright again" (SA 305).

Hagar's last gesture, in seizing the glass from the nurse, is,

of coutzp,*a re-assertion of her}pride, her rebellious sense of
independence. But as a gesture ﬁf independence it can best be seen
agéinst her previous statement,‘"oh i am unchangeable, unregenerate"
(SA 293). Hagar has made several basic changes in her life: she has
s

shed her aloof and proud mask aﬁd bent to reach out to her sons, to
, .

\

Murray lees, and to Sandra Wong; and in doing so she has knawn joy an& :

t i

freedom from certain Manawakan/inhibitions for the first time in her
life. Images of baptism asser; Hagar's spiritual renaissance. She
slys, in the novefts final.epés?de, that she is "bloated and swollen
like soft flesh held under by;the sea," and her ;aking a glass of
vater as a final gesture reigkorces this impression of grace and
spiritual rebirth. . \\\,

But, like Rachel, Stacey and Vanessa, Hagar in her f;nal

lequeﬁce'acknovledges the source of her strength in making these
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. recognition that freedom is to s'ome extent the ability to love, to share,

.-E

¢ q ]
7

-gestures —— the independence which 1is a]:so an inheritance from Manawaka

and is "unchangdable," "unregenerate" (as it should be) within her.
’ &

Like the other three Laurence protagonists, Hagar Shipley is

Al

ambivalent toward Manawaka and achieves "freedom" partly through

recognition that she will never be completely free, partly through

4

A

to give of orieself to others. Liké,‘the stone angel itself, her spiric,

-

must ultimately "topple entirely" in the face of death but with her last

-

-

breath she can and will -~ in the words of Dylan Thomas used as the -

epigraph of the novel —- "Ragp, rage against the dying of the light." .

c

Paradoxically, rebellion against the submissiveness ‘she had assumed

to be Mahawakan was also a Manawakan trait. ,
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Footnotes: Chapter VI

.% .

' lﬂargaret Laurence, The Stoné Anpgel (Toronto: McClelland and

gg:vart, 1964), p. 282, All .other references to The Stone Angel will

be to this edition and will be identifed by page number (preceded by

SA) within the text.

2’l'he adjective "astringent" is Hagar's own: she describes.

. the Currie house, for example, ““where the air was astringent with

mothl;alls" {p. 59)..
4 Y

- - . 3Again and again Hagir emphasizes that the Shipley place

;- until Bram }eaves it. -~ 18 disgraceful, as if to assure herself
that ghe did have, grounds, surely, for deserting him. 'At one point,
2 for example, she describes the outside of the Yhomgstead with its
rusting ma_chinery .gﬂt'e aged bodies on the lawn &nd its pox:ch caving
. in like toothless jaws (p. 169). Then she berates the inside of the
/ h;)use as wedill,‘ where dust lies thick and the flower pattern on the )

, rug is barely \§iscernible. through the dirt (p.- 171).

-

neyfr\Hagar mentions John's qualities, she stresseés that
he is a better éo because her father would have been so proud bf{him.
She says: "A great pivty your grandfather never sav you, for you're a

boy after his own heart" (p. 123)\. It is as if, in fact, Hager sees

- in John the son her father wanted when instead he got her (see p. 14).

.
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‘SSeverpl critics connect Hagar Shipley to the Old Testament

¢
]

. . . . - . .
/7~ Hagar, and Old Testament images do dominate in The Stone Angel.

William New makes an interesting point, however, when he connects
. oo ) e '
Hagar not only to the Hagar of Genesis but also to the New Testament

£
interpretation of Genesis: New cites St. Paul's references to the

\.

; { B
Hagar of the Old Testament and {1lustrates that St. Paul's "Agar" is

strongly associated with fixe concept of ,bendage. William H. New,
. 4

~

Introduction to Laurence, The Stone Angel, p. viii.
P - . .
6Frank Pesando, "In a Nameless Land: The Use of Apo

&

alyptic

. Mythology in the Writings «of Margaret Laurepce,” Journal of Canadian

Piction, 2, No. 1 (Winter 1973), 54-55.

7D. G. Jones, Butterfly om Rock: A Study of Themes and Images'
£ \— .

"

‘:ln Canadian Literature (Toronto: University Press, 1970}, p. 44.
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Q;re individa'al gnd digtinctive. Vanessa, 1n¢!§__ ‘Bll;d in the Houoe, '13

" a. ﬂedgllng ehgrecter. In her chrysalis gtate she 13 learning the: .

‘in The Fire-Dwellers 2_ is masked like Vane?
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Chapter VII' q RN B ' | .

Connections Between the Novels ' N
~ ., .ot . ' ) 3 )
. . o
y At this point, following analysis of her four Canadian-set
novels, it is posaible to outline connections between ‘Laurence s. major
wotks of fiction and to propose a theory based upon tho{e connections.

Hargaret Laurence's use ‘of-Manavaka, it can be argued is connected

with the puritan éthic. The afmbivalence which her characters feel

4 «

\
. toward Hanav.aka is8 in essence;’ an ambivalence toward the values of

j .
purltanisn. Y / i L. -~ v :

To some extent, of course, Laurence's female protagonists J—
s o’ ‘ ]

o ‘.,

necessity for physical and emotimfal control in Hanawaka, and

—

expe cing the fir‘st tensions that such’ contrpl brings. Rachel,

in A Jest of God, is caught in the same small-town environment, ' o

<

but — after years of repressjon -- she strupgles. to free herself -
. o -

from 1its strictures t%rough emotional and physital expression. Stacey,

a and Rachel, *but has the

ewmotional and‘physicol outlets (through her marriage and children)

8

thal Rachel completely lacks. Stacey's dilemma is to reco'ncile her

1

; peraonallft,:y. with 1its imperfections. and her self-expreﬂsion uith

—

- W’. N _‘L , ) \) . 4 ., s
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the demands of society and the needs of her c ldren who are so !

. \
R 1 . ' 4 r;:

o 1nfluenced by her strength or lack of it. Hag Shipley,,on thg'oéhérr

hand, goes beyond Stacey. ‘In The Stone Angel, after a lifetime of
| ) controlled behaviour and repressive, dominating motherhood, she must

’ . make amends for the pain she has caused othets and realize within

(‘xiv - ~ " herself some of the joy she ﬂ§$ missed throughout ‘het 1ife. iﬁ.ﬁaga} -
?
L

. ) the necessity for balancing personal independend@ and social oA

L}

responsibility peaks.

~

) v
In spite of such individual dif’erences between the characters, .

however, valuable connect@ong bgtween them ca§ be madg."Each
protagonist is femaie and clearly jfpicxs‘a siparate'stége or period in
y ' ) ' female lif;. The reader therefore tépds to see the protagonists

' |
collectively, and it seems s;gnificéﬁt that in her own introduction to

, T Sinclair Ross' short story collection, The Lamp at Noon and Other

s © ¢« Storiles, Léurence has tended to see the Ross characters collectively.
o . She gees still fairly young uomen try;ng to resign themselves to a drab

existence, shu; into themselves, shut out of their husbands'. inner

»

I . !
" and She notes, "In lieu of expressed love towards their meny

+  lives,
L]

ffhese prair&e women take refuge in attempting to instill small and

, . rigid and meaningless portions of 'culture' 1nto their children's

I
- » ?

) "ﬁives."*‘ Whether or not she 1s correct in assessing these stories, in,
: \ ‘ / her emp:;sis on women collectively, and upon ‘'women passing on values
! . 1o &-smgil, enclosed soclety, Laurence appears to be riading her own
predelf&tiops into Rass' work. \ , B
- Some cri;icé.have.aitempted to connect the‘repr;dhgd female '
. protagonlst& of iaurence's Canadian;baséd névels in a n%milar vay.'
. s . 4 ’ . “ - b i
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e gh_ildhopgl, \ith_ics enphasis on conformity, Rachel as-adulthood-with - e e

A

REEE L
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-

FH;llis Grosskurth, .considering The Stone Angel, A Jest of God and

»

The Fire-Dwellers, notes: '"Aspects of Women migﬁt gserve as a general -

title ta Mrs. Laurence's three explorations of female problems."2

Barbara Pell, in an unpublished thesis, includes A Bird in the House
and sees Lgu;ence as depicti;g the "four ages' of women: Vanessa as.
- its guilt and paranoia, Stacey as mothe;hood withliks social pressures
;nd family énxieties, and:Hagar AQ old age with its acknouledgement‘of
a iifetime of 1039.3 Alternatively, on a mythological level, as%
Elizabeth Waterston'iﬂtergrets Canadian literature, Hargaret,Laureqcé
can be seeﬁ as covering the universal "Story of life" -~ a hero, or ‘
central figure's birth (Vanessa), hts quest or appréﬁticé;hﬁgﬁ(Rachel),
\ "his maf}l;ge and maturity (Stacey) and his Nd agg\;nd decay (Hagar).4

Laurence herself, however/ has in various interviews laid the

foundation for an even stronger connection between.the female '

protagonists in the four novels. She notes that although A Jest of God

and The Fire—Dwellers“were conceived simultancously and The Fire-Dwellers

was in fac; begun firkst, after three of, four starts it became apparent

- . ~n

that Rachel's story must come first.5 She notes that Sgacey is likely / ™ »

4

. ' ’
to become a matriarch_much like Hagar.6 She points out that Stacey is;//

LY

in various ways, "Hagar's spiritual érand-ddughter:"7 And she ‘

. N J /

summarizes that, in actuality, she has dealt with four generatiodns: ¢ |
ry .

Hagar's (the pioneer peneration); Vanessa's parents' (the sons and
daughters of pionecers); the Cameron pirls' (her own): and Stacey's

: 8
children's (thea new generation). ) ‘ ‘
= , wetd ‘ 1 . Q
Hence there' are stronp reasons. for connccting chranolopically, \\\w
} . .

»
.
f . |
- d i
. , \ + R R {
,
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in a generational sense, the protagonists of Laurence's Canadian
e .

novels and thus for perceiving an ancestral line and a common' heritage

between those characters. Or -- seen compositely -- Margaret Laurence

5/7

has, in other words, created one female protagonist whose liheage and

"racial memory"sreaches from the pioneer days of Canada to mid—tweﬁpieth

3 ~

' . s o s
e e e e e el e e

/

1S

B2 LT - SO

Yet 1if the novels are to be read as four pﬁg;és of the same
female coﬁséipusness, iwo important questions remain: what is the
eSSfdcg]bf that female experienée: and what is the significance of that

experience for Canadian literature?

o -

Certainly each'of Laurence's ferhle protagonists 1sﬂrepres§ed,

-
*

physically and emoiionally, and each attempts with some success to

_ escape Her bondage. But, most significantly, each recognizes, at the

Eame time that she will never be truly free of the bondage that is her

-

heritage.

- . !

Thus Vanessa as a child, in A Bird +in the House, experiences

no iﬂtensé 1nnér crisis, yet she is learning t6 copew as, George WOodcoc¥
points out, "within small and threatened grouﬁs."g In response to that
small—townipreésure,_sﬁe feels; in her own words, "frantic to get away
from Manawaka and from the Brick House" and she fears that escape is

not possible; yet when her mother sells the MacLeod gilver and the
Limoges china and Vanessa does leave taun'tq_attend university, she
reflects,‘"ln some‘uay vhich 1 could not define or understand, I did nar -
feelkneery as free as I had expected to feel."lo fndeed, the mature

Vanessa who returns to Manawaka twenty years later reminds us that she

never really left Manawaka behind because, persoriified as 1t {8 by her
. \ B
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grandfather, its values are ingrained in the bIood which flows through

her veins.ll

[y

. i \
Similarly Hagar Shipley, despite her reconciliation with her sons

and her new-found ability to "rejoice" with Sandra Wong (these actions

representing her liberation) retains much of her fierce pride-(wﬂichlshe

- i—had-cotnéc ted-to-her-1felong bondage——Atthough-Hagar ‘recogmizes—that -

she is not entirely free of her pride (when she comments that she finds

¢

herself "unregenerate"), it 1s significant that Laurence chooses to end

Fh; novel with an assertion of Hagar'stbride.' When she‘seizegtthe
drinking glass in a last defiant acéioﬁ,,ﬂagar is asserting the value '
of her pride: 1; {8 her pride which c;;sés her ﬁg& "to go ;entle i;té
that gogd night;" and~that,vas the epigraph suggests, .is hén‘st}ongest,
most admira&}e characteristic. Throughgthis gesture vhieh signifiés'
ger rage 30 live, Haga; eéﬁoqs Vg%essazin emphasizing the dual function ,

of Manawaka within the forme charaqter. For sensitive Manijgkans it

\
H

is necessafy to recognize both

rmful si# of its values, and the

3

positive strenpgth-giving side. : g

“
b

Rachel :and Stacey also recognize their x%n\\limigationb and the
) - ! . ' \\«. !

LY

N . [
need for a measure of resipnation in the end. Rachel copes with the

\ &

influence of the small town upon her through a very.clear compromise: .

A - L
she accepts the kact that she will never be completely free -- "1 will

. [ . -
walk by myself on the shore of the sea and look at the free gulls

a §

flying" (JG 175) -- apd goes 'on fro# there. Staceyialso survives
— P |

because she accepts 'something less éhan perfect, through love for

others, as Margaret Laurencé ‘explains: : \

I ' -

[N
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Her freedom is a kind of inner freedom, which
she only partially achieves, of course, by
reaiTEing and accepting the fact that at least
until her children are grown up or away from
the nest, there is simply no way she can get
out without damaging herself and 311 of them
more than she is prepared to do. : \

PR

RERY

*Neither Rachel nor Stacey completely escapes, therefore, the inner
AR RS E T gtrictures ‘that influenice ‘the Manawakan chatacter.: -

I In égct; the clearest statement of the inescapability of the
. - N , - [

.Manawakan heritage, and the necessity then to come to terms with it, is

seen in the relationship between Stacey and Rachel. In A Jest of God,

Rachel constantly looked upon Stacey as a freer spirit. Because gshe

left Manaaaka ydﬁng, Stacey is assumed to live a life vhere "Everything

3

is all figha:gor her, easy and Open"'(g§.89). Stacey, on the other

hand, refers {h The Fire-Dwellers to her sister "alveys so clever"
. e .
(FD 12) as 1if Rachel's intelligence somehow made life easier for her.
A .
Three points can be made. ‘

, First, there s’ irony in the complete 1solation of the sisters,

)

for each 1is totally unaware. that the other is going through a crisis

[d v

and would like to confide in her. Rachel, in A Jest of Oud, feels

moved toward Stacey and says, "I want to see my sister" (gg 1¢6).

.

‘Stacey is equally drawn to Rachel in The Fire-Dwellers:
N » N

1'd like to talk to somebody. Somebody who
. .. wouldn'"t refuse really to look at me, whatever
o e I was like. 1'd like to talk to my sister.
R " 1'd like to tell her how 1 feel about everything.
i No. She'd think I was crazy, probably. She's
) A - too sensdble ever to do that sort of thing, like .
; " tquy, or like with Luke and all that. (rp 286)

~ -

Both sisters are 80 thoroughly "masked" that they cannot unburden

themseives even to.each other. Secondly, it wouldn‘t matter much where

A )

P e L &
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<

Rachel and Stacey chose to live as adults. They were shaped by
N ? 4

Manawaka, and Iife would not be easy for them becaugse of the lessons
{
they learned in Manawaka. TDespite their different characters and

circumstances, the Cameron girls.are sensitive, individual, yet bound

quité Eonsciously to the past that they must sooner or later come to

of

v
oA h

terms with. And thirdly (a_point which substantiates or reaffirms the
second), because each lives out the other's alternative (Rachel séeking
escape to the city from the stultifying emptiness of her life, and.

Stacey seeking escape from the gity and the overwhelming complications

of family life) there is no real alternative, no escape: one's best

} - N

response is not to run away, but to face that ancestry which is

inescapable and draw upon what is strongest in it.

B - «

In fact both Rachel and Stacey do find the strength to face
the future within the Manawakan heritage. Rachel leaves the town, but

-takes her mother -- a syﬁbol of Manawakan values -- with her, facing

. L
an unknown future bravely. Stacey stays with her family, in a similar

Fd
gesture of strength, for the inverse reason: she must pass on what is
"3

) ’
strongest  in Manawaka to her children $o that they can be tnansmitters
' of that heritage for the next generation. o
Thus, taking her four charadters together, Margaret Laurenge's

composite'protagdnist emerges as a woman who has found only partial

liberation in her world. Survival (which is a limited sort of freedom)

is for her largely a matter of courage and old-fashioned endurance in

-

“the face of tremendous internal strictures and external pressure on

4
13 But the protagonist surviveg, with some pride and/;ignity,

Lo

her 1life.
v

hecause of her acceptance of her own limitations: and her ne$—£ouné

:
\, N

-
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5

strength to face those limitations (and to carry on fairly hopefully

from there) comes paradoxically from the Manawakan heritage within her.

The term "heritage" is appropriate, for the combination of acceptance _°

(a sort of abnegation) and strength (a positive attribute within

‘oneself) is linked {n each case with a recognition of the powef and

demands of one's ancestry.

- Al

Hagar, for example; emphagizes the Scottish ancestry her father
has gequeathed to her and kept alive through th; constant references to
the §t§hlander Cufrigs sept of the Clanrangld ﬁacDonalds, until at her
death she thinks of herself very clearly as being gathered in her
ned&ound peace to her "fathers.'" Vanessa says Ef her grandfather that
he was, perhaps, immortal in ways it would take her half a lifetime to
comprehend (gﬁ 205), and then in her closing statement, where she
emphésizes her fdentity and strength of charaéter, she alludes to the
old man's bioqd in her yeins. Rachel also .stresses that she 18 her
"father's child" (JG 1635 and reinforces her generational ties by her

repetiti&%, as she at I;st takesaéontrol of her own life, that she 1is

the mother now; it is as if the ancestral heritage must go on, in her,

»
149

wvith or without her own consent.l Stacey echoes ths others in her
concern for values passed on from generation Fo gener?tion.\pﬁre
rémembers the certdinsx»her own chher felt in her values, wonders how
to deal with her own children given her self-doubts, gorrfes.that Katie
soon will have to take over as the mother, and in her reéolution. at

the end of the novel, feels confident because she will\“mutate into a

matriarch" -- a stateheh; replete with implied certainties and

ancestral truths. ’ L ' .
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To Margaret L;lutence's female protagonist, the Manawakan -
experience -- the mask and one's limitati/on in escaping it -- 1s linked
N 1nd1‘sputab1y to her lineage, her’h\gritag/(/:, her ancestry. Laurence has,
woreover, in various articleg and 1nte1:views, dealt with Ehe centrality

of the copcept of ancestry to her work.

z

by vl caree

To begin with, she discusses very frankly the importance of

4
her personal background ‘to herself and her writing. Of herself and .

\ | . R

Neepawa, Laurence states: ) .

e 1 couldn't wait to get out of that town.  Then,
years later, I found I had to come back and .~
examine all those things, examine my own family,
my own’roots and in some way put to rest the

threat that had been there. 1 thifk that, in (.,.
a sense, this is what I have done. 4 a
Y And in the same article she states clearly, "I think that I ca?e to

~Write about my own background out of a desire -~ a personal desire --

A

to come to terms with what I call my ancestral past.”
Not surprisingly, therefore, Margaret Laurence connects

ancestry to her main themes as a writer. Her most central theme, she

5

explains in a 1972 interview with Irvin;;, Layton and Clara Thomag\. is .

freedom, but .freedom '"linked with survival which . . . has to. be

. [N

: - iinked with some kind of grwth."ls Growth, she explain;ﬂn an interview
¢ 3 ,

with Don Cameron, means ''the individual coming to terms with his owat

past and with himself, accepting his limitations and going on from \ghere,

16 ' :

] however terrified he {nay be." In avwery recent interview with

S

Graeme Gibson, she extends this idea: ' !

- ’
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2
Individuals can to a certain extent liberate ‘

themselves. But I don't think that they can
ever wholly get away from some of the things
that they have inherited, cultural things,

. concepts and so on. And I don't think thag
real liberation comes’ from turning your back
on your whole past or on your ancestral past.
Rather it comes thtough conming to some kind of
terms with it. . . .1

(in the OISE interview of 1970) where she stated .her belief that

# liberation comes from freeing oneself from the dead hand of the past,'

" without actually throwing it over.

ot

4
" "Thus Margaret Laurence exhibits a certain ambivalence toward "
* \ *
-
-the ancestral past -- the very past symbolized through her concept of

»
Manawaka. On the one hand, the repressive mask which Manawaka imposes
on the protagpnist is a harmful thing, for it interferes with her

reaching out to others. Thus it is connected with the inability to

communicate which Laurence has said is her "message," if she has one:

human beings\ are capable of ,great communication
and love and very often fall very short of this.

| We simply do ndt communicate much or at as deep
a leveT“ﬁs we arw capable, and one would hope
through oﬁe'g chargcters to point some of these
things out.l

But at the gaﬁe time each of the Laurence protagoﬁ!eta exhibits inner

‘strength that, seems connected in her own mind to the blood, the
ancestry, the very past that binds her. Indeed the very words that the
protagonists {fuse in the novels -- Hagar's "clan," Vanessa's "immortal”

and "blood," Rachel's "father's child" and "am the mother now," and~

, .
Stacey's "matriarch" -- are connotatively strong, forceful and positive

W

expressions. ' ‘ . :
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This seemir’g paradox, or the basic ambivalenée of the Laurence
protagonist toward Manawakan values, t:he:n, invalidatés any facile or
one-s:lde& interpretat’i.on of the’Hanavakan experience. For iristam;e,
Jn ("Fal’se Gods and the True Covenant,"” a 1972 article, Sandra Djwa
writes: . - ‘

The characters of Margaret Laurence all live

. , ‘
ideals and taboos that are to be constjrued' as puritan, and (Hargaret

—tn the same 11ttleé 'fundamentalist town'

- "their lives in stifling relation to the old
gods Of their fathets -- gods wMich are dead
and no longer viable for today's world yet
nonetheless inescapable gods. Dominated by
these gods which in some cases have been

@0 existence doﬁnated by the dead parental voices,
€ of the past.

.Djva overemphasizes the negative aspects of the "gods," or the Manawakan
heritage, and in noting a "fundamentalist «own" and "a harsh and punishing
super-ego" raiselx tgother problem -- the relationship bet\;veen Margaret

AY .
Laurence and puritanism in her Canadian-set stories.

. N ¥ .
"If Manawaka, with its  rigid, masking values, ' includes ancestral
Laurence's female protagonists can be read as four generationg of women
.. . - \ ,

affected by thase vah}es, the original' generation -- that of Hagar's

parents -- begomes wery {mportant. Hagar's father', Jlas(on Currie, was <

»
L ]
‘characterized by Mrs. Bentley and they all live
1
assimilated into a harsh and punishing super-ego, [
each character lives a child-like or inauthentic
t
/
0 I \Nfr.
K;é;‘;!.‘y

a pioneer in Manawaka, one of the original Scots-Ontario settlers. -

Laurence, in describing that generation (and Hagar becaluse she was.so_

:lnflnf&éded by it), has written: ‘} . \ , ' \
| . { )
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How.difficult they were to live with, how
authoritarian, how unbending, how afraid to
show love, many of them, and how willing to
show anger. And yet they had 1nhsb1ted a
wilderness and made it Ez‘uitful.‘2 :

And certainly, much of Hagar's family life reflects this repression,

which could well be called puritanical.

k™

Puritanism, as an aspect of -Mrs. Laurence's work, must be

separated from the purely religious, almost ecclesiastical,

»

interpretatioh often assigned it.21 First of all, puritanism may

) , - %
generally be used, as Patgicia Morley notes, to imply a set of cultpral
attitudes such as a sense of sin and guilt, and a rejection of beauty

i
and pleasure (as Hugh MacLennan, for example, sees 1:).?2 It may also’
R -

refer to the doctrine of work, propriety and frugality that Perry Miller

st:resses.23 In his harshness toward Hagar and his emphasis to her on

©

the value of hard work, Jason Currie represents this puritan generation
in Manawaka. 'Secondly -- again as MaclLennan would have it —— puritanism

is often seen as a set of values which may continue in generations which
~nd

have ceased to have traditional religious faith.zl' In Margaret
4

Laurence's novels, in fact, the sense of real sin, the inability to takegr
mucgh pleasure in life and the overemphasis on physical work cease with

Hagar's generation. Thus, thirdly, the definition of puritanism. -~ as

~

it applies after the earlier generations —— must be broadenecd, if

puritanism 1s to be detected tRere.
R . # ’ N
Certainly Rachel, Stacéy, and Vanessa (to a smaller extent)

all feel guilt. Vanessa, for example, remarks on how often one gays',

v'I'm sorry" in her family, as opposed to other families where "pleaae"'

v
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/(’ e

18 the magic word'(§§_92); Rachel ‘is constantly fééliﬁg'g;fitéz as

when she tries to contain her resentment of her relationship with her

)

mother:
: w
It's her only outlet, her only entertainment.
I can't begrudge her. Anyone decent would be
only too glad.
As I am, really, at heart. 1'll feel better .

when I've had dinner. I domn't begrﬁdge it to- -~ —
her. . . . How could 1? (JG 19) T

And Stacey, too, feels much gufit toward her family as is indicated by
the panic Luke arouses in her by repeating the "Ladybird" verse F; her
and suggesting her children maymperish while she enjoys an affair .
(/D 236-31). | ;
Yet the attention of the reader is less on the nature‘of that
gu{lt than on the&t-ttemendous awarenessabf,drumination over, their "

gyilt. And in examining this psychologé;al process, Levin L. Schucking's

The Puritan Family is very helpful,

Schucking emphasizes the psychoI&gicai effect of puritanism on
R v . . N
the individual. He sees thefgyritanlindivim possessed of a

senge of personal dignity and a measure of self-awareness well abové

25

the ordinary.. "Guilt" or fear of guilt spufs such a person to a

"searching and tireless pre-occupation with the self,"26 which is,

« of course, a dominant.trait in a}l Laurence protagonists from Hagar

through Stacey. But Schucking's strongest point concerns the

» * i
reticence of the puritan: . . ‘ .

There is nothing that makes us more keenly aware
of the characteristic armour with which these .
people surrounded themselves than the use of the.

" expression 'to give oneselS avay' to denote the |
full opening of the heart.®’ K

' ' ¢
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And here, of course, Schucking is destribing that same repression, or

division between the public and private selves which can be .called the
t

Maniawakan "mask' and which so insulates Hagar, Vanessa, Rachel and

Stacey.

. [ 4
_To see Margaret Laurence's protagonists as "putiébn,? of course,
< | B

is not particularly original. F. W. Watt, for example, describef. ...........c..

" but passed on many characteristics, "both good and bad" to hiq

puritan."

v

28

Hagar's sexual repression as "Puritan.” ®Sandra Djwa calls Margaret

Laurence's "mode of perception, like that of Ross, . . . essentially

29 And Clare Alexander Darby in her unpublished thesis

similarly sees Hagar and Fachél as '"'products of puritanism."30

But puritanigm is}seen invariab%y by critics of Margaret
Laurence's work as an essentially negative force, and Lauréﬁce herself,'
on the contrary, holds quite ambivalent attitudes toward that forcé.

This is evident in her comment about Hagar's father's generation,

. A
however unbending they were, having made the earth fruitful, and

in her evaluation of her oJ& grandfather who was harsh and puritanical

deegendénts. One good characteristic he bequeathed to his family,

in fact, was his tenac Cy,31 and tenacity or endurance is certairly

a hallmark in Laurence's fiction. 1Indeed, Perry Miller also '

Rend

-emphasizes both sides '0f the puritan personality and ﬁoinis out that
. 4 !

the strength of the pur t&n mind was its 'realism,” its toughness, its
. N ‘-*,’ , i

ability to withstand any disaster, no matter how cruahing.32 One is

o ‘ ; ot ,

reminded here of the ;o%ghnessgof Hagar, Vanessa, Rachel and Stacey

-

in their proven ability to face up to life, accept 1imitations and

still forge ahead. Margaret Laurenge'a characters thus exhibit the
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- positive side of puritanism as ve}:{ as its negative, rep}ea{i.ve side,

N L 4 A
M perhaps it 18 this ambivalence toward the puritan ethic -- in its

non-theologic;;r‘sgns\e --sthat most accurately places Laurence's work ‘ )
N . ’ ¢ ' N . -
in the mainstream of Canadian writing. ‘ ’
. ~u
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Chapter VIII

Margaret Laurence and Canadian Literature A

’ - . .
]

In her ambiguity teward the putiean values.embodied in Hanawaka,v'
then, is Marg;ret Laurence wiﬁg}n‘-- or even at the centre of — the
y ’ Caead{an literary tradition? .
There is, of course, a very strong desire among Caeadians to
define the Canadian experience (as opposed to the Anerican.‘experlence
or the British experience). and to determine from that poie; whethet
‘there is a distinct Canadian literary identity. Yven Northtop Frye.

for example, approaches the problem of defining the Canadian identity

very tentatively; in The Bush Garden he vwrites, f‘ Co.

e« « « 1 keep coming back to the feeiing that
> there does seem to be such a thing as an
imaginative continuum, and that writers are
. conditioned in their attitudes by their
predecessors, or by the cultural climate of
) their ptedécessori, whether there is conscious
A . . . influence or not. .

¢

And critics who aé deaeribe a Canadian literature often do 80
) .
in terms of vhat the literature i{s not, or what it lacks, as if Canadian

3 '

literature were a bleached-out efter-inage rather than ao-ething vital

-

in itself. Thus George Woodcock, in a book on Horeecai Ricﬂler,'notes

the absence of any “distillation” of Canadian 1ife —— due to the.

presence of so much regionalism —- in Canadian literature.z David Stouek, °

- N ‘
95
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in an essay entitled "Notes on the Canadian Imagidation,"” sees the ‘
. '

Canadian imagination as obsessed with "the limitations rather than the

. possibilities of human experience,” especially when opposed to the very

- positive American drean of 1ncomorat;ng a conquerable frontier.3 And
. . Margaret Atwood also describes the Canadian literary experience as

lacking in vitality, g;vemed in fact by the will to lose; consequently
: . |
EEY , » ‘

she summarizes,

v o The tone of Canadian literature as a whole 1is,
. of course, the dark background: a reader must

face the fact that Canadian literature is

undeniably sombre and negative, and that this °

) L to a large extent is both a reflection and a 4 ?
\ e, . chosen definition of the national sensibility. .
> . ) ) .
N Yet the Canadian sensibility has been shaped by the Canadian
. ! - ' F 3 X .

‘historical experience, and any overall interpfetation of the nature of
Canadian literature should take into consideration those fundamental

shaping factors. In fact there are at least two very positive (that is,

peculiar or definitive) aspects t;f that historical experience which may

, shed light on Canadian literature. \ : . E
O . M + !

In North America,. because it was a consciously-settled

$ "Nev'q‘laonld," the mode of settlement of the frontier became" a very

"

fundaue:ental cultural yardstick. Canadim" settlelhen;, moreover, differed

>

bn;c.illvy from American settlement patterns. William Kilbourn, for’

example, in the introduction to Canada: A Guide to the Peaceable

Kingdom explains that, in contrast to the American experience, 'lawlessness

) . has never been a part of Canadian settlement mythology, because in

Canada organized soci&iy arrived with the settlers or ahead of them: ° L

D AN
?“ + Y »
.
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' A ‘ the Bankers, the Ministers, the RCMP, the railway agent and the

Hudson's Bay factor all preceded the people and organized for thqm.5
Mirgaret Atwood makes the same point_in Survival:

Canada never had a Wild West, for the simple
reason that the Mounties got there first.’
Law and Order and the garrison with its
palisade were there before.the Natty Bumpos
and the settlers hit town.

-~ {

lin Red Lights on the Prairies James Gray adds (in discussing the

settiement of Winnipeg) that this institutional establishmenﬁ vas

N actually "reinforced soon éftér@grds by the arrival of several thousand

~

families from Ontario who took possession of the countryside in the

¢

name of the Queen, the Flag and militant Protestant Christianity."7 °

Hence, much like Grandmother Macleod in "To Set Our House in-

. Order," it appears that Canadians held from the beginning a vision of

i —- _—— e

order as inherent, or at least desirable, in their universe -- and of

order as connected tb social instigutions, with their implf{ed social
L 4

values,

The second identifiable characteristic in the Canadian
. 0 .

historical experience, and thus perhaps in Canadian 1literature, is
connected with the first and involves a sense of place -- less in a

strictly geographical sense than in a territorial and glannish

1

. sense -- located at its narrowest in the family and at its broadest in

. the sphll town or the urban neighbourhood. For example, Harry Boyle
in his biographical account, A Pinch of Sin, celebrates "place" in a

small .rural, Ontario town, where he was taught by his relatives that

N H
i

H"life 1? a kind of stew, and no ﬁatter‘what anybody says it goes better
S '
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with a pi;lch of sin."’ Edna Staebler (in Seugrkraut and Enterprise)

evokes that sense of place in Kitchener-Waterloo where there is a passion

for cleanliness and order, and even dis;inguiehed citizens are seen ‘doing

their own yardwork.m The implication is that in the Cajmadian. experience,
i . . M [}

whether it is-an Ontario town or the more recently-settled west,’
family-centered communities are the.dominant influence on .l:he individual.
Again Kilbourn summarizes this Canadian historical characteristic:

"Among peoples as diverse as the Metis and the boukabours, the conmuniéz

\ . - ! —
and its cystom was the dominating force. . . ." ({italics mine).ll
~ The small towf therefore. (or urban néighi:ourhood but that o E

£s less relevant here) and particularly the family as the institution
el

vithiu it which translates and passes on the social values- of that

small town, bécome extremely importam: in; Canadian experience. They

n

‘preserve order' and they ¢reate that sense of place which defines them, . -

’

like 1nlande, against the la;ger éutside world. " Indeed, given that

small society -~ that place defined by comunal cultural values -- and
given the Canadian emphasis on ‘* order;" the Canaglian woman e\merge.s as
one likely to be valued for her conformity. Thus it is not aurprisin‘g

to note that a distinguished and erudite Canadian, William Osler, in
T

.hié commencement address to nurses on May 7, 1913 adviaed women that \

. —a

thqtir supreme virtue as active women should be ''tact ¢ . . the saving .

virtue"u: tact is a tacit declaration not to disrupt order,and to

wear, instead, a very social mask such as the one adbbced_\ in Manawaka.

One other factor should be‘noted. While" accounts of Canadian
. ¢ .

v
historical experience tend to focus on the institutions and their
- L . 4 R ‘

- a

.
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. looking at Canadian literature. Ome "school" of inierpretation‘centres
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values which have shaped the country, modern Can'adi;n litei'atux:e will
-~ a8 is true 6f. tventieth-century \lit,e'x"!.éture ;ln’ general -- concentrate
on the individual and look (as through a telescc')ping lens) through the \
individual's eyes at tl;e co_umunicy and the vast ;:?ugltry beyond. But
to be valid, any general interpretation of Canad;.an literature which
examines that individual must ‘also’take into account the 'i::istoric;a\l

factors,_ particularly order and the community, which created the -

‘Canadian sensibility in the first place,

.

©

There are currently two distinguished and fashionable ways of:

[N

on Northrop Frye and his "garrison" theory; the other thematic approa;:h '
is Margaret Atwood's, as outlined in éuryival. Both relate 'Canadi/.an
literature to geographical as well ‘a8 historical factoqg and l;oth go
~some distance in reiating the themes ‘of Margaret Laurence to Ca’nadiat;
literature as a whale. °

) i L 5
Northrop Frye, in The Bush Garden, relates Canadian culture to

Canadian geography, stating succinctly, "To entsr the United States is

\

a matter of crossing an ocean; to enter Canada is a matter of being

13 Using de&riptiom of
L

]
nature drawn largely from Canadian poetry, Frye builds a case for

silently swallowed by an alien gonfinenc.

seeing'nature in Canadian ii;erature as a iarge and hostile force, and

the town or settlement as in essence a "garrison" against the

encroachment of this bleak enviroument. Such a settlement

automatically becomes repreuive to the individuals within it:
. - 4

c 2

@ - ’ )
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alien povers.

. ., A garrison is a closely-knit and beleAguered
: " society, and its moral and social values are
uanegtionable. In a perilous Encerprisg one
. - does not discuss causes or motixzqzl one is
either a fighter or a deserter.

1

In a garrison, Frye continues, one does not question moral and social-

éodes, for the garrisoned soéiety feels itself too vulnerable to

tolerate deviation, Indeed, the real fear is not of the outside

The real terror comes when the 1ndivi&pa1 feels
himself becoming an individual, losing the sense
of driving power that the group gives him, aware
of a conflict within himself far sTgtlet,than the
struggle of morality against evil.

t

Othdr critics. wvho follow Frye, expand this basic concept.,

D. G.. Jone ;s in Butterfly on Rock, applies archetypal mythology to

Prye' 8 fraLework and sees the garrison/wilderness conflict in

0ld Testament terms so that Adam is seen as cast into an alien

vilderness in Canadian.literatute, and scittered prairie settlements
. 1

become aychetypal, like the scattered tribes of Israel in bondage to
16 |

At the same tfaé.‘begausg the garrison-town gsj N

‘.represi e, th; wilderness -- despite its usual portrayal in demonic

' imagery ‘-+ becbmes a symbol of the unconscious and' the irrational in

'0~~\3 v =

vaid Stouck, using the same basic concepts (sucﬁ‘:ﬁﬁthe dwelling as

3

refuge from an austere landscape) goes one step further thén‘Frye or

v

the lives of thé charaéters and a motive, to some extent, for escape.l7

aneu. und char&ctetihea the Canadian imagination as a "romantic" one '

" with its emphacie on retreat from soci‘l '‘pregsures toward nature, ,

despite the fearful naturnl forces.l8
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Stouck's very debatable "romantic" construction aside, Frye's

LI Ed t

»

theory of the town as a gaxrison does,-of course, echo those cultural
éharacteristics (the emphasis on small communities and the emphasis on
order in such small societies) found to be common ‘to the Canadian

" 'historical experience. The town as a garrison also explains some '

aspects of Margaret Laurence's Manawaka, such as its emphasis on
» »

propriety, conformity and the wearing of a mask as an alternative to

]

¥

deviation and/or escape. ’ - -

7~

But the garrison theory does have flaws. - Specificm is

. struck by the negativity of any portrayal of man caught so hopelessly ' -
in a rigid social pattern which is- in turn dominated by the vast forces

‘ of nature. As D. G. Jones has stated,.the difficulty Gis how to account

forethe éffirmation of 1nd1vid\lxals in Canadian fiction (for charscters

'~ are more than sacrificial victims in Canadian l'iterature); Jones
concludes,

4

v The world is a wilderness; guilt, isolation, the
7 menace of death are inherent in the human
condition. Yet the problem of how to affirm
such a world, posed over and over again in the
wvork ve have studied, is resolved by accepting '
L . these conditions. That acceptance effects a
' real transfotmatifs. s+« « Then the wilderness
: . becomes a garden.

Such a conclusion is surely too facile. The Laurex\u:e
prot;:g_oniét, f;rhexampl.e, achieves her limited sortoof fre__eglo@ not_hy
gotal subm"ission or mere er\dutmce but tat;\er through ‘a balance between
the presshres of,_ society and the needs of the individual; her renolutiop

of the conflict between herself (peth;pa symbolized to some extent

' through the gildeiness beyond Manawaka) and the social values of the
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town, her family and particularly her ancestry, lies not in submission

’

to external ifprces but in recognition that she has internalized some\

of those fott:e_s’ and can ‘use what is good in those forces to effect a
£
pm‘.‘tial liberation. And as with any real person who because of

v ambiguities mpst livg. betwe'en ‘polarities, it is' a balancing act,
precarious at. best, but offering some satisfaction and optimism to °

that individual. Nor does the wilderness ever become a "garden," an

’ . w
- Eden; growth depends on realistic as opposed to romantic perceptions

-~

in the renewed individual. "

Margaret Atwood's ;pproach in Survival is in some r;zspects a ) 4
more satisfying hypothesis. To begin with, Atvood focusses on the
individual as he 1is portrayed in Canadian literature, whereas Frye
takes a larger societal view. Atwood sees the individual as victim!.zed

’

by larger pressures: "“stick a pin in Canadian literature at random,"

she says, "and nine.times out of ten you'll hit a victim."zo

'Bhealarger bressures. moreover, go beyond the wilderness/garrison

-

-

level. According to Hargaret Atwood, in some Canadian literature sheer

-

physical survival is streued and in earlier writers the obstacles faced
' by the victim are external -- the land, the climate, for example —- but-

+ in later writers the emphasis shifts to obstacles impeding ‘spiritual
21

ﬁ,aurvival. Often, for example, the victim is"%'rgpped in a family

situation but cannot bteak away;zz and often family influence is ‘extended

) by vhat Miss Atwood calls "ancestral, totems" -- usual}y explotet or

utgler figures, often personified by a domi.neez'j.ng\gx-andfat:her'23

who become aymbolic of group unity and identity and also exert great

i~

pressure on the individual through the family. ) .
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Atwood, of course, attributes the Canadian _:lttt'erest in victims
to a broad cultural factor (the colonization of Canada through the
i ) @ - ’ ‘ , o
American economy) but in her emphasis on a deep-seated cultural fear

of extinction in Canada and in Canadian lite;'ature.zl' she does point

El

out the ambivalence often assogiat]ed with the individual: his desire q
for escape 1is constantly balanced against the importance of 'th_e, group

and collective prqservation.z..s When the individual recognizes
external pressures (usually those of the group upon hiui), he é‘xperiences

-
.

internal pressure: .
3

Sometimes fear of these obstacles becomes itself
the obstacle, and a character is paralyzed. by
terror (either of what he thinks is threatening
'him from the outside, or of elements in his ‘own
nature that threaten him from within). It may
even be life itself that he fedts; and vhen life
becomes a threa& 6.to 1ife, you have a moderately
vicious circl:. !

In the face of such ‘dire et.noiional_ experience, survival -~ bare !

, :
survival -- becomes a priority in Canadian literature. The result is

¢

3

a very gloomy‘hegative‘. sort of atmosphere in Canadian literature, despite

the fact that’ (Atwood mairtains) there are a fevw "halting but authentic"

©

b;eakthroughs i)y cha;actera’ who are almost hopelessly trapped.27 '

/ .
Like the garrison/wilderness theory, - Margaret Atwood's
»
survival hypothesis takes into account the emphasis on group or.
v / , 7 .
collective values and the collective emphasis on orderly conformity :o{,

social values. And especially in tts exploration of the social values

. [ v
passed on through the family and its ancestral myths -and values in

‘Canadian literature, '“At.wood's Survival does shed light on.Margaret

by "
‘wl.aurence's Hanwaka—bésed fiction. Indeed, the ﬁemphuio Muwinl

t L]



8

<

e / . the fact of. his survival: he has little -

on the :lndividual aa caught between soeial values and ind4dvidual

freedom~in Canadian l‘lterature reflecta Laurence 8 characters ambiguity

toward Manavakan values in‘ their atruggle fdr emotional survival..

+  But, like the gaxriaon/wilderneas approach the aurv:lval theory:
L !

has lipitationa. "One writer, Morris Wolfe, in reviewing the Atwood J

~—

hypothes-ia, remarks rather wryly:

I keep ‘having the nagging feeling that it
isn't just Canadian 1iterature that's about -
. survival -- at least not any more. According , .
: to Robert J. Lifton, survival is the dominant
, . theme in the literature of our times. If ’ /
that’s true it may mean that although ;
" economically the world is being Ameﬁcanized, e
. . 4 literarily it's being Canadianized. _
| . ' i -
The objection to seeing 'survival as an- exclusively Canadian literary.
exiaerience seems a valid one. e
T A - 5 . o ‘
CL But more specifically, the portruyal of the survivor i€ flaccid: .
\—.S\_ N . . /
Hargaret Atvood writes, ' ) ® o N .

Y hd

.o ;

The aurvivor has no triumph;or victory but

after the ordeal that he did not have before, .-

- except gratitude for having escaped with his,
1ife.29 -

o Hargaret I.aurence s fiction, ?’a in other g'anad:lan flction,t the \

—~—— 4
.

mdiv:ldual after her experience la considerably more triumphant. LS SN

her resolution (at least temporarily)/uf her own divlded’; allegiarnce to ‘

o

Hanaval;an valuea. n atrlking a balance or lachieving a tena:lon between 5
gocial anea and individual expression, the Laurence protagoniat

definitely experiences' some optimism and some ‘joy. N
i R / - . / /?

-

. There is perhaps one other way of looking af Canadign history

7 .
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. n&/ﬁmdim literaturé, end that is ts‘ an essentially puriian

$

experience, Many critich p&ceive the Cm%dian experience as

. quritanical without calling {t by that name. For ex*le. » G, Jones
t > ‘i

. / implies aspects of puritanism in the Canadia? character vhen he ’

stresses Canadian conf(dence in principles, doctrines and rules rather

. . . than in spontaneous processes in people and nature (this in Butterfly

» ' on Rock) 3 Similarly High Hood suggests a puritan basis in Canada )

’
when in a 1967 essay, /''Moral Imagination' Carfadian Thing," he suggests

’ , Canada missed the whole nineteenth century Romant{c movement: in
. ~ . . -

CQnadians' preoccupation with settlement in that century, he says,

. - "We worked vith the %ral and religious instincts (for we can hardly

’ [y

L call them ideas) that vie"'d brought with us from seventeenth and:

e:lgh,teenth century En*nd and Fra:‘me."31 To Hood, the Canadian lack

v
l -

¢ of "Romanticism" led to emphasis on those very vigidities often.

-

“ supposed to.be puritan.

Critics who do use the word "puritan” to describe Canadian

s [ :
- e_xye:ience, moreover, use the term harshly and"rigidly. As early as

.1943, in an'essay called "The Problem of a Canadian Literature.”

E. K. Brown assailed the'puritan strain in Canadian literature and

predicted its'demise: ™

Puritansim is a dwindling force, and the-time
is not far off wheh it will no longer exercise
its ruinous restraint upon the themes. or:
language “of 5 Canadian writer who is addresaing
the public.

A .
‘ I

Hugh McLennan (in Cross Couptry, 1949) also sees Canada as sombre and”

Qutitan. g&uparing_ the Caqeaien e'el‘f-:l;ug'e to a Suiday suit and a tti\f'\f

wvhite collar -- a stifling uni.fo;n aﬁpropriate to the Canadian

. ! .,
N - . [}
¢ .

: |
S Ve
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charactgr.” \Hord recently, 1961, P.ongld ‘Sutherland attacks Canadian

\\ilture n'abaorbing the human 1nai¢nif1c£mce and impotence aspects

*

.cf the Puritan ideology, and refers to puritanism as' a
y "psycho-philosophical hangover"” in' Canadian w;rk“s, esgecially those by
/ women writers.>® Most significant, however, is Marparet Atwood's
. very rigid inte;'pretation of puritanism in Survival: she emphasizes
the grimly religious, oi)sessegl-vith-work matriarchs and patriarchs in
Canadian‘ literature, and connects their "qosﬁc rigidity" to Canadian
S, - , o . .

economic colonialism: 5 !

Calvinism and Colonialism have always fed each *
other, and their interaction is circular:

Calvinism gives rise to the "I am doomed" '
attitude, which_fits into the Colonial "I am
o " powerless" one. .

Yet puritanism, as has been previously illustrated, can be seen
as-a positive as well as a n‘egaéive force: it can be defined as
1nvolviqg stern, often guilt-producing values, embodied in ancestral

and parentsl strictures; but p/u}itanish also produces, in its broad- \
’ . ; 0 ‘ -
Y .definition, remarkably sqlfl/:wnre individuals who '7re capable,

- T potén,ti,lly at least, of dr:lwing upow that heritage for the very

strength reeded to liberate themselves from its excessive controls.

I

That '10. puritax;icn carries vithin itself the potential for creative

) ' ul.i—reotuint.“. And if, as Patricla Morley argues, in The limoral

Moralists, putitmlai:u {s seen as not exclusive to Canada but :ertainly
- s . .

very prominent in its éulture.37 it explains much about Canadian

- ’ ‘ v : . -

literature.

- o " Puritanism would explain, for example -- without reference to

£

‘cononic‘ superstructures as in Survi¥al or to wilderness as in the
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garrison theory -~ the emphasis on grim perseverence in the Canadian } ‘
imagination. In Kilbourn's® words, . : |

The need to wrestle a livelihood from a cruel |
land has put a premium on some of the sterner

. virtues -—~ frugality and caution, discipline
and endurance. Geography even more Sgan -
religion has made us puritans. . . . \ﬁ’

Even the one very positive value which Margaret Atwood recognizes R

Pl

—-( the ability in Cana.d}a{ literature of charactex:s to face_ the facts,

¥ _ is an-essentially puritan value and endemic .

t

- grim as they may be

~

to Canadian experience.
Puritanism would explainm the euphasis‘ in Canadian literature on

patriarchal values. Canada as a young country is only alfew generations

4

" from the pioneer ‘stock who were _p\ixr:ltan in outlook and from whose

disciplined values arose the sensé of order which prevailed in the

families vho together comprised the social values of the small, faitly

by -

isolated settlements. The Canadian vriter is hizself only a few
gmerations away fron,: the pioneer, puritan pfock. 'n"ne ploneer values
have become the writer's mcestr&ls ﬁaat‘. Margaret Laurence maintains,
that almost {flkc:nad\i.an vriters are \;riting. in one way g;r a;aothe:. out
of the experiet;ce of the founding generatiéna:

. What we really haye done is to try in some way
to come to terms with our ancestral past, to
P . . deal in this way with these themes of survival
. and growth, and to record our mythology . . .
perhaps not. consciously, bu‘t\aftet a vhile
consciausly, this is vhat we are trying to set
. dowm. N ’ ’

o

In a sense, writers, at least through her genetaéion,l cannot avoid
what she calls "the ancestral thing" -- "The feel of place, the tone of N

k speech, . . . things that have been handed to you by your parents and.
o » < . o

- B b

-y . . N . v
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Jout grandparents and so on."81

And given the newness (historicali&
speakigg) bf Canadian experience, it -is hardly surprising that
Canadian writers should create small geographical places — like °
Manawaka, * Horizon, or ev;n St. Urbaind Streeg - and grapple with the
st;rn;'ggggsfdominated values of_the 1ugigran;:founﬂers.

' Finally, puritanism explains the emphasis in Canadian
literature on the séarch of the individual for meaning within his
’culturalxcontekt. Schhcking, as previously discussed, argues strongly

hay ’ .

that éuritanism produces self—iuare, introspectivg characters. Certainly,

Canadian literature (as appraised by Northrop Frye and Margaret Atwood,

~for éxaﬁple), dwells on characters of qensiﬁility caught between

"{ndividual and social needs, ang this sort® of tension can be‘defined as

puritan. One critic, Sandra Djwa remarks on the "equipoise” of such
° - &

charaqters Setween their inner convictions and the traditional values
(what shq calls “faith"): .

This sensibility does seem to emerge as a kind
of latter-day psychological puritanism in which
- salvation: is redefined in relation to the
discovery of the self and true grace is 42
manifested by a new sense of life's direction. é‘
klthongh her language is fairly extravagant, the point that “salvation”
. . - , ¢ AN
comes ‘through discovery of the self -- a self which involves strengths

as well as veaknesses -- is good; it explains how survival in Canadian

- literature is not a matter of simply giving in to social pressures but

‘of using what is in oneself to strike a balance between perioﬁal and

societsl values.

»

angaret Laurence's Manadakan fiction, it has been argued,

portrays just this sort’of tension, equiboise. balance orkanbiguity

4

L4



Bptveéu the coﬁmmallanceatrallaocial‘cvaluea and the ;spitations_of .
th\equividual. In her portrayal of Hanavaﬁa as "puritan” in that it

reflects these stern ancestral values, she can be said to write within
a very demonstrable Canadian tradition. And insofar as her characters .

N

exhibit strength and respect for thege phtitan values as well as some
rebellion against them, the Canadian @iguiq tovard puritanism

Lo \ .
-- with its good as well as bad aspects -— is similarly-reflected.
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Chapter IX

, lConcluhsion ‘
One must rgturn, in concluding, to-the initial problem raised
- o ( I
by critics regarding Margaret Laurencé's later ‘works: is Manawaka a
too-lfim:lted environment or (especially in the case of Stacey) an

overemphasized formative influence? Robert Harlow thinks so: in

irev:leving A Jest of God in Canadian Literature in 1967, Harlow writes-

of Laurence that

Her milieu is a small town, a cramped set

of quarters, and her view of the world is
correspondingly, and necessarily, narrow..
Herein, it seems to me, lies the problem.

The cosmic joke promised by the title, the
technique and baze-?ones narrative structure,
is never deliverdd. ) )

,V':ﬂxe vord "cosmic" is important: in narrovmgniverée to
Hﬁmnka. a small prairie town, can Margaret Laurence depict ; broader
Camadian experienci? Ot.’ if she does depicg an essen‘tiglly Canadian
mcr'ietice.. can rshe simultaneously be geen u%n artist of universal
import and relevance? | v

If is evident, as has been discussed, that Manawaka is a stro;xg

snd formative influgnce in all of Margaref Laurence's Canadian-set

»fict::n! and that Hnnw:k\an values are partiilly negative (asiln their
{ . e . ‘




]

‘ surely portrays simltﬁemly a fairly universal and conteqc;rary

.~ -

L . - X

?

} . .
_ masking, repressive ef‘f}ects) but have a.positive side as well (as a
,sdurocé,. for example, of strength, fortitude and endurande, as
’ A

Laurence's characters demonstrate). It has also been argued that

: .‘Manawakan,aocial values corfespznd quite clearly to the so-called

puritan ethic, which itself plays a large role in the Canadian’

historical and literary experience. Thus her fictional usé of .

M . . N - L4
nawaka, a repository of puritan values, does place Margaret Laurence j
N ) . v ' ‘ /
" in the mainstream of Canadian literature.

"
. il

But. the essénce of Laurence's approach to Manawaka 1s.qauteiy'

- §
her ambivalence toward it. Through her female characters, vho together

. & “
compwise a thgee;generational experience, one going from adolescence

t

through old age, Margaret Laurence has dealt with the far-rang:luh o
S - '
~
effects of this Manawakan upbringing. None of her eharacter: ‘c\an ‘ .

, - - / ’
“escape" their Manawakan heritage, yet none really wants to escape it

in the end. Rather each character comes to realize that one cannot

&

d ss the past —- one's ancestry -- particularly when that ancestry

is a source of strength as well as weakness. The l.au'rencél ptot:agonists, '

] {

retain a certain ambivalence toward their past, for while J it 1s

;-epressivé in many ways, it is also a source of attqutlf. pride and
. N .

affirmation. Ultimately each resblves to accept what is best in herself -
and go on from there, realistically facing the future -- realiaini all '
the while she can d;:aw on the best leo- the past, th.'d ancestral
heritage. . ' .

But thro\fgh fhis ambivalence toward the tl‘o-i.mt ic;eial ethie ° .

(vhich in Canada seems to be a imritan value system), Margaret Laurence

N ‘. L
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AN
literary. theme. Laurence herselféfas suggested the variety of

responses which people can feel toward her work; she says of Hagar

that while Canadians saw her as the‘: grandmother, and American readers

14 e et -

sav her as dn old North America'h"‘iépan. ‘British reviewers "saw her as
2

& universal old woman about to cléé/ to te;;ma with her death.”
That is, although her protagonists are Canadiat; and operate within a
clearly Canadian value system, there is in Laurence's work a sense of

the universal in the struggles of fairly self-conscious female -
. s .

protagoﬁiats “for identity, fgr affirmation, for role.extension, in the
face of a repressive social structure. Despite the specifically
Canadian overtones of Manawaka, it can on the universal level suggest '.

the basic human dilemma of the individual wrestling with social needs

4

and values \(\and \\n:estlix\:g wit.h the degree to which he has internalized
them, in their str\e\ngdgg as well as their veaknesses). -

George Woodcock -l;a\s‘expt:gssed fear that regionalism, or
celebration of locality, 1:} Canada is so strong as to étrangle any .

emerging national 1dentity.3' Hirgaret Laurence, however, sees the use

b ]

of regional settings as a vay of reaching out toward a national
identity, and then beyond it:

I don't think that Canadian writing has to ¢

. express an identity which is homogenous., I I
don't think that it does and I think it is
a good thing that it doesn't. If we have any
meaning at all, it is in our variety .-~ for
example, it is a very different experience to .
grov up in a small prairie town in Manitoba\

" or in Halifax, or in Uklutet, B.C. or
anyvhere else in Canada. These are particular

' - local experiences, but perhaps the writer's .

only vay of getting at values and meanings'which
‘are able to reach out.beyond their geographical
boundaries is throukh portraying people in )
individual locales. /
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Perhap's Desmond Pacey, howevér, explains the relationship
between the local, the regignal, the national and the universal best.

In his essay on "The Canadian| Imagination," Pacey opposes those writers

who find Canada dull in comparisén to the Uni}.ﬁsed States (which has

t

vitality. youth) and the United Kingdom (which is ‘picturesque, old).

;f
Such write.rs tend either to become- sab\iric at Canada's expense or to
h Y

conegp__t_gate on local idiosyncrasies to the point of ‘emulating ttavel
‘ ‘ ' 14 .

literature. Pacey demands instead that writers explore with

seriousness, withhproﬁity, their local experiences. Then, Pacey’

argues, the universal, the human, will emerge:
Most literature which has universality, such as
the novels of Hardy or the plays of Shakes:\eare )
or the poems of Milton, achieves this universality
"by the profound exploration of the central isgsues
. of its own place and time, and I am convinced that
. the Canadian worlls of imagination which will have
universal appeal will be thgse vwhich most
searchingly explote Canada.

Ia such a sense, Margaret Ldurence achieves universal statnre..

She has depicted hep/"time and place" through Hanawaka 80 clearly that

I £ 4 evokes a strong, defi‘itively Canadian ag:lm:vsphere.6 But Manawaka

is also a microcosm, to some extent, which reveals a measure of truth

. about all human exp Thence: that life is neyer easy for thbsé vho

think, that the .indivi ual must relate himself to his time and place
and must come to terms with his society and his ancestra] past.
*In ima’;ining other peaple than Canadians reading Margaret .

Laurence and appra:lsing Manawaka, one is reminded of aﬁ*i:oment that

) Hargaret. Lautence herself once made about Africa. ‘ip The Prophet's

CAnel Bell (1963) she wr:ltes, K

L

A




)
o
f
‘
"]
»
.
-
.
. —
.
.
.
.
‘e
L]
‘ N .
Ay

J%Jw s..gmi:

-~ LA \ .
: 1 ms N\
N\
B . In your excitement at the trip, the last thing ,
: : in the world that would occur to you is that
- the strangest glimpses of any creature in the .
distant 19nds will be those you catch of
yourself. v W . .
- _ s . %‘) st
That glimpse that everyone might catch of himself in her novels is-
perhaps the lesting achievement of Laurence 8 Manawaka -- for all that .
it appears to be a tight little wm/ of modest consequenpe. | .
’ . . |
LI fﬁ ‘ .l N i ““:
‘ ’ v ; )
w . , :J ’ N
| L ‘ ”
1" ) & . o N o 7
* " , . '\i . ,“.- : i
. = . ‘ o
. ° . / - Lo
1] a/ ° . \ — ~~ - » ~

. R
4, ) 5 \\"i
hY
° a N
* . l‘\w Al e . ~ . Yane
- [
. P
I S8 S N
4 W .
o) :"
1 )
[ . 3
) e . ! o »
7 ” - -
> 4 «~ s - L v,
T .,
- . H !
AY
'
- Iy -
- . .
° > .
%
[} e *
N . .
B
— v - - M .
. >~




Footnotes: Chapter IX

IRobert Harlow, "Lack of Distance," Canadian Literature, N 31

Mnter 1967)' pl 72. L)
3

2Laurence in Thomas, {"An Interview with Margaret Laurence and

Irving Layton," p. 66. 5
v ’ 3George Woodcock, Mordecai Richle{', p. 11. {' ) °
) 4 aurence 1n Thomas, "An Interview with Margaret Laurence and
1 . H
Irving Layton,™ p. 66. s .
/;. K ’ A ‘fﬂe_smrjd Pacey, Essays in Canadian Criticism:- 1938-1968
P " (Toronto: Ryerson Prels. 1969), p. 23§-2&0. , o
- , s
} ‘ 6Undoub;ed1y part of Laurence's intention is to ‘[ite for her ° ;
o . ' “ . ) ’ .
t own people, In Krpetgch, Creation, p. 63, she says, for example, that ’
. - "t 18 a good thing to be able to read, as a child, something that s
| » - . B ‘t,\»
| belongs to you, belongs:to your people." But to‘see her as writing .
3 N ’ - , ' ’
?only for Canadians would be simpIistic. . &
‘» (.J R 7Hatgaret Laurence, quoted in William H. New, Introduction to “ "

2

The Stone Angel, p. iii.

. SR ) ' -




i

120

A,
Hid

. 2
List of Works Congulted .

Primary Sources .

Laurence, Margaret. A Bird in the House.: Montreal: McClelland and
Stewart, 1970.

+ The Fire-Dwellers. New York: Popular Library, 1969.

. Rachel, Ra¢hel. " New York: Popular Library, 1966.

. The Stone Angel. Introduction by William H. New. Torguto:
McClelland and Stewart, 1964,

¢ ==———===. A Tree For Poverty. Hamilton: McMaster University Library

P

,Boyd, Bonita Jane. "The Maze of Life: The Art of Margaret Laurentcel

Press, 1970.

-.* "Sources." Mosaic, 3, No. 3 (1970), 80-84.

(Summer 1970), pp.

+ Taped Interview, produced by OISE (Cmur:l.o Institute for
Studies in Education), Toronto, 1970.

« Collected Papers. McMaster University, Mills Memorial
Library, Hamilton, Ontario.

-

Secondary Sources .

Anderson, J. D., ed. Reminiscences and Incidents Connected with the =
Life and Pastoral Labors of he Reverend John Anderson.. Toronto:
Villian Briggs, 1910.

[

Atwood, Margaret. Sutvival:. A Thematic Guide to Canadian Literature.
Toronto: Anansi, 1972. /

Bowering, George. "That Fool of a Fear." Canadjan Literature, No. 50
(Autum 1970), pp. 41-56. ’

,M.A. Thesis, Acadia University, 1968.

. "Ten Years' E;;xffﬁcea.‘" Canadian Literature, No. 41 S
6. ’




5
- "Callaghan, Barry. "The Writings of Margaret Laurence." Tamarack

 Boyle, H}ioJ. With a Pinch of Sin: Fond Recolle¢tions of a

Rural Royhood Some Forty Years Ago. New York: Doubleday and
Company, 1966.

Review, No. 36 (Summer 1965), pp. 45-51.

Camercn, Don. "Don Cameron Interviews Margaret Laurence." 'Quill and
Quire, March 1972, pp. 3 and 10-11.

« "Novelists of the Seventies: Through Chaos to the Truth."
Saturday Night, 87, No. 7 (July 1972), 9-13.

Clark, S. D. Church and Sect in Canada. Toronto: University Press,
1948.

Darby, Clare Alexander. "The Novels and Short Stories of Margaret )
Laurence."” M.A. Thesis, University of New Brunswick, April 1971.
, TN
Djwa, Sandra. '"False Gods an ‘the True Covenant' Thematic Continuity
between Margaret Laurence and Sinclair Ross." Journal of
Canadian Fiction, 1, No. & (1972), 43-50.

]

Dobbs, Kildaire.’ "A Certain Relish for Teadg." Saturday Night, 85,
No. 8 (1970), 26-27. “ :

P}

Duffy, Dennis. "Critical Sympathies.' Tamarack Review, No. 42 (Winter’
1967), pp. 80-82. .

Eggleston, Wilfred. The. Frontier and Canadian Letters. Toronto:
Ryerson, 1957. .

Engel, Harion. "“The New Margaret Laurence.” Saturday Night, 84,
No. 5 (1969), 38-39.

Erikson, Kai T. Wayward Puritans: :A_ Study in the Sociology of
Deviance. New York: John Wiley and“Soms, 1966. .

4

_ Frye, Northrop. The Bush Garden: Essays on the Canadian Imgination.

"' Toronto: BHouse of Amnsi., 1971.

Galbraith, John Kenneth. The Scatch.' Baltimore: Penguin, 1966. -

Gibson, Graeme. Eleven Canadian Novelists. Toronto: Anansi, 1973, -

_ Gotlieb, Phyllis. "On Margaret Laurence."” Ta!gfacg_ Reviej. No. 52

y (Third Qulrter,/1969). PP. 76-80. ‘ 2

r .
. Gray, James H. Red. _L_j_.&htg on the Prairies. Torento: chml}\,? 1971.

' ¢

*




°

T~

122

Grosskurth, Phyllis. "Wise and Gentle." Canadian Literature, No. 43
‘(Winter 1970), pp. 91-92. . .

"

* Grove, Frederick,Philip. A Search for America. Ottawa: Graphic
Publishers, 1927.
@ ¢
Hamilton, Robert M., ed. Canadian Ouotations and Phrases, Literarv
and Historical. Toronto: McClelland ‘and Stewart, 1965.

Hatl'ow,'Robett.‘ A Lack of pistance. ' Camadian Literature, ¥o. 31
- (Winter 1967), p. 72.

Rarrington, Lyn. Manitoba Roundabout. Toronto: Ryerson, 1951.

L

\gackel, Susan E. "Prairie Wife: Female Characterization in Canadian
\\ Prairie Fiction." M.A. Thesis, University of Toronto, 1966.
Jones, D. G. Butterfly on Rock: A Study of Themes and Imaces in -

Canadian Literature. Toronto: University Press, 1970.

Kilbourn, Villian, ed. Csnada: A Guide to the Peaceable Kingdon.
‘ Toronto: Macmillan, 1970.

Kroetsch, Robert. Creation. Toronto: New Press, 1970.
Lower, Arthur M. Canadians in the Makine: A Social Historv of Canada.
Toronto: Lonmnans, 1958.

7

HacLennan, Hugh. Cross Countrv. Toronto: Collinsg, 1949,

'Mandel, El1, ed, Contexts of Canadian Criticism: A Collection of
.Critical Essavs. Chicaco: University Press, 1971,

* McClay, C. M. '"Every Man 18 an Island." Canadian Literature, No. 70
' (Autumn 1971), pp. 57-68. -

McCé;xtt. Fdward. The Canadilan West in Fiction. Toronto: Rverson, 1970.

McNeill, John Thomas. Thg Presbyterian Church in Canada 1875-1925.
Toronto: Presbyterisq Church, 1925. .

‘ )
Miller, Perry and Johnson, Thomas H. The Puritans: A Sourcebook
of their Writings. 2 vols. lNew York: Harper and Row, 1963.

o

. Morley, Patricia .A. The Immoral Moralistsa: Hugh Maclennan and
. \» Leonard Cohen. Toronto: , Clarke, Irwin and Company, 1972.
l:\e"y

y, Desmond. Essavs in Canadian Criticism: 1938-1968.
Toronto: Ryerson Press, 1969.




n
1 ' . [

“ . L . ' . ‘ ~ . . 113 .

r o

Pell, Barbara Helen! "'"Margaret Laurence's Treatment of the Heroine.™
o M.A. Thesis, University of Windsor, 1972. -

Pesando, Frank. "In a Nameless Land: the Use of Ap.ocalyptic Mythology
in the Writings of Margaret Lautence.” Journal of Canadian
Fiction, 2, No. 1 (1973), 53-57.

Read, S. E. "Review of The Stone Angel." British Columbia Library = | ‘
Qéhrterly, 38, Nos. 1-2 (1964), 41-44. 4 - . . ~ f

Rosengarten, A. J. 'Inescapable Bonds." Canadian Literature, No. 35
(Winter 1968), pp. 99-100. .

™~
Ross, Sinclair. The Lamp at Noon and Other Stories. Introduction By
Margaret Laurence. Toronto: McClelland and Stewart, 1968.

Rutman, Darrett B. American Puritanism: Faith and Practice.
New York: J. B.. Lippincott, 1970. 1 T

14

) Schneider, Herbert Wallace. The Puritan Mind. Anmn Atbor: Un:l.veraity
of Michigan Press, 1958.

] R »

Schucking, Levin L. The Puritan Family: A Social Study from the
Literary Sources. Tr. Brian Battershaw. London: Routledge and
Kegan Paul, 1969.

Smith, A. J. M., ed. Masks of Fiction: Canadian Criticism on
Canadian Prose. Toronto: McClelland and Stewart, 1961.

Stae%ier, Edna. Sauerkraut and Enterprise. Toronto: McClelland and .
. Stewar't. 1969, - \ -

o \

Stedmond, J. M. "Fiction." University of ‘Toronto Ouarterly, 36, -
No. 4 (1967), 382, '

.

Stouck, David. "Notes on the Canadian Imagination.” Canadian . -
Literature, No. 54 (Autummn 1972), p. 9-26.

Sutherland, Ronald. Second Image: Comparative Studies in
Quebec/Canadian Literature. Toronto: New Press, 1971.

Thomas, Clara. "An Interview with Margaret Laurence and Irving
Layton."™ Journal of Canadian Fiction, 1, No. 1 (1972), 62-67.

E ' w==eewe-, Marpgaret Laurence. Toronto: HﬁClall.nd and Stewart, 1969,
. m x '
"Review of Jason's Quest.” Canadian Literature, No. 50 s
-1971), pp. 88-90. o

Thompson, Kent. "Review of The Fire-Dwellers."” Thas Fiddlehead, °

No. 82 (November-Becember 1969), p. 72-73.

,

\ \
\

»




SR ‘ Watt, F. W. "Piction." University of 'i‘ordnto Quarterly, 34, No. &4’
Y (1965), 374-375. . ) ‘

. "Review of The Fire-Dwellers." Canadian Forum, No. 49
" ‘(July 1969), p. 87. ) )

!

Waterston, Elizabeth. - Survey: A Short History of Canadian Literature.
- o Toronto: Methuen, 1973. ‘

‘Wigmore, Donnalu. "Margaret Laurence: the Woman behind the writihg.“
Chatelaine, 54 (February 1971), 28. '

Wolfe, Morris. "Atwood's Guide to the Geégtaphy of Survival.?,"
Satutday Night, 88, No. 1 (1973), .'ﬁ*iﬁ.

!

- . Woodcock, Geotge. "Jungle and Prairie."’ Canadian Literature, No. 45
T (Suzmer 1970), pp. 82-84.

¥ - R -
+ Mordecai Richler. Toronto: .McClelland and Stewart, 1970.




