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Abstract

This thesis is a study of the isolated heroine in
Margaret Laurence's Manawaka novels, A number of factors con-
tribute to her isolation, including her sense of separation
from self, her sense of alienation from the environment in
which she lives, and a struggle to come to terms with the in-
fluences which her sense of the past exerts on her personal-
Ity. The pattern of personal development from a position of
wéakness and alienation to a position of self-understanding
and responsibility is common to all four of Margaret Laur-
ence's Manawaka heroines. Each heroine survives and achieves
a sense of personal freedom, which Laurence has described as
the central concern of her works.l This search for a signifi-
cant 1life and a real sense of responsibility arise out of the
experience of isolation, an experience wﬁich can be seen as
Canadian, but at the same time universal, a frequent concern in
works of the twentieth centurv.

The present study will investigate the phenomena of
isolation and alienation and the resultant develobment of a
‘survival"® ethic, which is in some wavys analogous to the
existentialist concept of the outsider, which appears in much
twentieth-century literature. It is almost inevitable that a
twentieth—century writer will have come, at some time, under
the influence of existentialist tHought. Much twentieth-cen-

tury literature, as well as philosophy, sociology, and psychol-
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ogy, is concerned with the problem of isolation. There is no
way in which Margaret Laurence could be unaware of isolation
as a personal and literary problem, and while I do nof intend
to argue that her Manawaka novels are solely existentialist,
they are works produced by someone whose childhood vears were
spent in an isolated town in the Canadian prairies, and whose
crucial early vears as a writer were spent as "an outsider who
experienced a seven year love affair with a contineht, but

who in the end had to remain in precisely that relationship."2
The concerns with isolation and alienation and the search for
truth or meaning which produced the outsider in other litera-
tures are certainly present in Canadian literature, so it is
not surprising that Laurence's heroines exhibit characteris-
tics typical of people who find themselves alone.

This thesis, then, concerns the psychological and emo-
tional journey of the isolated heroine as she struggles with
alienation from her environment and with personal loneliness
and isolation to achieve a deeper understanding of life and a
fuller appreciation of it. In a sense, what follows ié a study
of a vision of life which allows the protagonist to reach an
understanding of herself as a culmination of her own personal
past, her ancestral history, and her present situation.
Laurence's isolated heroines learn to face life's sorrows and
its beauties, and to use their knowledge to achieve a fuller
and deeper appreciation of life, to act with courage and res-
ponsibility, and to survive with hope and dignity. Through-

out I will consider other critical appraisals of Margaret
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Laurence's work and will also indicate, where appropriate,
similarities between the situations of her heroines and the

behaviour and environments of the existentialist outsider.
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Introduction

A concern with isolation is common in twentieth-

century works of llterature and is particularly promlnent ln

i ST

Canadlan lJ_terature¢1 The present study concerns the isola-

.

ted heroines of Margaret Laurence®s Manawaka novels and the

. & :
flj factors whlch_produce thelr isolation -- thelr sense of

e T e

separatlon from self and“allenatlon from their environments,

-~ i R e

commg to terms wn_th themselves. Th:Ls reun_r.es a great deal

N et i
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of self—understandlng, as well as a comlng to terms w1th
hoth.thelr ancestral hrstory and their personal pasts, to
‘produce a kind of survival ethJ_c2 -— a fuller and deeper ap-
) preciation of life and en ability to act with courage and
;respon31blllty and ultimately to survive with hope and dlg—
nlty. The isolated heroine is both a Canadian phenomenon |
and a character who appears frequently in twentieth—century
literature as a whole.

Further, the isolated heroine is in some ways analo-

N

sous to the Figure of the outsider often axcountered in exia-
tentrelist_writéhgs. There are a number of bases onhwhich
this comparison can be made, and they will be developed
further in this introduction. The principal points which
will be considered as forming a discernible pattern among

Laurence'™s heroines include several which would allow them

to be considered as outsiders in an existentialist sense.



All four of Laurence's isolated Manawaka heroines experience

a sense. of personal isolation and separation from the.socie-
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ties in which they llve, All four are in one way or another

. @ =
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drssatlsfled w1th thelr present existences, and all must n—
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dertake.a ]ourney to self—dlsqovery”whiqh}rnvqlves‘arggmrng

to terms W1th what Laurence descrlbes as “"the stultlfylng

N

effects" of the past 3 All experlence revelatlons Cusuallyﬁ

as a result of an experlenc
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fﬁdeath) about life which allow

them to reach a level of persenal peace and satisfaction

whlchtwas prev1ously unattalnable.

These concerns can,be seen as exrstentlallst in nature,

PR 4 it L o

and preoccupatlon w1th.them is evrdent in both North Amerlcan
and European modern llterary-tradltlons. Such,concerns as the
isolation of the individual from modern society, the search
for meanlng and srgnlflcance in modern life, as well as the
need to dlscover personal 1dentlty, are pressing ones in the
Canadlan literature of this century. Concern with isolation
in Canadian literature is not really surprrsrng,‘eonﬂlderlng
even.such_baSLC.elements as the sheer physical size of Canada
and our relatively sparse population, together with the
fact that most of our people have, as John Moss says, "come
from abroadhwithin_the last feW'generations;t4 Because of
the similarity of the concerns which we f£ind in Canadian
literaturetto those which have produced the outsider in other
modern literatures, there are grounds for comparing the iso-

lated heroine in Canadian novels (in this case, those of Mar-



garet Laurence)] to the figure of the outsider which will be
described during the course of this introduction. As John

Moss states in Patterns of TIsolation (1974):

Laurence ... share/s/ ... in a vision of

individual isolation that is both univer-

sal and contemporary. /Her novels/ par-

ticipate in the traditions of Canadian

fiction. That they are also continuous

with the cosmopolitan tradition of con-

temporary literature written in English

is not irrelevant.
Moss goes on to say further that "the imminence of geophysi-
cal reality in relation to the patterns of human isolation
evokes a profound response in the Canadian imagination“6 and
that "by addressing ... the universal reader ... Laurence
treat/s/ Canadian experience as the wvalid continuation of a
larger world."7 As well, Clara Thomas suggests that "the
strong ‘outsider'® figure ... has been central to all /Mar-
garet Laurence's/ Manawaka novels in the persons of both -

8
women and men."

Many outsiders may be found in Canadian literature.9
In order to discuss this figure in Canadian fiction, however,
and particularly in Margaret Laurence's Manawaka novels, we
must first obtain a picture of who the outsider is.,.discover
fwhaF his concerns are, and determine the way in which he
deals with them.

.In modern European literature and philosophy, the
outsider's abidiﬂé concern is a séaréﬁvfér truth. Thisvsearch

for meaning encompasses all aspects of life for the outsider.



(1958}, thls ldeal to t'sta.nc’zl for truth? is the one disH

cernlble,current that flows through,all twentleth—century

g

i}terature 10 Because the search for truthrls the central
concern of the outsider and because it involves all aspects
of -his life, the outsider does not necessarily emerge from
any one particular background. It is not unreasonable, then,
to expect to find such a figure in Canadian literature, just
as he is to be found in other literatures. All serious
authors sgsearch for truth, each.i£¥he;20wn way, and given the
nature of twentieth-century liter;tﬁre and Margaret Laurence's
avowed concern with the individual's search for self-knowil-
edge and truth, it seems likely that such a figure will ap-
pear in her work. In an interview with Graeme Gibson, Lau-
rence discusses the importance of a search for truth to her
work as a novelist, which she believes is to speak of "what

everybody knows ... but hardly anybOdysays."]‘:L

To be concerned w1th_truth does.not.mean . that the

—

outsider is necessarlly an 1ntellectual nor does he neces-
sarlly have any spe01al WLSdom to bestow. He is a person
who seeks to come to grlps with the reallty of life in its

suffering and seemlng hopelessness. _He has awakened to

chaos“ (O p 15) ThlS antlc1pates somethlng of the "Vic-

(1972), her thematlc gurde to Canadlan llterature, To put

the outslder s predlcament in Atwood‘s terms,lg he has moved - i%



from P051tron One (denlal of hlS condltlon) through Posrtlon

IS

‘Two (acknowiedgement of hlS conaltlon, but bellef in 1ts in-
evrtabllrtvl, to Dosrtlon Three (acknowledgement of hlS con—
dition, and a refusal to accept it as inevitablel. The ap-

peargnce of the outsider as represented by the isolated

PR RS

herorne, and the theme of survival, at least in the spiritual

- sense,that Laurence is concerned Wlth.lt ‘are llnked in very
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s

lmportant ways. Laurence says of her her01nes that each
flnds w1th1n herself an ablllty to survive -- not just to go
on llVlng, but to change and to move 1nto new areas of llfe wl3
Further to thls, in response to the questlon of whether
‘;Canada is a country of the Old Testament -— one of exile and
allenatlon and punlshlng qods -— or is thereﬁ... a sense of
hope and expectancy of the New Testament in our literature?"
she has replied, "I think there's both."%

The outsrder, though,not necessarlly glfted Wlth

o e

spec1al 1n51ght nor necessarlly a genlus, is “the one man
who knows he is s1ck in a civilization whlch doesn't know
,lt_l$.§;935“ (O P. 20) LSuch 1ncreased perception leads the
outsider to teeT Tike a stranger in the societyvto Whichmhe
belongs, and thisvleaas him to a feeling of alienation and a
sense of the unreality of life. This sense of alienation is
present to a large degree in all of the Manawaka heroines
with whom we will be dealing, and will be discussed in more

detail later. Laurence's preoccupation with isolation, Clara

Thomas suggests, was intensified by the time she spent in



Africa, which "issued in works that explored themes of exile,
loss, and mankind‘s stubborn, valiant quests for home and
freedom; they also led her to see that these themes were
particularly urgent to her own people as well."15 Margaret
Lagurence grew up in the small Manitoba town of Neepawa, of
which she says "I felt the loneliness and the isolation of

the land itself, and yet T always considered Southern Mani-

toba to .be very beautiful, and I still do."16 Thomas ela-

borates upon this observation: "The isolation of small
groups of people in a vast land was one of the factors in

the growth of a town's personality“17 and many critics see

. . 18
Manawaka as an isolated environment.

Both_Atwood and Moss:L ‘belleve.that a sense of un-

o o i e £ S T S AR Gl n 5

eallty is common ln Canada, duevln .part to our rather short
h;story and occaSLOnal lack,of a flrm sense of Canadlan Lden—

tlty. Such_a sense of allenatlon forces the out51der to

search,for meanlng ln a llfe whlch,has f come to seem futlle.

SR

He.must overcome hls sense of futlllty, change hlS perceotlon

e,

R NP s

of lrfe, and reafflrm llfe 's value. Although alterlng one's

way of exper1enc1ng llfe is as 51mple as a change of percep—

tlon, such a change is not eaSLly achleved for lt 1nvolves

facrng and acceptlng the futllltv of one's present experlence,

A

Lo

a far too frlghtenlng prospect for many. The movement from
Posrtlon One or Two to POSltlon Three is extremely dlfflcult
to manage, \guch of our bondaqe,rthen, is self—lmposed. n

o  peeeh AR e A B 8 ST

In Laurence s words, "a great many of the things that have to
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do with personal liberation or freedom, it seems to me, in-
volve labouring mightily against a door that is not locked."20

Those who cannot face responsrhlllty for thelr own llves,

v T s R R B P e et it

although_they may ln reallty share.the out51der s rmpulses,

l'keep up a pretense, to themselves, to others,'thelr respec-

tablllty, thelr phllosopﬁy, thelr rellglon, are all attempts
to gloss over, to make look,c1v1llzed and rational, -something

whlch,ls savage, unorganlzed 1rratlonal (0, p. 13) This
wrthdrawal is strongly reminiscent of many of Laurence's
characters, including Mrs. Cameron, Tess Fogler, Mac, Brooke

Skelton, and Buckle Fennick. As David Blewett observes, the

lnhabltants /of Manawaka7 are cut off from one

and if they'llve in Manawaka long enough, 1ike
. -fbn*S'mother, they prefer not to be

AR i

Thls srtuatlon parallels Atwood s "Pos1tlon One The out—
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srder, ln elther “P051tlon Two" or "POSlthH Three 1s not

able to lgnore or gloss over these 1mpulses, lnstead he

must facemthemMglrectly. If he is unable to transcend "Posi-
tion Two", he will be caught in believing only in life's

futility; his probable choice of action will be suicide. This

is unacceptable to the "Position Three" outsider: he 1s a

S i ot o e

survrvor, andlhe must proceed to a reaffirmation of the‘value
and SLgnlflcance of life. Reachlng the pos1tlon of reaffir-

mation lnvolves facrng and acceotlng his condltlon and actlng



to alter it.

The,outSLder s search_rs For‘meanlng and freedom,

P

the,avowed theme of Laurence s novels,22 and a release from

S, e RN b 5 gt
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unreallty. Because.the desrre for ‘freedom involves a search

i, Py en
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for splrltual‘mean t e outsrder s s arch,becomes a rell—

e et SRR IS

glous quest The rellglous nature of the quest in Laurence S

B2

novels is relnforced by her use of rellglous symbollsm, and

e i SRR T i “aieltin

in some.cases, as ln Hagar 's, by an achlevement of salvatlon

B

in a splrltual sense. Tt is interesting, in this connectlon,

P AR A A A v

to note Sandra Djwa s observation that:

Laurence, like Jung, seems to locate God in
the human soul and to sometimes define reli-
gion in terms of the Jungian "numinous ex-
perience" which can lead to psychological
change .... 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 manifested by a new sense of
life's direction.?23

The attalnment of freedom is somethlng whlch.must be pursued

e S

actively.. It cannot be bestowed upon us -- 1t must be claimed
as a rlght otherw1se we are in danger of ’sllpplng 1nto a
lower form of llfe, a pOSSlbllltV which the outs1der percemves
and”detests,vas Wilson argues, "freedom lles in flndlng a
rcourse,of action that gives expression to that part of [us/ ...
VjC,hoa.;,is,,,npt,.,contsntsd with the trivial and unheroic.” (O, p.

33) It is this freedom that Laurence's protagonists seek,

For manv,~thelr gcourse of actlon arises out of a CrlSlS in

llfe when they must take a stand or be lost This is the case

for Hagar, Rachel Stacey, and Morag, the isolated Manawaka



heroines with whom I will be concerned in this study.24 What

is involved for them is not necessarily a change in the outer
forms of their lives, as Rachel and Stacey realize finally,
but a change in perception (as would occur in a move from

Atwood's "Position Two" to "Position Three"). This change

o i e

in perceptlon seems to lnvolve a three-fold process -= a klnd

et s oS T i .

e st

of dlalectlcal movement The out51der flnds hlmself in a po-
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51tlon of false securlty, whlch though relatively stable and

dlstlnctly unthreatening, is nevertheless _not enough to satls—
£y hls deep need to llve.more fully. It 1s this need, as well
Aés hlS helghtened ablllty to see llfe s potentlal whlch
causes hrm torfeel dlssatlsfled with the kind of 1life he is
living. Only through.action, the third step in hls.movement
of perceptlon, can he assume responSLblllty for his existence
(and affirm his sense of l;fe s value. (It hardly needs to be
%;epeated here that this three-part movement again parallels
Atwood's Victim Positions). In a 51mllar fashion, Margaret
Laurence's 1solated heroines progress fromrlnltlally denylng
the.condltlon of thelr llves to seelng themselves as they are.
This places them in a pOSltlon to begin actlng to alter thelr
condltlons. They all experience thlS change in perception to
some degree; though not all in the same measure or in the
same form. Ultlmately the respon31blllty for and control of
llfe rests taﬁr;ne lnd1v1dual as Laurence 'S herOLnes real—
ize. Life requlres an actlve way of seeing the world not

———

merely a passrve observatlon of it. It requires lnvolvement
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and taking charge of one's destiny through positive acts of
will. The outsider believes he can take charge of RAis
‘1life in this way and tHereby gain control over his destiny.

Allenatlon, although.a common concern in twentlethf

century llterature, lS often thougﬁt to be,solelv tﬁe condl—

tlon of certaln easrly ldentlflable groups—of people in

AR e

5001ety the elderly, the crfmlnally'mlnded the 5001ally‘

aberrant, and others Who do not flt the mold of conventlonal

PRI A .
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socrety. The outsider's bellef, on the other hand is that

everyone,ln society experiences alienation from others but

masks this from himself. Laurence's characters echo this
belief, since, as Clara Thomas argues, Laurence "“perceives
individuals as strangers in a strange land, and her effort

has been, throughout, to know and to show the ‘heart of a

stranger“.f"25 As well, Laurence has told Donald Cameron that

- "this human loneliness and isolation, which obviously occurs.

everywhere, seéms to me to be part of man's tragedy."26 WLl—

son speaks of the 1mp05515111ty of total communlcatlon be—

gt * - IR S e a7

tween people.(D P 57) as belng of fundamental concern to

the;outs;der: Margaret Laurence herself dlscusses thlS in a

passage from Long Drums and Cannons (1968). Here she discus-

ses “"the impossibly complicated difficulties of one person

speaking to another, attempting to make himself known to an-

other, attempting to hear =-- really to hear -- what another
27

is saying.” This problem of communication, or, rather, the

lack of it, is, as G.D. Killam says, "central to Margaret
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Laurence's novels."28 Tt Is the main concern of all the

women whose stories she tells, because, as she has told

Donald Cameron, "I feel that. human beings ought to be able to

touch each other far more than they do.“29 Margaret Atwood

sees the same "dlfflcultv in communlcatlng, or even acknowl-

O e vyt p M ek ore i £ = o AP L 7 R Sk e e 30 Bds

edging ... fears and hatred" as—Belng dlStlnCth Canadlan.

S e o i, RS

In her Manawaka novels,‘Margaret Laurence,presents us
with a variety of isolated, outsider figures, both characters
whose isolation is obvious and others in whom it startles us
somewhat. At first we are presented with the elderly Hagar,

isolated from her society and from us as readers by her ex-

treme age. Her position as an outsider is no surprise, but E,(Ifﬁ5;
e feny
ve may be lncllned to put lt down merely to her advanced age, | fz

I o [

9 {;_fa,;’g. & [
although,a close look at her life reveals that she has always ey

been an outsider. Rachel, an unmarried woman approaching
middle age, also suffers alienation. What we are not immedi-
ately certain of is the sense that this isolation is experi-
enced by all. The circumstances of Hagar's and Rachel's
lives allow us easily to distance ourselves from them. The

next portralt of the outsrder, however, is somewhat‘more dls—

e B NS i T T S R i O S e e '

turblng- by all accounts (lnterestlngly, even bv her own), 4;4f£¢w:

R

ought to be,content but lt seems that even marrlageils no
protectlon from the isolation that faces the 1ndlv1dual.
Stacey suffers torments similar to those of Hagar and Rachel

and Wllson s suggestlon that "there is no communication w1th
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other human.helngs, even those.we.love,most“ (O, p. 57) seens

o R i Mt RN e
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e

accurate.ln Stacey s case. The final heroine with whom we
will be dealing seems, paradoxically, both the most and the

least likely; surely if anyone can overcome the barriers

(L P T,
N S S AR s R S Sy

against communication, lt should Be someone.who has devoted
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her llfe to words. In fact however ‘Morag lS llttle more.

able,than Hagar, Rachel or Stacey to Break the sound _barrJ_'ert
and her inability to communicate is a constant source of ag-

gravatlon to her. AS’Clara Thomas puts lt‘

st AT

in the early novels Margaret Laurence was
revealing the "ordinary"' woman as extraor-
dinary; . here the{wrlter, _the extraordlnary

lnto the ordlnary 31

The point, of course, is that as Thomas says, "no—one, it

seems, is immune from the isolation that the 1nd1vrdual ex-

B e e e S

perlences, and all these,women, both,ordlnary and extraor—
"32

Mgt e

AT TR T B

dlnary, must undertake thlS rdouble journey
T All of Margaret Laurence's Manawaka heroines share

in the problem of isolation, for Margaret Laurence maintains,
in contradiction to John Donne, that every man is an island.33
Other characters in her fiction also share this situation,

but many are unable to transcend it. No matter what the

age or gsituation in life, within marriage or without, each
person is, in Laurence' s view, ultimately alone. The out-
srder must face lsolatlon, but‘must not be defeated.hgilt.

The futlllty of much,of life must be accepted but the out-

SLder s charlenge.ls to reafflrm the value of life desplte
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Its seeming ﬁooeleesneSS; Wﬁat tﬁlS“meanS’lS‘not tﬁat “llfe

” s A
B

is of no valueﬁ on the contrary, llfe lS tﬁe c:>nly'val'ue.‘r GL

i s ey

spepas Pt
st SR

p. 38]) The.lsolated outsrder flgure.thus rejects sulcrde as

A T L L ot S PR ek
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a response to llfe. Instead he‘may overcome the futllrty he

PRESSEIREIRE SR S S

lnltlally sees ln llfe,"by know1ng hlmself better. By esta—

e sy

SRR NBIORE L

bllshlng a dlSClpllne to overcome hlS self—d1v1510n.“ (O P.

R 2wt T

245) It is thlS Self-lelSlon Wthh has, to a large degree,

B i S N SN g, e o 2 SR PR L Ny

been responsible for hls alle at Pln the flrst place34 and

. . s e im

what Patricia Morley calls "this psychic journey, back into

roots and forward is at the heart of human experience and
hence of literature."35 The outsider becomes able to live :
fully and significantly and to escape the bonds forced on him

by convention and superficiality. This is what happens, in

some degree, to Laurence's protagonists -- Hagar is able to

e

die Wlthvdlgnlty, Rachel assumes responsibility for her own

ot et m
s s o SR

life and begins to make her own dec1s1ons, Stacey reaches

a plane of honesty with herself and comes to realize her own
strength and ability to cope, and Morag reaches .a degree of
- peace and understanding of her artistic gift. Although the
external circumstances of their lives remain largely un-
'changed all experlence a form of growth and understandlng

g e KRS

whlch allows tnem to llve more fully w1thln thelr circum-
stances.
Attalnlng a sense of meanlng 1n llfe lnvolves faith

in the power of the 1nd1v1dual to alter hlS experlence of

“existence, but in the outsider's confrontatlon w1th his
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world he is left with few vessels in which to place his

faith. Beforeﬁhe is able to cﬁange'ﬁis perception he ex-

h A et s peaseasmAy et

periences a trauma whlch<brlngs hcme to hrm the paradOXLcal
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nature.of llfe,—— ltS fraglllty and futlllty as well as lts

= £ s

SLgnlflcance& ﬁtenaﬁﬁ%§pexperlence:1nvolves‘a qggﬁ@gntat;on

w1th_deatﬁ.—— the lndLVLdual”s own (aS'Wlth.Hagar or RachelL

et o o £ o S SR Sy S

or that of someone,he.loves (aS‘Witﬁ,Stacey and Morag). This
process involves a move from externally centred life to the
discovery of an internal centre, since, as C.M. MclLay claims,

death "“reveals the true nature of individuality."36

We are,
Laurence shows us, ultimately responsible for our own lives.
This lesson is learned poignantly by Rachel, as well as by
the other Manawaka heroines. Life is too short and too pre-
cious te be consumed in superficiality. As Patricia Morley
explains:

Laurence depicts an often agonizing struggle

to break these bonds, to overcome alienation,

to achieve an integration, both personal and

social, which is imaged as a freedom to love

and to accept love, to share, to meet, to

touch. 37

Laurence's Manawaka novels provide in part a Canadian
dramatization of the outsider, and her presentation of this
figure is as forceful as any which has preceded hers. The
isolated women that she presents in her Manawaka novels grow
from an initial position of weakness and self-division to a
new realization of self, in which they can live fully, with

dignity and responsibility, and with a sense of personal

freedom which was beyond their previous scope.
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The concern in literature with isolation is age-old,
but it is also a modern concern, and one which is fully
present iIn Canadian literature. John Moss argues that
*patterns of isolation in Canadian fiction provide one of a
number of its distinguishing characteristics ... /and/ ref-

lect the progress of the Canadian imagination towards a

38

positive identity." Margare£ Laurence feels that her own

concern with the outsider arises from her Canadian experience

of growing up in a small prairie,town.39 As well, her time

spent as "an outsider who experienced a seven year love af-

40

fair" "~ with Africa has iIntensified this concern. Her fami-

liarity with the works of other Canadian novelists like W.O.
Mitchell and Sinclair Ross Is well known.41 Ross' novel

As for Me and My House (1941}, in which the main charapters,

the Bentleys, are readily identifiable as outsidersiﬁrqﬁ their
community,42 seems to have-had a particular influence upon
Laurence's own writing. Isolation, then, is a familiar theme
and the isolated outsider figure a familiar character in
Canadian fiction. It is interesting also that several critics
have seen Laurence's books in these terms.43 Robert Harlow,

for instance, has this to say of A Jest of God:

The book is written in the first person and
in the present tense, a difficult and deman-—
ding technique, but one used by many writers
whose concern is alienation and whose ante-
cedents are perhaps traceable to Camus and
Kafka rather than to Dostoevsky, or perhaps,
closer to home, Dickens, Hardy, Arnold Ben-—-
nett.44

Besides, Sandra Djwa maintains that "Laurence is also exis-
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tential_throughout her woxK in Sartre®s .primary sense in that
hexr focuS‘iS‘onrmanFSVProceSS*of-ﬁeccming; a process which
reveals to him his essential spiri: .”45 Laurence®s Canadian
concern with iIsolation and her simultaneous relationship to
twentieth—-century existentialist works are far from mutually
exclusives: In fact, these Interests are compatible and sug-
gest the universality of Canadian fiction which makes it, as
Moss maintains, "part of the cosmopolitan tradition of con-
temporary literature written in Englisﬁ,"46
I propose, then, to show that the characteristics of
these Manawaka heroines and their experiences of what Patricia
Morley calls the “"alienation /Laurence/ depicts as central to
human experience everywhere"47 reflect the pattern of growth
toward personal freedom outlined above, and also that her
protagonists can be compared to the existentialist figure of
the outsider. Chapter One will iInvolve a close study of the
story of Hagar Shipley, the ninety-year-old heroine of The

Stone Angel, whose arrival at self-knowledge, though delayed

until the end of her life, is nonetheless moving»and revealing,
for Hagar manages to redeem herself even on her death bed, by
performing at least two acts of self-liberating generosity.
The second chapter will treat the journey to self-knowledge

of the unmarried school teacher Rachel Cameron, who is ap-
proaching middle age alone. She, like Hagar, comes to a
knowledge of herself and acts to release herself from the

bonds of a life which has for a long time seemed beyond her
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control. In the third chapter I will discuss the journey of

Stacey Cameron MacAindra, of‘Tﬁ;xFirE%pweilers, as she moves
toward self~discovery. ThHe final chapter will deal with the
long and difficult inner journey of Morag Gunn, as it develops
through the course of her lifetime.

All four women, though different from each other in
many ways, have similar discoveries to make and similar
strengths to draw upon. All move forward toward a fuller and
more satisfying life.‘ Clearly these isolated heroines share
in the outsider®s alienation from both social and familial
enyiromments and experience a sense of alienation from self.
They also demonstrate a need to live more fully, and finally
show a willingness to undertake journeys into self-knowledge.
They discover a new awareness of life and self which ultimate-
ly allows them to achieve a measure of personal salvation

through a reaffirmation of life's ultimate meaning.



Chapter One: The Stone Angel

In this chapter I would like to study the movement to
self-realization undertaken by Hagar Shipley, as it is a
manifestation of the pattern of growth and the development
of the ethic of survival detailed in the introauctlon to
this thesis.

The Stone Angel (1964), the first novel of Margaret

Laurence's 'Canadian' period, may be argued to be the best
of her Manawaka novels to date. TIts excellence has been
widely accepted and it has even been compared to Shakespeare's

King Lear.l The novel 1s, Clara Thomas tells us, the story

Aof.Hagarfswﬁghwlll;hg, rebelllous journey toward self know—

r%?@??ﬁrégd’ fihallyi a limited peace. z‘wlt 1s her attempt
to come .to terms w1th her past, Wthh is one og the steps in
mthe pattern of growth followed by these lsolated her01nes.
This move toward understanding and accepting the past is a
process which is of frequent concern to Margaret Laurence,
not just for Hagar, but for herself. "I see this process

as the gradual one of freeing oneself from the stultifying
aspect of the past, while at the same time beginning to see
its true value."3 The past is inescapable, but need not be
a negative influence upon us; indeed, the acceptance and un-
derstanding of the past can help the individual to reach a

greater depth of self-understanding, which in effect, is

what the journey to self-knowledge is about, and self-know-

18
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ledge is the ultimate goal of the isolated heroine.
Hagar manages to put off thlS journey for most of her

N T SR T RS TR A e 7 2

llfe. She remains trapped by her past Wlthout understandlng

i s e

lt. éhe cannot break away from the mold 1n whlch she was
formed and is unable to elther communlcate Wlth others or
understand their attempts to communlcate w1th her.

N Our sense of Hagar s lonellness and isolation is in-
tensrfled by the form of the novel WerseefEVerythlng
throughvhagar's>eyes and always from her point of view. In
ithlS way we are able to sympathlze w1th her, but we are also
shown the llmlts of her vision. We are made aware of her
isolation as a consequence of the circumstances of her ex-
treme age; most of those Who meant anythlng to her are long
dead, yet it is only in the present, as the novel unfolds,
that she begins to recognize thelr value to her life. Her
folly lies in_not‘havinglrealized this-value sooner. Margaret
Laurence indicates Hagar's extreme rigidity first and most
obviously in the novel's title, for Hagar truly is a stone
angel. Laurence believes that the title of a novel should
"in some way express the whole novel, its themes and even
something of its outcome."4 This is certainly true here, for
Hagar, like the monument, sees much of life "with sightless
eyes."5 As well, she is as cold and emotionally unresponsive
as stone. She plays the role of angel to Marvin's Jacob,

and she is finally able to bless him in order to release him,

and herself, from the chains of the past.
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Hagar lS lsolated in the sense, flrst,_that she ‘has

T N A W o

cut herself off from others. She is lncapable of reachlng

out to and maklng contact Wlth others, ‘hence she remalns

both unknOWlng and unknown. Because of her background, she

perceives her isolation as necessary, as a source of strength,

which in some ways it is, but it is also a major factor in
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One effectlve way to begln a study of the 1solatlon of%,iu;ﬂ?
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the barrenness of her llfe.VA§1

kst

a character lS to lnvestlgate her relatlonshlps w1th others.

By far the most lnfluentlal force in Hagar s past, whlch re-

talns ltS hold over -her for so long, is the character of her )‘v'f
2R el

father, Jason Currle, whose stern, strong-willed isolation andﬁ,ﬁ‘f
1nabllltY_tQﬁ9ommun1cate emotlon determine Hagar's character ™.l <t
and responses throughout her life. His influence on the

young Hagar is manlfest at an early age-
I wouldn't let him see me cry, I was so enraged
... He struck and struck and then all at once
he threw the ruler down and put his arms around
me. He held me so tightly I almost smothered...
I felt caged and panicky and wanted to push him
away, but didn't dare. Finally he released me.
He looked bewildered, as though he wanted to
explain but didn't know the explanation him-
self. 'You take after me,' he said, as though
that made everything clear. 'You've got back-
bone, I'll give you that.' ... I did take after
him ... God knows he wasn't wrong in that. (SA,
pP. 9-10)

As is evident here, Hagar &t this stage is already capable of
using rage to veil her other emotions -- rage is the only
emotion she feels it is fitting to experience or admit to,

and it is what enables her to keep hidden her fear and pain

Y
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at being hit. Her father s attempt at closeness, hlS recog—

et o f\, yv TN o

nltlon of thelr splrltual afflnlty, 1s already too late -
Hagar has wrthdrawn emotlonally from hlm, whlch expands the
M

gap between them that will never be brldged for both are

4

too proud ever to make the. flrst move toward reconcrllatlon
E)w1th.the other, and Jason Currie dles w1thout belng recon-

c11ed to hlS daughter.

- The next tlme an attempt is made by Hagar's father to

brldge the ever—grOWlng gulf whlch separates them, it is
?agaln she who pulls away. | -

He reached out and took my hand and held it.
His own hand tightened painfully, and for the
merest instant the bones in my fingers hurt.

'Stay,' he said.

Perhaps it was only the momentary
pain made me do it. I jerked my hand away as
though I had accidentally set it on a hot
stove. He didn't say a word. He turned and
went outside ... I felt I must pursue him,
say 1t was a passing thing, not meant. But I
didn't. (SA, pp. 44-45)

Neither Hagar nor her father is prepared to take the necessary
step toward reconciliation; both are too bound up in stern

pride to give expreSSLOn to their emotlons.

. acd
D( ‘rfi‘».tg ; :11 ;4;! 3-»5} ,5‘“&

Even Hagar s marrlage is based on her rebellion against

—.

her father s authorlty, spurred on by a slur to her prlde by

'no-name' Lottie Dreiser. Her marriage is her first act of

open defiance against her father and makes her feel "drunk

~.

with exhilaration" at her daring:

Without warning, he reached out a hand like a
lariat, caught my arm, held and bruised it, not
even knowing he was doing so.

'Hagar --' he said. 'You'll not go,
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" Hagar.'
The only time he ever called me by my
name. To this day I couldn't say if it was a
question or a command. I didn't argue with
him. There never was any use in that. But I
went, when I was good and ready, all the same.
Never a bell rang out when I was wed.
(saA, p. 49)

From this point on there is no communication between Hagar
and her father, but his influence over her remains strong.
Indeed, it is her father to whom her thoughts turn‘when her
son John is born. She thinks of the boy in terms of her
father's approval: "Jasoﬁ Currie nevet saw my second son,
or knew at all that the soft of boy he'd wanted had waited a
generation to appear." (8A, p. 64)

The only opportunity Hagar had to glimpse the reality -
of her father occurred while she was still a child and had
run home to tell him of the death of Lottie Dreiser's mother,
with whom he had had a fleeting relationship:

He never let on at all that‘he's so much as ex-

changed a word with her. He made three comments.

'"Poor lass,' he said. 'She couldn't have
had much of a life.' A

Then, as though recalling himself, and to
whom he spoke, 'Her sort isn't much loss to the
town, I'm bound to say.' ' '

Then an inexplicably startled look came
over his face. 'Consumption? That's contagious,
isn't it? Well, the Lord works in wondrous ways
His Will to perform.'

None of the three made much sense to me
then, but they stuck in my mind. I've since
pondered -- which was my father? (SA, p. 19)

If Hagar is ever to discover which of the three comments
truly reveals her father (and it is only in a synthesis of

all three that he is to be discovered) it is when she com-
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pletes her journey to self—recognition and realizes and ac-
cepts how much of him is there in her. As she relives her
past for us, she becomes more aware of the influence exerted
on her by the éast, and especially by her father. "I tried
to shut my ears to /his words/ and thought I had, yet years
later, when I was rearing my two boys, I found myself saying
the same words to them." (SA, p. 13) |

The inability to communicate with others, or to per-
ceive their troubles clearly, permeates all other areas of
Hagar's experience, as well as her interactions with her fa-
ther. It also manifests itself in her relationships with her
brothers, with whom she is not close. Hagar takes after her
father, and is his favourite child, while the boys lack his
sterﬁvs£ﬁbbornness, and take after their mother. Hagar feels
that they blame her for her mother's death, which occurred
at Hagar's birth. Hagar, who has absorbed her father's va-
lues, rejects the boys because of what she perceives as their
weakness, and is able only to think of her mother as "that
meek woman I'd never seen .../whose/ frailty I could not
help but detest." (SA, p.25) She looks on those who share
such a weakness as "flimsy, gutless ... bland as egg custard"
(sA, p. 4) and is unable to sympathize with their suffering.
The two acts of mercy that are demanded of her at this time
she is unable to perform. . She wants to comfort her dying
brother Dan by pretending to be their dead mother, and later,

to mercifully kill the suffering chicks, but she is "unable
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to bend enough." (SA, p. 25) This is not the last time that

it T

she does not act in accordance with her true emotions. The
f%eédom to do S0 takes a lqngktime'to come tovher.

- Mv&hat she feels no spiritual or emotional affinity

with -her brothers is frequently underscored by her inability
to percei?e their motives and feelings. She is even surpri-
sed that Dan becomes ill enough to die, since she has be-
lieved all along that he was only feigning his weakness.

"He cultivated illness as some people cultivate rare plants.
Or so I thought then." (SA, p. 22) She is also unable to
fathom Matt. When on her wedding day he almost sends as a
present the shawl she would not wear to comfort Dan, she re-
fuses her initial inclination to reach out to him, because
she is unsure of his motives. It is not until long after
this that she learns how little she knew of his childhood
hopes and ambitions, how he had saved, in vain, to escape the
oppressive life with their father. As with many things in
her life, Hagar "never knew the truth of it until years later,
years too late." (SA, p. 20)

It is not only her lack of natural affinity to her
brothers which prevents Her from becoming close to them; it
is also her stubborn refusal to reveal her emotions to any-
one. Many times she wants to talk to Matt, but finds herself

unable to do so:

I wanted to tell Matt I Knew he:-should have
beeg the one to go east, but I could not speak
of it to him.... Later, in the train, I cried,
thinking of him, but, of course, he never knew
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that, and I'd have been the last to tell
hilnt (‘SAI po 42)

Ultimately she is not able to bring herself to reach him, or
to understand him, and when she learns of his death and of
how easily he slipped away, she finds it hard to bear. "Why
hadn't he writhed, cursed, or at least grappled with the
thing?" (SA, p. 60) Matt lacks Hagar's pride and stubborn-
ness, but he also is'without her sﬁrvival instinct, which
keeps her going against seemingly insurmountable odds, while
he is beaten down by life, unable to "rage, rage against the
dying of the light." Paul Pickrel's comment that "what has
prevented /Hagar/ from living fully is what has enabled her
to live at all"6 seems nowhere truer than here.

Hagar has not lived fully, and her isolation and the
pride which keeps her chained inside herself extend also to
her marriage to Bram Shipley, which ultimately fails. From
the first her marriage has been a deed done in defiance of
her father's authority, and she does not recognize Bram's
true personality. "We'd each married for those qualities
we later found we couldn't bear, he for my manners and speech,
and I for his flouting of them." (SA, pp. 79-80) She is
unable to move outside herself enough to perceive his point
of view, and néively thinks that she will effect a change in
him. Her ambitions for her marriage still reflect the stern
Presbyterian values of her father, and it is he ultimately
whom she aims to please and impress. She is certain that

her father will "soften and yield, when he /Sees/ how
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Brampton Shipley prospered, gentled, learned cravats and
grammar." (SA, p. 50) It is pride which leads Hagar into this
marriage and pride which prevents her from allowing it to
work. She makes no attempt to reach Bram on his own terms
and fails to recognize his attempt to approach her:

When we-entered, Bram handed me a cut—-glass de-

canter with a silver top.

'this here's for you, Hagar.'
I took it so casually, and laid it aside,

and thought no more about it. He picked it up in

his hands and turned it around. For a moment I

thought he meant to break it, and for the life of

me I couldn't see why. Then he laughed and set

it down ... (SA, p. 51)
Only long after, when it is too late, does Hagar begin to
realize something of the spirit in which the gift was given.
"I never thought much of that decanter at the time, but now I
wouldn't part with it for any money." (SA, p. 62) Though it
is too late to use her knowledge now, Hagar hangs onto the
decanter as if it were Bram himself. It is all she has left
of him and the love that she failed to show him is now dis-
placed onto his gift. It is like this with all of the objects
in Hagar's house. It is in them that her life is revealed:

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 all.

(sa, p. 36)
She even wonders now, having never thought of it at the time,
whether Bram "would have liked me to ask for a picture of

himself; even once?" (SA, p. 69) But it is too late for this

now, and this is what makes Hagar an outsider to life's
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feast.

Hagar's pride never allows her, in any instance, to.
show her fears or weaknesses to her husband. "I never
cared for horses. I was frightened of them ... I didn't let
Bram see I was afraid, preferring to let him think I merely
objected to them because they were smelly." (SA, p. 83)
Her profound fear at Marvin's birth is also uncommunicated,
although Bram gives her the opportunity to express it:

'You're not scared, Hagar, are you?'
he said, as though it had just occurred to him
I might be.
I only shook my head. I couldn't

speak, nor reach to him in any way at all.

What could I say? (SA, p. 100)
Further, she is astounded to discover that:

he wanted his dynasty no less than my father

had. In that moment when we might have

touched our hands together, Bram and I, and

wished each other well, the thought uppermost

in my mind was -- the nerve of him. (SA, p.

100)
This seems to Hagar an expectation appropriate to a man like
her father, whereas in Bram it appears only as an incredible
arrogance. She does not see, as John will later, that
"they're only different sides of the same coin anyway, he
and the Curries." (SA, p. 184)

Even in what should be their closest moments, in
their marriage bed, Hagar hides her feelings from her hus-

band:

It was not so very long after we wed, when I
first felt my blood and vitals rise to meet

his. He never knew. I never let him know.

I never spoke aloud and I made sure the
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trembling was all inner ..; I prided my-

self on keeping my pride intact, like some

maidenhead. (sA, p. 8L)
She is shamed by Bram's love and by her enjoyment of it, and
"never spoke of it to anyone." (SA, p. 8l) Only years later
when, near the point of death, she talks with Murray F. Lees,
does Hagar finally realize the value of what she and Bram
could have shared —-- that Bram's banner over her, although

"only his own skin" (SA, p. 81), was also the banner of love

spoken of in the Song of Solomon, from where comes the line

she so painfully recalls. "I never thought it love" she
says, but later learns differently from Lees. "'You call
that love?' 'Lady,' he says, 'if that wasn't, what is?'"

(saA, p. 228)

Even when the opportunity presents itself for her to
reach out to Bram and let him see her true feelings, she
backs off and continues to hide:

I felt so gently inclined that I think I might

have opened to him openly. But he changed his

mind. He patted me lightly on the shoulder.

'You go to sleep now,' he said.
He thought, of course, it was the great-

est favour he could do me. (SA, pp. 87-88)

It is Hagar's coldness, and her pride in her cold-
ness, that sfifles and eventually kills her marriage. Years
later she still tries to console herself by rationalizing
that even ‘if she had opened herself to Bram on that night,
it would not have changed things substantially. "Hothing is

ever changed at a single stroke, I know that full well, al-

though a person sometimes wishes it could be otherwise." (SA,
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p. 88)

The cold and proud Presbyterian influence of her
father continues to exert itself in Hagar's life once her
sons begin to grow up. Hagar falls into the authoritarian
footsteps of her father, and finds herself regaling her sons
with all the epithets he had thrust at her and her brothers.
Just as she has been unable to reach out to her father, her
brothers, or her husband, so she is unable to realiy eata-
blish contact with her sons. She cannot recognize them for

lla

who they are, and dotes on John while leavihg.Marvin,
Shipley through and through" (SA, p. 64) in‘his father's
hands or to his own devices. She does not recognize the
boy's heed for her approval when "he'd hang around the kit-
chen, and everywhere I'd turn, there he'd be, getting under
my feet, until it got on my nerves." (SA, p. 112) She
does not recognize either that John is not the person whom
she insists on believing him to be. He needs his father's
approval and love just as Marvin needs Hagar's, but she is

blind to this:

'You're talking just like your fa-

ther,' I said. 'The same coarse way. I
wish you wouldn't. You're not a bit like
him.'

'"That's where you're wrong,' John
said. (SA, p. 174)

The similarities between Hagar and Marvin go unnoticed. by
her, but are perceived and remarked upon by John. "'Marv
was your boy all along, but you never saw that, did you?'"

(sa, p. 237) Marvin is, like his mother, also a survivor,
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while the recklessly independent John is killed by his own
carelessness. Hagar sees Marvin as "a boy who never gets up-
set, not even at what happened to his brother," (SA, p. 65)
forgetting that she is the one who was "transformed to stone
and never wept at all" (SA, p. 243) when John was killed. It
is Marvin, she finally realizes, who "is truly Jacob, grip-
ping with all his strength, and bargaining." (SA, p. 304)

On her deathbed, Hagar impresses on her grandson,
Stephen, that he, like his father, is "a Shipley through and
through" (SA, p. 296) but this time it is seen by Hagar as
a positive quality. Her values are no longer those of her
father, and the stultifying chains of the past are being |
dropped, one by one. Hagar seems to be moving, in Margaret
Atwood's terms, from a "Position Two perception to a "Posi-
tion Three" viewpoint, as she begins to see her life from a
different perspective.7

Hagar's role as an outsider is emphasized earlier in
the novel, when John and Arlene make lové in the kitchen
while she, Hagar, rests on the living room cheste:field.
Nowhere is she more sadly presented as a mere observer of
and not a participant in life. This episode also serves to
point out the barrenness of Hagar's love making with Bram.
John and Arlene celebrate their love together as a shared
experience; Bram and Hagar took their pleasure separately,
and, in her case, secretly.  The isolation that makes Hagar

an outsider is self-imposed.



31

It is only by recounting her experiences and re-.
liviné her past that Hagar is finally able to gain a sense
of freedom. She comes to an awareness of the value of the
past, and begins to realize that her stubborn incommunica-
tiveness has been a mistake. So many things have been left
unspoken, and now "there is no-one to speak to." (SA, p. 81)
As her perception alters, she becomes increasingly aware of
her loneliness, and of the inability of others to understand
her position, not only because of her extreme old age, but
also because of her stubborn refusal ever to explain --
something she increasingly wants to do. But explanation is
almost impossible; because of her long silence it is diffi-
cult for her to open up to others. She manages to express
herself to Murray F . Lees, who

does for her what Nick Kazlik did for Rachel

-- he makes her see herself and her life from

the outside instead of through her own subjec-

tive and prejudiced viewpoint.S8
This, however, is not the only path to salvation for Hagar.
Others will also allow her an opportunity to act with free-
dom and dignity, and save herself at the end.

When Mr. Troy tells Hagar that she is not alone, she
replies "'That's where you're wrong.'" (SA, p. 121) This
is both true and false, and this problem will present itself
again and again in Laurence's work. Mr. Troy's attempt at
comfort implies that Hagar is not alone in her suffering, for
others suffer too. However, Hagar's reply shows that she

cannot yet appreciate shared suffering -- she is still ag-
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serting her proud independence even at this late date. "Who
do you think you are? Hagar. TherefS’no—one like me in this
world." (SA, p. 250) At the same time she is growing more
aware that perhaps there is a common element of experience
which can be shared; others have suffered and felt the same
feelings. "'Do you get used to life? ... It all comes as a
surprise ...' I peer at her, thinking how peculiar that she
knows so much." (SA, p. 104) Along with this grow1ng aware-— ‘-

- SR e . ¥ :' RN
ness that life and _experience can be shared qoyes the reali—w;: .
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zation that lt should, indeed be so. Hagar moves from
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thinking "Who would understand even lf I stralned to speak7"

(SA,‘§;H38f and herrpride in keeping her feellngs to her-
self to the sudden regret of

# What does he know of me? Not a blessed thing. ;|
I'm choked with it now, the incommunicable Lt
years, everything that happened and was spoken . R

‘ or not spoken. I want to tell him. Someone - . - ' . ;

i should know. This is what I think. Someone PR A

.. really ought to know these things. (SA, p. 296) -~

/

But it is too late and now explanation no longer matters.
What Hagar must attend to is discovering a way of redeeming
herself for all those years. ¢ She is alone, since the search
for salvation and self understanding is ultimately an 1nd1—

Vidual effort -— something which must be sought alone. Be-

«cause Hagar has spent all of her life alone, shut up within
herself, the attainment of salvation.under these circumstances
is possible even at this late date.

Freedom for Hagar is initially achieved when she opens

herself to Murray F. Lees-and faces the most difficult of her
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life's memories =—- her responsibility in the death of John.
After all the years of stern withdrawal, she is "glad
/Lees 1is/ here. 1I'm not sorry I talked to him, not sorry
at all, and that's remarkable." (8A, p. 245) Having mis-
taken him for John, she achieves the forgiveness she has
sought from him. She is even able to forgive Lees and offer
him a blessing of sorts, of the kind she will shortly offer
Marvin., In a setting of religious symbolism, in which Lees
plays a kind of Christ figure to Hagar,9 Laurence allows us
to see that Hagar receives a form of salvation; Lees really
does, in a sense, allow her to save herself and acquire a
beginning sense of meaning. ”Hagar's second experience of
gracelo comes at the end of her life, after hearing the
gift of Mr. Troy's song, when she suddenly reaches the brink
‘of realization:
"”;' I must always, always, have wanted that --
d simply to rejoice. How is it I never could?

I know, I know. How long have I known? Or

have I always known, in some far crevice of

my heart, some cave too deeply buried, too

concealed? Every good joy I might have held,

in my man or any child of mine or even the

plain light of morning, of walking the earth,
all were forced to a standstill by some brake

2 of proper appearances -- oh, proper to whom?
‘ When did I ever speak the heart's truth?
(sA, p. 292)

"Hagar 1s an outcast in a wilderness," Margaret Atwood says.
"Sheviéwéiésréﬁe wiiaérness,"ll Thus it is that the respon—
sibility for Hagar's isolation ié on her own shoulders. Her
own view of the situation is not much different:

Pride was my wilderness, and the demon that
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led me there was fear. I was alone, never

anything 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 mine?

Nothing can take away those years. (SA, p.

292)

Hagar has faced her demons and grappled with them on
her own as Marvin now grapples with her. "And I see I am
thus strangely cast, and perhaps have been so from the be-
ginning, and can only release myself by releasing him." (SA,
p. 304) It is only through this act and her act of kind-
ness to Sandra Wong that Hagar is finally released from the
chains of her past. She is still the proud and undaunted,
"nnchangeable, unregenerate" (SA, p. 293), but she is also
more fully human and at peace with herself at last. It is
significant that the salvation she has sought, as symbolized
by the water she takes on her deathbed, she has always held
"in my own hands." (SA, p. 308)

Eagar's arrival at such freedom, the most signifi-
cant movement inrthe isoiated heroine‘s' patternvof Seif—
discovery, occurs in consequence of her own lmpendlng death.
Through,her conversatlon w1th Lees and her acceptance of her

rlnvolvement in the death of John she comes to reallze,
palnful though thlS ls,‘that those things which entrapped
her were of her own maklng. Tt is sad that much of the iso-
ﬂlatlon which makes us outSLders to llfe is of our own maklng.

In Hagar s case, the attempt that individuals may make, by

sharing love, to overcome isolation, is denied her by her



ownﬂwpride. She does not really understand love or the abi-

lity to reach out to others, and so has been prevented all

her life from living fully. Only at the very end of her
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life, by faCing her demon and recognizing its eXistence,
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does Hagar come to the brink of self- realization.' Her sur-—-
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Vival instinct and inner strength enable her to accept the

Sight that her new revelation gives her, and allow her to

throw off the shackles of conventionality at last. This

permits her to die Wlth dignity and shows us that salvation
for the isolated outsider figure is possible to the last.

' Hagar Shipley, in her isolation which lS both cir-

e

cumstantial and self imposed in her increasing vision of

this isolation and its effects on her life, in her realiza—

T tion of life s sanctity, "her change in perception at the

- ‘,~t - e

end of life, and her Willingness at last to seek forgive—

g

ness and to act With freedom, follows the pattern of growth

'to self—realization set out 'in the introduction to’ this dis—

cussion. These things also show her to be, I believe, analo—

gous to the eXistentialist outSider figure. That Hagar is

»»»»» g o

able to find meaning and achieve salvation at the very end
of life is a reaffirmation, both on her part and on Lau-

rence Sy of the value and Significance of human life, and a
fulfillment, at least in part, of the isolated protagonist's
need to live more fully.

Margaret Laurence's next outsider deals with her

particular situation in a different manner, but she is also
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involved in gaining control of her life through positive
action, and establishing a discipline which overcomes the
sense of futility in her life. T would like now to discuss

how Margaret Laurence presents the isolated heroine in the




Chapter Two: A Jest of God

The second of Margaret Laurence's Manawaka novels
dramatizes the life of a neurotic, spinster schoolteacher
named Rachel Cameron. At thirty-four years of age, she is
trapped in a life of personal loneliness and isolation, ca-
ring for her obsessively dependent, hypochondriac mother.
In this chaptet, I will consider how Rachel meets the chal-
lenge of gaining control over her life and how she achieves
self-understanding. I also propose to show how the growth
of her personality follows the pattern of the isolated
heroine‘s progress to self-knowledge established earlier in
this discussion.

Rachel is alone in life, approaching middle-age
without the comfort of a spouse or anyone really close to
her, in whom she can confide. She feels keenly her lack of

emotional security. She lS made lntensely aware of her

P ey
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lonellness by her sense of not belng a trueipart of the world

in whlch.she llves, one of the flrst manlfestatlons of herff;

role as an lsolated outSLder flgure. She has outgrown her

e

place in the world and now feels alienated from it as she

watches the young glrls who "look like ... another race ...
But that‘s wrong too. This is their planet. They are the
ones who llve here now.'

Rachel feels powerless to deal with her loneliness

37
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and frequently withdraws into daydreams. Consequently she.
becomes uncomfortable and is conscious always of not knowing
what to do or say, how to act, or even what to wear. (JG,
p. 68) She feels this lack too, and chastizes herself for
her ignorance of things that "any seventeen—yeaf—old would
have known." (JG, p. 91) Her isolation, espeéially her
lack of love, is reinforced by Laurence in a scene .reminis-—

cent of the one in The Stone Angel in which Hagar lies lis-

tening in the next room while her son and his girlfriend
make love in the kitchen. This scene, in which Rachel comes
upon two teenagers embracing on a hillside, is similar in
effect to the scene from which Hagar remains detached.
Rachel is, indeed, alienated from the world she glimpses
here, and she knows this herself. "I was the intruder,"

she thinks (JG, p. 79) as she hurries, embarrassed, away.
This realization is the first step in her path toward the
development of self-understanding, responsibility, and ul-
timate survival.

Rachel's essential loneliness is reflected back at
her by others, and the ultimate impossibility oflcommunica—
tion with anyone else is repeatedly emphasized. As C.M.
McLay, in his article "Every Man is an Island", says,

"Margaret Laurence in A Jest of God suggests ... that every

man is an island, a theme ... typical of the twentieth cen-
tury.“2 Rachel's story, like that-of other isolated hero-

ines, is one of coming to grips with the realization of iso-
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lation, facing it, and accepting it, and surviving in spite
of it. §&She, like Hagar, is unable to communicate with
others, for her demon, like Hagar's, is fear. Fear per-
meates Rachel's life and prevents her from forming a true
relationship with anyone. Sandra Djwa notes that

just as The Stone Angel can be seen as a

study in pride, there is a sense in which

A Jest of God is a case study of a patho-.

logical fear, an all-pervasive anxiety

that tends to choke the life out of all
of Rachel's experiences.3

Rachel fears, for instance, to show her affection for James
Doherty, for such affection she perceives as a weakness.
She is afrald that to reveal weakness would be to appear
"laughable ess That s worse,rmuch worse" (JG, p 19), for
her greatest fear lS of maklng a fool of herself This
thought frlghtens her not only for herself but also on be-

half of others-

I can t bear watching people make fools of
themselves. I don't know why, but it threa-
tens me. It swamps me, and I can't look,
the way as children we used to cover our
eyes with our hands at the dreaded parts in
horror movies. (JG, p. 27)

‘.-.»'A*"
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Rachel is approaching the realization that she must take
responsibility for her own life, but as yet is unable to
face or accept it, and continues to retreat to the security,
albeit false, of conventionality. She cannot face any such
emotional exposure, believing that "people should keep them-
selves to themselves. That's the only decent way." (JG, p.

35) Later in the novel she will recbgnize a similar attempt
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at retreat when she meets it in Nick Kazlik, with whom she

has a brief affair. This is among the experiences which, £fi-
nally, precipitate her action in taking control of her life.
Nick, like Rachel, is at this point unable to face anything
that demands a strong emotional response or commitment from
him. He is able to accept a willful action on his father's
part, but cannot look upon the weakness of senility:

Nick could bear to feel that Nestor was diffi-

cult, eccentric, even a giant buffoon, but not

diminished. Not saying Steve because he no

longer knew. Nick could look at everything.
But not at that. (JG, p. 188)

The position of people like Nick or Rachel is precarious;
neither is ready yet to encounter pain or responsibility, so
must retreat from such sights, which might bring their know-
ledge of isolation to the surface.

Rachel perceives others hiding within themselves as
she hides inside herself. For instance, she once detects the
real Hector "living there behind his eyes" (JG, p. 128), and
later realizes that all people remain hidden inside them-
selves, revealing little. She is unable to know them not on-
ly because of her own refusal to see, but because of their
refusal to show themselves. "That's why I can't see them
properly, because their eyes are closed." (JG, p. 165) Nick,
she finally realizes, resembles the way he describes his fa-
ther to be, despite the fact that she had thought him "more
outspoken. More able to speak out" (JG, p. 88) than she. He

is, in reality, more like Nestor, who "makes a kind of theatre
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out of his life, and yet in the end he doesn't intend any-
one to know how much of the acf is real or if any of it is."
(3G, p. 146) She also becomes aware of just how difficult
it is to really perceive another. "I can't tell at all what
he's thinking. I never can, not with anyone. Always this
futile guessing game." (JG, p. 84) This guessing game is
the result of the fact that Nick, like Rachel herself, and
indeed like many people, has his own mysteries, which are

not to be expressed. The thought of such exposure is terri-
fying, and leaves one open to injury and hurt. "He doesn't
reveal much. He only appsars to taik_openly. Underneath,
everything is guarded." (JG, p. 85) She cannot delude her-
self into taking for absolute truth all that he says, for

she knows that her words are not absolutely reliable either.
"T don't know why I take people's words at their face value.
Mine can't be taken so." (JG, p. 63) Thus Rachel is not on-
ly unable to 'read' others, she is also unable to communicate
her own pain; even her mother does not know her, in spite of
her contentions to the contrary, and Rachel feels that she
"wouldn't even want /her mother/ to know." (JG, p. 65)
Rachel ultimately realizes that her innermost feelings are
incommunicable anyway -- "there isn't much to say about my-
self, nothing. that can be spoken" (JG, p. 107), and for a
long time she convinces herself, as does Hagar, that her si-
lence is a virtué. Here we may once again recall her belief

that "people should keep themselves to themselves -- that's
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the only decént way." (JG, p. 35)

Rachel's mother typifies the kind of person who
buries herself in the superficial concerns of daily life to
prevent herself from facing the terrifying reality of total
alienation and isolation. She suffers without recognizing
the cause because she fears taking responsibility for her
existence and clings instead to the dubious security of a
conventional life. As C.M. McLay argues, "under her ...
foxiness, her calculated emotional appeals and demands, lies
a terrible fear of isolation which is the lot of every human
being."4 Initially this is the model which Rachel tries to
follow, but she is ultimately unable to be satisfied with
this kind of life. As yet, however, she is not prepared to
contemplate fully her sense of emptyness and continues "not
buying her view but unable to act on my own." (JG, p. 90)
How much of Rachel's insight is shared by Mrs, Cameron is un-~
known to us, as it is to Rachel, although we are aware that
she suffers and is frightened and clings to Rachel for pro-
tection.

Rachel's fear of exposure develops into é kind of
paranoia, which leads to a great deal of suspicion of others,
for instance, of Willard Siddley:

I've nothing to be afraid of, with him. He

has never given a bad report to the School

Board on my teaching, as far as I know. I

don't know why I should even think he might

have. (JG, p. 7)

What is he looking for? What has he found?
Have I done something? (JG, p. 23)
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Rachel is so involved with herself that she does not recog-
nize a kindred spirit in Willard. He also feels a sense of
loneliness and is as insecure as she is, and he enjoys the
experience of being flattered by her attention. It is Ra-
chel's demon, fear, which causes her to interpret such de-
pendence as a threat. She is similarly unreasonably sus-
picious of her sister's thoughts about her and worries about
what Stacey's letter might contain. "If it was a reference
to me, Mother wouldn't let me see." (JG, p. 21) Rachel is
at first unable to control this way of thinking, even when
she realizes how unfounded it is. "I've no evidence, none,
of any pitying or slamming phrase.” (JG, p. 21)

It is in part Rachel's inability to deal with emo-
tional intensity which leads her to reject the friendship
of Calla Mackie, whose ecuentric behavior and appearance

embarrass Rachel and seem to her to expose too much of

el

Calla's personality. Calla is also an outsider, but she ap—(;ga;;*

pears to have come to terms w1th her existence. She;deesunot
J?lthuth the world which surrounds her, but nelther is she
M.ade uncomfortable by lt. She leads a llfe that suits her,
palntlng her apartment in odd colours and dreSSLng as she
pleeses,wdesplte What the town may say of her. Calla is a
survivor, one of the few who sees in.a‘land of the blind.
Rachel is torn between Calia's riamboyant weys ("I Wish I

were more like that" /3G, p. 174/) and her mother's more con-

servative views ("I wish /Calla/ looked a little more usual"
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/3G, p. 3/). Rachel cannot decrde which approach she prefers,
rejectlng at-ohce the wild emotlonallsm of Calla s Taber=
nacIe and the stiff-necked reserve of her mother s congrega-
tlon. "Ipwas ne;ther one way nor another (JG, p. 90), she
says. Thls lelSlon of self is yet another aspect of the

path to self—understandlng followed by the isolated heroine
as she is torn between accepting her experience or blinding
herself to lt. John Moss discusses this self-division in

whlS chapter “Irony and the Individual Consciousness" in

Patterns of Isolation.5 For Rachel to solve her problen,

she must find her own way and not rely on imitating either
her mother or Calla.

Part of Rachel's restraint, like Hagar's, is due to
her Presbyterian background. "*In my family,' she says, 'you
didn't get emotional. It was frowned upon.'" (JG, p. 88)
Also, like Hagar, Rachel finds that her memories of the past
are dominated by her confusion about her father's life. He
was an uncommunicative man, whose profession, undertaking,
set him apart from others. Rachel regrets that she knew so
little of the man who "felt at ease with them, the unspeaking
ones." (JG, p. 13) She has yet to realize how little can
be communicated, and grieves for the fact that she had not
spoken to her father about his life. "By the time I knew the
question it was too late, and asking it would have cut into
him too much." (JG, p. 14) For Rachel, her father's mys-

tery is the key to her association of love and death, which
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are juxtaposed in her mind throughout the novel. Nick tells
Rachel, for instance, that their place in the woods is "as
private as the grave." (JG, p. 90) It is also in a place
from which "you could see the cemetery" (JG, p. 149) that
Rachel sees the two teenagers embracing. Later, in the fu-
neral chapel, Hector takes her arm and leads her "like a
bride up the aisle." (JG, p. 125)

Both love and death are, in some measure for Rachel,
attempted solutions to the problem of isolation. Both of
these means of resolving her conflicts are investigated by
Rachel before she becomes willing to face her problems head

on., Rachel trles to overcome her isolation through accepting

Nlckis love and through concervrng a’ chlld w1th hlm, whlch

is an attempt “to escape her lsolatlon as a.separate belng. 6
'Such,an escape is not achieved, because Rachel asks too much
of the relationahip. She demands that Nick save her from her
sense of loneliness, which is increasing, and with which she
does not want to contend. Nick realizes the depth of her
need and his inability to fulfill it. He gently_tries to

let Rachel know the impossibility of what she asks him.
“'Darling,' he says, 'I'm not God. I can't solve anything.'"
(JG, p. 148) The other possible 'solution' to her problem,
suicide, is rejected because it signifies a total surrender
to isolation. As Mclay suggests, it "accentuates our con-—-

sciousness of an isolation which already exists.“7 The fai-

lure of these solutions to Rachel's problems rests on the
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fact that both are external to her. Neither is an active af—
firmation of life on Rachel's part, but instead involve es-
cape from her dilemma without actually solving it. Rachel
must not be defeated by her isolation, but must accept it and
allow it to become a source of strength which will lead her. to
ultimate survival.

Love and death are further united in the "jest of God'
to which the title refers. Rachel's 'child' turns out, ironi-
cally, to be a tumour, a dead thing, rather than a living
being. In another sense, the "'jest' spoken of could be a
reference to the view that life itself is an immense joke. Thé
challenge facing Rachel, and indeed us, is to take such a joke
and make it into something of value. She must "understand ...
that if life is given in jest, the joke is hers to live," as
Robert Harlow suggests.8

Rachel finally realizes that a child would not have
been the answer to her dilemma anyway. The children may "make
a shelter" (JG, p. 50)] for their mothers, but they, like her
school children, are "temporary, never to be held." (JG, p.
201) Ultimately, to have a child would not solvé the prob-
lem she seeks an answer to anyway, since, as McLay suggests,
"motherhood does not ensure iImmunity from isolation."9 Rachel
seeks a child initially as a means of insulating herself from
the pain of her isolation. It is the 'death' she experiences
in discovering that her 'child"' is not one ét all which brings

her to the Verge of self-knowledge and the realization that
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she must f£ind her own way in life. With this realization
comes a fuller knowledge and understanding of the role ahe
must play in her mother's life. She recoghizes and accepts
the dependence of her %elderly child"” (JG, p. 201), but will

no longer allow herself to be.ﬁanipuiated and controlled by

her.

The dawning of gelf-understanding shows itself in Ra-
chel's thoughts. "I am not neutral -- I am not detached -- I
know it. But neither are you, and you do nét know it." (JG,

P. 25i She does nof try to speak her truths, however, and .
knows instead that they will remain’ hidden, but by the close
of the novel she has also realized that life cannot, and in-
deed need not, be other than it is. It is her perception of
her life and her ability to control her own lifé that matters.
What has brought her finally to this realization is an exper-
ience similar to Hagar's with Murray F. Lees. Rachel's 'sa-
vior' in this case is Hector Jonas, the man who has taken over
her father's business. Set apart initially by his chosen pro-
fession, Hector is another outsidér who appears,_like.Calla,
to have reached peace with himself. He 'is able to answer her
questions about her father's life, and also, by extension, .
those about her own. "'I would bet he had the kind of life he
wanted mosﬁ,'"rHector tells her (JG, p. 124), althoughiat
first she is unable to accept the contention that destiny is in
the hand of the individual. "Hector Jonas said my father got

the life he wanted most. I don't know what they're talking a-
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bout. As though people did get what they wanted." (JG, p.
165) After considering the facts, however, she is forced to
admit that there is something to what Hector says, for "If

ny father had wanted otherwise, it would have been otherwise.
Not necessarily better, but at least different. Did he ever
try to alter it? Did I, with mine?" (JG, pp. 124-25) She
is now faced with the truth about her own éituation} and must,

as Robert Harlow says, "act now or be doomed."lo

She is in
the process of changing her perceptions about her .situation in
life, or realizing that she is responsible for her own life
and capable of effecting change in it. This truth both sets
her free and awakens a sense of regret for the life of hér
father, who was satisfied with so little. "If it's true he
wanted that life most, why mourn? Why ever cease from mour-
ning?" (JG, p. 125)

It is the combination of Rachel's encounters with
‘Nick and with Hecbor which finally grants her freedom. It is
Hector who teaches her that it is "absurd to hold back" (JG,
p. 122) and Nick who teaches her to reach out to another hu-
man being for warmth and comfort, even though they do not ul-
timately answer her problem. As she loses her sense of guilt-
about the wasted life of her father, she realizes that the
responsibility for her mother's life does not belong to her.
"It isn't up to me. It never was. I can take care, but only
some. I'm not responsible for keeping her alive. There is,

suddenly, some enormous relief in this revelation." (JG, p.
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195} Similarly, she is absolved of her guilt about her fa-
ther's life:

T can't know what he was like. He isn't here to

say; and even if he were, he wouldn't say, any

more than Mother does. Whatever it was that hap-

pened with either of them, their mysteries remain

theirs. T don't need to know. It isn't neces-

sary. I have my own. (JG, p. 198}

Rachel is suddenly aware of what's happening in her
life and is thus able to assume control over it. No longer,
we believe, will she feel that "everything in my life seems a
chance encounter, and everything that happens to me is perma-
nent." (JG, p. 150] She will have, if not complete control,
at least partial control over what will happen to her from
now on. George Bowering notes that "Her early weakness and
confusion, her thirty-five-year-old character traits are still
there, at the end of the book.. They are just not so bad now."ll‘

Rachel expresses the essence of her experience of
growth to self-realization when she finally turns from her
dream world to the sight of her "other eyes":

The layers of dream are so many, so many false

membranes grown around the mind, that I don't

even know they are there until some knifing re-

ality 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 outside. (JG, p. 151)

After such a vision, Rachel is no longer able to retreat to
her dream world.

I thought if the o0ld game could be coaxed and

conjured up once more, it would be a way of

seeing the days through by not seeing them ...
A gate closed, quite quietly, and when I tried



to open it again, it wouldn't. There wasn't any

way around it. No way in, not there, not any

more. (JG, pp. 182-83]

But she realizes also that she hasn't so much need of
the dream world now, gither, for "there never was any reason
to be afraid. It was only my nervousness ... conjuring up
dragons to scare myself with." (JG, pp. 156-57) She has
not, she knows, changed utterly ("I will be differgnt. I
will remain the same." /JG, p. 201/) but her new awareness
and her willingness to face and cope with her isolation ("I
will be lonely, almost certainly." LEG,.p. 202/) will give
her the strength she needs to survive. Rachel has succeeded
in altering her perceptions of her life. Our realization of
this gives us hope for her future. She has taken the actions
necessary to gain control over her life and will live it with
more dignity, just as Hagar is able to die with dignity. Al-
though she will always remain sensitive to human loneliness,
she will nonetheless be able to live more abundantly through
her acceptance of the value of and responsibility for her own
life.

Rachel Cameron exhibits all of the traitslof the out-
sider described in the introduction to this study: the sense
of social alienation experienced by all outsiders; the ini-
tial refusal to reach out to anyone to overcome what Patricia
Morley calls "the bondage of pride, which isolates, into the

freedom of love, which links the lover to other humans;"12 the

gradual dawning of awareness of her predicament; her experience
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of death; the acceptance of the ineffability of life's experi-
ences and her ultimate realization that she is responsible for
her own life and no one else's; and finally, her move to take
charge of her own life. Rachel moves from her initial situa-
tion as a "Position One" outsider to being a "creative non-
Victim“13 -- she is no longer trapped by her circumstances.
Although Rachel's life is not fundamentally altered, her per-
ceptions have changed as a result of the growth of her self-
understanding, enabling her to live more fully, as each of
these isolated heroines desires to do.

Margaret Laurence's next outsider, Stacey of The Fire-
Dwellers, might seem initially less likely to be lonely than
Rachel. 8he: is Rachel's sister, a married woman with both a
husband and children. Rachel, as we know, at first thought
that being married and having childrén would enable her to
escape her isolation. Because Stacey has achieved both, we
might expect her isolation to be less severe than Rachel's,
but Margaret Laurence insists thatAher isolation and inability
to communicate, factors which plague and produce the pattern

of life of the heroines I've presented, may be found every-

where, both within marriage and without.



Chapter Three: ' The Fire-Dwellers

In The Fire-Dwellers (1969], Margaret Laurence once

again deals with the problems of isolation and the dilemmas

of the outsider, this time from the point of view of Stacey
Cameron MacAindra, Rachel's older sister. The difference in
character between the extroverted Stacey and the neﬁrotic
introvert Rachel does not prevent Stacey from emerging, in her
adult life, as just as isolated as Rachel. In The Fire-
Dwellers we meet once again the dominant theme of A Jest of

" God: that every man is an island.

Stacey's isolation is perhaps even more frightening
than Rachel's, because it occurs within marriage, the sup-
posed security of which Rachel sought for a long time as a
solution to her isolation. Stacey is married, but still
burns -- marriage for her is not a protection from the isola-
~tion which engulfs the individual. Stacey, like Hagar before
her, seems to belijieve that the constant demands placed on her
by marriage are contributing factors to her loneliness. "I
don*t have any time for myself," she laments,1 and indeed
this is an important aspect of her feeling of being without

identity. For this reason, The Fire-Dwellers, like The Stone

Angel (1964) and A Jest of God (1966), is largely concerned

with a journey to self-knowledge, which involves Stacey's

coming to terms with her fundamental feeling of isolation as

52
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an individual, which is caused by what she regards as the
Impossibility of her complete commﬁnication Qith others.
These, as we have seen, are the fundamental concerns of the
Isolated heroine, and of her search for truth and meaning.
Because hers is an inner quest, it must ultimatély lead to
self-knowledge if it is to be completed.

As is the case with Rachel and Hagar, an obsession
with the past is one of the things that isolate Stécey from
others, for part of her problem arises from the fact that
that she cannot come to terms with her past. The Manawaka
she remembers exists now only in her imagination, but still
has a hold over her. She continues to feel like an outsider
in Vancouver, even after having lived in the city for twenty
years. “Nearly twenty years here, and I don't know the place
at all or feel at home.™ (F, p. 8L Not only is Manawaka
still *home® to her, but she has never really come to terms
with the period of life during which she lived there:

T stand in relation to my life both as child

and as parent, never quite finished with the

old battles, never able to arbitrate properly

the new, able to look both ways, but which-

ever way I look, God, it looks pretty con-

fusing to me. (F, p. 47)

Because of this inability to deal with the past and put it
into a proper perspective, Stacey is unable to discover a
clear perception of herself in.the present. Instead, she per-
sists in seeing herself in terms of the past. Like Hagar, who

continues to see herself as the young Hagar Currie, Stacey is

unable to realize the changes in herself brought on by the
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passing of time. Her dual role as wife and mother continues
to seem strange to her, even after all this time, since she
attempts to derive her identity from her previous experience.
"I'm not a good mother. I'™m not a good wife. I don®t want
to be. I'm Stacey Cameron and I still love to dance.®* (F, p.
134) Despite her attempts to retreat to an earlier stage of
life, when she was younger and less troubled, her acquired
roles continue to thrust themselves upon her, and she begins
to realize that these are not easily shed. Because she is
having difficulty extablishing for Herself exactly who she is,
she sometimes allows herself to Be submerged in the lives of
her husband and children:

I can't go anywhere as myself. Only as Mac's

wife or the kids"' mother. And yet I'm getting

now so that T actually prefer to have either

Mac or one of the kids along .... It's

easier to face the world with one of them

along. Then T know who I'm supposed to be.

(F, p. 95])
Yet she rebels against this situation, and it is her total
rejection of it which leads her to look for herself in terms
of her personal past. "I was myself before any of you were
born." (F, p. 135] Her need to find her identity is legiti-
mate. To do this she seems to feel that she must retreat
into the past, to a time when she knew who she was, and re-
trace her steps from there to the present, for she seems to
have lost herself somewhere along the way. She feels that

her children, for example, do not understand or appreciate her

as a pexson:
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Okay, God, say what you like, but I damn

well wish T could get away just sometimes

by myself. But no. It's a criminal offense,

nearly. What makes any of them think they‘ve

got the right to tell me own me have me al-

ways there not that they notice when I am

only when I'm not. (F, p. 184]
This is, of course, consistent with Margaret Laurence's oft-
stated premise that in order to achieve personal freedom or
self-understanding, the individual must come to terms with
the past.2 Stacey feels that she is an outsider from con-
temporary life, much as Rachel did, and she is unable to com=
municate with those who now seem to possess the world. "I'm
a stranger in the now world." (F, p. 301) Those who belong
to the "now world® cannot understand or relate to Stacey's
generation, or so she believes. Because she cannot adjust
to her new position in the world and cannot understand why
she no longer fits into her old-one, she resents the 'now
world®s® perception of her as outdated:

It doesn't matter about you, Stacey? Well,

it shouldn't matter. Why not? Because I'm

thirty—-nine and I can't complain. But they

haven't begun yet. That's not how you feel

about yourself, though. It matters. Okay,

but so what? I think of Katie -- maybe Ian,

now, too =- thinking of me like I'm prehis-—

toric, and it bugs me. I™m sorry, but it

does. (F, p. 134}
Stacey, 1like Rachel and Hagar, feels out of touch with con-
temporary life, especially when she compares herself with
her daughter Katie. This is nowhere more poignantly expressed

than in the following scene:

Katie is dancing. In a green dress Katie
MacAindra simple and intricate as grass is
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dancing by herself. Her auburn hair, long
and straight, touches her shoulders and
sways a little when she moves. She wears
no makeup. Her bones and flesh are thin,
plain-moving, unfrenetic, knowing their
idiom.
: Stacey MacAindra, thir-
ty-nine, hips ass and
face heavier than once,
shamrock velvet pants,
petunia purple blouse,
cheap gilt sandals
high—-heeled, prancing .
squirming jiggling. ‘
Stacey turns and goes very quietly up
the basement steps and into the living room.
F, p. 137)

Stacey feels she has lost her place in contemporary life, and
she can no longer recognize herself in it. "It isn"t me, it's
somebody wearing my appearance, my face, takeover by aliens

from out there."™ (F, p. 189) Stacey feels like an allen not

because she is really a stranger in the World but because

'”she lS‘Stlll trylng to fit herself in where she no longer Ee—

longs. waever, lt is the world she left behlnd from ‘which

she is truly an outsider.

Because of the discrepancy between her inner and outer

realms~of Eelng,3 Stacey feels that she ex1ets only Wlthln her-

self, a feellng srmllar to Rachel‘s feellnqs of allenatlon from

o e e, S

and non—exrstence in the real world. Stacey feels the,deSLre

to explaln myself ..,‘make,myself real ..‘" (F p. 2047 This

i s e

feellng of unreallty arises from the fact that she lS Stlll

msearchlng for her Ldentlty in her nOW‘rmaglnary World of the

past She flnds it dlfflcult to identify with the present,

since ftwchahéeertoowrapidly for-ﬁewto keep track.  What-do
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I know pf’§E?fv(F, p. 731 This contributes to her aliena~
~€£;;“fromthe Wgéiélé£:£ﬁé:éresentwaﬁdJﬁeiéhtéﬁs §$¥ ﬁeeiings
'“65”5éi£§ an outsider.
ﬁuétacéy"is-an outsider too in that she recognized the
discrepancy between her inner 1life and her outer: "What goes
on inside isn't ever the same as what goes on outside. TIt's
a disease I've picked up somewhere." (F, p. 33)] She is aware
also, even in the beginning, that life iIs equally difficult
for others; that real truth is never communicated. She is
able to perceive her own problem as part of a problem—ridden
society. As we have seen, it is this heightened awareness of
her situation that sets the isolated heroine apart. Stacey,
it seems, along with Hagar and Racﬁel: I's an outsider, isola-
ted in a world of many outsiders. Stacey also feels alone
in life despite her marriage to the man she loves. Her mar-—
riage is limited by a lack of communication between her hus-
band and herself:

He doesn't talk any more hardly at all can

you iImagine what it%s like to live in the

same house with somebody who doesn™t talk

or who can"™t or else won"t and T don®“t

Know which reason it could be. (F, p. 197]
She is unable to guess what Mac is really like inside. "In
God's name, what is Mac like, in there, wherever he lives?"
(F, p. 126) "What does Mac think about?" (F, p. 130) She
knows, however, that the problem of communication is not

uniquely his. "It's the ones who say good-bye before they're

dead who bug me. I start thinking -- it's Mac. Then I think
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Hell no it's not Mac it's me and then I don®t know." (F, p.

71402 Trying to bridge the gap in their ability to reach
each other seems almost too hopeiess at times, and Stacey is
not always sure she even wants to:

Should I tell Mac? Yeh, and have him say I'm
making a fuss about nothing. He doesn"t want
to know. He doesn™t want to know anything
difficult about me or thHe Kids. Nothing.
Okay, and now I don™t want to tell him, so
we're even. (F, p. 2117

..« whatever you're like, whatever you're
going through, I don't want to know, see.

I just don't want to know. Not anymore.

(F, p. 217)

—In some ways, this withdrawal represents a false kind of
security. It is the same source of 'strength' and self-pro-
tection drawn upon by Hagar and Rachel. At times, then, it
is the fear of showing weakness that keeps Stacey from re-—
vealing herself. "I dread an uneasy lull or anything fring-
ing on what I'm thinking about. I'm always afraid he'll
guess."™ (F, p. 65) Stacey is also unable to volunteer infor-
mation to others. She can't communicate with her daughter -—-—
"from where she stands I look unreasonable, inconsistent, and
immoral. And I'™m certain I'm not ... I can explain every-
thing. Sure, explainer of the year, that's me. How can I
explain anything?" (F, p. 47] Things are no easier with her
sons; with Tan she feels that she "can't reach him at all"
(¥, p. 117}, and she feels "far from /Duncan/ too." (F, p.
113) She is unable to explain herself to them, although it

is often her urge to do just that:
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Everybody should stop from time to time
and explain what they mean. But none of
us in this house do. (F, p. 69]

I wanted to explain myself. ‘T still do..

Wait, youl! Let me tell you. I™m not

what T may appear to be. Or if I am, it's

happened imperceptibly .... -I-didn't used

to be. -Once T was different... &, p. 73)

The barrier between Stacey and others is strongly felt
in the case of Mac”s friend Buckle; she  Is unable to guess
either what he is really like, or what hls~perceptlon5'of her
might be. Desplte,the fact that she has known him for several
years and, indeed, met her husband through_hxm, Buckle remains.
essentially a stranger to her -- "His shrines are invisible.

I wonder what they look 1iKe, and what fetishes and offerings
lurk on those altars? ... What do you know of 1t?" (F, p. 53)
and she Is a stranger to him:

My good-wife-and-mother voice. T can't

seem to talk to Buckle in any other way.

L always sound so prim, T wonder what kind

of person he imagines I must be. (F, p. 50)

Stacey lS aware. of the.fact that others—ﬁave,thelr inner lives

PR

too, but she.Ls~unable.to fath@m tﬁem or guess their depths

Sﬁe.Ls therefore.unable,to reach.ﬁer frlends, for examule, g_ﬁ

TESSy her nelgﬁbour, who.is in fact SﬂlCldal "Tess. Wﬁat“s o

tﬁe~matter with us? ... T can®™t get througﬁ,tﬁe ‘sound Barrler:

any‘more.than L can with any of them.™ (F, p. 221) This
*sound barrier' prevents Stacey from voicing intimateitﬁougﬁi;;iv
to her friends, although she imagines that they‘might conceiv=
ably feel akin to each other ~—- "How strange If Bertha and

Tess: were thinking tHe exdact same thing. We could unite" (¥,
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p- 87), but Stacey opts in the end for the easier way out =—— .
continued isolation:

We're too damn complacent. No -— we're not

complacent one bit. We're just scared. Of

what? Making a scene? TFinding out we're

alone after all —-- better not to test it

out? How do T know what Tess and Bertha

think? (F, p. 87L
When Tess actually does attempt to take her own life, Stacey
faults herself -- "How many things added& up? But T didn't
get the message either. Why didn®t I? I always envied her
for being so glamourous. I couldn™t see anything else."™ (F,
p. 271) Similarly, Mac feels guilt about Buckle when he hears
of his friend's death, but in this case it s guilt not for
the death of Buckle, but for having saved his life when Buckle,
he believes, would have preferred to die:

e+« Ik never did that well by him ... I always

kind of resented how much he came around.

You never said. He didn™t know. I
didn*t, either.
Well, how could I say? It was some=

thing that happened a long time ago ... the

bridge blew. Mined. ... I Hauled him out ...

But later on I thought maybe ... that T

hadn®t done him any favour. T hadn't done

anything he wanted me to do. (F, p. 240)
The shared experience of Buckle®s death brings Stacey closer
to Mac, and helps her to deal with Her own guilt about Tess.
Stacey, like Rachel, learns here that the responsibility for
life and death is not in her hands, nor in Mac's. "Mac ——
stop beating yourself. You"re not God. You couldn®t save
him." (F, p. 24Q)L

Escaping isolation in life is Impossible, and Matthew,

Stacey's father-in-law, illustrates this point. He stands as
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a signpost of the increasing isolation of age:

Matthew does not have enough people to

talk to these days, and practically nothing -

ever happens to him. He still attends the

church where he once used to preach, but the

people he knew there are getting fewer. The

young minister is painstakingly cordial, but

cannot think of anything Matthew could use-

fully do, and Matthew himself is afraid of

getting in the way. (F, pp. 66-67])
Her father-in-law also stands as a warning to Stacey to open
herself to others before it is too late. He, like Hagar,
has remained silent for too long, and now there is no one .
left to talk to. As he tells Stacey, "I always wanted to
talk about it to someone, but I couldn®t. I wish now that I
had talked of it." (F, p. 283} In an encounter similar to
Hagar's with Murray F. Lees,4 and Rachel's with Hector Jonas
and Nick Kazlik, Stacey finally manages to open her heart to
Luke Venturi, a young science~fiction writer whom she meets
on a beach. As she herself is aware, he is the only person
to whom she has ever spoken so openly. "With Luke, every-
thing is simple. He doesn't complicate things. He says
what he's thinking." (F, p. 211) "I can only break through
with one person. LukeLukelLuke." (F, p. 221) As is the case
with Rachel and Hagar, this man enters Stacey's life at a
time of crisis, one in which she is forced to act or lose
herself. It is he who first makes her aware of the "excess
mental baggage" carried by others besides herself. "Every-

thing looks both better and worse from the outside, I guess.

You think -- How lucky they are or How in Hell can they stand
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it? Maybe they're not so lucky, but they can stand it.™ (&,
p. 98] It is also Luke who helps Stacey to recognize and to
some extent accept isolation as everyone®s plight, not Jjust
t . plight of an unfortunate few. Tt is at this point in the
noyel that Margaret Laurence once again repeats her by now
familiar "you're not alone" sequence, but this time with a new
twist. Stacey, unlike Rachel and Hagar, is not allowed the
last word:

Well go ahead and bawl. No shame in that.

You're not alone.

She 1lifts her head and looks at hrm

That'™s where you're wrong.

Luke picks up her coffee mug and goes to

refill it.

No, baby, that's where you're wrong. (¥,

pp. 178-179)
Stacey is on her way to the realization that her experience
of isclation is not unique. She may be alone in that she is
isolated within herself, but there are many others who ex-
perience the same isolation. Thus, we, together with Stacey,
find that isolation itself is something which forms a bond - ..
between ourselves and others -— a bond of shared experience.

Stacey*svtriumphvinrtﬁisgnovel, like Hagar'"s and Racﬁel“s

in thelrs, lles ln,learnlng to accept ﬁer pllgﬁt and live
w1th.(or dle,w1th) dlgnlty in splte of it; in short her
wtrlumphAlles in her capacity to survive. She will never be
able to eradicate her isolation entirely, for this Is not
possible. Because of this everyone is indeed an island, and

Hagar, Rachel, and Stacey are studies of isolation in different

people in varying situations in life: old age, spinsterhood,
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and wife and motherhood.

What makes these three characters different from the
mass of people is not simply their isolation, but their per-
ception of it. They, like the outsider, are aware of their
loneliness in a society that refuses to acknowledge the exis-
tence of such loneliness. The .isolated heroine, as we have
noted, is characterized by this "sense of strangeness, or un-
reali’ty."5 Stacey and Rachel both feel ill at ease in worlds
that they feel no longer belong to them, and speak of their
feelings of alienation, but Stacey comes more and more to feel
that the isolationiéﬁé percéi#es_ﬁaé,alﬁaysabeenﬁwitﬁwhgr;‘»
It is merely her awareness of her isolation which is increas-
ing:

Perhaps it iIsn't that the masks have been put

on, one for each year like the circles that

tell the age of a tree. Perhaps they've been

gradually peeled off, and what's there under-

neath is the face that'"s always been there for

me, the unspeaking eyes, the mouth for whom

words were too difficult. (F, p. 170)

At any rate her isolation is certainly inescapable. For a
long time, however, Stacey is still having trouble coming to
terms with its inevitability, and longs for some answer.
"What's the matter with us that we can®t talk? ZHow can any-
one. know unless people say? How come we feel it's indecent?"
(F, p. 167) She finally realizes that preventing or chan-
ging her essential isolation from others cannot be achieved,

that "nothing ever can come out. I sometimes see us like

moles, living in our underground burrows, with eyes that can't
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stand any light. Once I thought it was only people like Mat-
thew and my mother who had that kind of weak eyes. Now I
know it's me, as much." (F, p. 164] The only way we have of
reaching through to others is haphazard and full of pitfalls,
for we are "unable to gauge accurately, having to guess only."
(F, p. 278)

However, by the end of her journey, Stacey -is much
wiser about many of the things which have plagued her. Her
isolation is still with her, for her problem is her life,
and to this there is no solution. It is her ultimate deter-
mination to go on, her survival instinct, which makes us ad-
mire her and believe in her, and which gives us hope for the
outcome of her story. Stacey has learned to live with the
fires of her inner life. Luke venturi has been able to help
her arrive at a measure of understanding of her life, for
which she is grateful:

Luke ... you showed me where I belonged,

when you said Why can't you leave? I guess

I should be grateful. T am grateful. Mavybe

not for that, so much.* I guess I knew it

anyway. For the way you talked to me and

held me for a while -- that's why I'm grate-

ful. I said unspokenly Help and you didn't

turn away. You faced me and touched me.

You were gentle. (F, p. 277)

What he has done for her is to enable her to reach out to
someone. He has shown her that communication is possible,
even if it cannot be complete. He has also made her realize

that an escape from the problems of her marriage is not pos-

sible, as she thinks that "even if you'd been older, or I'd
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been younger and free, it wouldn®t Rave turned out any simp=<
ler with you than It g with Mac.. T didn"™t see that at one.'
time, but T see it now.” CF,- pp; 227—2282

Stacey is also able to sea a little more into the
isolation of others —— Buckle®s death brings her closer to
Mac, when both realize How lonely Buckle must have been, and
how much Mac's friendship must have meant to hAim. ‘Tt also
enables her to begin to see what Mac mlffers,' and how much he,
like Stacey Herself, Has his own burdens to car‘ry;.‘ “In thHe
'meantﬁne, we carry our own suitcases. How iIs It I never Knew
how many you were carrying? Too busy toting my ovm.‘Ib CF,A P-
241) She begins also to recognize the loneliness of Matthew.
*Pooxr 'Mattﬁewr... Too late now.™ (F ; P‘ 283] She has Begun to
escape the Bonds of the past at this point too; for she is
finally able to call MattHew “Dad™, a term- she had previously
reserved for her own father. Now she finds It no longer mat—
ters:

Strange -—~ it's only a name novr; that, only a

way of identifying Matthew. Niall Cameron has

been dead a long time. TIf someone else needs

the name, no point in not using it. It doesn't

mean anything to me anymore. I never Kknew It

until now. F, p. 291)
When Stacey offers to have Matthew move in with tfie:m,. she i'S-V
also able, for a chRange, to see Hi's suffering too. "“If you
think it®ll bhe awful for you,A doll, how do you think He"1ll
feel about it? MattHew, who doesn®™t eyen like to admit he

has any natural functions. Matthew, always so neat and so

proud.”™ (¥, p. 282} She is also suddenly able to perceive
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the pressure which has been weighing on Mac all along:

0dd —-- Mac has to pretend he's absolutely

strong, and now I see he doesn't believe a

word of it and never has. Yet he's a whole

lot stronger than he thinks he is. Maybe

they all are. Maybe even Duncan is. Maybe

even T am. (F, p. 285])

In recognizing this hidden strength, Stacey is able to find
the determination and’ the willpower to survive. "I can't
stand it. I cannot. I can't take it. Yeh, T can,lthough."
(F, p. 289)

She even comes to the realization that there are
other forms of communication than her yearned-for discussions;
Mac and Ian have established their own lines of communication
in another way:

That's the most Mac will ever be able to say.

They're not like me, either of them. They

don't want to say it in full technicolor and

intense detail. And that®s okay, I guess.

Tan gets the message. It's his language too.

T wish it were mine. All T can do is accept

that it is a language, and that it works, at

least sometimes. And maybe it's mine more

than I like to admit. Whatever I think that

I think of it, it's the one I most use. (F,

p. 296)

Stacey may not have succeeded in establishing totally new
lines of communication herself, but she has, at least, recog-
nized and accepted the validity of those already in existence,
which will enable her to use them more effectively. This
move from isolation to communication is symbolically repre-—
sented in her youngest child, Jen, who does not talk through-

out the novel, until the end, when she begins to speak whole

sentences. Her sudden ability to make herself understood
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seems to be symbolically related to her mother®s new aware-
ness and understanding of others.

Stacey, who, like Hagar, has until now continued to
find herself identified with the Stacey of Her youtﬁf is also
suddenly able to move into the present and escapé the confu-
sign which has previously upset her:

I was wrong to think of the trap as the four
walls., Tt"s the world. The truth is that T
Raven®"t Been Stacey- Cameron for one hell of a
long time now. Although in some ways I"™11 al-
ways be her, because that®s how T started out.
But from now on. the dancing goes on only in
the head. (F, p. 303}

She has become reconciled to the fact that life is full of
problems which are inescapable; sﬁe,cannotVretreét to the past
and her younger, more carefree self, to solve them. Luke
could not remove her isolation; only help her to live with 1it.

At the close of tHe novel we.see.tHat ltS circular

e - [T

metion Hasireturned Stacey, 'in some ways; to where she Eegan4

On tﬁeisurface her lee,ﬁas notVBEen.radlcally-changed-
On,the,bedroom chalr‘restS‘a jumble of Stacey's
clothes, off-cast stockings- 1ike nylon puddles,
roll-on girdle in the shape of a tire where she
has rolled it off. On angther chafr, Mac's
clothes are folded neatly, a habit he acquired
in the army, as he has remarked countless.times.
Two BOORS'are on the Béaside'taﬁle - THE\Gol—

both unread. (F, p. 3051

This is a repetition, almost werbatim, of a paragraph at the
beginning of the novel (F, pp. 3—4[,'and\it seems to belie
the progression which has been made in StaceY“s life. Her

"progress does not'seem”aé Qréét as that of Hagar or Rachel
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because it is not accompanied, as theirs is, by a radical .
change in the surface structure of her life; >Haga£ dies
andwﬁééﬁéiwﬁéeksvﬁﬁ and moVé§:tb>a'ﬂéﬁ*éi£y and a new job,
altering her physical surroundings as she changes her percep—
tion of her inner dilemma. Stacey, ﬁdweVef; s unable to make.
such a dramatic alteration in her way of life: She is still
married to Mac and remaing with him and their children. It
is: possible, however, for Stacey to make her iInner life better,
even if this cannot be represented by a dramatic change in her
external existence. It is the change in her perception of
her existence which is important. The repetition of this pas-
sage serves to focus the reader®s attention on the inner prog-
ress which has been made. This change in perceptiOn; as we
haye seen, is characteristic of the journey to self-knowledge.
It s not the actual, physical circumstances of Stacey'"s life
which have changed. This is~significant; because It points
out to the reader just how much of the Isolated heroine's
progress is internal and that she need not experience a radi-
cal change. in the external pattern of her existence in order
to achieve a fuller and richer sense of life.
Although it might be argued that Stacey has not come
as far in her journey as Hagar or Rachel may seem to have
come, she has a greater awareness of herself and her situation
at the end of the novel than she possessed at the beginning.
We are reminded of Hagar's statement that "nothing is ever

changed at a single stroke, I know that full well, although
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a person sometimes wishes it could be otherwise."6 We cannot
help but be convinced that, though Stacey's external life has
hot changed radically, she has made the f£irst step toward
gaining control over it in an internal sense; her progress,
which is undeniable, ﬁaS‘Beénrmade:Within; Because of the
journey to self-knowledge on Wﬁicﬁ,sﬁe'ﬁaS‘emBarKea, Stacey

is able to survive.



Chapter Four; °~ The Diyiners

The Diyiners (1974), Margaret Laurence®s fourth Mana-
waka novel, again deals with the themes present in her pre-
vious three Manawaka novels -- the isolation of the individual,
the impossibility of total communica%ion, and the importance
of the past in determining the course of one's life. These
themes are enlarged upon and dealt with in more detail in this
novel, partly because of its length, and partly because the
protagonist is herself a novelist, and is therefore endowed
with the artist's heightened perception, in addition to her
sense of herself as isolated. As Clara Thomas observes, "The
Diviners is a complex and a profound hovel, an exploration of
the meaning of a life, a quest, and finally, the affirmation
of a lifeﬁs-meaning.“l These are all éspects of the journey
to self-knowledge undertaken by all of the isolated heroines
who are the subjects of this study.

These concerns can also be extended to include other
characters in this novel; not only is the protagonist, Morag
Gunn, an outsider from her world, but every other major char-
acter is as well. The threads which bind them all to the
past, although intangible and finally untraceable, are never-
theless strong and inescapable. This nowvel, also, like the
other Manawaka novels, involves a search for identity on the
part of the protagonist, which, as we have already noted,

is fundamental to the isolated heroine'"s search for meaning

70
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in 1life. TIn these novels such a quest is inextricably re-

lated to the protagonist®s past. In The Diviners, the search

for self-knowledge is especially difficult for Morag, for she
has been without parents or “family® since the age of four.
Wefmay applaud Morag, as we do Hagar; Racﬁél: and Stacey;_for
her toughness and ability to survive. She leads a difficult
life, but continues to survive as she determined to do, as a
child: "Eyva seems like she is beaten by life already. Morag
Is not -—~ repeat not -— going to be beaten by life.-""2 Morag
must, like Margaret Laurence's other Manawaka heroines, come
to terms with her past or remain forever unknown to herself in
the present. J

Morag Gunn Is an outsider in every sense of the term.
Clara Thomas sees her as having been an outsider for most of
her life:

Morag was always an outsider to the social

structure in Manawaka; and as she grew up,

her hurt and resentment made her both con-

sciously and defensively determined to pre-

serve Rer own differences.3
Orphaned at an early age, she is sent to live with Christie
Logan, the town garbage coiledtcr, and his simple-minded wife
Prin. Morag's Isolation arises from the loss of her parents,
and the fact that she is unable to accept Christie and Prin
as her real family. She Is aware that they too are alienated
fram the Manawaka community, and "in an isolated town such as

_Manawaka,'tﬁe watchword Is conformity. Anyone who does not

conform to the extablished code is cast Into a lfmbo of social
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ostracism.“4 Yet, ironically, Morag is unable to really~reach
out to Christie and Prin for just this reason: “*Why should I
know better, then? I'm only the Scavenger.® 'That®s exactly
all you are,"® Morag says coldly;m (D;‘p; 123) Morag has a
keen sense of Christie's unusualness from the time she starts
school. "He lookS‘peculiar.“‘(D; p. 35) "That is the worst.
How silly he looks. No. The worst is thdt he smells."™ (D,
p. 36)l Prin, who grows increasingly fat and withdraws further
into herself, is also essentially unknown to Morag:

Prin scarcely moves at all now, just sits in

her chair, growing heavier and more silent all

the time, living only inside her head, if any-

where. (D, p. 161)

She loves Prin, but can no longer bear to be
seen with her in public. (D, p. 108)

Despite her inability or refusal to accept Christie
and Prin as her family (“Christie"s not my old man! My dad
is dead.™ /D, p. 72/), Morag is still seen By the town as one
with them. Consequently, she does not fit in anywhere, all
of which contributes to and heightens her feeling of aliena-
tion. "No one will say Good Morning to Morag and Prin. Not
on your life."™ (D, p. 109)

The place where they live also serves to mark their
position in Manawaka:

Hill Street was the Scots~Irish equivalent of

the Other Side of the TracKks ... below the

town; it was inhabited by those who had not

and would never make good. Hill Street =--

dedicated to flops, washouts and general no-

goods, at least in the view of the town's
better-off. (O, p. 28)
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Christie tries to console Morag with his philosophy that they
are really all equal - "They *re only muck the same as any of
us. Skin and bone and the cdd bit of guts." (D, p. 30] But
this has little effect on her, coming as it does from a sur-
rogate father whom she despises. CHristie has accepted His
status as an outsider, but Morag is as yet unable to do so,
and so she rejects his attempts -at comfort. This reaffirms
for the reader the necessary loneliness of the quest for self-
knowledge: Morag must find her own path. Thus, Christie can-
not impart his discoveries to Morag, for she must find her way
for herself. Meanwhile, Christie continues to take great
pleasure in "showing /the townspeople/ what they thought they
would like to see" (D, p. 35), to the horror of Morag, who,
like Hagar, Rachel, and Stacey before her, "doesn't let on.
If you let on, you're a goner." (D, p. 63) In spite of this
fear of others, Morag does, somewhere inside, believe herself
to be better than those who condemn her, although she is not
fooled by this perception  of their inferjority into losing
sight of their strength. The best solution, she learns at a
young age, is to "hang onto your shit and never let them know
you are ascared." (D, p. 34) It is not until much later
that she is forced to recognize this as pride. "'A lot of
people look down on me. I don't think of myself as looking
down on anybody.'" (D; p. 155} Morag blames much of her
isolation on the fact that she has no 'real' parents. In this

way she effectively distances herself, in her own mind, from
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implication in the actions and behavior of Christie and Prin.
Although deep down Morag realizes how unfair tﬁis-is; she -
sees them partly as the cause of har problems of isolation.
"People with real parents sometimes- have a lousy time too.
She has Known this all along; of coursef but not“really;m @,
p. 115)

[;Morag remains alone and hides her real feelings with-
in herself. "Morag is very delicate-minded. She prides her-
self on it, although she never lets on, of course." (D, p. 35)
"She can bear anything, she knows, really, but not for people
to see."™ (D, p. 174) This is smugness and pride on her part,
though she does not recognize it at the time. "Morag can
read like sixty. Sometimes she doesn't let on in school,
though," (D, p. 34) Later on, her daughter, picking this up,

will tell her, "You're so goddam proud and so scared of being

regected vv (D, p. 236] This is what keeps her silent about
her ambltlons as a writer. “She has known for some time

what she has to do, but never glven the knowledge to any other

person, or thought that any personxmlght suspect " (D, p. 122)

. ;.~
Aoy R 2

As she gtows older Morag comes to belleve,ln her.po—
sition of alienation;‘and hangs fiercely ontomitIQitﬂwa kind
of'pride. ‘“”You‘re not elone.' rT.hat"é where you}re wrong, *
Morag says.“ (D p. 157) When she is called a ﬁooner,bshe
llkes to tﬁlnk_of it as bsomecreature from anotﬁer place,
another planet. Left here accidentally;" (D, p. 51] Clara

Thomas refers to this as Morag's effort at "establishing her
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outsiderdom.“5 Even though in one Sense'gﬁe enjoys the feel-
ing of being an Qufsiégf;ﬁaigéiﬂéf‘ﬁf&ﬁ”EHE‘rest;”{"Sﬁe'is’
\fgféiybalone.when alone" /D, p. 187/) she does not fit in
with Christie, and there is a difference between her and the
othér isolated characters in the novel, who ironically seem
to belong together. Morag has higher ambitions H-V"notﬁing
-~ nothing m--AJ‘_’sg‘oing to endanger her chances of getting out
of Manawaka." (D, p. 153) Her one possibility of friendship
in her childhood, with Eva Winkler, is rejected. Eva, unlike
Morag, is not a fighter, and Morag fears being pulled down
as Eva has been:

Wanting Eva to go. TRight this minute. Not

to be seen talking to her.... Eva hasn't

smartened up any ... Eva seems like she isg

beaten by life already. Morag is not =—-—

repeat not -- going to be beaten by life.

But cannot bear to look at Eva very often.

®, p. 113)
Eva is an example of an isolated character who was unable to
meet the challenge of her life, and could not gain control of
it; instead she has chosen to live on a .lower plane of exis-
tence. Morag feels that she must turn her back on Eva, be-
cause Eva signifies what Morag herself could Become, if she -
does not actively resist. The survival instinct in Morag
cannot allow her to fail like Eva is destined to do. Eva is
unable to transcend her situation. Morag, althbugh.she'wiil
ultimately £ind her way to a reaffirmation to life, is not at

this point in the novel able to accept her fate as Christie

has done. Morag's pride will not let her see the wisdom of



76.

Christie’s rejection of those whHo look down on Rim. Eyen
Skinnér Tonnerre, another of tHe fsolated cHaracters who
surround Morag, recognizes the aifference between Morag and
tﬁe,otﬁers, Including Himself

*E don't Rave to ao anything all tﬁat‘mu054
I'm not like you.™

True. He isn*t, She stiffens.

*You're just liKe Christie." 'Disappro~
val in her voice? Disappointment?

*T'm not, " Jules says. "I'm ]ust llke
-- never mind. Well, you"ll do okay.

'Why do you say that?"

*You want it so bad I can just about
smell it on you. You'll get it though."

"What's 1t?*

: ... He grins but not gquite in the old
way, not conspiratorially. Not guite hostile,
but nearly. To him; she is now on the other
side of the fence. They Inhabit the same
world no longer.

*T wouldn't Kknow, ' he says. "But I guess
you do. Well, so long. See you around, eh?"
@, p. 1667

THe Tonnerres tHemselves-are‘outcasts;,“dirty and un-
mentionable:™ (O, p. 691 Lézarusf SKinner®s father, was a
"stranger in the place where he lived hRis whole life.™ (D, p.
3381 Tﬁey are set apart first and foremost by the fact that
theyrare.Metis. Morag is intrigued by Skinner, even though
she is aware that, as far as the town.is-concerned; "he came
from nowhere. He isn'"t anybody." (D; p. 70] In this, at
least, they are alike, and she feels that there is a kind of
understanding between them, a silent communion. They are
“bonded by their recognition in each other of the everlasting
outsider", as Clara Thﬂmas~puts-it;67‘Morag feels that Jules

is "someone from a long long way back, someone related to her
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in ways she campunot define and feels no need of definingg“ D,
p. 267]) He is the only one in Morag's childhood with whom-
she feels this communion, and he is also the only one in her
youthful experience who is able to appreciate Christie.
- "tHe's quite a guy, that Christie.® "T'm glad you think so.""
(D, p. 134) Morag herself is unable to appreciate Christie
until much later, when she realizes that "Christie knew things
about inner truths that I am only Jjust beginning to under-
stand." (D, p. 412) Christie has reached a point where the
scorn of the town can no longer reach him; he is hurt only by
the scorn of Morag, who has yet to reach a similar realiza-— ‘
tion and acceptance of her own and, by extension, of Christie's
worth. Skinner is similarly able, for the moment, to rise
above the town's rejection, but is later defeated by the pain
such isolation causes his family.

The.adult Morag shares Wlth.Hagar, Rachel, and Stacey
the feellng of having outgrown the World and the 1mp05515111ty
of being in touch with g world tﬁat isrnorlongér Hers:

We think there is one planet called Earth,
but there are thousands, even millions, like
a snake shedding its skin every so often,

but with all the old skins still bunched
around it. You live inside the creature for
quite a while, so it comes as a shock to find
you're living now in one of the husked-off
skins, and sometimes you can touch and know
about the creature as it is now and sometimes

you can"t. (D, p. 172)
She is made.aware of the,remoteness of the present world by
her daughter, quue, Pique experilences the same.feellng of

belng lelded from herSelf whicﬁ.Morag feelg, "I don“t want
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to be split. T want to be together. But I'm not. I don‘t

st
T

know where I belong." (D, p. 350] This duality of self,

T e

intensified in Pique's case By her dual heritage of Scots
and Metis, is by now recognizable to us as part of the isola-
ted Beroine's dilemma. Just as Christie was unable to pass
on to Mofag’ﬁis-wisdom; Morag L= unable, because of a lack;
of communication, to understand fully her daughter®™s dilemma,
even though she can infer from experience what the girl is
going through. .She is aware, Rowever, of the pitfalls Invol-
- ved in thus interpreting Pique. "Am I only interpreting her
through my own experience? Maybe she doesn't feel that at
all.™ (D, p. 237) In spite of this, and her;consequent dis-
tance from Pique, she can recognize and identify with the
girl's frustration at the reactions of many townspeople.
"They think it's you that's wrong, just by being, and not
being like them."™ (D, p. 233]) This serves to underscore the
contention that there is a unity in isolation -- ironically,
we are, at léast, not élone.in being alone.

Morag's way of life extends her role as isolated
heroine into later years. She returns to her former ‘outside-
ness' in Jules' eyes, and regains his approval fully when he
later finds her living alone in a remote cottage in rural
Ontario. "'Hell, ﬁearly everybody in McConnell®s Landing
knows you, Morag. They think you're crazy as a bed buq{‘“
(D, p. 424] He realizes that she has, at last, risen aBové

the scorxrn of those who have rejected Her and is making hex
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own way, no longer feeling the need to "prove® herself to
other people.

Morag's search for identity s also bound up with her
past. At first, her desire to find Rerself forces her to re-
ject Christie and Manawaka, to try to escapé from the past
which they represent. This is equivalent to Rachel's reluc-
tance to face her isolation. Morag, like Rachel, tries ini-
tially to find solace in respectability, and in a way of life
which she has imagined has made others happy. At first she

tells Brcoke, "'T just feel as though T don‘t have a past.'”

(D, p. 194} " 'Manawaka and that -- it®s over. Itnﬁggsﬁ‘t
exist. It's unimportant.*" (D, p. 198) She first attempts
to find herself, outside Manawaka, in her role as Brooke's
wife, denying her self entirely. "She will do whatever he
wants her to do ... She will conceal everything about her-
self which he might not like." (D, p. 196) Initially, Morag
I's thrilled by Brooke's willingness to possess her and provide
her with a ready-made identity. “"I think most men feel that
way about their woman.' Their woman. Her clenched and
doubting guts now dissolve with gratitude and care." (D, p-.
200). She rejects her past and ignores Christie's warning
that the past cannot be escaped:
*It'11l all go along with you too. That goes
without saying."
... 'You mean -- everytning will go along
with me?"
'No less than that, ever,' Christie says.

‘Tt won'"t, though,' Morag says, and hears:
the stubbornness in her own voice.
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Christie laughs. 'Who says so, Morag?'

‘T say so." D, p. 207)
Later, however, she becomes aware that his perception is more
accurate than hRer own. SHe begins to feel the need to explain
herself to Brooke. "' think I should tell you about my
éhildﬁood. All about it. I think T should.*'" (D, p. 197)
She begins, also, to see the error of Her ways in having al-
lowed Brooke to develop an image of her which *must forever
be distorted." (D, p. 257) She, like Pique does later, feels
“separate from herself" (D, p. 263), for, by denying the past,
she has rejected an important part of herself. In vain, Morag
tries to account to Brooke for the change he sees in her.

“t*I*m not the same as I was. Or maybe I'm the same, but it

scared me, before.'" (D, p. 258] Christie was right; the
past has all remained with her -- "'I never forgot any of it.
It was always there.'" (D,.p. 257) Finding herself, she

realizes finally, is a process which "goes a lcng way back”
(D, p. 262), and cannot be begun solely in the present. All
of this comes as a shock to Brooke, who was unaware of all

she had kept hidden, and who, Morag suddenly sees, "has
believed he owns her." (D, p. 278} Brooke is not ready to
accept these revelations cf Morag's, for she is his escape
route from confronting his sense of isolation, just as he
has been hers. Her leaving him will destroy the fragile

veil which protects him from recognizing that he too is alone.
Morag will move on to face and conquer her isolation, but

Brooke continues to retreat from isolation and finally manages
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to make a life with another woman who will shield him from
isolation as Morag initially did.

Even when Morag begins to realize the importance of
the past 1iIn discovering her identity; she continues to reject
Christie, and returns to an earlier time which is not really
hers. She searches her memory for some fragment of her
parents' influence. "I keep the photographs not for what
they show but for what is hidden in them." (D, p. 6) She is
unable to find much, so begins to create memories for herself,
convincing herself of their wvalidity. "I remember their
deaths but not their lives. Yet they're inside me, flowing
unknown in my blood and moving unrecognized in my skull." (D,

p. 19) She justlfles thls process to herself By acceptlng

e e e s ey, e

that it is ultlmately unavo;dable- the past w111 always con-
sist of a blend of fact and legend which, with time, will
become.lnseparable‘ "A popular misconception is théﬁ‘wé can't
change the past -- everyone is constantly changing their own
past, recalling it, revising it." (D, p. 6Q) "Who has been
real and who imagined? All have been both, it seems." (D, p.
249) Morag goes back to Scotland, eventually, to search for
her roots in the hills from where her parents' people came.
She does not make this journey all the way back, because she
is interrupted by a realization which re-directs her quest:
'T thought I would have to go. But I
guess I don't, after all. The myths are my
reality. Something like that. And also, I

don't need to go there because I know now
what it was I had to learn Here ... itfs a
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deep land, all right," Morag says. "But
it's not mine, except a long way back. I
always thought it was the land of my an-
cestors, but it's not."
'What is, then?®
"Christie"s real country. Where I was
born." (DO, p. 391)
She. sees her continuity with the past as well. She has thought
that she would be able to prevent Pique from suffering . as she
did, or as Jules did. It is~not‘possi51ef however,. for "the
0ld patterns, the ones from both Morag"s and Jules"™ childhoads,
the 0ld patterns even in Pique's own life" (D, p. 421], keep
repeating themselves, and Morag is later able to warn Dan of
this. She has learned that it is impossible to turn one's
back on the past, to reject it entirely; the past will, as
Christie has told her, remain alwavs with us:
*Your own place will be different, but it will
be the same too, in some ways."
™ot if I can help it," Dan says angrily,
*I'm not sure you can help it. You can

change a whole lot. But you can't throw /The
past/ away entirely." (D, p. 354)

Aé Morag accepts this, she must face her guilt for her beha-
viour and her treatment of Christie. "Had she been wrong to
want to get away? No, not wrong to get away, to make her
getaway. It was the other thing that was wrong, the turning
away, turning her back on both of them." (D, p. 248]) She

is stabbed with remorse for leaving Manawaka, for leaving
Christie and Prin. She cannot thank Eva Winkler properly
for her kindness or accept, without some shame, her simple

explanation for it. "'It wasn't that much, "™ Eva says. 'She

was always good to Vern and me."” Sure. Prin gave them the
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occasional jelly doughnut. She gave Morag her only home.®
O, p. 252] Morag has come to realize the necessity of
accepting the past, all of it; and of forging her identity
from it. The past is not to pushed aside or rejected. “ggg

Can't Go Home Again, said Thomas Wolfe. Morag wonders If it

may be the reverse which is true. You have to.go home again,
in some way or other." (D, p. 302]) Morag shows her full
acceptance of the past when she takes for her own the Clan-
ranald MacDonald plaid pin and motto. "Adoption, as who
should know better than Morag, is possible." (D, p. 432)

With this novel, as 'with the previous three, Margaret
Laurence once more examines the impossibility of total commu-
nication between people, a problem which continually plagues
the many isolated characters in modern literature. The prob-—
lem is expecially acute for Morag because of her prpfession
asva writer. She is, at first, convinced of the power of
wdfds, of their ability to explain everything. "I used to
think words could do anything. Magic. Sorcery. Even Miracle
But no, only occasionally." (D, p. 5) Later she begins to
doubt this god of words. "Wordsmith. Liar, more likely.
Weaving fabrications. Yet, with typical ambiguity, convinced
tﬁat fiction was more true than fact.” (D, p. 25) Not only
do the words not communicate fully and effectively, they some-
times serve to obscure.»v“Wordsmith, forging screens.® (D, p.
2457 Yeﬁ, somewhere in her words Morag can find herself.

This i1s also true for Rer friend Ella, who is also a writer.
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"It is the unspoken but real face under the jester s mask.
They do not pry, nor do tHey iInvade each other ®s areas of
privacy. THey simply recognize the existence of these."™ (D,
p. 188} Throughout tHe novel thils concern with words is
reinforced by the verbal nature of Morag®s thinking. She
constantly plays with words, Inter-changing them or altering
their form slightly to effect drastic changes In meaning:
“the stringy lean ocaths with protein in them, the Protean
oaths" (D, p. 255), "clutches of cymbals, cliches of symbols™
D, p. 286}, "angry ... at tle composition of her composite
self" (D, p. 257], "the two-way battle in the mindfield, the
minefield of the mind." (O, p. 3991 Yet when she needs them
most, words seem to lose their effectiveness for her as a
means of communication. "Words have lost meaning." (D, p.
278) What frightens Morag even more is not her inability
to express herself as an artist, but the thought that her
vision of life itself may be faulty:
Do I only pretend to see, in writing?

What did I ever see about you, Christie, until

it was too late? I told my child tales about

you, but I never took her to see you. I made

a legend out of you, while the living you was

there alone in that mouldering house. (D, p.
412]

Because of this fear, and the discrepancies between inner and

outer life, as well as the fact that she for a long time

denies this important aspect of her identity, Morag feels that
he: "flesh and herself are two separate entities."” (D, p; 326)

This division of self is typical of the Beginnings”of the jour-
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ney to self-awareness, as we have already noted; Morag is
brought to a vision of life's duality by her profession as a
writer,and she 1Is forced to accept that communication, des=
pite her art, is still extre@élyjaiffiéult,}ana no one can
know fully how life iIs for anyone else. "Who has led a better
lifeirﬂva or myself? NoAddubt-f‘tﬁithéﬁe has. ©No doubt she
thinks I have."™ (D, p. 393) What Morag, like Stacey, must

learn to recognize, is that there are other forms of communi-

Neavao

cation than words, which can ease the Burden of isolation.

Communication need not always involve a verbal exchange:

How unlike me. I would Havé Had to say what I ;& %"
thought about it, analyze the words, probably.
Yakkity yak. /Pique/ doesn't have to, and
neither does Jules. They do it in a different
way, a way I can see, although it's not mine.
(D, pp. 426-427)

i

Morag, like Hagar, Rachel, and Stacey, can be admired
for her strength and resiliance. She has made a journey to
self-awareness, and survived it. "I am okay. And in a pro-
found sense, this was true.™ (D, p. 450) She is a spiritual
descendant of the tough Hagar, hHaving made the trek while
still young enough to live out her revelations. She is made
of the same stuff as Hagar, has the same determination and
Scottish pride, and it is to her, fittingly, that the Currie
plaid pin finally makes its way:

My Hope is Constant in Thee. It sounds like a

voice from the past. Whose voice, though?

Does it matter? It does not matter. What mat-

ters 1is that the voice is there, and that she

has heard these words which have been given

to her, And will not.deny what has been given.*®
Gainsay WhHo Dare. O, p. 432-4337
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Margaret Laurence, who, as Thomas says, Phas always
written of the dlspossessed"8 has provided us with one. last
(perhaps) vision of the outsider =-- a woman possessed of the
;rtlst s insights and taients, whlch set her apart from the
twmalnstream of humanlty whlle at the same time allow1ng her
Tadded understanding of it. She has travelled the road £o the
'inescapable past, accepted its contribution to her sense of
'self, and laid her demons to rest. TLaurence's own:comment
about the protagonists of the first three novels seems no less
relevant here:

In the end, and again in their very different

ways, and out of their very different dilemmas,

each finds within herself an ability to sur-

vive -= not just to go on living, but to change

and to move into new areas of life.

Morag, like Hagar, Stacey, and Rachel before her, has faced
life®s truth and has made her painful journey to sélf-knowledge
and a reaffirmation of life without allowing herself to be def
feated by it. All four protagonists have, like Hagar's Marvin,
grappled with their angels and exacted a blessing from them.

This blessing is the discovery of a fuller and more meaningful

life than that experienced before true self-awareness dawned.



Conclusion

All four of Margaret Laurence's Manawaka novels
concern heroines whose stories may be interpreted as studies
in isolation and who may be related to the existentialist idea
of the outsider. The outsider usually experiences isolation
and failures to éommunicéte, yet undertakgs,a‘sgqﬁg@!ﬁé#aiaén—
tity and self-awareness in order to gain control of his life
through positive acts of willf This patterﬁ ié preséﬁt in
all four of Margaret Laurence's Maﬁawaka novels. Here she
explores such concerns fully and from different points of
view. Margaret Laurence is a Canadian novelist concerned with
the typically modern themes of alienation and isolation.
While her novels have a distinctly Canadian flavour, her cen-
tral concerns can be seen to be shared by many works of mod-
‘ern literature.l

Laurence presents portraits of four women, in different
situations in life, who nonetheless share, among themselves
and with us, problems common to life in the twentieth century.
Isolation and an attempt to discover our true identity are
among these concerns. Laurence demonstrates to us how each of
these women handles her individual crisis in life by facing
the seeming haopelessness of life, recognizing its paradoxes,
and renewing her hold on life by gaining a firmer grasp of
experience as she responds to the challenge of making a pos-

sible 'jest of God' into something meaningful and valuable

87
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in spite of its difficulties.

Critics and readers who feel that the Manawaka novels
are ultimately depressing are, T believe,xmissing im@ortant
triumphs of the heroines ever the apparent futility of their
lives. Discussinq how these women rise above honelessness to
find value ln life has been one of the central concerns of
this study. Some readers miss the element of hope in the
eonclusion to each Manawaka novelfzmtﬁé”bféhiééﬁbf séi%éﬁioﬁ
and new vitality. For example; Hagar S llfe, spéﬁé“éiaﬁéMin
aﬁérisbn of her own maklng,'seems a barren wasteland to the
reader, partlcularly in light of the fact that her reallza—.:
tlon ‘of this comes to Hagar when lt is too late for her to
make amends to. many of those whom shewhasdwronged. -Thisris
indeed sad, but Hagar is not WLthout hope Even at-the end
she is able to realize the DOSSlbllltV oF salvatron, and she
is able to make peace with herself and Marvin, at least 1f
not wrth,those who have Dreceded her into death Maklng
amends with the dead is not.as‘lmnortant as it seems in any
case; for, as Hagar reallzes, "the dead don't bear a grudge
ner seek,l blessing. The dead don't rest uneasyi bnlv the
liﬁing‘" CSA, p. 304) Ideagar does not gain absolution from
John, she gains it from Murray F. Lees, and her renentanee is
real enough when it finally occurs. That Hagar is able to
gain a vision of life's srgnlflcance even at the last and be
thus undiminished in death is her trlumph -- a final plcture,
surely, of hene rather thanvefrdespalrau

For the others, there is the opportunity to live out
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what they have gained by their journevs to self-awareness.
Rachel Cameron is able to rein in her demons and take posses-
sion of her life. As she herself realizes, life may not al-
ter dramatically in its outward manifestations, but, at least,
it will be "otherwise. Not necessarily better, but at least
different." (JG, pp. 124-125) It will be so because she now
realizes that she has choices, that she can affect the way
her life unfolds. This is a dramatic change for Rabhel, and
surely a step forward out of the fairv-tale world she inhabits
at the Eeginning of the novel.

For Stacey, too, life after her journey to self-
awareness does not appear to have altered much, on the surface
(witness the repetition of the descrintive passages at the
beginning and end of the novel}, yet Stacey, like the others,
is at the end better equipped to deal with life than she was
at the beginning of the novel. She no longer sits passively
by while life happens to her; she recognizes that her future
will be difficult, but knows now that she has the strength to
cope with whatever life presents to her. "I used to think
there would be a blinding flash of light somedav, and then I
would be wise and calm and would know how to cove with every-
thing and my kids would rise up and call me blessed. Now I
see that whatever I'm like, I'm pretty well stuck with it for
life." (F, op. 298-299)

In much the same way Morag also takes charge of her
life and begins to control the wav it unfolds, after recog-

nizing herself through her inner journey. She is able to ac-
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cept bBoth what has happened to her and what will happen to
her. ShHe accepts willingly her legacv from Hagar, and, in a
sense, will carry on, as Hagar's spiritual descendant, the
latter's battle with life from where Hagar left off. These
heroines, Margaret Laurence tells us, have faced their isola-
tion and survived it; are better, indeed, for having so faced
it. Perhaps the same is true for us.

Dramatizations of confrontatians with the fﬁndamental
separateness and isolation of individuals in society are not
always pleasing. The encounter with the realization of isolé—
tion is not a pleasant experience, and may, in fact, destroy
those who are not ready to encounter what thev see. Unfor-
tunately for these peoole, isolation'is an experience which
cannot always be avoided, although some manage to avoid:
realizing this, with apparent success. What Margaret Laurence
holds out to us is not continued despair, however, but a ray
of hope and the possibility of survival for those who feel
that theilr encounter with the despair of isolation is immi-
nent. There is a lot to be gained if we can oroceed bevond
despair to accept life's paradoxes and perceive life's value.
Laurence does not offer an escape from isolation; indeed there
is ﬁgge:”%dr;niﬁ”her view, évery man is an island: but she
does offer us a new way bf perceiving this situation and of
gaining advantages from @eepened pe;qeptionfu

Ineécapable isolation is hardly a blessing, but it
too is paradoxical in nature. On the neqativg side, isolation

seals us in unbridgeable loneliness, and cuts us off from
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sharing fully with others. It means that we must bear life's
ggg;éengﬂglone and condemns us to the fate of never being fully
(or even partially) understood by others. On the positive
siae, however, an awaréness of our isQ;atipn fo:ces us td
také responsibility for our own actions, to cherish our exis-
tence as the only thing that we have to value. It encoﬁrages
us ﬁo become more aware of ourselves and to seek to discover
the meaning of life. Finally, isolation as indepenaence can
Eééome a source of strengtﬁ. Strength and self-awareness can
be ours if we manage to re-direct our attention and look
;&iﬁhout fear towards the truths which are sought by every out-
sfdér.

o Margaret Laurence's Manawaka novels, then, are con-
cerned with isolation which is a frequent subject in Canadian
literature. One of the ways in which she presents isolation
in Bher Manawaka fiction is by dramatizing her four central
characters as outsiders. These isolated heroines undertake a
journey to self-realization which is characterized by a num-
ber of recognizable stages:p@}§§§§;sfaction with life and
alienation both from self and from the Qorld; a stfuggle with
the influences-of the past, an encounter With the experience
of deaﬁh, and an ultimate development of a sense of under-
standing and responsibility, all of which lead to the develop-
ment of a Sufviving-self. Margaret Laurence's novels present
a natural development from concerns with isolation ahd sur-

vival prevalent in earlier Canadian fiction. Laurence's Mana-

waka novels grow out of a develorming Canadian tradition, but
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they have a universal as well as an immediately Canadian

concern.



Notes to Abstract

1. Margaret Laurence, "A Place to Stand On" in
Heart of a Stranger (Toronto: McClelland, 1976), pp. 13-18.

2. , "Ten Years' Sentences", in W.H. New, ed.,
Margaret Laurence: The Writer and Her Critics (Toronto: Mc
Graw-Hill Ryerson, 1977), p. 1l5.
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Notes to Introduction

1. TIsolation in Canadian literature has been the
subject of a detailed study by John Moss entitled Patterns
of Isolation (Toronto: McClelland, 1974)J. I will be re-
ferring frequently to this study in the remainder of this
introduction.

2. Margaret Atwood®s study, Survival:  (Toronto: Anan—.
si, 1972) presents survival as a unifying theme in much of
Canada's fiction; Laurence herself discusses the importance
of this concept to her writing in her article "A Place to
Stand On", which is included in the collection Heart of a
Stranger (Toronto: McClelland, 1976]).

3. Margaret Laurence, "A Place to Stand On", in
Heart, p. 17.

4. Moss, p. 8.

5. _ ; P. 237.
6. -, p. 109.
7. .y P. 228,

8. Clara Thomas, THe Manawaka Wworld of. Margaret
Laurence (Toronto: McClelland, 1976], p. 57.

9. Por a fuller outline of the outsider as aliena-
ted individual in Canadian literature, some useful studies
are available, orincipally Moss® Patterns of Isolation, re-
ferred to earlier. The isolated or alienated protagonist is
common and may be found in the novels of such authors as
Sinclair Ross, W.0. MitcHell, Ernest Buckler, Robertson Davies,
Hugh MacLennan, Mordecai Richler, Margaret Atwood, and Alice
Munro, to name several examples.

10, Colin Wilson, The Outsider (London, Victor Gol-
lancz, 1958), p. 15. This study outlines characteristics of
the existential outsider which are common to Laurence's isola-
ted heroines. Future references to this work, abbreviated as
0, will be cited following quotations in the chapter.

11. Graeme Gibson, Eleven Canadian Novelists (Toronto:
Anansi, 1975), p. 190.

12. Atwood describes the Victim Positions as follows:
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Position One: To deny the fact that you are a
victim. Position Two: To acknowledge the fact
that you are a victim, but to explain this as an
act of Fate, the will of God, the dictates of
Biology (in the case of women, for instance),
the necessity decreed by History, or Economics,
or the Unconscious, or any other large general
powerful idea. Position Three: To acknowledge
the fact that you are a victim But to refuse to
accept the assumption that the role is inevita-
Ble. Position Four: To Be a creative non-vic-
tim.

For a fuller explanation of these Victim Positions, see
Survival, pp. 36-39. Although Atwood here discusseées only
victimization, T see her positions as useful for demonstrating
the isolated heroine's attitudes toward her condition of
Isolation and alienation in general.

13. Laurence, "Ten Years' Sentences", in New, pP. 15.

l4. Bernice Lever, "Literature and Canadian Culture:
An Interview with Margaret Laurence”, in New, p. 31.

15. Thomas, p. 188.
l6. Laurence, "Sentences™, in New, p. 1l4.
17. Thomas, p. 175.

18. See Thomas, p. 179; also DenVYse Forman and Uma- -~
Parmeswaran, "Echoes and Refrains in the Canadian Novels of
Margaret Laurence™, in New, p. 90, and George Bowering, "“That
Fool of a Fear: 'Notes on A Jest of God™, also in New, p.
166. As well, see David Blewett, "The Unity of the Manawaka
Cycle"™, Journal of Canadian Studies 13, 3 (Fall, 1978}, 31.

19. See Moss, Chapter I, pp. 11-15, and Atwood, pp.
35-36, 149-151.

20. Gibson, p. 198.

21. Blewett, "Unity", JCS 13, 3, 31.

22. Laurence, "Sentences", in New, p. 21.

23. Sandra Djwa, "False Gods and the True Covenant:
Thematic Continuity between Margaret Laurence and Sinclair
Ross™, in New, p. 81l.

24, For the purvmoses of this study, only those four

works which are novels have been included. A_Bird in the
House (1970], with the voung protagonist Vanessa MacLeod, 1is
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presented mainly from the point of view of a child in the
world of adults, and so it is difficult to ascertain whether
or not the protagonist can be ‘considered an isolated heroine
in the terms discussed here. A number of such characters can
be identified in this work, however, such as Grandfather Mac
Leod, Chris, Uncle Dan, Harvey Shinwell, and Piquette Tonnerre.
among others. A Bird in the House might well be included on
this basis in a fuller study of tHe outsider in Canadian fic-
tion.

25, Thomas, p. 20.

26. Donald Cameron, Conversations with Canadian
Noyelists - 1 (Toronto: Macmillan, 1973), p. 105. .-

27. Margaret Laurence, Long Drums and Cannons (Toron-
to: McClelland, 1968), p. 10.

28. G.D. Killam, "Introduction to A_Jest of God",
(Toronto: McClelland, 1974), p. i.

29. Cameron, p. 105.
30. Atwood, p. 209.
31. Thomas, p. 171.

32, (Clara Thomas, "The Novels of Margaret Laurence",
in New, p. 60. -

33. C.M. Mclay, "Every Man is an Island: Isolation
in A Jest of God", in New, p. 183.

‘34, Moss discusses the dichotomy between inner and
outer selves as being the source of much of the alienation
these characters experience. See his chapter, "Irony and the
Individual Consciousness” for a more fully develoved explana-
tion.

35. Patricia Morley, Margaret Laurence (Boston:
Twayne Publishers, 1981], p. 15.

36. Mclay, “Island", in New, p. 183.
37. Morley, p. 35.
38. Moss, p. 243.

39. Personal conversation with Margaret Laurence,
Toronto, November 24, 1979.

40. Laurence, "Sentences", in New, o. 16.
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41. See Sandra Djwa in New, pp. .66-84.

42. See Moss' Chapter "Irony and the Individual Cons-
ciousness" in Patterns.

43. 1In addition to those mentioned in the text, please
refer to Dianna Loercher, "Her Price for Coping", in New, pp.
203-204, and Thomas, p. 50. David Blewett in "Unity",

JCS 13, 3 , discusses parallels between the Manawaka Cycle and
T.S. Eliot's "The Wasteland".

44, Robert Harlow, "Lack of Distance", in New, p. 189.
45, Dijwa, "False Gods", in New, p. 82.
46. Moss, p. 237.

47. Morley, p. 44.



Notes to Chapter One

1. S.E. Read, "The Maze of Life: The Work of Margaret
Laurence", in W.H. New, ed., Margaret Laurence: The Writer and
Her Critics (Toronto: McGraw-Hill Ryerson, 1977), p. 51.

2. Clara Thomas, The Manawaka World of Margaret Lau-
rence (Toronto: McClelland, 1976), ». 61.

3. Margaret Laurence, "Sources"™, in New, p. 15.

4. Laurence, Heart of a Stranger (Toronto: McClelland,
1976}, p. 183.

5. Laurence, The Stone Angel (Toronto: McClelland,
1964), ». 3. All future references, abbreviated as SA, will
be cited ‘following quotations in the chapter.

6. Paul Pickrel, "Triple Debut”™, in New, p. 122.

7. Denyse Torman and Uma Parmeswaran, "Echoes and
Refrains in the Canadian Novels of Margaret Laurence", in
New, p. 97. :

8. In the fish cannery seguence, religious symbolism
abounds: the fish itself, the storm which brings rain(grace);
Hagar®s diet of crackers (wafers) and water; Lees' appearance
which transforms Hagar's drink from water to wine; his for-
giveness of Hagar and her first move toward grace and salva-
tion. See pp. 219-248.

9. In the February 1980 issue of the United Church
Obsexrver, Laurence discusses the writing of this scene:

The poor voung minister, of course, was dread-
fully embarrassed to sing aloud in the hospi-
tal ward, and yet he overcomes this. It does
something fantastic for hAim too, because I had
the sense writing down this scene -- it seemed
as though it was almost writing itself -- that
there was a kind of grace. (p. 11)

10. Margaret Atwood, Survival, (Toronto: Anansi,
1972), o. 205.
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Notes to Chapter Two

1. Margaret Laurence, A _Jest of God (Toronto: Mc
Clelland, 1966), p. 12. All future references, abbreviated
as JG, will be cited following quotations in the chapter.

2. C.M. McLay, "Every Man is an Island", in W.H.
New, ed., Margaret Laurence: The Writer and Her Critics
(Toronto: McGraw-Hill Ryerson, 1977), p. 177.

3. Sandra Dijwa, "False Gods and the True Covenant:
Thematic Continuity between Margaret Laurence and Sinclair
Ross", in New, p. 77.

4. MclLay, "Island", in New, o. 182.

5. John Moss, Patterns of Isolation (Toronto: Mc
Clelland, 1974), pp. 1923-198.

6. Mclay, in New, pb. 181.

7. , p. 182.

8. Robert Harlow, "Lack of Distance”, in New, . 191.
9. Mclay, in New, p. 182.
10. Harlow, in New, p. 190.

11. George Bowering, "That Fool of a Fear: Notes on
A Jest of God", in New, p. 173.

Pa

12. Patricia Morley, Margaret Laurence (Boston:
Twayne Publishers, 1981), p. 79.
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Notes to Chapter Three

1. Margaret Laurence, The Fire-Dwellers (Toronto:
McClelland, 1969), p. 172. All future references, abbreviated
as F, will be cited following quotations in the chapter.

2. There are many instances when Laurence discusses
the Importance to her of what Patricia Morley calls "this
psychic journey, back into roots and forward", in Margaret
Laurence (Boston: Twayne Publishers, 1981l), p. 15. In addi-
tion to Morley's book, see also Donald Cameron, Cohversations
with Canadian Novelists - 1 (Toronto: Macmillan, 1973); Mar-
garet Laurence, Heart of a Stranger (Toronto: McClelland,
1976); W,H. New, ed., Margaret Laurence: The Writer and Her
Critics (Toronto: McGraw-Hill Ryerson, 1977); Graeme Gibson,
Eleven Canadian Novelists (Toronto: Anansi, 1975).

3. I would refer the reader once again to John Moss'
chapter "Irony and the Individual Consciousness" in Patterns
of Isolation (Toronto: McClelland, 1974), p. 193.

4, See Moss, "Fool Saints", in Patterns, pp. 239-
243, A case could be made for many of these T"savior' figures
being seen as similar to Moss' perceotion of this character in
Canadian fiction, thus heightening the view that the outsider
does indeed have a place in Canadian fiction.

5. Colin Wilson, The Outsider . (London: Victor Gol-
lancz, 1958), p. 15.

6. Laurence, The Stone Angel (Toronto: McClelland,
1964), p. 88.
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Notes to Chapter Four

1. Clara Thomas, The Manawaka World of Margaret
Laurence. (Toronto: McClelland, 1976), p. 168.

2. Margaret Laurence, The Diviners (Toronto: Mc
Clelland, 1972), p. 113, All future references, abbreviated
as D, will be cited following quotations in the chaoter.

3. Thomas, p. 150.

4. Denyse Forman and Uma Parmeswaran, "Echoes and
Refrains in the Canadian Novels of Margaret Laurence", in
W.H. New, ed., Margaret Laurence; The Writer and Her Critics
(Toronto: McGraw-Hill Ryerson, 1977), ». 90.

5. Thomas, p. 142.

6. , p. 143.

7. Once again, this sense of separation from self is
of fundamental importance, as Moss points out in "Irony and
the Individual Consciousness" in Patterns of TIsolation (Toron-
to: McClelland, 1974). The reader might also consult F.W.
Watt's "Review of The Fire-Dwellers" in New, pp. 198-199 for a
discussion of "the discrepancy between private and public
selves.

8. Thomas, p. 170.
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Notes to Conclusion

1. A sense of the universality of Laurence's work
has been maintained throughout this study and is also noted
by others, including John Moss in Patterns of Isolation
(Toronto: McClelland, 1974). Laurence herself feels that
though her work is Canadian in origin and context, it also
has universal application. See Graeme Gibson, Eleven Canadian
Novelists (Toronto: Anansi, 1975], p. 193. :

2. Laurence herself feels that these books, although
not optimistic, do, in fact, and were intended to, portray a
profound sense of hove. "Optimism in this world seems impos-
sible to me. But in each novel there is some hope, and that
is a different thing entirely.®™ OQuoted from "Sources" in
W.H., New, ed., Margaret Taurence: The Writer and Her Critics
(Toronto: McGraw-Hill Ryerson, 1977), ». 15.
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