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ABSTRACT .. ‘%

This thosis provides a cowoa*atl‘e aﬂal>51s cf %apgdfet

=rnncc ‘s The Stonc Angel and Anne Heoelt s Kaﬂouraska

~ : -

'fougﬁbut the tne51=~an attempt is mage to trace the ouallt) of

«eXpeernccc in the lives of the female mrotagonlstc in the.
%

v
.

-

. ,a>' K
. ) IIc)ﬁctlvo novels: ‘a ouallt” wnlcn can. De seen in terms of

2]

)

\ <§7%&huln [ notlon oL tho Carnlvalesoue “ie ﬂultlple female
lGLﬂtltlfS of the ner01ne= are examlneo in the f“rst cnaDter,
{ espcc1a11yasthecelaentltlecarealtcrna elvoenledancrev1\ea '

by Ha al and Lll dDCLh The.’ rooler ot truqﬂonted speecn- ano
Y & P e

official vs. qurrlclal forms of 1anguage in the two novels is

L

addressed 1n Cnaoter two and related to Hacar ‘s and Elisabetn s»

43
e —

concept of Self and to their oual g%lec as victims and

manipulators of language. . Flnalkﬁ, in a third chapter, the

narrative voices anc techniques .adopted by Laurence ‘s and

©

- HCbert s ner01ncs receive careful examination- and are placed in
. v ‘u//_ R
thy context of the 01a1ect1Cdl tensioh which characterizes-the
: o Y -

-3 rangeoztsvcholpgical,lingulstlcenonarratlxemoveﬂents1nthe

r -
two novels. while Laurence's‘ﬁagarWand Hébert ‘s Elisabetn show

similar carnivalesquz tendencies, fggar undergoes catharsis
. ! | o el .

through the recognition of -a‘comic universe. Elisabeth,.on the
. _ J

other hand, is not purgeé of the guilt in her soul; the end of

the novel brings nc redemption.s -

\

"iv
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“INTRODUCTION B R

- } P L v X .
» : . .

N - kl

Margaret Laurence s The Ston. A ana Ar e Hebert s

Kamcurasxa(l970) are twd Canar AT oV coloproesor b femalte
,’." Ty .- '
srotagonists whose wer ldiyiew & - .. Citicsa:  rammes ted and
often ambivalent. Beth charggerer 7 o o tho ne. s oo main-ain tne
co—exiftence<3fdifferent idelogi s, @ rsp ¢ .vou on forms of
' ’ .
discayrseirithednfoldingof't~'u‘n», v Lir o xperience
can ./be seen 1in some respect  as an o oph on of the

w

;carnivélesque”whicn,accordingtcBax.'in,J\ir,n;zcsaduality

o

of wor 1ds and discourses (the of ficial vs. the unoifficial) that

exist in a dialectical relationship of opposing and sometimes

converging forces. While neither The Stone Ancel nor Kamouraska

! £ ine otone Al gl pamouraniag
>

. . . A . . . . -

reflect or adnere to the ultimate carnivalesque domination ol

tne lower, paser 'elements of nbman nature, they do contaln

certain elements which paracoxically help to reinforce the more

]
-

individualistic nature of the works. Since tne two novels stoem

.

.fromthetradition<ﬁftheoéurgecis,individualisticnovol,itiﬁ
impossiple to .deny the indiviﬁbal's movement  towards
transcendence, which i¢ anithetical to the generé] downward

- . . [N . R
movement of the carnivalesque hovel. How=ver, tne concept of the

. ’ . . . : ' . {7 . : -
carnivalesque will still serve us well in anfanalysis of the

it primarily to show how certainopendencies wh?%h we will term
carnivalesque (suchas the manifestation of the grotesguc and the
. v

‘ )



~ A . .
( g .l
Cubversion of official worlas) are impertant in tne attempts of

-

{ Haaar and hllsabe h to liperate themselves .from social
: TN

~ - - :
copetrainte. In other words, we will examine the lower forms of
T o . )
v the Carfiva1Q§que experience~alcngs;de the general movement

.

tomaxuc'tr nsceqoence in the novelc-to discover to what degree —
o . | . )

thowge carnivalesque elements displace‘or fail to displace tnhe

. - ’f{‘

. . . - .S . . N X W . . .
more spilritual, individualistic tendencies 1in the works. .

1

[}

Furthermore, we will make reference to the laughter

' S
component of the carnival oenly in the context of the comic

grotesquc"ana Romantic, grotesqgue, as tnese two forms are

YCXpTGSSCdJJ\TDL Stone Angel ana Kamouraxsa *espectlvely, ‘and in

so far as they are responsible for tne comic nature of Hagar 's
' %

LXQC*lenceanofor”llsaoeép essentiallytragicuniﬁerse.Thié
,f" important dlStlnCthn pbetween the nm\ellstlc worlad of Laurence
and that,of Hébert is alsc 1no-ca$eo in Philip Stratford's

article " Kamouraska and The Diviners. ": ¢

-

. - S —
Afine Héber%ls work 1is...totally different from
Laurence s. Wwhere Laurence 1is comic, Hebpert' is

. tragic. Where Hebert.s structure is dramatic,
- close-knit, almost preserving the unities of
time, ;place and action, Laurence k is an
itinerary sprawling in time and place ana
welcoming the diverting detour, its unity assured
by the central character Wwhno ¢ goes change
herself as the action progresses.

«

In this thesis, we will attempt to cﬁarify this bomic/tragic

dlffelent manlfestatlons of the cdrnJﬁ

Philip Stratford, "Kamouraska and THe DlVlners, Review of

Nétlonal Literatures 7_TT§7€77—121

e

%
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will concentrate on illuminat 1ipg

censideriing the novels as examples of

»

Fa

i . '; ( » ‘ ) : %l
qature of Heébert s*novéls and the mere
A Y

sl
O

the seli-containe

3

"

~

E]

: P .
unified characters in Lgu¥Yence s wOrks tc suagest that*Haqarg

.

N
e \ . . . R} ) -
15 the mcre unified cnaractarb’ and Il

sageth"the ‘more

o+

. . 1
isolated, ecocentric.! Hewever, despite theso difforonc¢§
between Hagar and Elisabeth, we will\glso maintain that“in
. . i

i ' '

.2ach novel a kind cf ambivalence prevails, an ambivalence

@
B 0

-

v

which ig inherent 1in the Farnivalesque experivnce and which
h N

4

reflects the constantly shifting "Weltanschauungen" of Hagar

v

r ) ~

In our analysis of The Stong Anael and Kampuraska wo

the  dialectigal

~

), . . .
wo styllistically ana

, , )
historically distinct traditions. We will ﬁttcmpt to
! D ! ‘ ) ’ .

igentify the dialeqt&cal tendencies . in each novel in an
. . °

effort tc understand how the two novelistid worlds reflect
m» . i

similarities and differences 1in . the expression ~of  tne

carnivalesgue. Chapter One deals primarily with the female

i€§niitie5' that the characters adopt anda/or shed 1n G

context cf patriarthal or official values. We will examine

how Hagar and Elisabeth use others to reinforce th{-ir scnse

of individuality,; and assess how social 1integr tion anda
- ~ ' : .

individuality are defined for each ‘character. Furtnermore,

we will explore how Hagat s and Elisabeth’s experiences

reflect different aspects of tife grotesque and discover what

. .

role this difference plays xn the nature of Y the -universe

. ]
~
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wiicn each wceman inhabits. Chapter Twe 1s an essay. on the

i VN nropleam of d“%arn;:age 1 the two works., Here we will _alsb-’§
o o ' T - - : .

f communicati n: its wverbal and -

»

non-vcrbﬁi\ sides, 1ts

T o
Jcial and uncfficial forms. The
~'." . :

— . . . B . . \.‘/. . ~ - . . . i

dual role of Hacar and Ellsaoeir a® manipulators . and vittims

-~ of "lancuage will be ex%mined in detail. ‘Moreover, the
analysis of the role that language and communicaticn play in .

) ’ . N a : -

o cach ncvel will in turn help us to determine whether one
e h s
character is more iscdlated or mere unified than the other by

- . ) . N ) ’ 2
the end c¢f tne werk. In Chapter Three we a&amslyze the-

N . narratiive technigue and the problem of voice in The Stone
" . , : ‘ NS '

j) Angel and Ramouraska, keeping in mind how the’id@ntitiés(gpd

linguistic forms adcpted (by the two protagonists are (\
reflected_1in the juxtapesition of narrative perspective and
voice. A comparison of the protagonists’  attitudes towards

-

tneir .need to find ngrratees -{either

temperal states and

LY

human or divine) wilMl also pe made in an at}empt tc discover

why catharsis is present or absent in the twe novels.
. - - :

Throughout the thesis, we will elg@prate on the presence
' ~ - L

or absence of the Christian Deity in the novels and relate

)

\\§£§g the treatment of offical religion to the tendency of each

' _heroine to alternately adhere tc and subvert official forms

4, of expression. We will then draw on the evieinre presented

.

in the thegis and come to, some ¢recif{i- _nclusions
concerning(N\ differences and similarities in - the
“Jeltanschauungen" of Laurence’'s Hac'r aru Hébert's,

Elisabeth and fhgir_concept of self with respecg/ﬁo tae
-‘, .

. . T . . ‘?‘_ | ‘






Chapter 1

Female Identity: Hagar s  and Dlisabet'. s Carnivalesque
Lxpiricnce

PP

In The Stone  Angel and Kamcouraska, =~ the female,

protagonists, Hagar ana Elisabeth, are defined by their
multiple identities as women. Their roles include those of

rothor, daughter, wifc and lover.. Their names, key elements:

in their identities, also change accerding te the ’person
with whom they interact. Both women lead recognizably dual

lives, Tives which are affected by official and uncfficial.

or  .subverting value . systems that characterize the

"carnaval esgue experience” as outlined by Michazl Holqguist

in his modification cof the Bakhtinian concept that deals-

"

solely with the "rire carnavalesgue®™ Or the uhiverse of

1

laughter. As we shall discover 1in our examination of

ilebert e novel, the laughter aspéct of the carnivalesgue 1s

not the prevalent o feature in Kamcdlasxa as it 1is 1in The

Stone Angel. Wevertheless, the term can be usefully applied

4 ;
in terms of tNL concept of "duality and subversion that 1t

entails. For Bakhtin, . carnival, or the carnivalesque,
recoanizes a duality ‘of - life for people which consists of
rites and values that are constructed next to or outside of

some official construct or ideology, thus taxing the form of

1\

1Miqhaél Helguist, "The Carnlval of DlSCOUIQe' Baxtin and
Simul®aneity," Canadian Review of Comyaratlve Literature
12.2, - Special ‘Issue, (1985): 222~ 234 )

I

6




—— i -
N /&‘, ’ /

, - Lo ) . 3
'a second life, Ta  secena rld"{11).7 nichael Holguist,

o
@)
-l
[¢9]
—s

}.J
3
2.
a
=

A

o

[N

o7}

H

-~
)

mp1G UL

takes tho principle of carnival ana gives 1t o mere

«

ic asplicatiern by drawing attontioen to the duality

in the concept:

Carnival 1s bost cencelved Gl&lOGlLﬂll\. 1.¢. as
the interaction of differences in a &1w11tank1f\.
Carnival can be understeed cnly in relation to a
set of dGifferences which beth oppese 1t and, at
the - same time, enable 1t. A major simultancity,
then, must be the differcnce botween cfficial and
unofficial werlds. The normal state of society 18

¢ in whiche reot lvely rigia hisrarchics ana
hord-edeed  Givi separate  social  classys:
what is and what = not permissible in personal
relations and sexual politics. It 1= a <dtate
intclerant ct amblguities ana semant 1c

fluidity...It promotes indeterminacy. ..carnival
gvmpcl 1S tne matk and the costumo thyt docertrfy
identity and enablo transformation.(Z22).

lguist sugausts, the carnivalosgu oxperioence s

L

v

&R0}

¢ ampivalent cne, as arc thoe lives of the foemale

protagenists  in Margaret Laureuca’s and Anne Heboert

novels

fracmented lives which are influenc b

.

Both Hagar and FElisabcth ﬂ\\j) only dual, but
he

c1ry adhorence

5

tO

the official werld of social respectaniliity and their desire

to subvert this ~rder by assecrting . their individuallty.

Feminist

readers will be quick to recogniz. tno Various

forms cf patria:chies ‘as examples of the officiai'\wor]d
which can be -« orressive and imprisoning. poth The Stone
Angel and Kemc.ras:a carry ambivélent messages conccrning
the role‘of ren in the lives of Hacar andé BElisa  n. In The
stor > 5???1 aT@~§§99$£§§§§~T?T~§ffN§§~the means Lf lsolation
2Mikhae1 Bakhtin, %aoelalc and His World, trans. HElone
Iswolsky ss,

(Bloomihgton: Indiana fress, 1984) 11.
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worldés: however, they are also

v Hagsar £ oand Ellsaoetn s

veG L, petno 'cnarﬁctérs te de’ TR .Qtr engthen their
idomrities as ':Eilidual;. THus L . novels, there 1is
citon an ampivalent attituc. S Te whetner the

naividualizaticn of tad character is preferable to. her

inGi-iduation and incorperation 1nto the social mainstream.

In tnie chaptor, I will attempt to examine Hagar ana
i licabeth in the context of their novelisgic werlds in order
_ , L i . th .
fo Getornine wnich-aspects ol the carnivalesgpe experience

dutinate in tho Yespoctlyve WOrKS.

17 w. wexamlne. Margaret Laurence s herolne hagar, Wwe

/

netice  that snhe peossesses a Very diviged chnaracter. Sne

Lo a)

attempts to adherc to the cocial coaes of an cfficial world,

o~

put  also conti@uos to retain her autcnomcus, 17 Yiv.aual

quality:
€ : <

I must pe careful not to speak -«aloud thouon, feor

i 1 do Marvin will lcok at Doris ana Dboris will

]OOh m»ahlnc u11§ back at Marvin, ana.one oi them

3. . L. . . S . . : R
carl Junc . distincuishes between individualization ang

individuaticn in the followinr = 'passage: . ..celf-
-ealizatton seems to stand opposition - to self-
Givestiturc. This misunderstanaing - guite general, becauss

we do net sufficiently distinguish oetween.1nd1v1dua11cm anc
individuaticen. Indiv@dualism means deliberately stressing
and alving prominence tc some supposed peculiarity, rather
than to collective considerations and obligations. But
individuation means precisely the better and more complete
fulfillment of the cellective qualltles of the human being,
since ' adequate consideration of the peculiarity of the

individual is more conducive to better social achievement
than when. the peculiarity 1s neglected or suppressed. ™ Carl
Jung, “from The Relations Betweén the Ego and ~the
Unconscious, Prefacc to the Second Edition," The Basic
writings cof C.G. Jung, ed. Violet: Staub de Laszlo (New York
Random Housc¢, T1959) 144. Jung thus equates individual 1s
with egotisa and individuation® with integratir~ on

"particularities" intc socliety.

“4
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"rothor ‘s naving one ol her days." Let
L

!
k. Wwhat,de I care now what peovle say:

cc leng. y

Ir. this tassage, the reader 1s already nfade aware of Haagar ¢
indomitaple pride which isolates ner in Q wilderness of
egecentriclity. however, we then discover thaty the old-Hééar
is: at constant war  witn h-[ desire to cling to  ho

individuality and te the memery of past ties to others. "oh,

[
-
-+

3
sl
jn]

&)
‘:1
o

) she utters, wulle rampant with memory.

T
7
e
in
—
w

ynee into dependency 1€ tnen ©Once agaln counturactwd
by her willul Statemgngz "No, I will not think of that" and
witih tne realizatien that -it weuld bu a disgrace to be sween
cryinc oy her daughter4in—1ah Dofis. Thesy arv~som~ ol -the
f};st ingications c¢f Hauvar s strugale to retain a sonse ol
“inalvicduality ana  yet inaoanotier human b 1na .to
communicats witb in SO W, .
The rift hetweon Hagar s adhorence to.  secial
r‘respeC:abili:y and trne supbversicen of thls oraer 1= rq(lvct
in tne various ldentitles taat Hagar poséuss»x. er carliest

id is that f Hagar Curric, Jason Currie ¢ daudahten

™
3
-t
—
ot

and <cister tc Dan ana Matt Curric. Hagar 's tice to hevy
mother 15 not strong because ner motner died giving wirth 1o

Lhe girl. Moreover, Hagar s character differs areatly from

that of ner mother; she is essentially ner father s child,

partly pecause she 1s SO oomlnatoo Dy the influence of the
4Maruaret Laurence, Tne Stone /nqwl. New Canaalan Liprary.
(Toronto: McClelland and Stowart Ltd.) 6. . All subseqguent
references to this text will be indicated in parentneses
within the text of the thesis. The title will be abpreviated
as ShA.
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patriarchal  system  OF by the male presence in . her.
or iromner s . (In Kamcdrasxa, £lisabeth is greatly influenced

f‘ m_ . ’ " . .
#ﬁg worn ). nacar’'s father enforces the cppression and

recrriction of women that acccmpanles patriarchal .systems

&

typical of the victorian era and which adhere to an

Q

inflexible religious system. Jason Currie demonstrates his
patriarchal ‘heritace when he sends Hagar to the Ladies’

acadcmy to learn all the proper skills of a ycung woman: @

hen 1. returned after two years, I knew
embroidery, and French, and menu-planning for a
five-course meal, and poetry, and how to take a
firm hand with servants, and the mcst becoming
way ~of dressing my  hair. Hardly ideal
accomplishrents for the Kkind of ¢1ife 174
dltimately find myself leading, Dput I had” no
notion of that.then.(SA 42-43Y

Iy

Lowever, at first, Hagar doces not recognize this rigid side

&

3

of her father 's temperament; when she thinks of the Currie

nai., she imagines the Seottish dynasty with a sense of
wistfulness:

’

-+ geemed to me, from his tales, the Highlanders
~ et be the mest fortunate cf all men on earth,
swending their days in flailing. about them with
c.aymores, and their nights in eightsome reels.
“ney lived in castles, too, every man Jjack of
them, and all were gentlemen. HOW bitterly 1
regretted that he 'd left and had sired us here,
the bald-headed prairie stretching out west  of
us.(ShA, 15)

. . \\
HePe Hagar reveals the important role her father and his

dynasty play in her life, and how at an early age she has an
admiration for "gentlemen" and genteel manners whion she

[«]

feels she will never find in Manawaka. In his refere .Cce to-
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. . . R R . '
the "centeel" mannpers.of her anCestors, she already betraye
. L AR ) . S5
RS SR - . l )
the undeniablg, ‘ social’ erder plays 1n  her  own
.3 : PR
benaviour. She is also aware c¢i’ ner- father's feeling of
regret that she was not born a boy':
t - : M : V . by
Smart as a whip, she{Hagar) 1is, that one. II
only she’'d been--" . o
And then he stopped, I suppose becausc he
realize 3 that in the dining-room nis sons, such
as they were, were listening.(Sa, 14)
, q . —
Indeea, dagar inadvertently seems to fulfill this secret
) ‘ ~, - .
wish cof ner fatherfs on several occasions. She nues not, for \

K

example, identify with the maternal role when bdatt asks her e
to dress up as her mother for their dying brother, Dan.

. ‘ . ,
Hagar refuses because she thinks that she is not like the

nneex woman" (Sha, 25 ) whose frailty Dan had inherited. In

other werds, she refuses to play out a role that 1$ not truc .
- L

to her own nature: "to pla. at piin her--1t  was hoyond
4 j : g . Y

(W]

me" (S, 23). This refusal to take on the role cf the mother

¢

[

figure su

Q)

gests ‘that éagar wants to imitate the patriarchal
stance of her father; heg need to continue tovidcntify with
her father remains stréﬁg,vAs a result of ner refusal, Matt
irpnicélly plays his mother:and thus sets'asidé all concern
for social expectations.(In this.instance, he proves to bo
more feminine than his ~ister). This event in Hagar 's past

reveals how strongly she adheres to her traits of price and

strength,” which she has innerited from her father= and has

chosen to cultivate on her own as well., So strong is her

need to stay in character, that evep “the deatn of ner

A
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LI 4 : )
brotner will not-allow her -to sacrifice her pride to commit
an-unseciilen act. ' ' - ‘ N
- . s ’ . ' T B
, Bagar s relaticnchip with hey brothers is not a close
o ) - -
one, “simply because she doces not make an effort to

a

communicate with them. She is*too afraid of showing weakness

or .vulnerability. 'Eer need to af/llngulch herself from her

weaker brothers may be the result of ‘the fact that sge 1s

the only female présence in her immediate family. In this

conse,. she is also unique. Eventually, the mempers of

fingar s <dmmediate family all pd;s on; her brothers both die

H

of illndss and ner father of a stroke, leaving Hagar as the

sole hoir teo the Currie name. However, Hagar reports that

after Jason Currie dies, ne leaves Hagar none of = the
AN ~

inheritance, (thcreo; OCprl‘le her of the Currie 1oe1t1t§)

i

cnoosing instead to immortalize -the Currie name in the grand
éesture of * a charitablé ‘donation tc .the - town (Currie
bwmoriai Park —1s named.éfter him . vén Hagar leaves her
father ﬁo mérry Brampton Shipley, she officially drops her
Currie name and "she can only continue the memory of the

Currie clan by passing on the story of the dynasty to her
, ; :

4

son John (in the céremonial-;ﬁanding over of the Currie

« .
e

family pan)

f Hagaixé marriage to Brémptob Shipley marké'the begin;ing
of a'new identi;y for Hagar--that of Hagar Shipley, wife of
a man whose family" name sugéests* coﬁmon and Vuigdr

H

qualities: ' -

whoever chose . Marvin for his name? Bram,. I
-3
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suppose. A Shipley family name Lt Was;'I thlnx
Just the scrt cof name the Shl“]E\G would have.
They were all Mabels ana Gladyses, \ecrnons .ind
sarvins, sguat brown names,, common as bottled

beer. (SA, 32) S ; . '

2]

What attracts Hags  to Bram is the fact that he-1is an

.
1

anti-establishment man who oppoces tne rigid, social code's

im€osedh by her fatner. 1In her rarriage tc  Bram, Hagar
' /

opposes tne Father figure and galns a new dimension” as’ a .

¢

- 5o 3 2 . - oo ¢ N
lover and wife.’ Bram becomes one of the men she refers to’

‘as her "leost men! later in lifg. Nevertheless, reaardless of
’ - - :
how attached she is tc him, sne. féels the need to shape him

ingc a man of "cravats and grammar"(Sa, 50) bcecause she

_f-

cannot accep him, for what hé iS:f? very corporeal man who
lacks the social graceé.

Hagaf's‘adherence to social conventions ﬁnd her ;widQ
also make her in;ehsitiye to Bram's tenderncss.and sensitive
gestures, whici she only recoanizes yéqrs latpfu FQr

example, on their wedding day, Hagar snubs Bram s wcdding

gift of a ."cut glass decanter with a 3¥ilver <op." DBram

Qonséquently reacts .in nis predictaply. valgar way and says:
"Let”s see-wimt  you loo® 1like under all that rig-out,

Hagar"(SA, 51). VYears later, Hagar realizes, "1 necver

51n her Junglan analy:1¢ of The Stone ~Z.g2el, Angelika Maescr

indicates that "Hagar opposes The Fathcr figure by marrying’
Bram in an act of rebellion. "Rebellion against and.

rejection of the father thus assumes larger cultural
proportions, for it is the Eather in a collective value-
system that Hagar Jnconsc1ously opposes when she marries the
ne ‘er-do-well Bram .Shipley"” . (ShA, 1534 Angelika Maeser,

"Finding the Mc her: The Individuation of Laurence’s,

Heroines,'
153.

Journait of Canaaian Fiction 27 (Summer 1980):

|

J

.
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thougnt much of that decanter at the time, but now I
woulén - jare with 1t for Yany money"(SA, 62). Hagar s senge

of price and her nfed.to distinguish herself- from- others
: N )

also enteis 1nTO her domestic relations with Bram. She is

VETY selfiskl in the ,seﬁse -that she' will not divulge her

aepepds

4
) ey
Ny,

social réspectapility. (If she had only admitted—toloving

QCY on Bram for his love, love being antithetical to
ol P

Bram, she wéuld have been*liberated in .scme way.) Even 1in

For soxual relations with Bram, kagar will not admit that

Bra. s "banner" over her was love:

&

Tt was not sc very long after we wed, wnen first
I felt my olood and vitalsT™Tise to meet his. He
never knew. I never let him know. "I never - spoke
) aloud, ang I made certain that the trempling was
B all inner...I prided myself upon keeping my priae
N intact, like some maidenhead.(SA, 81) '

!

. For the young ﬁagar, then, pride 1is eguivalent to

virginity and sotial respectability. A declaration of love

for, her husband would break this Tigid socilal code that

.

Hagar ‘s father and ©Hagar herself have .imposed on her
n

y character. The older Hagar ,in retrospect realizes that

Bram’s banner over her was "only his own skin"(SA, 81) and -

that she no lbnger knows why it should have shamed ber. The
old Hagar mentions that she has no picture of her husband
and asks, "1 wonder now if he wduld have liked me to ask for

a picture cf himself, even once? I never thought of it"(SA,

.

6Y). This passage suggests that Hagar nas insignt into her

. fpagt thoughtlessness, ner lack of ~ompassion for others and
. . . - L
her egocentricity. This suggeésts a waning ¢f pride on

-
1
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Hagar ‘s part and, as 1in the decanter episcde, a recegnition -
, ‘

of Bram s impertant rcle in agr e as a manifestation of

1if
Zros cor< the Jungian principle of sexual love(the anima-

: 67 . : . A
figure).  This crossing over to an alternative_viewpolnt on

the partaof dagar reflects her desire to affirm love in her

pa

it for the sake of. social

A3

. 3. R .
11Tfe—instead of denyin

cenformity. o : .
—\\Q x Y -~ 3
Brar is alsc ong of the few people who call Haagar by

vool

n

0

r name; Hacar notes this because the concept of naming 1is

very ilmportant to her in the novel. Her first name defines

. . o _ . T

her ané sets her-apart from otners. The entire npature of
! (\\ v ‘

nawing is impertant in the scheme of the noyel as 1t adneres

? e
to a carnivalesque model. Bakhtin noteg that "the
suspension of all .hierarchical precedence d ring?carnival
. k 4
time was of wparticular significance" (10). Wwo can thus

incluée naming 1in the official/uncfficial worla opposition
i .
that we have sPught tc establisn in our analysis of
i N
- - .

Laurence s novel. The dropping &E:social appelations such as
) 7

"Mrs." or "mother" suggests a subversion of social forms, a

. . Do . o
subversion which dagar finds d:ifficult ifitiate on ner own.

6Car1 Jung identifies four stages in the heterosexual Eros
or anima-figure: ' :
1. Eve, earth: purely biclogical; woman is egquated with the
mother and only repfesents some€thing to be fertilized.
2. The second stage is <till dominated by the sexual Eros, hut
on an aesthetic and romantic level where womar has already
acquired somgmvalue as an individual. '
3. The third“stage raises Eros to the heights of religious
“ devotion and thus spirtualizes him: spiritual motherhood.
4. Sapientia: wisdom. Carl Jung, "From Psychology of the
Transference, Introduction," The Basic Writings of C.G.
Jung, 404. In her dealings.with bram, Hagar reaches thgg
second stage of the anima figure. ) )

® ¢ -

-
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——ary .Daly peints out the negative aspect cof tne dual status

cof womern:

S
Y
= v -

A%

. ..fwomehf%&ave .duality of status, and the
derivative’aspect of this status--for example, &%~
daughters ana wives--divides us against each
other and encourages identificaticn with
patriarchal institutions which serve ~he

‘ interests of men.at the expense of women. o

Bram, however, in. ccod femipist fashiocn succeeds 1in

“overcomincg social opstacles when he.says:

o

"

‘You know 'something, Hagar? There’'s men in
Manawaka call their wives "sother" all the time.
that 's one thing I never dune.(SA, 80) )

\ﬁagar cormments: ' -

|
- It was true. He never did, not cnce. I was Hagar
to him, and if he were alive, I'd be Hagay to him
yet. Ana now I think he was the only person close
tc me who ever thought of me by » name, not
daughter, nor sister, nor motner, nor even wife,
but Hagar, always.(SA, 80)

L. . . . . - /
This situation 1s revealing because 1t demonstrates
lagar & strong need to define nerself as an individual
despiz. -~ae role cther peopler play in her life; 1in fact,

this is Lhe struggle she 1s engaged 1n throughout the book:

her conflict between individuality  and ner social
irteraction with, or dependency on, others. This clash
rest ts .in a fragmented Hagar, a Hagar wno. seeks autonomy

but%; who cannct 9escape the  trappings of  social
respectabiiity.

Mary Daly, Beyond God the Father: Toward a Philosophy of
Women s Liberation (Boston: Beacon Press, 1973) 2-3. S




Bagar s empnasis on her firét name is all the mo

m

crucial when viewed in ihe centext vf Bram s sickness and

road ‘tc death. When Hagar and John return to xanawaka to
visit Bram, Hagar mentions that Bram did not know her:. “"He

3
to

idn = speak my- name" (S,

(o}

[oF

i72).. And as time passes, Bram

‘refers tc Hagar as "that woman"(SA, 182) wnich deprives

. e . : . U : - o~ .
Hagar of her strong $ense of 1identity _am indgividuality.

Lfter Bram s death, Hagar aeciaes togpdéﬁﬁhpm on the Currie
« . “."- ‘ 4\2?#-
b
oy

RS .. . ,"
plot and engraves the Shipley name on the other siae of the

-gravestone; tnis gravestone symbclizes the coexistence of

two. majoy roles in her life: ner ‘role as a daughter and

N\
descendent of the Currie dynasty, andg her life as wife "or

9e- - to Brampton Shipley and mother to Marvin and John
‘Shipley. Both tne Currie and the Shipley names  arc

‘
N

asscciated - with the men in  ner J1life and ‘with the

. L. - A ‘ . .

continuation of a Gynasty. Thus, Hagar embraces "une dualite
e 1] r = n - . . .

du monde or a- cual-world view in this = particular

’ . ’ . t . . . . ) -~

realization; haqwever, thbis dual world-view 1s portrayed by

- —m -

Laurence as a positive feature in contrast to the negativer

connotations Mary Daly attfibutes to it in ggiénd God the
Egghg;.’ It would seem then that, 1in this -casc, Hagar
embraces an un-feminist view of her 1identity.

we have seen how Hagar fﬁnctions or is influenced by her
rele a% a Cukrie daugnter as a Shipley wife ana as "Hagar."
However, Hagar's r:latiohship wilth her'sQns 1s eth more
complicated and helps define another side or aspect of her

s - . .
identity: that of a mother. A number of critics have drawn

o “
iy -
e *
ki
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attention to ths gusst for the Mother figure in Hagar's

and Jchn, she 18 inadequaéé. Marvin Tﬁx}gnored in favour of

X
)

Jjohn; 1in )}g r never pPaises Marvin; yet he takes care
. o : . - " 1 -

of her until the end of her life. She cruellygysays "I almo

' . T, .

feel ‘as though$Marvin weren 't my so© (ng 62)f. Hagar denie

. . e . é@t L
Marvirn praise for doin¢ nls-cheores, ana whfin Marvin goes to
. # ~‘-,~.Q>r
war in ‘fréncc, she 1s sc¢ consqigus“of soccial embarrassment
that she dees not even cifer nim a, farewell embrace:
: ' .

2

.1 didn 't know wnat to say to him.:I wanted to beg
nim tc look after himself, to be careful as one
. warns cnildren against snowdrifts or thin 1ce or
the nooves of horngL/ieellng the " flimsy words Y
may act as some kina of Chamm—agalnst disaster. I
wanted 'all at cnce to.hold him tightly, pleaa
with him against all reason ana reality, nct to
ge. But I aid net want te emparrass poth of us,
nor ©nhave nhim  tnink I’ad tanen lea\ewﬂpf my
senses. (SA,  129)
“ 14
3
Lven at sucih a‘®crucial moment, dacar will not let.go of

ner oride to express love for ner .on; she aenies nim

maternal love, just as she has refused tc admit to Bram the

pleasure’ she experienced 1in their sex<ual .relationship.
.

Marvin 1is treateo 11k an accualntance h¢re, and the proud

< T T i e

BSee Angelika Maeser, 1980; Evelyn J. Hinz, "The Religicus

Roots of the Feminine Identity Issue: Margaret Laurence’s

The Stone Angel and Margaret Atwood’s Surfacing," Revue

d €tudes canadiennes 22.1 (Spring 1987): 17-31; Constance
Rooke, "A Feminist Reading of "The Stohe Angel," Canadian
Literature 93 (Summer 1982); 26-41; Stephanie A.
Demtrakopoulos, "Laurence s Fiction: A. Revisioning of
Feminine Archetypes," Capadian Literature 93 (Summer 1982):

42-57. .

. . - 8 . C e ,
cyaze of self-discevery. Hagar does not fulfill this role:
ry we1ll, as we can see when she- efusec to play "mother"
‘ v - : id P :
for ner ‘dying Drother. Even in rfr,inte'action with Marvin

——

s
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hpsar refuses to agive him her Dblessina as a mothert-a

blecsine which he so desperately wants. Only later, as a
- % . ) R N . .

ninety-veay cld, dc=s Hacdr think abcut what life would have

If Marvin hadn 't Efeen pvporn alive that day, 1.
n

wongder where I d ?5 ow? 1 °d have got to scme ola
folks ~ home a cight sooner, 1 expect. There g a
thought.(Sa, 101)
) . -
However, insightful as Hagar is, the remarxable part of

her perscnality 1is ,ner cenflict between resisting cnangeo,
¥

¥

ner pride, name "The Stone Anogel." Near tne end of the novel
Hagar finally acts out the role of Marvin’'s mother, which

che never did in her vyounger days. She gives him

the
- d

parentalyblessinc that ne ‘always wanted and she tells him,

"Vou ve been gocd to ®me, “always. A petzer sen than
John."(Sh, 3204) For onc of the-few times 1n her 11fe, Hadar

-

commits an unselfish. act; she tells someone -close to her

scfething that he wants to hear, instead of worryuLnc about

tne epbarrassment or discomfort such an act ceuld cause her
4 ’ .

3 N gp—

@agar's _.lationship with her other son, John, 1S

'stronger’%han her ties to Maryin. Marvin carjpies a Shipley

family  first name, but John symbolizvs- for Hagar a
continuatior of .the Currie aypasty, a boy after Jason
L , ;

Currie’'s own heart. Hagar qu@g John the Currie¢ family pin

o

and tells him about the Currie family history. Irohically,

3

John exchanges .the pin for a pen knife.
Hagar 1s also more possessive of Jonn than of Marvin.

For example, she .is jealous of Jonhn’'s 1nteraction with
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Cornfrg. knen John wante to go back to help the sickly Bram,

—

“Hagar foole threated because she wants John to rely on her.
s o ’ . . .
s alse resents Jonn s relations with women; they remind

.hcr of ﬁrém's sgxuaiity‘and she doés not want to identify :
John with t he Shigleyé (although Joha claims that he is like
his féthef, 174 ). This attitudeutOwara John as a creature .
of social«pcffgction 1s also refilected in her wénting Jchn

to look lixe Jacob "wrestling with the angel"(SA, 179) when

he . strains to .right the toppiedrover statue at the

gravesite, the kmage peind reminiscént of her desire to make

a man of eravats and grammar out . cof Bram. The scene 1s also
comic-gratesque in nature. Ngedless fo say, John does nct
measurc up to Hacar ‘s expectaticns. This 1s not surprising

“bocaus.  Laurence is deliberately  counteracting - Hacar 's
. » . . 0 ‘ '
r desire to make serious Biblical comparisons with her family.

n writing The Stone Anuel, Jaurence clailm. that she did not
. &) < .

-

~ "hocossdrily search for Biblical symbels when [ she] wrote"
ity and that she did not want the parallel between her novel

and the Binlical story of Hagar to be too exact.9
. L

. NG

'yhus Hacar trieg desperately to treat John as if he
were her only sen and her possession; unfortunately, John

Q
N 5 28 ] ' ‘ . ) . 3 ]
o only ‘grows farther apart from her. Hagar s possesslveness,

: , L .
or Jealousy, also .suggests that John is replacing

.
N

0n* Bngm(altough she doesn't see him as a ‘*Snipley). "It 1is

therefore not sgforlqlng that, when Hagar 1s 1n the hospltal

gMichel ngré,~"Fr0m)The'Stone Angel to The Diviners: AD

Interview with Margaret Laurence," A Place to Stand  On:?

‘Essay$é Dby and about-Margaret Laurence, ed. George WoodcoCKk
.~ (Edmonton: NeWest Press, 19Y83) 197-98.

g
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ang calls out John s name, the cother patients tiHink that

Jonr is her huspband. For Hagar, then, Jehn “symboll 2o

evervthing that Br

=
o3}
=3
Q.
O
I3
mn
3
-+

and che uscs him tco gauge or
incréase her own . sonse of redectability nd self-worth,
which she could neot do with Bram cor Marvin, toe "true”
Shiplevs. .

Hacur s relationship with hor family iy coloured with
Biblical sympd OllSu, which in tarn  draws her  to an
understandainc of spigitual‘ Eros (the third stuep in the
Jungianws)Qtem of the‘E;os figure). Hacar ‘s semi-Cconscious
Journey towards a higaer plain of cxistence 1s supburtcd by

R L. . . . ¢ L.
her v.cognition of herseli ana of her sons (Marvin, John) as

playvers in Biblical evcents or as Biblical figurcs. W.l New

and Sandra Djwa both peint out tnat nagar ie referred tooas

“the Doywtian” in tne novel, that is tne Biplical Hagar, the

Ecyptian vond-nmald, and that she also has parallels with

10 o .
Sarah. tiowaver, she also seds hersclf "strangcly cast™ oin

: - : 4 11 - :
the rele of lsaac blessing his sons  : sho ascribes the role

of Jacop alternately -~ John and to Marvin. {(John 1s alsc an

1shmaecl figure bocause he 1s a "wanderilng outca t, born and
living ‘after the flesh'”).lz Hagar sccs John as Jacob whin
\ . B

he wrestles with the stene angel in tne cemetery. She soed
10 - . " : v

See W.H. New, Introduction, The Stone Anagcl, New
Canadian Library Edition. (Toronto: bkcClelland and Stewart,
1968) vill. .

sandra Djwa, "False GodGs and the True Covenant: Thematic
Cont1nu1t} Between fargaret Laurence ana Sinclair Ross,"
Journal of Canadian Fiction 1.4 (Fall 1972): 43-50.
TjAccoralnc to Evelyn J. Hinz, Laurence does not limit Hagar
E a comparison with female prototypes. Hinz, 1987.

Linda Hutcheon, "Pride and the Puritan Pascion," Etudes
Canadienries 11 (December 1981): 56.
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voreil as Jacch in cearcnh of a blescinc, and she assumes the

e

X0

rele f lsaac accerdingly, Thus reccgnizing him as the true

Wrile iacar identifies the Biblical typology 1n her

cops and in nerself, Margarot Laurence also suggests a Kina

-

o typoleay within tho aynasty of the Currie and the Shipley

)
P

s

familice. In tno Currie family, Hagar s brethers take atter

the metner; tney ars “graccful unspiri-&d bpoys whe tried to

ploase [hor] father but rarely could"(Ss, 7). Only rHagar,

"o Gidn t o want to resemole him o in the least, was sturdy

like~ nim ond bore his nawklsn nose and stare that could meet

-

aryene s without blinking an eye]asg”(S&, 7-8). A similer
cituation recurs in Hagar ‘s preogeny. Marvin, who desperately
scoke te please hasar, aces not succoed ; Hagar favours Jchn
Insteaa, bocausc marvin reminds bis xnothcf cf the common
Shipley clan. Thug, we S0 Dow tne oycl- cf roles or

idgentities repeat themsclves 1n suyccesciv e generations.

Laurwﬁ?\z coomee  to be plending Biklical and dynastic or

ancestral typelogies to suggest A mythical element 1n her

fiction and by extensicn in the Canadian identity.

Wnile liagar's f&maily members help definc her or reveal
confliéts in her ch@2racter makeup, they are not “he only .
determinants. hacar's w.  of referring tc herself also
roveals her constant strucgcle between distinguishing herself
as an individual and her conscicusness of her .. body when
Sinteracting with othcfs. we nave already alludea to Hagar 's

male-dominated background and her isoclated rcle as a woman.

>
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fo have noted tnat Hacar deoes ndt particulatly Tike to be

Gofined as gram € wife o©or as a mother. Howover, this dous
%)
- [: - - s - . ~ . - R v s N
rot irfyly thnat she 1s androgyncuds in all respects. Through
. ,

trne veico of the ningety- year cld Hagar, wo reoalize that she

taxee Qdreat palns te appear feminine ana presentable In

.

. H
{ cpite of tn. creotesguc encumbrance of hev f1 sh. She nhax o
necd to 100k and “eel attractive in spite of Loy ola age. e
v

dgiscover this when sne Gocoribos her Tilac silx dress and

rock, and also whien shel relors Lo her

ety

her cray f

hapdseomeonoss as an cnaerine guality.(Sa, ©60)

Howsveor, in spite of the care she takes teo aive the
ar;-arance of doca taste, Hacar ‘s soli-concclious  body image

and ner feolinc of victimizaticn, citner in public or in

1sclaticon, Sco® to preovail. Toe principle of tne Grotesgue
thus appoars to deminate the DCOK, civine It an aaded comice

dimension whrrh offscts the sorioue side of  the novel
- - ) - * .
(anctacy - xamp-le of the dual, carnivalosgue worla view). She

.

»

Lece  inanimate  terms cwhen  referring te her bhody.  ror

exanple, nor legs are "thlca stumpe” (S, 50} that one bas to

- R O 3 - - . : . ,‘,& N { -
gproct, she foels 1Ko o corampalating pap-toent™{Sa, 31) o
is bundled vy and nela socurely 1Tike an "ogyg in a crate”(Sh,

§3). Animal imagery also figures strongly In nel .Conceptlon

\ - R . .. - 3, . o .

of henrsol?. She 1s "like an old brown catoerpillar" (5., 208),
3

an "cic maievolent crow"(Sh, i) and  wheno she foc)s

threatenced, cne feocls like "o vonced cow"(ShA, 541, "a calf

to pe fatten=d"(SA, :5) ana "an carthworm 1mpnléd,..on t he:

fercciocusly unsgharp houx of a gafcry -pin"(Sh, S4)1. Tnese
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1ma

qoe dwell on ovisual, animal-1ike body 1images, which

<

reflccts Lagar € own preoccupaticn witn the encumbrance. of

her body, with her gestures, and with hcow they diminish her
cenec of sclf-worth. Hagar despairs over these descriptions;

Nowover,  mest . reaaers  are aple to perceive 1in these

unpleasant, oxaggerated images something humorous ana

unmristaxanly truc  of  the "human” condition. Bakh "0

cLuae cte tnat recegnition ef the grotesgue results in the

13

liberation of an individual cr of a society.”” ror example,
the inciviaual must realize tnat the body ‘and tne spilrit

4

contribute te tne who'le and snhouid not pe separated. Hagar
muct  therofore  recegnize ner  .own  comlc  nature  or the

grotosgue naturd 'of  tne  universe Dpefore she- can be

.

Tiboratea. ‘ o

hagar ¢ scarcn  for solitude, “or recosnition or for

‘

understandine of ner inner ‘yualitics which are hidden from

others by social nerms and expoctations, is reflected in her
. . n ) . _ . ) . ‘
dosire to escapd the confines of the bogy™ and hence the

’

world. She fecls most comfortable when alone, and especially

. T -
in her roem where no cone can mopitor or criticize her

!

movements. In other words, she feels that her identity 1s

defincd by her house (a very typical comparison in Canadian

-

R VS S et T e e et

v . .the meaieval and Renaissance grotesgue, filleda with
the spirit of carnival, liberates the world from all that is
dark and terrifying; it takes away all fears and 1s
therefore completely gay and bright. nl1l1 that was
frightening 1in ‘cxainary life 1s turned intc amusing or
ludicrous imenstrosities." iixhail Bakhtin, 47.

.
»



[ 9
(s

Iiteraturs) and by the objects in hor own room, "the
7/

1 am not somehow contained 1in theom and in this
use, gomething of all change caught and fixed
ere, eternal encugn for my purposes, then 1 do
ot know where 1 arm-+to be found at all.(SA, 36)

B}

v reveals her need to adnerc  to ‘the  past

«Q
[9%]

Herco Ha

experiences which help ddfine her charactoer, put she also

,

ncecas te find a sensc c¢f eternity 1n the remnants of her

past, since she cannct properly find conflict-free love and

security 1in ho . coraction with people, forxghyrw are too
: 3

“y

many physical and socral encumprances.

Ler searchn for the eternal cuality (py which she weans

her mermories or thouonts which are {reco from the conflicts

.

of speccn and actual coenfrontation with poﬁﬁlo) 1€ further

reflected in her wish to escape the confines or hor body and
~, . X
. e s

“other social pressures:

17 7 cry cut, who would hear me? Unless there s

anot nc1 in the ncuse, no onc. Some gill-netter -
E.D. Blodbett indicates that the Englisn  Canadian
novel (e.g. Alice. Munro s fiction) projects a metaphorical
vision ©f the house; the house 1s an extensicn of  the
individual, as well as a device that rclates to "character
as a probleﬂ ana process"(67). Frcnch—Canadiah fiction, on
the other’ hand, (i.e. Anne hébert’'s novelistic unlversc)
contains synecdochic referencesv to place or space.  E.D.
Blodoett, Configurstion: Essays.on the Canadian Literatures
(Downsview: ECW Press) 67, 69. Pnilip Stratford defines
synecdochic refeyrences as "the rapid evocatlon ©f the part
to stand.for thé whole." Philip Stratford, 19/6 119, 7This
analysis is particularly interesting 1in conyarlng the nature
of Hagar s and Elisabeth’s character; Hagar s mgves from one
house or place to another suggest a distinct Lx@groc%ion in
her character. Elisabeth’s naming of places =zimply locate
her in time or 1n the convoluteo narrative universo tnat she
has created for herself. : iy !
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passing the polint might catch an echo, perhaps, .. —
aré wonder if he 'd imagined it or if it could be
#he  plaintive volces of the drowned, calling
rrrouch the brown kelp that ‘s stopped their
c_uths, in the deeh and barnacled places where
their grecn halr ripples out and snags on the
grecn deep rocks. Now 1 could fancy myself there
amonc them, tiaraed with star fish therny and
surple, braceleted with shells linked on limp
chains of  weed, waiting until my encumbrance of
flesn floated clean away and I was free and
‘skeletal and  could ® journey with tides and
fiches.(5n, 162)

\ o

~

hore o Hagar  expresses the desire to escape the

2

"oncumprance. of flesh" in order to Jjourney. "free and

N . ) . . R ¥ ~
skeletal." This wish almest suggests a searcn on tne .art ot
ilagar for a spiritual identity, for a form or identity whioa

could be barce and openly displayed cr revealed to others

without tne fear of social conventiocns or awkward phys;cal

Proscenca. Furthermoru,v éhe kfejects ;the company cof people

hero 1in favour of fish; one ' can extend this preference toAa
g ; \

desire f[dr scomebody whe 1s not human--scmocne Qith wbom

Hagar could communicate without speaking, scmeone wio would

recodgnize Hagar 's true feelings. This presence wouid seem
to be God,/an entity-who would accept the "skeletal frame,”
: : 1 : .
/ . o N 8 . - .
the soul of-a perscn, without “the social and physical

§~

Hagar s scarch for solitude, her withdrawal from others

baagage.

is carried out in the hope of diving a conflict-free life in

which. her identity Qg;p be whole and pure, 1instead cf

fragmentcﬁj or. torn in two Dby social = cocdes and self-

consciousness. However, it is only through a forced meeting

- N N . . R v A
with a stranger, another human being, in the key event of
. -

-
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i

)v
R ° . X . .
the noecel, the cannery scene, that Hagar 1s finally able te

reconcile hers2lf teo her own family members, rellove herscelf

'

_of some of her past cuilt, and beccme more unified as a

person. The cannery scene and the later hospital scene arce

. . » “ . ‘ .- . -' -
turning points 1n the story. as far as Hagar s concept of
herself, her attitudes towards languagce and her usc o

narrative are concerned. All three aspects will be dealt

with in 'tne following chapters. . It is through her

¢ [a}

interaction with w~urray F. Lees 1in tnc fish cannery at

Shadcow Point that nagar is led to reexamince her attitudes.

" towards Ged ipd’her own paszt life, which-in turn allows her

to arrive at&in.acgep“*”e o? the arbitrary, comic naturc of

the universe which she . <t then apply to her perceptien of

. r : ) - 4 ) :
nerself towards the . . of the novel. After listening te

i

el .
Murray Lees  account of hig child’s death 1n a housc fire,

and tnen recounting the events leading up to tne death of

her son John, Hagar 1is able to come to an unconscious (since
- . B ’
it is never swoken directly in relation to her own case)
: \ ] ]
conclusion that no cne is to blame for certain catastrophic
' S " Q ‘ o , ‘
events, or that there 1s no polnt in plaming *anybody. Thesco
events are the arbitrary acts of a Deity whe would laugh to
see humans wrestling -with the guestion of blame. In fact,

after Murray tells nis tale (like that of» the Anclent

1
A

Mariner in Coleridge’s poem), hc and Hagar sit and "listen

for the terrible laughter of God, but can hecar only the

vapid chucklingﬁ%f.the sea" (SA, 234). Margaret Laurcnce, 4as

Kenneth Russell Suggests, thus subverts the notion of the

.9

4
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atrlarchal Godheaa by a‘firming life of 1in this particular
Canser, Lature; *

Margarct Laurence seems to look past the neatly
packaged God of the church to an vltimate mystery .
which is beyond life, yet not separated from it.
iier characters seem blessed in life, through
life, and by 1life. Some ' purpcse and meaning
oraciously sustain thelr exilstence and enable
them to make an act of trust in life itself. Life
ac a transcendent force "is the horizon against
which Margaret Laurence writes, and the criterion
by whicn her ch?gaefefs measure the church and
fina 1t wanting. 7, 7

By supverting a tragic view of the universe with ‘a comic’

ont, Laurencoc suggests a carnivalesgue dimension to her
'protagonis£'s‘rea1m of experlence.

Hagar ‘s experiencé-in the abandoned house in turn helps
her recegnize the comic, somewnat grotesque.ﬁature of the
universe in her stay at the hospiltal. The scene iiq which

R

hagar carrics A bedpan to Sandra Wong 1S .told with' a

9

c

remarkable mixtureNof sé€riousness and humour as Daurence '

provides a description of the heavy Hagar awkwardly making
her way to the bathroom: o ¢ .
y i | ,

Heaving, I pull myself wup....I grasp the
bed, put my toes on the icy floor, work the cramp
‘out, and .then I 'm standing, the weight of my
flesh heavy and ponderous, my hair undone* now and
slithering lengthily around my bare and chilly
shoulders, like snakes on a Gorgon’'s head....The
idiotic guivering of my flesn won’'t stop. My
separate muscles prance and jerk.(SA, 300)

The act of getting the bedpan reflects Laurence’'s intention

5Kenneth‘-c. Russell, "God and church in the fiction of
Margaret Laurence," Sciences religieuses 7.4 (1978): 446.

a v
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to “geal with bedily functions, which is typical of

, e 16 |
carnivalesgue traagitions.

Lagar ‘s reconciliatica with the dead son and the aid
she rgnders'to Sandra Wong Help h;; tce focus on the 1iving
dynasty -in tne form of Marvin and her granddauchter Tina;
Hacar accepts the role of the living Mether as oppéscd to
the mourning Mother. Furthermore, Dy acting as spiritual

: . »

'Eother tc anctner human opeing an the opedpan scens, tshe 1s
aple te pridge the gap of understanding that exists between
‘her aﬁé%*ner ‘biclegical child, Marvin. Thus, only by

S PR . : ¥ o :
ermbracinc ¥he world of strangers with love 1s hagar finally

aple to empraces those closest to her 1in a trutnful way.
' e —

Bl

Like The stone .Anccl, Kamouraska also emphasizes the

>

-Heoert ‘s character Ellsabebn hduga variety of names,

("c

of which ‘civcs her a different persorality. Her. names
& ;

m

sGiude Flisabeth G hulnieres, Madame Tassy, Madame Rolland #

’;bath, La Peﬁltc and L,Innocento For the purposes of

Kntln maxes a link betwcen the function of dﬁfecatlon
he  subversion of cosmic terror: "We must not forget
urlne (as well as dung) 1s gay mattel which deurades

Cx Lievqs at the same time, transforming fear 1into

‘dung is a link between body and carth (the
hat unites them), urine is a link butween body and
,J‘; Duno and urine lend a bodi¥y character to matter, to

'€ﬁ§¥ xld to,the cosmic elements, which become closcr, more

int i éte, more easily crasped for this is the matter, the
, e elemental - force, pern from the pody 1itself. It transforms
o cosmicC terron.lnto a gay ‘carnival monster." Mikhail Bakhtid,—
' Raoelals ‘and. his Norla, .33%.~Ahs Laurence clearly suggests,
Hagar 's monSter=- llxe‘carrl '2%§11ev1ates the tension that
the above scene sreates fwgbdhe reader sympatnetic witn
Sandra ‘s qondltlon. ’ o S

8%

g
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this thnesics, I will use the name "ElNsabeth® to refer to the

"y 30

9

central consciousness whilcn embodies all the “above roles in

5 A

hor dreas-like, semi-waxing state. Zhe name Elisapeth 1s

¢

also eguivalent to Hagar's first name which entails a
’ S .
distinctiveness of character. As Hagar says in The Stone

Angrl: "...who cdo you think you are? Hagar # There’'s no one
- - 1

like me im this werld"™ (SA, 250). Like Hqgar's name, in The

©1, ~ Elisabetn’s first name empnasizes the

<
i

Stepw AN
individual ve. the social baggage attached to the per§§§;

Tne 1dentity "that Elisabeth possesses in her waking
state 1s toat of  Nme ‘Rolland, wife of the respectabple
Bourgecois Jiréme Rolland. . However, she ~also wuses this
lacentity as a role that she can fall into when her othér
id atities have unnleasant dimensicns. Madame Rglland 1s
1isabeth s second married name; 1t pinas her,-oﬁ the one
nand, to tho social_duties of a wite and mothner, and on the
other nand liperates her from the painful memories of her
roles as Mme Tassy and as the woman responsible for George ‘s
damnation, the "malfaiéante Elisapeth." In this sense,
illisabeth efifects an interesting inverSion‘or subversion of
the patriarchal tendency as outlined by Mary Daly in Beyond
g9§ Egg‘gggggg: “...in patriarch- with the aid of religion,
women have peen the primordial scapggoats."17 In Elisabeth’s

reliving of the murder f Antoine Tassy, Antolne 1is turned

into a scapegoat figyre to Jjustify the illicit love

relationship between Elisabeth and George; the animal-like

17Mary Daly, Bcvond God the Father, 47.

/
e
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descripticéns that £lisabeth provides cof Tassy reinforec this

noticn as we will examine later in this chapter. As Madame

O

Rollanc, Llisabe

*h seek

117}

tc adopt tne role of the dutiful,

resy

s

ectaple, self-riantecus wife; she nides from her guilt

associated with the murder of her first husband py adopting

a mundane lifestyle of felgned respectability, borrowina o1

. . A . .
hidinc behind her husbancd s nam :

Lpouse par: ‘aite de Jércme Rollana, un petit hopme
qoux gui reclame son dd presgue tous les solrs,
avant ae fgendormirx sMen devolr conjugal  sang
. manguer... ' ;
2
M Relland  n'est  plus .gu une cmachine  aul
s agite(Kh,- 37).

‘. .- . . L. P .
hor 1life as wmne Pkolland is, i iact, alwmost at the

s from her life as hme Tassy. Her huspand 1s¢

mards on her to fulfill certain marital

Tt

duties make her feecl like a baby machiné: "J¢ n’ai ¢td qu un

Lo P L .' - .
ventre fidele(gd, 10). This view of hersel{ corresponas Lo
O

the first step of the Eros.figurcs as outlincd in’thv first
part of this chapter dealing witn Hacar 's female identity.
In Jung'svanalysgﬁ” the first stage of the pros figure 1s
that -~ the biological Eve: a reproductivc entity  or

vessel. As the wife of M. kolland, Elisapbeth ensurcs a

Anne Hebert, Kamourasxa.\(Paris- Editions du Scuil, 1970)
10. All subseguent references to this text will be to this
edition ond will pe indicated 1n parenthes®¢ 1n the text of
the thesis. For simplification, the abbreviation Kia will bpe
Tged to refer to the novel;

Carl Jung, rrom Psychology of the Transference,
Introduction, 404. '
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“lacr fcr nersclf in tne .official world, whicnh: contrasts

3

Wwith thae unofficial worla with no poundaries that she shares

witn George Nolson. This official, patriarchal world 1is

parallol ter Hagar ‘s life as a child under, tne domineering

Ll

influoncs of her father Jason Currie. 7 @2
a ) S T e
Yhe role of wme Roll i alsc-allow dsabeth t sca
Mhe role of wsme rRelland aglso-allows #hlsabeta to escape
i . ; {.'_)-’,ﬁm t §, % L2
her horriple menories that brinc.bacﬁ;theugsilt associlated
. : [ A SOl
- B

witfi tne murder of Antoine and the reproaches of Grorge
N .

Nelodn., whenever she wants to exit from an unpleasant scene, .

che falle pacr into the character of Mme Rollanc:

v

Vyous vous trompez, Jje ne suls pas celle ‘que vous
~reyez. J al un. alibi, irréfutakle, un sauf-
conduit i ‘en en regle. Lalssez-mol m échapper, Je
suie¢ Mm. kolland, épouse de Jérome Rolland. Je
n‘ai rien a faire rue Augusta...Je vous le jure.
Jo suis Mme rRelland, sime Jérdome rolland(rKA, 57).

L .

iie Rolland, Elisabc-n has a sensc of power over hev

toe Ly
IS

thoughts and memories; the role is’a safe one to adopt
bocause her husband Jerdme is a . respectable man. Elisabeth

assumes  the god-like status of a "voyante"(Ka, 184). She

-

: : e
absorbs all her other personaliti¢s and allows them to act
_out their roles at her discretion. Sne is thus distanced
from the action like a caﬂepa: “'Comme "je vols bilen tcut. En
ontier et en aétail"(KA, 205). Furthermore, Elisabeth uses
this central omniscient and omnipotent consciouspess . to
distance herself frﬁggﬁeorge Nelson by<é§£umihg the identity
i ‘ _

: R . .
of Mme rolland and cé&%equently denying her love for him:
: N : .
Laisse-moi f en aller. Devenir Mme Rolland a
jamais. 1 extlure de ce Jeu de mort, entre

3

q

0

e

T~



is an identity outelde of the bounca
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Antcine et toi.. Innccente! - Innocentce!l Jeb suis
innocente! (Ra, 233)
"
Not surprisincly, the guise cof Mne Rollana can be just

as easily abandcned 1n ravour of ancther rele by the central

-~

censciousness, EBlisabetn. She then becomes -the director of

the same playv in which she 1s an attor:.

. v‘\ .
COM\@ si de n atfendais plus que co signal,

entre en scenc. Je dis "je" et Jo suls uhe

autre. Foulde aux wvieds la  déirogue  ac Moo
zolland...iu musde scon masgue Ay platroXna, 119)
” . . .

in the passag. ajpove  svems to airect

The hierarchicnal "je q

the acLicn. HCCCIdl“u_tO uo ette Forg

1, this superior "ot

jes of time and space,
. ®
an identity which contains theo esscnce Of the incividual and
whion is  not  identifiaple witn any  of  the roles  that
Plisancthn assumog 1n the course of bhor narrativie:

- : . ) 1 ’

‘ .
Trels nows, un seul prenoms: Clizaboth, Yil
Girocteur du recit ont les maltinlos
'incarnatiQns donncnt au toxto ga diversictd ot <
souplusse. Oscillations de 1 une a I autre ot
.parfois les adcminant toutes un Jb gqul n’'ost Nl
Flizabrth d Aulniérce, ni o mme Tassy, nio Mo
Rolland, mais  un MOI ‘hors du temps ot de
1 ‘espace, au Jl%f prefond  de 1 étre, au plus

profohd du reve. )

Q
¥4

»

Having examined , the fertile yet -yterile “environment

PR

that surrounds Elisabeth as line kolland (she bears her
. - >
Y

husband cight children, but his bourgcois respectabllity 1S
N n - M
*

llfo denyimg), let us ncw look at how Elisabeth’s identity

2OJosette Féral, "Cldture au moi, ‘cldture du texte dans
1 ‘oeuvre G Anne Hebert," Voix et Images 1.2 (decempre 1975):
27b.

&
,
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ac Bligaoetn g sulnisres taxes shape from her exposure to a
EN . . N . ,A . - o -'/ “.
foanlo-priepted environment. Elisabeth’'s earliest 1dentity

©

i« tha. of Llisapcth & Aulniéres, a girl raised in the

f

compary of four womcn--her widowed mecther and hexy three

colibate spinster aunts: Tante Adélaide, Tante Luce-Gertrude

and Tante Angdligue. This environment 1s a sterile one for

4
lisabpet .: sphe nas ne contact. with men. However, when she

reachos puberty, her aunts make‘it’%ﬁeir husiness to'e&each

Llisaboti how to e a preper lady: L9 o
' | o &
--l,n netite grandit a vue G oeilts )
, ' “tiens-toi droite, le Dbuste Dbien
. ddcgagd. Surtout ne t appuie pas au dossier du
fauteull . o
--11 -faudra#t changer ae couturiere. Ceil=-Cc. ne
sait pas plauer® droit. ’
--% ‘oublie pas tes PAques. Ne lave pas les '/ ux
Ge ton couvrace de ‘tapisserie. Ta beaut: et teos
‘ponnes manicres feront I'e reste.
AdGolalac, LUCe—GerErude,'Angélique tourbillonnont
autour 4o la Petite. Surveillent sen polas et sa
taille. (KA, 59) ‘ ‘ '

T Ly D

o Llisabeoth’'s aunts refer tc her as la Petite because
| =, T

they seem to resist the reality of Tlisabeth’'s. growing

awarcness o her sexuality. When remembering her past
B N T

’ : . # :
experiences associated with -the murder of her husbana

Antoinc, Elisabeth: refers to hdrself as. Elisabeth

d Aulnieres, as la Petite or ]l “Innocente, because these

childhood suggest the image of a

» |

r non-sexual environment. In the

*

.

hames Q&ich spring from her
sécure, uothreatening,
gole OY'E}isapeth d'éulniéres, Elisabeth -sees herself as a
child-like victim of”thelvulgar and Violent.Antoine Tassy.21
The tﬁe&* of childhood or 'the notion of 'putting of f

<

RN



Sne uses this imace cof horself te justify her acticons and to
cany ner guilt. Heowever, llke many states in Kamcuraska, the

n
-t

s“ate o©f. childnced 1s alsco surrcounded by an  aura ot
ambivalence. Cn the one hand, it 1is a time of 1nnocence, o

presexual state cf purity; on the other hand, 1t sugaests

the f el lity of Clisapeth’s exlistence 1n the presence af
her svinster aunts. Thus, Flisapeth 's world is carnevaloesgue

or 'dual: in nattre 1in much thc  ame way as Hagar s. As we

N

have ,already npticed, dacar s cnildheood 1s alsc tineod w oo h

ty

a kina o ampivalence; she 1s under the gorination oi &

fatner whe oppresses her individual 1ty by sonding hev to the

lJadies  academ, sinstcac of to the teachers ” college; yor che
slsc becomes aware of the richness of her Scottish heritage.

4

however, snhe does not have a mask of innoconce that she Cas

don at will. She 1s much more aware of her own failings anc
< . -

of the cenflicts in her life; ner awarzness of lavahtor and
<

humour in the universe allows ner te o acciopt the

arbitrariness cof all human experience
-
Elisabeth, on the other hand, 18 cntrenched  1n o«

) :
personal, traglc universe and chooses to deny her guilt. Her

experiences are therefore suggestive of  the  Romantics

prety

grotesgue cor Gothic worlé as opposed to the Medieval or

adulthood and all of the responsibilities and sexual aspocts
that accompany 1t 1s common in French-Canadian llteraturc.
(¢.g. Marie- Claire Blais, La pelle bite and other Anne
Hébert novels). wany of Anne Hébert’'s cnaracters view
childhood as a time of innocent sipling love which also has
connotations . of 1ncest (e.g. Michel and Lia in Les chambroes

de bois, Julie and Joseph 1n Les enfants du sabuLat.

Like Elisabcth, Hacar also feels Sor-oocutod at o btimes; .
.» L '

AN

3
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e [ sooro. ayetescos wnich pervades Hagar s worla view.
. A
S o= sy war. as Elisabetn d Aulnisres as a mweans of
e ang s a moans of 10 oratinc herss1lf from the gullc
.L:i'x' fee 1|
s

Gorlinor scn now. Se nommer Elisabsth d Aulnieres

2 janais. Hapilter toute sa chair intacte, comme

1o sana ligroe ot jeoyeux. (KA, 23)
However, tnis tompcrary colebratery act (whicn characterizes
too carnivaloggas) 18 always counteracted by the nature cf
th faifE thot Elisanctr deng throuchcut the novel. Masks 1in
KinCulisia G net o turn terrer  1nte somsthing comical.

. functicen

"

they

Pt

cr

Instead, docwivie; ney

- 24 . . s . .
carnival” which 1g marxed by 1solation.

that, in.  the Romantic grotasSgud,

ot

YOegenerating Madaness 1§ no

POWET .

moificial reascn," but acquilres 1nstead

- 2

aspect ol 1ngiviaual isolation”

generalizatiorn

a te linerate hersell ultimately

is a Remantlc aroetesgue one, ana  as

; . 4 . 24
aruucd, a cotnic werla.

.

cauaht 1n world of

Pilsaboth 1s

A
a

paradoxes. lronilcally, the name that she

as

"laughter"

lenger

1f

an "incdividual
Raxntin inaicates

has ne

(o)

"aay poaro f

al v 0

somper,

a

tracglc

we apply this

to wliszboth'¢ acticonsg, we can see why ﬂkrur

\

fail. Her universe

¢

ccmes critics have

and

o

contradictions

3

¥
uses to escape the

quilt sociated with the name bme Tassy is also w-soclated

with 1 steriL®, childheod convironment that she chos. to

RN

SSBakhtin, 37.

S Bakhtin, 34,

24 . ) . . . . L . .. .
Arno.u L. Daviasc ., "Canadlan "Gethic ana Anne Hepert s
ISTEN " Medorn Fiction Studies 27 q198l): 243-54.
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escal« &y marrying antoino. Thus, rlisabeth oscapes one
sriscon onlv o to ¢nte v Into anctiior.
Dventuonlly pllisabein Goos ahanden, Skl nalden DAt too o
B . ~ . CN
o _ ,
tas. onothe naro  of ancoher. Elisaboth’™ @ Aulnicres,
1 Inrnocen<e pecomos the "jeunc f1lle A marioer™ (Ka, 69) when
. (A
hor  potnor  deciées  cone dav: "11oova  falleir marier ha
- :
Cotite" (KA, 60). Snortly  aitort thils .annodancoment,  tho
s : = ARV . A A C gy ; ;
houswneld makes  pregarations  rore the fGoverner s b and
Pilisapoth s itorosted gt
; -l"i‘/w - o : , v. . ) *
CET SO (Ko 6b3), asxind Al oy tne promiscaeus SOV NL,
. N 5 N -
T : RS R - : -
teo tobl Heroaboot hontwn® encéuantors owltho eyl rhe el
' e T H : . .
reorssonts  plisapcth o0 1nitlatiin Minto o sohuality o dna,
: : - . . , : !
reilocte ner deslre to preak tles with the femala domngted |

)

ohs

world of the heuase-on tno rue du Pariceiv.” Thie bhreakino o
)1 . + . ‘ \
tice wiviv the fanily (o the offzclal werdd) o« alip qros ot
: ‘ | R )
in 1he Steono Anctl o owien hagar leaves her fatner ¢ hous o
, o ’ " .
marry the unco. ,  sccial rebol CBram. Blisaboth romciure -
with oxcitemont thegliants and sounds of the ball:
5 o . v )
Jo Cro1s guw 1. Gouverneur(dancer a on pordre 1o
souffle) me renvarse sur  son  bras.  Comme ol ¢
fleur qul s, pame...Ma mhre dit oggu 1l faut ome S
marier...Lus, sargons s essoufilent, renGelont,
pareils & ;a0 o petits  cochons, parauds et
maladreits. 1is me recardent par on dossods. Mg
. mere dit entere gu’1l faut me mariler...hurclic,

il faudrait
falire? Je
gargons...:(Kh; 64-

voudrals

~~~~~~~~~~~~~~~~~~~~~~~~ 2

gue .o o

te parle pourtdnt.

Connme:nt -

Savolr. ..

!
les  gargons...bos

5)

25 . . . ] - L
The ball cr the dance scoms toe be a CCnmon inotif or scene
for female sexual awarencss or 1nitiatlon wxperiances LT

literature. 18
of the dance
snort story Her Firew
the aauit

Emma Bovary

+
st

kall

-8

in dadare bova

worid by attending

madr. avar. of tho sexual nature
ry, afjd in Katherinc mansfiela s
, thesheroine 1< 1nltifitea rnto
a aaryce . . B

|

¥
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t

[
g
n
-t

t1ear®r. ¢ runturc with her "cheres pet

antes" (KA,
() Se ¢ogveiiyr veveo:oG in ner interest in hunting, which 1s
ot ".in passe-temps convenable vour une jeune . fille" (KA,
66 ) j.¢ ar frtemis ficure, Elisapetnh embraces dganger and
¢« .
canning.  Althcusn sne 1S prescmably  the prey 1in  per

Cneounter with Antcine Tassy, she, will alsc acqguire the role

i othee goddoss wne dominates the animal world (in which she
placos Antoind nag  Gecrge respectively).A Erifh Neumann
pointe outoothe ecrucl and  arci®yary nature of Artemis’
GoSires }ﬁ D1, GCregsc murter or  Tne Great Metner: An
AWal'Li;AQE;EQg Archctpe s

CS

...in the's matriarchal unconscioys phase, a
forinine solf  creates an inner hierarchy of
.igaco in the human psyche manlfests

the uncensclis and unwilled, Dbut purposive,
crder  of nature. Cruelty, death, and caprice
stand side by side with supreme planning, perfect
uurvosinness;'qnd'immortal life. rrecisely where
mar ie a creature of instinct living in the 1lmadge

¢f the peast cor half-beast, 1.e., where he 1is
wnolly cor in large. part dominated by the drives

ot tne unccﬁégious, the guiding purpose, tne
uncenscicus spiritual order of the Wwhele, appears
©as a S?o< ¢s . in human ferm, as a Lady of the

LJ‘

DOWers,  her

=

A

Throuchout the novel - Elisabeth »ws  Antolne  as . a

peast:; in fact, his murder 1s .lilkened to Slaughtering an
aninal. He 1s easy came or "gipier facile"(KAa, 67)." 1t is

26 o : : RS -
Erich Neumann, The Great Mother: An Analysis of the

Archetype, trans. Ralph ilanheim. (New Jersey: Princeton

Y iversity Press, 1963) 278. ' .
For an elapcration on the animal imagery in Kamouraska,

Albert ioGrand = article "“Kamouraska: ©ou 1 Ange et la

Studes f{rancaises 7.2 (1971): 119-143.

se
%‘; "

¢
ote

P
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durinc the hunt that Flicabeth meets Antcoine, who comes {roon
& gocd - family put who is nevertnelesz a "veyocu" (KA, 69).

Tlisabeth, howesver, feels that she will naxe him "Tespoect

her: "Je me ferai resoecter deo-luil, comme ume jeune £1lle Q.
X ’ y
= ' E)

marier" (Ka, 67). Her attitude towards Antelne 1s Vory muoh

like Hagar s view cof Bram. Hacar chooscs to marry Brampton
Shipley because he is an introducticn to sexuality, and yet
y . : : .

“9im into a man of gravats. Unlike Hagar, howover, whoe loves
[ N !
th docs net love antoine("jo suls -marice o un

B

Womme gue e on aime pas"(a, 70)) ana she o seens. te do

[

ram, Eli1sap

through with <the marriace out cof & sanse of »sccial
. R o

sligation and for the novelty ol the eyporicide:

‘

--FEleonore-Lliganeth d nulniore s, L ne Z - vous
oy v pour epoux, Jaccgues-antolnc Tassy? ' .

11 faot repcondre "oui,” bien fort. Toh Yoile o
maride. Ta courcnne de fleurs @ crangoy . Hujrbbw
5 traine. Le gateau de noces, a trois ¢rages, .
nappé de sucre et de creme fouetteo. Les -invitids
se mouchent derrircre toi. Tout le bourg’de sorel
attend pour te voir passer, aulbras de toxm jeunc f
QPOQK.(KA, 70) o . S
£

D i
‘

Lfter ner marriace  to Anfoine;i'Elisauwrhf.bocumvs

o . .

increasingly conscious of his animality and vulgafity. She

contrasts nim with the delicat® atmospnerre of the
. ?

governor ‘s pall. Antoilne and his frigngds, "sent @t ola’ saeur

o ey

et la crasse. Ils se déménent on dansant ‘@t ciicnt comme deo

o N ~ -

pétes gu on éucrge (KA, 72)..Antoinc also loves "les filles
. .

pas laveécs, a 1 cdeur musguéc"(Kh, 72). Llisaboth assoclates
411 of these features with thé Tassy lifestyle and, as- a

.
.

£
Feln
ARl
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resule, chocegsg to refdt rto herself . as Elisabetn

a AHulnieres, épouse G Antoine Tassy"

ias]

insz\id ol Macans Tasey, which woula maxe her 22l

J

- 2 - : : . - o . . -
taintodv Shc thus - becpmess obsessed with the 1dea ot

reraining purd and untouched by tne Tassy hand in order to
) @
return te nor sterile -childhood state, whid&h represents a,

reversal of nor carlier desire to escape the claustrophebic
¢

————

1ito with her aunts:

¢ ne marira plus dans mon

Y ine. Ne se choisira un sexe
¢t un visage da la nuit. e voici libre et
ctérile comme si nul homme ne mavait Jamals
touchec¢. Quelgues jours encore et je serail
purif{ice. Lipre.(KA, 118)

msucun eniant d Antoil
N r

ventre. hNe pre “a .
ns

-~ ,
Wnile remenberine the events leading up to the murder ©

h

antcine, Ulisabeth refecrs to herselfi as Mme Tassj only
through the ‘vq}ces ci ctner peqple, which creates a
distancinc effect. Fer example, Elisabeth iiragines George
Nelson passinag "dix fols pcutjétre, devant les fenétres de
Mo Tassy" (Ka, 129, By v;ewing hefself as lime Tassy here,
Elisabéth sugaests the disﬁance between George and herself

i

the barrier caused by her marriead

tn
,_.
I
—-
-
0
Pt
2

)
jo)

as 1t 1

name. Furthermer< ti- name Mme Tassy 1s not unique because

it already belcngs to Antoine’s mother. In other parts of

the novel, (fClisabeth Secems to associate the name of Mme

Tassy with guilt; thus, she never says “moi, Mme Tassy" the

way she says "Moi, Elisabeth d ‘Aulnieres" or "je suls Mme
Curiously enougn, Elisabeth’s descriptions of George
weeson also dnclude references te animals, only in these
references the ®images are positive 1in nature. :
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"Rollang"; she is nme Tassy only te the veilces of outsiders.

Zlizapsth feels that these velces judee her and mepiter hev

acticns, thereby drwainc attenticn to her guilt:

Danseurs, danseuscs et chaperens so figent
et, retiennent leur soulfle--Quelle apparition
adns 1 "encadrement de la porte! Mne Tassy et lo
ddcteur Nelscn, grelottants, le visage rougi par
le froid.,.Insclents, quoigue trShués.(KA, 138)

f,.

The tone of judgement 1is alsc present 1n  the fellowinu
N .

'(-)
o8]
n
in
o]

(2
(M

Un témoin s avance, un deuxleme, un troisieme,,
puls un quatrieme...Ils déclarent tous, sous la
foi du sermcnt, gu il y a un commerct crimincl
entre le docteur Nelson et Mme Tassy (KA, 155).

3

'

in these passaces, Ellsapcth projeocts a sinsc of cuilf
LY

when remembering her afifalr with Georce Nalson. Howover,
because she views hersel{ through the eyes of society, sho

creates a distance and thus avoias admitting ner gullt 1n
thne murder and -in her adulterous affair. 1In short, the

¢ :
guilty verdict 1s proncunced by the voice of society and ot

by Elisabeth s, which maxes it possible for her to deny dt.

Interestingly enough, the sensc of justice in Kamouraska 1%
. . . -~ L4 ‘ ’ ) . .
the justice of the law and not of God: "Point de¢ pardon 1C1,

puisgue Dieu n'existe pas, n®x jamais cxistc. Injuste

: %
justice de la Loi...““9

In order to free nherseli from the identity imposcd upon

her' by marriace to.Antolne Tassy, Elisabeth seces herscli as

29 ‘ . ; . ) ‘ , .
Fernand ©Dorails, "Kamourasxa d Anne Hébert--Essal | de

critique nerméneutigue" -Revue de ] ‘Université Laurcntignne
4.1 (1971): 80.
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the puriflcc lover cf Gzorge Nelson. With Georce, she 1s no

longey o Tassy,—wife ofi” a wvulgar, brutal man, but

Flicapetn, a rocentacle of purity, a (ifree entity«- This
¥

concoption of herszlr 1s -very similar to Hagar 's view of

Boreclf as "Hagar", an incividual free of social ties (the

role of somenody s wife). Like Hacar, Elisabeth is thrilled
when her lever calls ner b;aher first name: "Elisapbeth.") il
wa apu.lde par men nom"(Ka, 125). JnliXe Hagar, however,
lleabeth always needs ancther person to help ner arrive at
this ‘truc  identity or core self. We must remember at this
peint  that  there is an essential difference between the

rolos of Elisabeth d Audniéres and Elisapbetn. In the case of
[0 ° )

“tno former, the perception is one of a pre-sexual being, a

woman raised in a sterile, female environment by spinster

1

—

Aaunts and in a state cof security. As "Elisabeth," however,

5

(n

Hépert ‘s protagonist secms to arrive at a higher plane of

\

coxistenc., at the wlane of ex&erience. Thrcugh George

Wweleon, Elisabetn believes that she can fing purificaticen.

’
.

She tnus convisions a kind of rebirth through ner interaction
with Geerge helson, whe takes on the traits of a divine

figura:

Vous sanglotez de joie, docteur Nelson. La paix
clle-mdme vient a votre rencontre (KA, 155). ’

George s éloigne de mol a nouveau. Conment faire _
pour le rejoindre? Je suis encombrée. Surchargee.
Ligogpe. Prisonnieére de la rue Augusta et de la
ville de Screl. me libérer. Retrouver 1 enfance
libre et forte en moi. La petite fille aux
cheveux tondus s échappant de la maison par une
fendtre. Pour rejoindre les gamins de Sorel. Que
faut-il faire? Docteur Nelson, gue faut-il-faire?
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Dites seulement unc parcle et & veus cbdéirai.
Deis-32 & pouveaun sacrilfier ma chovelurew: Lalsser
Gerriere mel meos enfants et ma maisen? Hers do co
mende, si vous le désirez. Cest 1a qde Jeoveus
Genne rendez-veous. Telle gu'en mdi-méme, abzolue
et libre. Btrancare a toat <o guli D est  pas
vous. (Kh, 123) o
I
>

In Gecrge, Elisabeth sges tno possibility for litwration

frem the prisen hcouse cf marriage to Antoine Tgssy,,just as
Hagar seems O Seagcb for libkeration from the ties and
expecfaticns cf scciety. Unfortunately, for ligaboeth the!
only wayv o©f effﬁct;r ;

cesuch an escaps 1s Dy commltting the

- .
murder of Antcoince. Zlisahoth must traverse  the realm of

. R YU
. [ - . . R . I . .
quilt bpefore .sno can enter 1inte this state -of bliss or

sscond innocence with Geerge. Ruth mMajor indicates that many

of Annce honert s fema%c cnaracters arc marginal o wome aw

"Ll devieht évigent guo les femmes ne pouvent O0re cots
gue dans 1 ‘ordre & un discours ou A un ctat marginalisant
(comme le meurtre, la sorcelloeric, le vampjrismw“).3u Thie
is necause the acceptable sccial a‘tjvitioé pelong to the

realm. of wmen, and the women must assaort thoelr individuality »
o .' , ‘ 31

and identity in scmo marglnal way.

Antoinc must pe eliminated, not only because he poscs a

threat to Elisabetn s sexual affair with George, put beccausc

he shares George’'s ‘actual | chllohooc(th( played chess

Ruth Major, "Kamouraska et Les Enfants du sabbat: fairce
jouer la transparence," Voix’et Images 7.3 (printamps 1982):

Jull in Les Enfants dy sabbat is a witch, Hhelolse 1n
Hélolise 1s a vampire, and the Atkins sisters in Leg Fous de

Bassan arc nympn-like creatures. £lisapeth also has an
other-worldliness that seeks to transcend the petty
bourceois, ancd therefore socially acceptaple role of Mae

Rolland. : .
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socetrer). Dlisapocta soes this bend as a real obstaclte to
toral unicen with Geerge %gfausc she s2es childhcod as a
st=nre in wnich time 1g suspendea:
- .
o . . - -

11 [Gecrge] se¢ retrre avec une facilite, une

impudear totale. S'abscorbe sans doute dans une

Tuctte ot savante-partie d echecs, contre un

cargon blond, (Antoine) pattue d’avance. Il faut
ramener cet homme pres de mol. Interrcmpre sur-

le-cnamp  une artie ¢ 'échecs entre fantomesw
Docteur Nelson, je vous aime farouchement Jjusqu ‘a
. aisirer f{ranchir. avec vous les sources de votre .

onfance. Pouwr mon malheur Je les trouve ces
ine O nextricablement mélées a 1 ’enfance
Tassy. (KA, 122)

11‘}"%;»“'»»11::.:1 nating Anteing does Elilsabeth reel that she can

-y

sha®e Iné ofchilahecd with George. . -
% c.desire teo arrive at this purified s®ate with%,

Guorac by way of tne marder 1s transiused wilth an abundancn
AN
of religious i1magery. These religious imaces or tﬁ use ¢

(Sn i

o

inverted tywolosy helos define Elisabeth’s role in her
yolationsihip wits George and how she sees him. Elisabeth

ceos thao St is possible for her to be saved only through
' 7

.

the death of antoine: "I1 faut gu Antoine meure et gue je
scis sauvée do la mort" (Ka, 167). This is one example cf
the pcrversion: of the Christiéﬁ notion of éinners‘ being
saved or finding salvation through the death of Christ. In
this particular 1instance, a4 sensc of personal Jjustice
subverts the ju%aicé system of patriarchal Christianity; .

ancther exanple of distorted typology in Kamouraska 1s
rc{lcctod in Plisabeth’'s view of herself as "life and

deatn":



I
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¢ suis 1 amour et la vie, mon exigence n'a de
o’ﬁaraole Gue 1'absclu ae la mert. (KA, 170).

g
Elisab=+n views hersel! as a Christ-like figure here 1In

contrel ¢f the destiny ci others. She suggests that onty
thfough death can Geoeorce arrive at her source ¢f love and
life. Tne 1rony ’pf course 18 ghat tnis death not only
invelves self—sacrifice cr the part of Gco}go, but also the

murder or

op]

acrifice ¢f Antoline Tassv. As a result-of these

acticns, George XNolson will  pecoms a fusion of  divine
goodness,\and4 Gemenic, Syrébnic madness  or "leo rol des

-r 3

démons. " (XA, 1Y%6) This co- ox xistence of %the pemonic and the

divine principles reind the ampivalent nature of  the

universe in Ramourasxa, linkirn o it te the duality of the

carnivalesgus traciticen.

~ o . LT
we can sco, roligicus typology and daentities do play

~

Y%n important role in ferming the self-1mage cf Elisabotn in

Kamourasxs: and of nag jar in The Steone Angol. Both hadm and

Clisabetn seek to escaps constraints placod o their by

society in crder To reach a highor, purer or more Plierated

state cf exlstence, the uncfficial. "world of the

carnivalesgue cxpoerience. Hagar degires to  ascape  tho

encumbrances of the - physical self and certain social
o

¢bligations. Tnhis cannot Qe effected by a seclfish -act; by

. - . . . 1 -~ -
S eaking the truth and by committing unselfish deeds, Hagar

3’ N -

uth iajor succests that in Hebert ‘s novels, Ifemales nave
the power that 1s ordinarily ascribed to Goo in Christian
Goctrine: "Le pouvoir de vie et de mort qu ¢lles detiennent

(gqui devailt appartenlr a Dieu, selon la noralc cnrétiennc)
en fait aes étres a part" (1982: 466).

-
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4
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%
Al
liperates LLIﬁtlf r. scme wayv. She alsc recognizes éﬁ%

[

coric, arpitrar. nature of the werla she lives 1in and

4

reconciloe nere-lf to the worla cf carnival. Elisabeth, on
. ’ A

the othor hand, triss to arrive at a purified state Dy means

¢ a crime., througn cuilt, through selfishness, and through

r aemands on ethers. Furtnermore, she concelves of herselt

=

as her salvation, unlike Hagar

(7)

ac apsclute ana segs Georce

wno searches for peace and. freedom through unselfish acts
Ly "R‘ -
Hesel possibilities in other pecple,

t+

even in God at tne very end of the novel. Elisabetn’s

jod)
o}
[of

universe, ~as Phililp Stratford peints out, is essentially
3¢
traalic; spe lives in a world of the Romantlc dgrotesgue

which centers on tne f=ar-inducihg power cof the individual,
resulting in compiete isolaticon. Elisabeth’'s dishonesty in
rememberine cortain events isolates her from the rost of

ult,? she cannot find her essence or arrive

9]

socioty. S a re

at a sense of relative wholeness as idagar does at the enc of

‘

1

The Stone Ancel:

iy —_ T Sl i = »

‘Le tenps d'un éclair, entrevoir la reconciliation
avec  soi-méme, vainement cherchée depuls le |

commencement de. ses souvenirs. Se decouvrir

jusqu’a 1 os, sans 1 'ombre <d une imposture.

Lvouer enfin scn mal profond. La recherche
R I : . . L N
Irn his analysis of Kamourasxa and The Diviners, 5StratIiora
writes, "Anne Hébert's work is...totally different from
Laurence s. Where Laurence is comic, Hébert _is tragic. Where
Hcbert s structure is dramatic, closg-knit, almost
presexv1na the unities of time, place and action, Laurence's
is an 1itinerary sprawling 1in time anc place and welcoming

j}thc diverting detour, 1ts ty assured by the central

.characte who unaexgoes\ chanGe Cherself as +the action

progresscs (121). The emphasis Sn the unity of character in
The Diviners can alsc be applied to Hagar at tne ena of The
Stene_Angel.
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i
éperdue do la possession du mende.(Ra, lov)

.

5s Dlisz,etn searches for her true sclf 1In vain,
. v : .

because shs denies the truth of her guilty invelvment in the

muPder of ner huspand; nhacar, on tne -otpor hand, recencilloes

herself with otners and finds unity threough tfuth. In
Jungian terminclegy, hRacar succoods because she undordoos

the process cof individuaticoh which rececgnizes the blending

- ‘ . & . . o .
.0f sccial norins anga an 1ngiyliaua: s [‘&I’thUl(‘.l'ltl(‘F toe torm
<.

a whele persen. olisayotn, on tie otnor hand, falle bocause

sne fcllows the cult  of individuality which pecom:s

Syncnymcusy wilth Qgczism. Patricia Smart sucoests o that
glisabéth's tracic cutceme is tne result of her desire to
nursue Kemantic ideals and her reluctance to come to terns
dinar;” 1ife: "Anno Hibort' is pfrhaqw Sugguétinu
tha£ love and auwthonticity, lic ncot in the snare of  the
absclute put in the limits of life in timc: givind birth,
cleaning Qirtx little races, keepino the larder stocked wiltn

sugar and ly¥ing beside a  husband whe is. ‘gentle  and

W34 ' L .

dull. 1 am not so surc that Heébert 1s approving ol such
bi 4 .

.

‘a complacent 1ifc for women 1in general in Kamouraska. She

N | .

predehts us with a problematic conclusion to the, novel,
which is appropriate for a character whosc. sclf 15

problematic. Thus, 1t 1s highly unlikcl? that lié¢bert would

approve of a life of domest-ic banality for -Elilsabeth; what

-

she seems to promote througnout the work is the ola Polonian

p - icia Smart, ‘“wovels and Noveligts:. Kamouraska,"
Quc 1 - Quarterly 81.3 (1974): 475. ’ K
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"ro tnine own solf pe true&" recardless of tne kxina cof

i<; this is surely where Elisabeth misses the .



CHAPTER 11

RPirary Swecch in The Stono Ancel and Ramouraska

f

Margaret Lauvence s The Stenc Angel and Anne Hobort o«

Kamouraska are novels that revelve  arcund  two- foemale
orotagenists and thcir strucgole with lancvuage. Haaar Shipley s
and Elisapeth 4 Adlniercs are the victims  ana  the

manipulaters of lancuage; as a result, lancuage both shaprv

-

and. fragments thelr identities as women and as cemmunicaters

in a particular scciety. Thiose  cnaracters  expericnce

conflicts and divisicn bocause they 1solate themselves trom
the voices or others cf their respective worlds. iagar and
Plisabeth sense  that they stand apart from the rest of

society, and that vi.y poesess fracmented Idontitices. Then

fragmented langu. r is vet another eoxpruossion < the
carnivalesque experience which pervades beth novels. Julia’

Kristeva points out.-€ome of the features cf carmval esaue

4

discourse:

‘Les répétitions, les propos dits  "sane
suite" (et gui sont "logiqucs". dans un ospace
infini), les oppositions non-exclusives Gui
fonctiennent comne des ensemples videsg ou s
sommes disjonctives--pour ne citer gue quelqgues
figures propres au langage carnavalesque=-
traduisent un dialogisme qu aucun autre discours
ne connait d une maniere aussi flagrante.... lc
carnaval conteste Dieu, utorite et loil socialco;
i1. est rebelle dans la mesure ou i1 ost
djalogique: il n’est pas etonnant gu 'a cause ac
ce discours subversif; le termc de "carnaval" ait

Y
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; 1€ ians notre scclete2 - oung sigrification
“ertenent pljorative et uniguement caricaturale.
wett,  Tre S-onc fAneel  ané  Kamcuraska reflect the

Carnivalosa s expoYIente Tin the opposite forces cr tension

inheront in the interplay cof different discourses in the twe
: : 2
nool s The {omalc wrotagonlists in the respective wcrks

constantly survert thio glrsceurse of the official world as

typificd b2 patriarchal, Christian, social confermist

n The Ztorno Angol, Hagar perce eives language as beinc
AN stOhy allbe s e Juad 2

intimatoly linked to cne s ldentity and more specifically to

bt own s 1f-imaoe.  Near the beginning of The Stone Angel
Tn 4
ol descripes  her pfather as a seli-madse man who never
holicved in wastine a word o©r @ minute"(SA, 7). Hagar views
. . : \
Jason Shipley as a man who 1§ stinugy with hie praise and whe
dor = not b lieve in coverusine the spoken modium. In this\\

sonee  Hagar is very much  like hgr o father since she tco’

belioves in withholding pralse as wo noted in the preceding

‘o . -

chapter on identity. For ckampiée, &he deeg not praise her

. ) i .
. N H ' ¥ : ¢ ‘s N
son Marvain wnen he u% 1y <o wlctes¢hrs}ﬁﬂogc,. She also
L i T -

falls to wish him w:ll‘just bofere W leaves for the -war’

h. . - . )
bhecause of her sense cof sccial embarrassment:

1 3idn 't know what to sav to him., 1 wanted to beg -
him to look after himself, to be careful 5 onc'
warns children acgainst snowdrifts or thin 1ce 01’
the hocves cof horses, feeling the Diamsy - wordc’

- may act as some k'ing of charm aga’ndt d;saster.
I wanted all at once to hold him 1ghtl§, plead
with him aualnct all reason ‘and reality, nct to
J.lia Kristeva, "Le met, le dialogue et le 'oman,”
ser idtika: Recaerches pour une QemanaWJ%v (Faris: . Editions

au Scuil, 1969, 161. .



y

s borh o of us, J
IR

ave o Yy

-

coto express affocthon and praise is due’ te b

at+itude towards spoeodh, whicnh ghe views aroa
> I - -

- - - - .
e “expresgsicen of  true foclinos. dn thae
p o
. - //,,-. . . . . -
irgtance, the /difiiculty  in  communicating o ix o linked  tos

s dgniaf/of the methor in aer, at least where Marvan

¢ - concormod.  Fsrthermore,  hHagar 1s o very  aware ool the

divisien that ooMists  potweon o specch o thouahitsg
}
/ . 1

.

division causcs hov o te bi hypercritical speeech Jaro te
fru 21 . - £ oy _~',‘1.,. e N AT S : \ . N l e (;l .
G g JNCOMI QY Taidi < whon  ceommuanticatina : Othe v, Sy

: . ’ : . : C L R
\ECICClYCG a Sswllt 1in Doy laoentlity, beCo o shet distanor s

J

n

hersclf froo her cwn SpooCh acts by cotine naoen then s i
, ] |

Thoy woers Liiorca oy a Complorsily diffmyper proreoin
. 3/ . .-

Marcaret Laurs- oo s opretagenist e coxtrenc T consor oy

. - \ . , 5
. s A
. . -

of utterine  the Inappropriat phraste o wore oin. o oa”

9

particular ssituatiorn. Her soelf-conscious Attitad towardr
‘. ! . & 4 )

speoch 1g thus 11 U with noticns of secial provractydand

expoectation and witn foclinags of dnsccurity. v}hlrﬂﬁdﬁp}“q

the youns Hauar is toc proud to tell Brawm that- she enjoyo

. .t - L \ ’
their' sexual enccounters becauss oh oos DOt foe]l that these

3 ! €

. . . . . Lo f ' .
¢r ounters can be doscribed 1noa oo “ally ac2tprable manner s e
]

\ o )
‘Love, 1 fancied, must consist of -words and dgcds
delicate as lavendor sacnets, not ike tne things
he did sprawlea on the high wnite bedstead that
rattled like a train(Sh, &0) '

B

Hagar s -disenchantment  with o the bace o0 Hocially o
4 )

.



. tha't oLh» v .

L ‘ : v ;
’ , i..--Could Deris have f+

rospoectaile  disceourse  during  the  act of lovemaking 1is
cinilar tce Rachel s Homamtlic vislon in A Jest of God of

dlscoecicns portairing to sexual matters as opposed to her

<

actunl conversaticns with her lover Nick:
e

‘ X '

. Listsn, my love--whatever your terms--1 don’t
mars’ any conditions. Nick, do }ou .kncw what I
1c‘ﬂ apcut you? I lov the way y@ur voice soundg,
Guop but with that scepticism I¥used to fear and
dor 't fe¢ar now, and the way your len,Leel and
th halr that grows blackly, down to your belly
snd aroand your sex, and th” musclps tn;} lle‘

within your thighs. It was geod--wasn 't 1t?
' ! * ' ~ e
o v :
fhor actuc. dialoguc with Nick doeg,net allow Rer tc bring upy _
R . . 3 S e
Sthe matter of birth centrol: ' /
O '
,  “ But when we are in o his reoem I0 can 't tell him
e . .. . _! . .
A what has been cen my mind,  whaft s worryina me.
’ It 's his‘concurn, toc. 1 know'fhat. But will he
knew 1t? 1 have te Cpoah\$f~q
¥ . : v
; . N % 3
Lik:” Kachol, ‘Ha 19aY trycs nod to spéak pecause¢ she worries
. q . . L4
a ‘/ o

dﬁg b

#ill think hxx a fccl:

5

N

. 41t the' same about me just
Aew as 1 felt that day di'n church akcut Bram? It
doegn t bear thinking about.

b * 1 will be-guiet, 1 swear, rever open my
mouth, ned obliagingly, ke@p myself to myself for
cocd and all. And 'yet, even ‘as I svear it, I
know it s nonsense and ~impagsible fcr me. I
‘can 't keep my routh shut. I'gever coulalsa, 90).
H : T
! i ! ,

Hagar 1s C\lOcntl} woxrlod abo it how others see her and
has  to’ f@rcwn‘h¢$sélf to kuﬂp guiet to avoid public
_cmbuxx&kcn mt. s in her re lationship with Bram, she feels
...... B Y

‘Maraaret iLaurence, A Jest of>§9g,(Toronto: McClelland and
Stewart, 1974) 141. a0
A Jest of God, l26. —_—

£
:
.
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s

the need te remaln respectaclie. However, scmetimes  shoe.
cannot maintain this mask becausc hor o spocch rebels  and
incriminatss. h=r. Hagar ¢ fagade of respoctability (like ™

Flisabeth s rcle as Mme Relland) is the result of her pride
: , .
and her need to  urheld her sense  of self-worth.

ar

Cerneoguently she will  peot reach out to pecple because she
ders her own feelings before the feolings of others.

Coemmunicatinc her concern cor syrpathy tc others verbally
weold oo, synenymous with demcaningd herself or losing hed
respoctability: o o S| '
. Lo
sidling up té me is a slight porson in a pink
cotten wrap-arcund...What does Bhe want with m,
+nis old cld body? Should I speak to her?  We ve
- N . B ‘\. N~y
never met. She 'd think me brash¢Sh, 101).

~

rE
el

\

Hagar § concorn with sponech,, howevery 1s noet o oonly an

e
1

individual or terscenal concern, but also a uniyersal one.
She expwcts the same social conduct frow othor pecple thit

. . . . . .
they diemand of "hor. 1n fact, sho is more interested ain the

Gelivery of a sooocn or in the manner of expression tnan 1n

the content or the  semantics  of  the sygwcg? 3 This

w it
preoccupation with verbal expression 1s rvflwcte@&fﬁhnagar'ﬁ

2

criticism of Bram s language and way of cxpressing himself .

She is disappointed when hils wverbal utterances do " not
4

complete his 1mage ofzaéﬁmmﬁ-looking man" (a disappolntmont
that Flisabeth also experiencesy after: recognizing  the

beastlike guality 1in .the seigneurial  naturc of  Antoine
) P ' e »

A\

ay
M
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Hee was a pla- built man, and he carried himself so
w11, 1 cculd have been prou G, gclng to town Or
i chercn with him, if._conly he’'d never opened his~
meuth(ShA, 69-7C)... : .
4o couldn t string twe werds together without
. some crudity, that man. He knew it riled me.
_ . That ‘s why he kept it up so(SA, 79) .
/

Hacar alsc criticizes Marvin s and Doris  grammar which

’

N \ . . -~
suadests that Hacar 1s a psychological editer, a preculscr

to Morac .Gunn, the writer in The Diviners. As W.H. New
. . /
states in "Every, Now and Then: Voice and Languagg in

N

Lauronce € The Stone Angel,” Hagar ‘s disccurse emphasizes

the "writerly guality ef  the language with which Hagar

1

' 4 . N . .
constructs the werld." This tendency 1s clear 1in her
, Y

criticism of Marvin's letters. Hagar rgmarks that Marrvin's

. G

letters "were o always o overy oeorlx\ cpelled”( A, 130).

\

‘Similarly when Deorils asxs her' to ]01n,hﬁr for a,cup Oof, tea,

N o
Hagar ie hype:critical of the larcuage Deris uses: T

\ c ! L’,‘J N s

: 2 p, . )

varv apd po are havina a cup. of tea, lPother;
woula you like a cup?’ . )

My lips tighten.  fMarv ano me.  Why could he
1ot ‘at least have found himself a woman who could
gspeak properly? But this 1s absura, for he
Goesn & speak properly himself. . He speaks as
Br amﬁd(sm 300 . o

——

Hore, 1nstead of appvcc1at1ng Doris  gesture of friendship,
4

Hagar dwells con the grammatical structure of Doris  speech

because it gives her a sense cf pride’to be able to correct

the flaws of others. She also seems te recognize that for

W.H. Now, "Every Now and Then: Voice and Language in
Laurence s The Stone Anagel, A Place to Stand On, ed. George

woodcock. (Edmonton: Newest Press, 1983) 174.




ctners, as wsll as for herself, “the spoken mediun 1¢
. . . . S '
inaccurate and lends itseli to easy criticism becausce 2t

does ncot adeguately convey sincerity of feelina.

Given Hagar s reaction tc the languaae. used by hen

relatives, it iT -not surwprisinc  that she  1s equally

Y
n

(

critical of the speech of strangers or acqualntances. These
people irclude dactors and minlsters. For instance,  wheu

Hagar has a¢ conversaticn with »Mr.Troy, the ministev, she

“

Lounces on his Vverbal inaccuracies cr on the delivery of his

advice instead of appreciating his concern and his gvstur&s

of Kindness. Mr.Troy bursts  out, "Would you ‘caro  to

pray?"(S4, 2¥0) ana Hagar comments "fis  though he  wore

askin~ mo  for - the next danco"(5h, 290). Like many  of

)

Laurence € charactersg, Hacar 1€ keonly awal. of

-ione. T.0. Dombrowski indicates the

i

sterectypical  expres

rele of the clichd in his analysis of Laurcence s worksy

One cause of urgency which Rachoel (A Joest
cf God) fecls arises from” the TWmanncy oin o which-
words can become fcr her, as «for so many ot .
Laurence s characters,’ enpty, devold of
mcaning...lLaurence alsc presents protagoniste
typically sensitlive to the cliched word, the -
empty automatic phrase, what Rachol calls ‘st
patterns of respona&.’ Stacey hersclf . acts as &
kind of autnerial “¢cnsibility at:t many polpts,
wryly observing the clichés of advertising...) o

o

‘

Like some of .Laurence s other charactors, Hagar 15 <o

conscious of having utterances cxpressed 1n a socially

. . M 5
acceptablc, unambigudus way that she  makes 1tovery
5

Theo Quaylce Dombrowski, "Word and Fact: Lauraence ang  tne
Problem of Language," Canadian Literature 80 (Spring 1979%):

51. . L '

<
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diffqult Sor other mocnle to cemmunicate with her and vice

3

s

~ B ] ! d

cnaracroers in The Stone Angel. B )
P - ' ¥

Ll

Sipce the verbal medium provides obstacles "for Hagar,

-«

e muet [ind ancther mediun
¥ ¥
' foelines without the press

v

‘in whicn she can express her

res cof. social demands in the

[

¥

official world.. This medium "is none other than the medium

of thouaht. Hacar ‘s thoughts, or ker ifiterior menologues,
’ 3
Fofloct what neor true feclincs are on-a supject and usually

conegist of mental éapolcgies Ané promises that &he cannot

bring hersclt te utter. Many of her moments of clear,

conflict-frec thecuoht cccur wnen she is alone, that 1s when

. .
sne docs not have te enogage 1n conversaticn with others:
. | . . 1 - L
I held tye banister tigntly, and of course I m
all riagnt, wverfectly all riant, as I always am
whon 1 ohaven t got an audience(Sh, 33).
sh. ie¢ constantly looking fer a mompnt to herself, but
[ 4 Y q e F ‘_ e : - A W = , . »Q - oo -" s -
somothing s forover intruaing™ (SA, 92). " Her search for
isolation rbaches ite climax when she leaves Marvin’'s house
to run away tc Shadow Foint. By undertaking this  journey
alone, Hagar feels proud and 1indepchdent: "I have
everything 1 .needg.r‘o- one’'s here ‘o inform ‘me I@g a
. PAUR 3 oo
6 : o , o
fool"(SA, 216). As we¢ noticed ea&rlier,  Hagar believes:
very  stronaly in her individuality and 1in her need to
Y ctincuish herself from the rest of humanity.
0 a - , . .
' See John Baxter, "The Stone Angel: Shakespearian Bearings"

The Compass: A Provincial Review 1 (August 1977): 3-19, for

a compariscn between The Stone Angel, King Lear and the
motif of the fool.

. Srorer lancuage thus acts as a barr%ﬁr between
, g N : -

¥




1 11 e - ' 4 T .
Howowver, Hagar g, moments cof .escape frem the i1ntrusive

veices cof other human rbeings are reolatively short-lived.

Throuqyo:t The Stene Ancel she is beombarded by voices both

ide ntl ied and unidentified, which force her te live in the

~resent and be aware cof her fellow human beings. Thus,

»

even if-.she refuscs to spaax to others, she cannot hely

hearing \OlCDC‘

E
e

How is it that I have kept my hearina ¢€o acut:?
Sometlme 1 wish 1t \oulo dim, and all veices be

educed to a wordless drone .n m, ears.  Yet that
would be werse, for I°d always boe wondering what
thﬁy were saving of me(Sh, 66).

Here, Hagar s need te -hear voices is linkea with her seonse
0f colf-esteem or identity. She finds their din disturbina,

syt ehe wants to know what they are saying about her.  Those

veicos that  Hagar o hears  sometimes  have an inhuman,

unidentifiapnle nature, which only accpntuutvc her confusion:

Thore are volces, though, and these should mean
that people are hesglde me, but 1 have the feoollng
that only the v01cos exist, only the vocal cords,
the unbodied mout;wQ babbling -and -~plotting
somewhere in ‘the middle of this vault ‘s dark

- air(Sa, 110).
”~ . -
S Once again -Hagar attempts to gain control over the
0 N :
oV _ medium of .lancuage, put cannot name things; tho volces are
: § . - ) o , _
o undeliglf and severgd from their” source. Thoy have become
S : + '
dissociated from the people they belong to, just as Hagar s
9 \)
own voice and .speech have been separated from her thoughts.
D - ‘t\ ’
’ Laper, *when Hagar 1S 1n the hospital ward m1th other women,

J

she again hears noises and volces which snc cannot place.
o . ,

-«
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R N . N . . . N . v - . . .
They alge invade hor privacy and interfere with the clarity

‘! ner thoscht: ‘ ‘

i wisp of a volce sings 1in German off-key. " Near
me, someone prays aloud...aAnd endlessly, the
preathing and “the voicesg flutter like Dbirds s
caugh& insidce a buildincg (SA, 256).
& , .
Howeoor, after spending some time 1in the hospiltal, Hagar is

able to iaentify the velces and to attach names to -them.

She doos this in an attempt te order her world and become a
-

: . - . = :
moemd»or ¢ ar certain community . Even thougn the veCilcegs are

stil] "{ragmentse" (S84, 274), Hagar 1is not disturbed by them

anyrore. “She savs:

b

Now 1 know where t}j come from. The murmurs
frem further beds are too vaocue tc be deciphered.
But the nearby. cnes--1 can put names to those. I
Go oV the names in my mingd, tc see 1f I can
remembor.f Mrs.  Reilly, Mrs. Dobpereiner, MNrs.,
Jardéine. . (SA, 274). .

©
Net only is Hauar ne longer fricntened by thne other voices,

¢

Lhut  ene hereclf numbers among .thnese "fretful leaves"(SA,

2750 - )

o -
Tom, _don_ 't YOU WOrry Kone--
mother of God, pray for ws now at the hour of--
Mein Gott, erlose mich--

You mind that time, Tom? I mind it so well--

1 am sqg@ry for having offended _Thee, because I
1o

Erldse mich von _meinen Schmerzen——

7Thc integration of the 1individual into the community 1s

also emphasized in Ethel Wilson’ s novel Swamp Angel, where

an aailng female Character, Nell Severange reallzes that she

is part ‘of an erlasting web of humanlfy- "‘No Man is an
Iland, 1 am 1n\olved in Mankinde, ™" Fth=2l Wilson, Swamp

Angel (Toronto: Mcglelland and Stewar*, 1954),150. Hagar
rosembles Wilsen's character in many respects.



N

Q
Bram! (8a, 275) PR

&,

The veoice screechinc "Bram" belongs: to Haagar, who 18 na
londer- the isclated Hagar who entered the hospbital; instead

of beinc an island she 1is invelvad in mankind.

¢
privacy from t&e voices of s humanity; in fact, throughout

The Steone Angel sheo searchcs fer some kind of ideal or

spocial interlocuter whe will Iisten te her silent and vocal

D

Jleas. * During times -of desperation or despondency,

. orre

Laurence s character remarks, - "Now thore is ge onc to speak

to" (SA, 81). At th® doctor ¢ office, when barlum 1s buin%

rammed down her thréat she’ sdys, "1f only there were
) ' ST :

Sobecne to .speak with"ish, "114). _Obvicusly Havar cannct

Lo

speak. ¥n this épecifrchinstancc;“thcreforu, che must e

thinking cf a ferm of = communicatlcn that deog not roeqguire

v .

> T ' ' ,
verbal’ utterances. he .seems to  be scarching  foroan

interlocuter or ada: ueeiwho can read her thoughts. T

only being that fits tngﬁ ﬁés§§iption for Hagar would b

N ‘
God, and it 1s He to whem: Hagar unconsciously calls out

throughout the novel. God“f@ypﬁe‘only entity who would hear

her cries when no one else 1 sent. He is also the only.
being who can be reaé%uﬁ thr. .hcughts instcad of throuyn
speech acts. Near sthe end of the novel, Hagar finally

addresses God directly; thereby recognizing him as this
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’

intfriccutor: "k.ess me or not, just as You

., for 171l net bec(Sa, 307).- | "
a o

Wivile the language of tho.chts and prayer allows Hagar

‘ B - . . »
to overcomo tnhne parrier of sp.. h and helps her to express

. - . . ) . ; ' .
noer  feclings, thi® is nct the only methed Hagar uses €O

[€o]

'

comr.onicatc. Marcaret Laurence clearly suggests  that

¢

commanication and scclial 1nteractlion between individuals 1s

_leo mad. possible throucgh song, through laughter ana

- . . : 8 .
through acts cof sacrifice (unselfish acticns). Hagar
hers. 1f ie not succossful in communicating with God throuch

: . A : | |
SONU; her velce "guavers in tremolo, breaks in low
mournful arunts"(Shp 218) when she, sings  a hymn. However,
SMr.froy finally melts Hagar 's hardened heart of pricc Dy
sinuing. Sk describes thls experience:

Tnen he opens his mouth ana si: ¢, and I'm

the one who s taken aback now. He should sing

Lalwavs, and never speak. He should chant his

sermens. The fumbling of his speech 1s gone.

His veice 1s firm ana « ire(SA, 291).

aAfter »hearing the hymn, Hacar suggests that ®r.Trcy has

i

ryoken from the heart and has conveyed his feelings 1n a way

RY .

he never could through speech. She then realizes thatighe
herself never spoke "the heart 's truth"(SA, 292) 1in her
lifetime.:

BW.H. "New observes: that there are different stages of
language 1in the development of Morag s character in The

Diviners::
language
ldnguage
knowing,
form."

of

"There
of sona
learning,

was

and

a language of <class
race, a language of
a language of seeing, a

and_ place, a
teaching, a
language of

a languate of flesh and a language of shaping

"Every Now and Thun,” 171.
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Hacar cvercomes the Dparriers

language is speakine "the heart’s truth.”

car encounters in an abandonud

Murray Lees, tne stranger H

)]

hcouse, helps her in her loneliness by listening to her
. ) .
retelling of the past, Hagar helps a young Chinese girl in

©

the hespital by bringing hor a bedpan. This act on the part
of Hagar seems rather trivial and insignificant(as we notoed

in the wpreceding Chapter, the act 1s comic gretesaue 1n
] .

> . . \.
nature): however, it is threcugh this unsclilsh meticen that

Hagar - touches anothor gfman being.In an  Intgrview  with

o . w . . ’
Michel Fabre, DMargaret Laurence indicates that many

irportant acts cf communicaticn arc ‘often "wordless”:

Between human inaividuals much of our awcpuest
communicaticn 1s at a nen-verbal level .. People
can maxe love, people can holda ana comfort their
children...In all my novels, in som of the scoenes
thnat 1 think are most. emotional the chagpaciers
involved arc really saving very lattlo.

Hagar s actof fetching tnc bedpan for Sandra 1£ a way

“of communicating ner concern for ancther human b 1ng on a

non-verbal level. After Hagar 'has fetched the bedpan,  she
even wonders whether she has done the ot for Sandra or for
3

herself (S4, 301). Then the nur%e enters in on the scence and

chaétises Hacar for getting out of bed. The young girl and

"Hagar laugh about the nurse s reaction and arc thus brought

&
Michel Fabre, "From The Stone Angcl to The Diviners:. AD
Interview with Margaret Laurence,” A Place to Stand On:

Essays by and about Margaret Laurencc. Ed. George Woodcock
(Edmonton: leWest Press, 1983): 201. ‘
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tooctner by @ comnen incident: “Convulsed with our paining

laughter, we bellow and wheeze. And then we peacefully
sleep" (84, 202). Tnrough the medium of laughter and through

hor uncclfish act, Hagar succeeds in communicating with and
in roaching anothcr human being; which she could not do 1in

- A . N . . -
her past lifc because of her pride and self-consciousness
. ’) "..4 . i : . -’

;1nat‘wcro linked te her attitude towards speech.

. 7/ Lo . N .
1+ i% interesting to note that Hagar = oreakthro!gns;:
her acte of unselfishness, take place when she interacts

witrw/i?fangors who then unknowingly prepare her for I r

pd ’

finalNencounter with her son Harvin. hagar suggests that

she can feel-mere comfortable around strangers:

. I7ve alwayvs been definite about’ people. Right
frem the start, 1 either like a perscn or 1
‘doni't. The only people I ve ever been uncertain
about wrore those cleosest to-me. 'Maybe one 1looks
at them tco much. Strangers are easler to
assess(SA, 102). o '

-

The knowleduo that she 'gains from her abilitY; tor

<

communicate with 'strangers(e.g.  Mr. Lees, Sandra Wwong,

the people at. the 'hospital and Mr.Troy) helps her finally

‘ ‘ . ¢ . . < ! - . '

“~admit to Harvin that he was a _better son than John. For.
2 o ' . . ’

tlagar, the "stranger" functions as a way of forcing Hagar to

come to terms with social expectations and language[ so .that

she can be reintegrated intc sgcie In Kamouraska, on the

other hand, the stranggr allows Elisabeth to escape the

protective constraints of seciety, thereby emphasitlhg an.

10

10gtratford, 118.

I3
S



In cthsy weoras, thrcugn her scarch for listeners ad
through  hor apility - to ' make sacrificos, Laurence

rretacenist can overcoiwe her social bmbarrassmcnt\associatvd

with words cof praise ard finally tell Marvin.verbally that
no was a better seon than Jchn.This moment im the novel ds
important 1in terms of hargarct Laurcnce '€ own porception ot

acts of communicaticn. Accerding te the author of The Stone

. Ancel,” non-verbal acts of cwmmunicat ~noare  ompoertant;
howeover, they can never o entirely cerated Trom words:

Laurence -says, "are very imperfcec. yot we are stuck
_ o :

wit® che-. This is the only way we have to exthange views;

we  cain  exchange emotions ~ without words But  we  cannot

. : ‘ U S L .
excnange[\:lews.", This commont on communication 1s also

bl »

applicabie. to Hagar because  hHagar docs nctk succeed - 1n
bridgifg.thc cap of understanding'betwoCn Marvin and heractf
until she says to him: ‘"Ybu've been good to me always. A
better Soﬁ than John" 184, ’304). In this inStahCLq. sho
literally speaks the he wrt s truth ana Liois momentarily
overcomes the bars.er of social embafrassmpnt ¢ closaiy
assoclated wilth verbal cdﬁmuniéation for #Hagar throughout
the novel. Here the rupture Hagar experiences bctweén hoer
thoughts or feelings and the spoken word is mended because

she perfecrms a "free" (ShA, 307) act. The words she addreoesses

Marvin with are "spoken at least and at lﬁ@t with what may

perhaps be a kind of love"(SA, 307) and thcreforc‘acqufro

the significance of a libeérating force. Becausc of hor worde

e i

o - A



oMgisons - dc .%riqucs Sguare Royal. Ruc
.Lnaxlottr oragl\s. Coin des rues Augusta

O

°'¥}§aVouys the merory of her childhood honie
w? \{ ‘ . . .
bkcﬂd e remembers its peaceful environment. In a

>
e

simg}ﬁr\\jjyﬂ sadame Rolland savours the worgs of her

daughter, who peints cut to Elisabeth her devoted care of

Jérome Relland:

lszazla MCIl r draws attenticn to the soothlng, dreamlike
effect of "place nam> evocations on Elisabeth: "Elisabeth se.
laisse bercer par le son des noms des endroits €vogués." "La

réalité dans la prose d Anne Hébert," Ecrits du Canada

frangais 33 11971): 67.

v

GE o loe, ncnr reachis ner son and ls macde whole; she 1E I
; v ; ; ! ’ ’ PR ! o 4 Y
incorporated 1nto tne wel oo homanity ~nd 1s no’/ lenger as
I“WM“~>G or a< <racmonted an incividual as SAG was earli€w .
3 o . - . o e : KA
. : S L S ,@ﬁ.ﬁ
in the novel. , S o ‘ S
A , 1 . . : Yot
Like:  Marg hercine Anne
Heibert ¢ Elisapoethn. language as & barrier ana -
fhue trice to ewerciss coptrel over the medium O ,over the
VOLCTS caTc'Rollandg ‘Elisabeth can
I
contre freories by lingering over specific
woris, ,q@déﬁﬁ‘g@uistcninq -0, certain.. Jconversations and
. ,v o - e ) i
lenoring othurs. . she dwells upen
R | . : |
includis worgs . that. 28 1nncgen e love ana seli-
LR ‘ }
’ k2 \ - . i N ’ ‘v,- ' . . L.
pgtw@m. . For cmatp e, “the name Sorcl, .Elisabetn s
ﬁ‘]IIUEQéI_hOTO, covekoes preacant as&ocjatiors fer Zlisabetn;
: ‘r o R ) 12
1t uum}sts a «f;,‘/l me of innd®ence and peace:
» . . e
8 ) . ' .
D ey vient ce calms; ¢ftte lumiere douce promenes
m‘,SuU Jﬂu'putlt“ ville {ddserte? 'Sorel. Ses rues
Cpoderiguelgacs haisons \ a pelne. HMalsons de beis. L
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S
Non, non 1l one faut pas e lover encore. Le
docteur  Git  ogu 11 fauvt  te cposor. Tantt de
aoveusemont ot d incuidtude a causce  de papa. Ty
- . . . - N - ¢
~s  completement  copulsce. Il faut aormir encere
un - ped .
Mme Relland savoure les parcles de sa fille.
Luoc  aviditd:  Jdeveusment , 0 1nguictude . La
paix, un jour,, ;013 ach-c dans un compliment®
comme un- amande duref{nana, Y3). v
.
in thig situaticn, Flisaboth reveals how e
Awareness cf lancuac. is linked with her perception ol
' ' l
herself asg an %nnoccnt woman.
. . : . . 4
L1 K Margarct Laurcence ¢ Hagar, who o 15 conscrous
¢’ the syntaw and dclivery of  specch, Plisaneth wluo  #
ranipulates  werds and  syllables She  often takes  worde
. 3 ' \/ » &
cat of tholr centoxt 1n orarr to Jncoxpoxdtw theew anto her
’ 9
own uexporicnco.  Fer o oxample, whonoooshe o Cites the Lord s
praver, sn~ focuscs cn one specific part of the prayon,
netead of  recaraing  tne prayer  1n 1ts ontivety:
Jo recite le ‘Notre Pore’,  du bout  des Towrer
Soudain une  orandco  furcur s o cinpare de o mol.o b
reveills @ un coup comme Une scmnamiale e Lo %
mordre  dans  guatre mots  dw la o priere,  “leo @
detachant du texte, 1o dclairant, les devorant.
Comime si Je mon  cmparals  a Jamals . L w
conf rant un sens definitif, SouUVeraln. .
Délivrez-nous du mal. Tandis guce le mal dont 11 {3?
faut me delivrer, a. tout prix, s incarnc a mes
céres sur le banc se¢lgnourial Prend le visage
) congestionndé, los mains tremblantos dio 1 Thomme
gul est-mon mari(Ka, Y0).
Elisabeth  thus  takes  the "dacliver us from cvil®
pertion of sthe Lord g prayer and changes 1ts application.
: . L c .
Inetead of 5ﬂ1n9 for strengthf to roesist ner o own
temptations, she applies the term Moevi to Fooer



66

RSty Amtoini. Thie manipclaticn. of languace

lQ

gests

4

to the interpretations of

(D
c

tnat Fiigapdtn decs not SuECripe
‘;1ﬁ<rs or, . mero ‘Speciéicali;, tc a patriarc: .l prayer
nﬂﬁrwnéhu¢ i the rigours of Cnristian contextsé Se it 1s
wiﬁh(IarQHrf; Léurenhefs Hagar when she inwardly criticizes
M ‘TTQEfE"QQJ of encburaging her tb pray . hLike Hacar,
Vlisaieth diSrcgarQS tho original context of the prayer and
)

tele the words in a mere personal way. P

typology 1is

kQ
v
o -
at

The manipulation of rellgieoug langua
common in snno Hépert € werk. In Les Fous de Bagsan, for

Cowanyle, her characters subvert or modify the referential
mspect of lancuage and uss 1t to assert thelr own 1identity.

Nicelas Jbnos, the community preacher in Les Fows de Ba

%)
‘(ﬁ
|

I

refors to hims 1f as the Werd, the incarnation of Christ:

' : ’ . .
"5oal Ste le Verbe do Griffin Crecy, acpositaire du Verbe a

wld

Griffin Croek, moi-mome Verbe au wilieu des fideles...!
Antoine  Sirols peints  out the paredic presentation  of

Nicolag in the novel as the Woyd made flesh® in a sexual

Sunee (he fe sexually attracted to his own mother): "Le lien
‘exu lci paredigue car Nicelas, preailcateur infidele de  la
Farole, devient le Verpe qui_s'est.fait chair, mais dans un

sens pejeratif. Nora Atkins, a female character in the

same ﬂQVC]_HUD\Cth th- patriarchal context- of the” Blbllcal

6 4

passaae through hor utterance doncerning her’

’ '.u"v\
nature: "Et moi aussi, Nora  Atkins je  me fidite

3Annc Hébert, Les Fous de gggggg {Paris: Editions du Seuil,

282) 19. ) ‘

Antcine Sirecis, "pible, mythes et fous  de Dbassan,”
Ccanadian Literature 104, Spring (1985): 179. | ’

i .
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W

& > o ‘6""\
chzir....Livree aux métameorpheoses.de mon aco jai ote rouleo
e o g AL " N 15 . '
et petrie par-une ¢aJd SAUMATIw. .. (11g). Like these
L}
characters in Les Fous d¢ Bassan, Elisabeth is concerned
witn medifving the referential aspecCt of lanaquaue 1n orvder
!
+o reinforce her ececentric view of the world. Al
: ‘ S
expressions of lancuage in shert are condensced into "co cri,
o ] " ; I 16
qui est le reman" or her narrative.
» In additicn teo focusing on individual & words or

svllables, Eli
; .

E \ - . r -
sabeth alse visual rzes letioers that were

neUer written and conversatlons that were  never held.  In
Lo . v . .
“act, thtoughcout her nparvative  cor hor  remenbrancy ol
! _ .
th- past, it 1s citficult to ascertain whether her reporte
ar< accurate represcpntationg cof the past  oOv whoether  thoey
aro distortea threouch Elicabeth s Imagination.  Thisg
S . [ ] :
2 3 N -
amirlgulty 18 partiaily tne result of  Madane rolland s
state ofAdming at o th t1me. She fleats between  the
worlcs  of th past and tne present beghuse of her
insomnia and _fatiguw - Conseguently, ner .o oimaalned
conversations  cor  lettors are fragmentoed  and orratic,

censisting of

Ce
cette

shnort, often verbless saentences:

soupire et mordille  mon porte-plume.
¢ devoir ae vacances a fairc. Profiter dr
soiréc de pluie. D autant  plus  gue e

presse... Vous me recopioere? cerrt lignes:

15 ‘ . : , : L
For a more detailed comparison:of masculince vs. feminine

ideology and
"Distance, pcel
Bassan d Annc’
17Mer1cr,
Denis
Literature

60.
Boak,
14

neil B. Bishop’s article,
idéologie dans Les Fous de

9.7 (hiver 1984): 113-

discourse, soo
nt de vue, VOkx €t

Heért," Velx Imag

08

™

t

"Kamouracka,
(1977): 6¢. FER o

7 - 1,;(,|._J!‘»‘, Ve om oy et - K ) ~ |
hamOdeSKu{fﬁa~iig!k in Froench //J
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petite femme
r un heureux
Dour. .. le mois
et recompte sur
écembre, si mes

¢

Tnis fragmentaticn  in the language reflects Elisabeth’s

X

owr  fragmintod identity  as  Madame  Relland, Eligabeth

d fAulnisres, snme Tassy  and ﬁﬂisabeth and her tenaency to

chift  from  cne  identity  te  ancther  at will. Her
manipulation cof 1dentities and languace suggoésts that she

.

ic in control of héer cwn pasty . she can distert events o as

n

. i ;
not tc injure heor sense cof seli-werth, which 1s what she

dors when she compcsosg an 1maglnary letter aadressea te

her freom Goorac:

Vous laisscroz le canada, n est-ce pas? Vous

V1end

7, tlisabeth, dites-mol cela seulement.

Vous viondrez: Vous viendrez? Dites?...(Kh, 244).

Unfortunatoly, Elisabh-th never receivea 'such a letter frem

Georauer ana thus_ 1ntorprots this lack éf correspendence as
a sigﬁ of abandonment . ‘ : 7

In hor adcration of Geofge Nelson, Elisabeth alsc
lictens to his veice and to every word he speaks: "J'époute
‘ .

chaguv parole  véhémente" (KA, 121). This fixation on

.

languaae is reiltcerated by Nora Atkins in Les Fous de Bassan

# ’ .
when offe .admires the potent, sexual force behind Nicolas
: : g , ‘

. 18 . . - -
Jones  sermens ©: "Les paroles du reverend Nicolas Jones
182 oy e : '
Grazia Merler refers to the incantatory power of words on

<

Elisabeth s consciousness  in’ Kamouraska: "le rappel de

certains cens, de certains mots a un poluvoir jincantatoire

-

i

Ve



ey
s en 'empare, les fait vibrer

nomme vivans ot charnel.

aracter’s scem te gense tho pewer of

2s1nc - modifying tnem to distingulsh both

. l . . . t . "'b
thoir their  marginality  os  women.®
©lisaboth s nfakob N f  George s pnglish CXDYOSS10NS

("Farewell my love") and hor reference to his sleigh as a

instead of "un trajncau’ as 1t s

f

referreé  toe py o wlitnosses o at tho trial svceaest= that she
uses Geordc's Americarn status and lanCQLuw to  make  herself
foel unigue. He is tho only ono te call her Glisabotn and e
is thne only foreigner 'with whem  shee has A close
y-lationship. Tne only cther forelgniy she woncounters 14

the Governor at the pall whem she admires for his "alr troo

bDritisn" (Ko, ?* 72). Ot thicg hpball Elisale-th aleo
strosses that she * speaks  bnalish "avec

agistinction"(Ka, 72).

Ancthor ﬁﬁar' . of EBligabetnh’'s contrel of languaco 1
the way 'sne transfo;ms the Queon ¢ language, the  language
which accqseé tlisabeth ¢f the murder of hey husband, 10t o

K

Gecrge Nelson’'s language, the language of hor love:

. . N ! . . s
Elisabeth d Aulnieres veuve  Tassy,  vous

. ' entendez? C'est en langue dtrangére gu on o Vous
aCcucc et =gu on vous charge?  Cctte langue est
e DD, LIl

._SMI a’ concczence d hllsabeth et déclenche toutr unc sulte
d autred souxenlrs. “l,a. réalitdé dans la proge .d Anne

s

Lﬁ@bert;" L S
20Lés ¥Foue a8 Bassan, 11°F. . ‘ | A

See als¢ Stratford on the marginalization of Elisabeth
througn he® ¢Gontact with a stranger, "Kamouraska and The
Diviners," 118. ™ . 4

o

———
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ci11e G men amour. Rien ne compte pour mol gue
12 forme  des mets  sur ses levres. Elisabeth

Irid v, souvenez-vous de Sailnt-
Cue la relne pende
est son bod plaisir.

A
[T
i
[y

+
~
n
— :
s
gy ot
[

m O
— 7
T
J

atriotes
Cue men amour vive!(H

'

ifapbeth seems to recognize that the language ot hip

fo

-~

teore, E

A -
qccasers in court is atsc the lancuage of mer love; however,”

W

wlthin the same lancuace, Ejisapeth identifies two different

b

lovols of expression or a duality of discourse: a discourse

f accusaticn and a cdlsccours2 ol love. She affirms George s

Ne}

suaue causs 1t 1s a lancuace of love which makes her

aniguc; 1t soparates her from all the other people accused

of crimes ina tho Cueen s language. Thus, Elisabeth fragments
N B . 3 \ R

tn  knalieh lanceage in this particular situation in corder

Lo presorve an idontity of lnnocence.

24

In ‘additien te manipulatinc volces to maks  them

v

sugaost wleasant moencries arnd assoclations, Elisabeth 1s
alsce boeieaca by velces that she cannct’ ddentify and by

°

voieos tnat prine back ,unple=asant  events. In this sense,

she Tcsu:%b(s hagar who also [inds it difficualt to »nlace
1 § '

velces whon she -1

W

these voilces Flisabeth hears belong to witnessg=s at the
trial or . take the form of ¢ declarations that proclaim

Elisabeth s guilt 1in the murder of her huspand Antoine

in- the stranae hospital room. Many of-

Tassy. For example, near the beginning of Kamouraska

.

Elisabeth cither imagines an cordinance condemning her of the

“murder of  her  husband  or  remempers  an actual document

written by the court. The act is written 1in English,

‘V - )
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.. . - — e co *. N .
whicn for Flisabetn 1s.all the mere deva astatinu Dbecause 1t

is written in the languace of her leover Gecrae Nelson(Ka,

BRI vadams Relland nears the  volco of  ner servant
Florida accusing Madame Reolland cof assassinating Jorome

- -

Recliand and of killing. her first husband Antoino Tassy.

b

Trus, even Florida, a symbel of social servifude  anad

security, is trapsformed inte a menacing court usher 1n
e X . o2l
Elizabeth s dream expericnce: . \
. Oyoz!  Braves  gens, Oyver!  Mensicur  se meurt.
Clest  Maaame  gul 1 ‘assassine. venez, Venes

tous. ~hous  passerons Madame on jugement...Oyez!
Braves gens oyez! Loacte d accusgtion est eCrilt
en anclais. oyez! L acte d accusation ust CCrilt
2n anclals...La Ccour st cuverte! (Ka, 32)

¢  However, Elisapcth coon dispensecs with the cuilt that she
shcula foel  ag a result of  these Sstatements by
. .

reﬁﬁmbering that thae accusatory document 1¢  written In

4
%

the language of  her “lover, Geordge Nelson,  and  must

tnerefcre pe tfalso. , , . ﬁ@‘

'Elisabeth has a tendency’ to deny toe aCCU&dtIUQQ muuw

Y
in any of 4he judgement

n

that she visualizes or hears. ﬁh«n

,/. \a

she hears the unidentifiaple voice. of somwone accuslnggygr
{

N

of sphnolno time in the bedroom with Doctor Nulson she %é?é

: Qul a parle’ Qui a osé dire cela? C (%th4”,
écrit sur papiler timpr¢. La déposition d Aurclic ’
Caron. Cette fille est une menteusc(KhA, 44).

Once acain Elisabeth denies her guilty part in the

. | ) . ‘
murder of Antoine by choocsing to dlsrcgaro the ]uugmrntul
21 : " 4 -

Boak, "Kamouraska, Kamouraska!,
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v

colee £ tnat sne rE. "o Taw ¢ ne Angel Hagaf also
{11.4- volcos | at o sno carnc. 16on - confusing, but once-
eh learns t© NIRRT o “las ar -~ .lures, the wvolces
~
log: thelr Lot e guality b c¢enying the judgmental
YO1CH S, El ot foo 1= e ‘9'0 has contrecl over her
own 11fe an © ALy norrative Voo or her own identity as
Madame  Rolland =0 & owr . or .iuse to acknewledce the
rect of  humanilty ¢ L .like Hagar, who eyeptually
learns to accept rnor  flaws ana establishes better

commenication with her follow human beings, Elilsabeth wants
to isclate héiself from the rest of =~ scciety. She

. L4 . , .
altornates between a search fer silence, Or the suppression

of speech, and’ a need to break this silence. This
conflictd within Elisabeth’s consclousness "reflects the
fragmented identity that weo Giscussed earlier in relation to

Flisabeth s diff{erent names. Lixke Hagar, Elisabetn 1is

aware of the difficulty in communicating with others ana

in finding a way to express her feelings. At one peint 1n

the nevel she  feels like a statue, mute and unable to

communicate, searcning in vain for a means of expression:

A

La compassion en moi tcurne a vide, s ‘épuise.
Cherche éperdument une 1ssue, “un geste, une
parole gui 1 exprime et la sorte de la plerre ou
j ‘étouffe. Changee en statue, véronique fascinée
sur le seuil de la porte... Me voici emmurée
dans ma propre solituade. Figee dans ma propre
terreur. Incapable d’aucun mouvement, d ‘aucun
geste. Comme s1 la source méme de mon énergie
( ¢tant faussée) se mettait soudain a produire
du silence et de 1 “immobilité (KA, 218)

Like. Hacar, the blind and often mute “&one angel,"”

&



S

Elicapeth alsc has a veilceless and inhuman medes
= . . ! g RS Y L”:“‘ : .
Elicapeth expresses ner. frustraticon at not beina T able to
‘ . . N v . . B ..‘ = ..’,"""' - | . . 0'
clrmunicate wiyn George Nelscn, a man Im cxXile,, whoe has just
e . ’ . i
killed Antoine Tasgy. Howevor, thigpsgilence 1is also
T R ' ' L) s
reprieve for her since she canno%ﬁacccgt 1or gullty fole
L4 S
in th> murder ot Tassy. Shertly after she identifies
~herself with a statue, a0t docides that she ovenrs
wants to reject George voice which she used to
P . , s
adere. She cannot ,accept condemnaticen of her and she
%
would ratnor dispensc with his  veice than force hoersel f
to accept her share of cuilt in the marcagrous aifair:
Tu me supplies (tandis que ta. voix s altere  se
gate tout a faitj ‘tombe en peoussicre, uans mon
oreille) de bien <woulcilr eccutcer ton histoire
jusgu ‘au Dpbout...Encore une fols J¢ te supplie de
m épargner la sulte de ton histoire. ‘Tout cola
cst une aifaire d Jpmme(Kh, 233). '
B Q} '
’ 4
Kot » only docs  Elisabeth dissociate herseld from
George Ly not . to his plea, but she  also
BN } N -
destreys the unity Ol rtheir relatlionship. There can e no
shared catharsis as we observed in The Stene Lngrl in the

cannery 3cene‘ between Hacgar and  Murray Leos., Instawad,

~~~~~~~~~~~~~ . .

.
%

Josette Féral points out that anne Hébert ‘s characters are
often frozen in fhame and space: "L 'univers hébertien est oun
univers clos et individualiste ou il n’ y a dc place ni pour
les étrangers, ni pour les foules...Le hiros est lie au licu
de sa naissance, et ce lieu est souvent ferme, 1sol«< de
toute voie de communication, encastr¢ dans une vallce
difficile @ acces, (le Torrent), perdu dans un lieu sauvage
(le Temps sauvage), protége par des murs infranchissables
(les Chambres de pois). Quand un ¢tranger ou un visiteur £y
aventure...on. cherchne a 1y emprisonner, a 1’y retenir.”
"Cloture du Mhoi, cldture du texte dans 1 ocuvre d hnne
Hébert," 266. ’ :
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Plicanct jeclatce nerself  fror Georce snd #dissociates
Ay $ S
. ‘ 'L . ' : L .' L . :3 H )
Chersclf fron t s crime by .calling “Wit ‘an  "affaifre-
RO : < & S s o
Ny C o : - o LT e o _
Cid momml "L, <%s), thereny aaceiint an ciiicialy, patriarchal, iy
. o ; j ’-' B
~world view. B, conforming tc, standard normg‘éf a bourgeois
socict,, she 1: able to maintain her. mask of 1nnocences
; . T e
Howevcr,  her relationship o George . 1s broken; she '
plcturce tooem as strangers ‘who lock at one another "sans
parles"(Kia, 241, - nelther onc . of them, = Elisabeth
.. . . : N
sugagests, darcs | repeat  the word "amour" and the worc!'’
. ¢
"libort. ™ 'in the aftermath  of ‘the murder. '
“licaboth ig at tihe pointin her narrative or memory cf .

the past whore she ne parwignit] plus a articuler aucune:

parolc" (Kay. 238). This' 1nabllity toO communicate reflects

Elisaboth ¢ reluctance® 'to  accept her guilt and
; o o

respensibllity {.r destrcyinc another persen s life.

Guordge Neolseon s language has  suddenly ‘become a "langue

o .
1"

ctrangere (Kh, 2487 . in. .the sense  that Elisabeth refuses

te  recegnize it o his languagt 1S, N0 longer a .language of
_ B ' _ S . :
love  for her, 7 but a language of . condemnaticn. Fernand

Dorais ccmménts con  the language of love, as- a language

without a referent, primarily because Elisabeth denies the

'

: ] :
referent by the recursive nature of her discourse tihat keeps

returning to the point of departure:

x . Conscience et langage 1icli se recouvrent.
L une comme 1 autre, excités par 1 ‘énergetique
constitutrice de 17étre psychigque, tous . deux
tissont le subtil réseau ou du trajet obscurement -
intentionnel ou de la structure syntagmatigue gui .
déroule le Discours pcur seulement reveniry au’
point de depart. iMouvement inutile; mouvement de

: ‘ . :

>
i

a
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(%2

ure immebilité....Conscience, langage: uno et
1 ' ée tendue sur on iagncre quel
nt aucun, sl Cc¢ n’'est A
S a parcourt pour n2 capter nulle
ie...1 Arour n est' que Désir & Amcur, gytant
e Absence ou recouvrement qul se dévore.“>

8

Rather than accept that the judgments cof accusation and -

ot}

(o)

+he ecxpressicens of love can be traced te the same person,

Georagce Nelson, and that they are directed at her, Elisaboth

denics Gecrce s identity and hor cown identlty as his lover.

Inst#ad of accepting George s Jjudement of "her as o "that
damned woman" (KA, 248) who has ruincd him, she plainly’
statos . that she prefers tc wear "le masquu Qe

1 “innocence" (KA, 24Y)  because pride is  her  sole  joy:

"I ‘erguecil est ma secule  jeic,  do place  en place, tout

le long d'un chemin amcr” (KA, 249). This phrasc clearly

echoos Hagar € gtteranco: "Priao was my wilderness, and the
demen tnat led me there was Lear"(Sh, 292). hagar, however,

is intecrated intc tho social structure in an honest way at

[N

the end of the noved and not in the aishonest, decoptive way

that elisabe 1 1s. Ellsabeth hears voices  and © judgunents

and ~dishonestly conjures up her own when she finds these
vecices disacgrecable; cshe even addresses heorself and  says,
\ : 3 - .

"Vous entendez des volx, madame Rolland. .. Vous joucz &
entendre des voix"(KAhA, 76).

By denying tne voices of condemnatlon, Elisaboeth

isolates hersel? from the rest of society 1In order to

23 Co e . T . :
“Fernand  Dorais, "Kamouraska d Annc  Hebert--ns<al de

critigue herméneutique," Revuc de 1 ‘Universitc Laurentiennc
4.1 (novembre 1971): 80-81. '

\
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v

1ive @ 110, She docs not speak "the heart”s truth" the way

X »1,'-_‘ ) . . .
Hagar  ages  1n The Stone Anoel, partly because she turns

TPveir it

to @verceme th. ’,barriers of communicaticn® through
unsclfish acts the way Hagar does. Hagar finds peace

within hersclf and freedom of ' expression .when sne
s . . i

'communjcatcs with.strangers and with her son Marvin through
acts of so 1f_vaCLlflCC and love. Through these acts, she

“also finds the peace and frendon of expression which she

firnally associates with . God. For Elisabeth, there 1 no
pessibility - for reconciliatién with the rest of humanity

because She makes no sacrifices cof her own. Moreover, she

- X 1 ! R
lives in a .godless.universe as Henry Cohen aptly pcints out:

“
/

o ' . .

.comment se  fait-il... gu aucune valeur
SpllltUL11€ ne subsiste ni a Serel, ni a Quéebec,’
‘ni’'a Kamouraska? Dans %a vie privee il n'y a que
materialilsme, hypocrlsge instinct deprave et
Léprcssion du naturel ans ia vie publique, rien
que du conformisme ave ucle.

Hobert 's UrotagonlsL‘only demandsg .help - and pity from
A . . ,

othcrs,‘shutting ut the voices of condgmnatlon 1nsteao of
v ; ['. . 1 .

'integratingvthem'ihtb her experience(ﬁ She manipulates the
liyes of- other people(Georoe, Aurélie) in/% god-like way,

in order. to. enrich her | owﬁ 11£e Evén.whem she is with

George, she tnlnks of the two of them as. belng 1bolated or

4

separated from the rest of -the world,'which suggests'heff

need to set herself apart from others: She says, -"George

"
L

P )
v N .

Hebert," Presence Francophone 12 (1976): 104. afy

i be
o

only te heregelf lOI com£01t and pity instead of trying

. q* e

Henry ggh*n, "Le - rdoles du mythe dans Kamouraska d Anne



Unlike Hagar, -who 1s touched Dy prayey, by sona and

.
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of others, Elisaboth hears prayers and

reliyicus litanies, but instead of using them to reflect on

hoer cuilt, she uses these hymns as an escape: A
. ' . ~ @ .
: sancta Lucia, sainte  Agpes ¢t sainty
Cecile! (uo ces litanies 7 sont daouces ot
> apaisantes!  Diocu scit  loud, je¥ rocennais ac
présent la veix pure doma fille  Anne-pario!
2eci e passe chez mei, dans ma malson de 1A
ruc du rarlolr. SJe vais  descondre
Ammeclatemntnt aupres ac Tmon marl, Jerbme
rolland, pour 1 ‘assister - jusqu a 1a
derniere minutc. 11 ne sora  pas dit que jal
laissé mourir men  mari, sans asslstance  nil
conscolaticn. Re uis-jo  pas  sa fomuee fideley
depuis dix-hult ans?(Kh, 232-37)
v
The litanice that =11 apeth nuvars Sweep b back
: L ‘ [
into the rresent. Sl once agaln assumes the 1dontity o

madane Rolland, wife of  tho resgectabls Jorcme Rollana.

" ajer invelvement in his 11lnoss, nowerer, 1e metivatea e
her conscio:snssa of sccial opinicn,  not  Aru- love and

—
«

.sacrifice as in tne case of Hagar s approval of  Marvin.

B

Jjust as Elisabeth manipulates the ‘religlous songs or
orayers that she hears 1n ordcr to cscal shee also

manipagl ates or uses HMonsieur Rolland, whe provides her with

a mask of social respectapility. Because Elisabeth 1s so
conscious cof protecting Dnher  Own honour and reputation,

2DOncc again wc sg¢e how tn-~ house . in Canadian litoraturs
functions ‘as a. way of defining the identity of o the
individual. In this reference to the corner of tne roan,
sébert also ‘emphasizes = the marginal caality of tre
Elisabeth/George relationship.

»
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: i¢ G.ecinos Lo roméin cstranged frox humanity and live a
Piie of goli1tads
Lorsgus La femme s« présente dans la ville,
ceurant &t 1m,-lerant, le tocsin se met a sonner.
Eil. ne trouve gue des portes fermees et le
giocort de terre batdue dont sont faltes les rues.
N . &, - s .
11 n  lui roste“Sgng doute plus gu a mourlr de

fair ot Go sclitudce kAN3250).

R :

~ lancaaze of isclation, a language ©f sclitude: this 1s

. o - . N : - T -

{1 kind of lanjunce. that Elisabeth 1= left with by the end

Cf 4l mewel. 4oy denial of scciety s accusatery speeches
, ) :

AL R cearch for @ larncuage c¢f innocence, shrouded in a
' ¥
vocabulary of lies, 1sclatcs her as an individual insteaa of

arch furthers the

M

. . . .- [y P Y [
intecrating her inte a community; this s

2

fragm-mtation ¢f the eeli, 1nstea of mending hor.alreagy

Q1 iaed identity. For Laurence s hercinc; on tng cther hand,
ther is a kind of salvation In Haga}'s recognlticn of a
universal,  cemmunal -languacc:  the  nen-verbal oacts cof
Commanication sucn as acts of love, and most 1mportant of

all, acts  o©f truth.. stnlikc her unhappy counterpart,

ihliéabofh, the nincty-year clé Hagar, learns to love ana to

- > .
communlcate by gacrificiig @ part,?ffherself, that proud and
. A

ugptruthiyl nature which refused «to ewknowledge human

Kd

woeakness, vulnerabilit;f/and dependency. She is reintegrated
inte the sccial structure, a typical ending in ia comedy oOr
oven traagi-comedy. Through her.acts of love and truth she
> : . ! _ \ ’ .
attempts to otvercome the barriers created fcr her by spoken

. . . -, . N
Jdancvuage  in o.an o effort to reachky her human ‘and .divine °

interlecuters; this 1s  a triumph which Elisabeth s

vy L
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Grzcourss @ lidgs and masxk ©f INNOCCYNCY nover achluvve. Sho
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ii s Traric Tigure whooowillocontinue to dleo a thousand
N . v ! i “ Y

In Kamourasxa, socloty 1= the Jinner, tie 1ndividual



o
-
N
Y
-
o
1
o
Y
[
(t
n
i
—
=
n
8%
@)
]
rt
a1
n

and Laurence s

N : 3

vow that we have examlned the multiple identities of

Laurence and Hebert's protagonists and ¢thelr attitudes

. S .
o - N i . .
towards lanvuag., wo can address tne problem of narrative

jorgpective and narrative volce in Kamouraska and The Stone
N ' ) : ¢
\ - . Y . . . I
Anc.:l.  However, pofore-we enter into.a thorough analysis of
ti narvative techniguos in each of [ these novels, 1t 1s

nocessary  toe maxe ) a preliminary distinction between the

re to pe applied

W

in  the feollowing analysig.  Tne meore ageneral rerm for

sarrative  porspective  1s  peint  of view, wnich Seymour

Chnatmen distinauishes “rom nalrative veice in his goek "Steory

a
.

and Dilscoursc: . : - :

- A . . . : - . .
of view" and narrativle) veice: point OL view 1S

the physiéal Blace or ideclogical situation or
practical life-orientation to wnlch narrative
events stand in relation. Voice, on the contrary,
rofors to the. speech or other overt means througn
which events and existents are. communicated to
the audience. Point of wview does not mean
oXpressicon; it Nonly means the perspective 1in
terms of whicn! the expression is made. The
porspective and the expression need not be lodoed

Thus thg crucia(iﬁifferencc,bet@éen "polnt

in_the_same-persen.

i

The final statement 1in  the apove passage 1S especially

important . in the analysis of Mme Rolland 1in Kamoura-Xa,

ISOYWOUY Chatman, Story and 91§EQE§§§L Narrafive Structure

in Fictiecn and Film (ITthaca: Ceornell University Press, 1978)
153" ' ¢ |

-
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bscaus-, in her case, the velce and the peint of view are

erent roles that she assuncs 1n the

While Chatman & terms mav appear satisfactory for the
purpeses cof a narrative analveis of a novel, they do net

work as well for a detailed analvsis of multiple velcing and
‘ ) . . : ' )
pective ‘in a novel as’dees Geérard Grnette ¢ torminoloay.

A}

D

v
pe

9]

E
Unlik< Chatman, Genatts disti- ulshes boetween  meod and

voice, the ters "iccalizatien' appearing in his cection on

meed 1n Floures I1

=

.la plupart aes travaux thoeorigues sury co sujet

(gui sent ossontiellement des classifications)
coufirent a mon sens d ure fachous. confuslen

u
sntre ce gue j apielle ici mode ot voix, ¢ est-a-

- . 2 . A

dire entre. la guestion quel cst Gle porsonnig
dont le¢ -peint do vuao orjenti ld o porspmctive
narrative? T cette guostlon tcout altre: Gul sl
ycur parler plus vite, ont

la guostion ggi_ggig? et la question gul parle’”

Gonpette contlnuoes witrx/}urthcr subdivisiond of the teria

A T

"focalization" .which T will apply to my digcuscion. ol the

)

; ocus will b on "focalication interne’

novels.. &y mailn

(internal focélization) which, according to SHunctte, "rooet
) Al
pleinement réalisee gue dans 1« rdcit en  monuloguc

»

. : " Sag ' § .
two excellent exampfles. SR

v

e . s - . i .
The narrative aspects of Kameura have reccived much

¢ beoen writtoen
. *»

: 1.

). .
-

critical attehti@n{~in'féct, an:eﬁtirs$

GéraTG Gehette, Figures 1I11° @paﬁié;w
472) 203. - ‘ ’ . R 3 N N
Genette, 209. _ oL e . '

o

ions du Stuil,

. e L T

~a
a



novel ‘s amidigucus veicing.  Scme critics bave sudg
. R

there are narratcers other than ‘Elisabeth in the novel,
while others have opted for the v}ew that there is a single
volce which prOjOCGC nxltlple voices.' For example, the
4 : . - .

See RoLw:t Harvey s Kamgggaska d ‘Anne  Hebert: une
ccriture de la passion; suivi de Pour un nouveau _Torrent ,
Montreal: Editions Hurtubise, 1982). '
'Féral, 278. : .

Robert  Huarvey, for example, identifies 4 different
narrators: Llisabet} an omniscient narrator, "la Voix" and

crome Relland. R

g4 N -~ ] . .
Ruth Major states, "il y a donc...une seule volx gul se

v analyeig of narr
cr-heioss fccus on
.f ambilivalence®™Cr di

the

82

can 1in no- way provide a
ative preblemg 1n the novel,
sore of the mere prominent

alectical

¢

n’'s preoccupaticn with hers

narrative technigue and veicing.

In rurouraska, Elisabet
andg  hor npéo te manipulate others are reflected in the
'P'IT;W]Q narrslira"voices in the novel, which are all
prejoctions Qf ilisahkhoth s conscicwsness'and traceé%le to
MmO.Rc}iand, citner while she 1s awake or asleep. We nave
alrwaéy cﬁtéblish@dv’L.a* Elisabeth, 1like Hagar, has
.multiple identitig;f_&hich ﬂsug%est_ a fragmented ccncept
of self. Throdghout-tne noval Sgﬁﬁﬁﬁiﬁches rx'om‘on'e role to
ancthor 1in an cffort - to maﬁipalate her past and
procont cxperiences. foemz critics in‘iacc have remarked that
Llisabeth s cxporience 1s "nors du tdhrs et go 1 espa ce.”5

. o Q

gpe Is even able to prcgcct‘mﬁ?tnougnts cr veoices of
othor peeople In the cQ;rso c{ the nevel; this manipulat%on
lof volces  and ldentities 1€ 1n. turn respensible for the

csted tbét

elf



¥

: 9 83

begirninz of the. novel is narrated 1In the -third person,

tc suggest the presence cf a narratcrr not
¢ with any cne cif tne charact=rs. Robert
LS S, 2 : AT~ 2 - . ,8 . ) 4 R
Harvew and . Jeanine ~Nadeau-Fcurnelle claim that thix
narrator is a hetercextradliegetlc narratcer who 1@ not a

pzrticipant in Elisabet

g3

tne cmniscient narrator type. This narratOr presents o Mue

.

wollard and describes her attitude towards the 1llness ol

N h;sband: "Son mari é@]ait' Cmourir ot Y le

SUYoUValt ﬁne~ crande paix...Mma‘ Rollana = Qtt@ndnft,

souﬁ;sg ct . .irréperochaple"tKn, 7). However, shortly

thereaftcf tnis narrater cnt:rg into the conscicusness of
14

Mme Relland and the narration chang:us te the first [erson

moec

I1 aurait fallu, goitter deébec. he pas rester e
iei. S seule dans lo éésort du- mols  do Juillets
11 ny & olus personns ‘guac 3@ connalsse on villo.
Si  je sors, on mo regardc comme T une  bote,
curiebségKh, 7. ) : : '

%

2

The rest cof th2 novel 1s written larcely “in interior

5

moncel ogue  and narrated by, Elisapcth in tn fairet
. . ‘e

<

person. Cnly later "does the réader realize that the thard

person accoun:s are focallzed through Elisapoeth s

consciousness (either that of the awake or the slecping Mo

fait entendre, cedant parfeis la parole oux personnages
gu lelle contrdle, pour donner 1’{1lusion de la pluralite

des voix."  "Kamouraska et Les Enfante du ‘gabbaty faire
aoucr la transparence," 460. _ - _
Jeanine, Nadeau-Fournel ie, "Analyge ¢ des technigues

narratives dans Kamourassa," thesc de ma
5

trise, {(Universite
. . 7 ey . R oA
du Cuébec a montreal, 1977). Microf ilm. .

1
5

h's narrdative and whe is idontical tg/'

0

(
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“eillund). Elicabestn s  censcicusness  1s  pseudo-omnisclent

whir, s is awaxo (she projects what others are thinking;

Wil Lheer Sh. is accurate is ne+ impertant, since 1t 1s the

1]

croative  process or  the renditicn, of  events or th

\O

- ‘v
"dieccours" cf the ncvel which is the significant factor)

and onnmiscients in her dream or hallucinatory state. The

actunl distinction between the waking and the sleeping Mme
. T . , . . ” ’
Wolland is net a crucial one in the ncvel Dbecause Hebert

G to o delibcrately tryinc, to -obliterats, the

distinctions that sheo, or Elisabeth tries .to define, like

10

\

. ) _ N o
otnor auvthors, cr parraters of the carnivalesgue traditicn.

clisapcth reiers to nerscl in tne thira person 1in

. . o - . ,. N o .
order to achiove a distancing effect between her

maltanloe idoentitics, inciudinc thesa cf Elisabeth

a drama:
c A

d Aulnicroes and Madame Rellar s, the b

Cue Mme Relland ne se rassure pas  si vite.

N se reveiilo pas en toute hate, dans la petite
chambre do Léontine Mélangen. FPour classer ses
souvenirs de mariage ot les accrocher au mur, les

contempler & loisir.Rien n’est meirs offensif que

1 histoire Gu . premier jariace d ‘'Elisabeth

d Aulniores... Cette distance. mémc qui  devrait

n. rassurer ¢st' pire gue tout. Ponser assol a la

é;roisiéme ~personne.  Feindre le detachement. Ne

pas s identifier a la Jjeun. Tmariee, toute
“habillde de velours bleu(Xa, 70-71). v

S : . . ! '
Yneest 1o precessus createur du roman que le .lecteur veut
sgisir plus gue le drame d ‘Elisabeth," Merler, 59.

iocording  to  Bakhtin,. the carnival experience of. the
people was opposed to all that was ready-made and
completdd, to all pretense at immutability, sought a dynamic
cXpression; it demanded cver changing, playful, undefined
forms." Rapelais and His Werld, 11. | |
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“her 1cz=ntity. She is caught 1in a aual existence as an

ommiscisnt, COmnipotent. andé CRNIpresont. overseer qnd as g

desicgnate=d player 1in her recreated drama. A a suporicr or

higher feorw of ceonsciousness, she can be eithor  Elisabeth

d Aulnieres or Mme Relland -boccause ' oshe is like an
H N . 13 B

omnidoicnt narrater overlockina these twe  women, who arwe
merely actors in her narrative. By referring to herself in
the third verson, CElisabeth also distances herself from the

with hpw~lifc as Elisabeth Tassy.

“Ir addition to referrin to ner other identities or

vciées, ¥lisaboth projects tno  imaginary volces® of
Jércme Kelland ané the.spc?ch of other people. In doina sco,
she conce agaln manipalates the narrative cinee she onters
irte the minds of pecple likqlén.omniscian rarrator., %ur)
gxamplg,' in . ner conversations  with JOrome S, assumes
* - N . '
fhat he s constantly thinging about tne Antoine Tagsy
PR 1‘ ’
,t“iqfngnc her cuilty part  in o the  muraer of  her fixsm
hushand:
-
.

v.rolland ferme les yeux. Refuser carroement
di boire. 11 attend Florida. Lo temps ne compte
plus. Pourguol ménager Elisabeth? Pourquol ne
vas luil temoigner enfin notre profondc  mefilance?

L Lul aveouer guc 1 on n a jamais ¢to dupe deoson
innocence?(Kn, 26) ‘ ’ - '
Tnis plece of narrative is written in free -indirect
discourse; the veice is @ intended to be that of Jebr Oink,
t

rRelland,  but it-is morc likely that it . Elisabeth usindg

Y .
his voice tco project her own fears. Once agaln  the

R



¥

narrative volces.

86

‘ocalizaticon, alonough projectea  outside, is through
Dlicapnoth € consclodsness. By viewling herself throuch the

¢ooec  of  others in this  manner, flisabeth indicates the

;
Rt
{‘\
3
ot
[}

her procccupaticn with feelings c¢f guilt and the
1

]
. . 1 :
sregerve  a mask  of innocence. It 1s alsc

necd  to

[

intercsting  to notc that, in the above excerpt, Elisabeth

docs not regard Jérdme’s  accusatlion as  an individual

judgement;  instead, 1t represents the  juddgement of a

collrectivity ¢ an entire society. Elisabeth sees Jérome

allying hinsclf  with others €0 that he «can call his

© her a ceollective distrust or "notre profonde

w“

distrost o©

mafiance” (Ka, 26). By naving Jérome use the pronoun "we',

Elisabeth sucgeste that she 1s censciocus of being condemned
. : L P
by a aroup. -

Thycuahout Kamouragka Elisabetns projects the

«
b

woicgé of society, ‘accusinc her in scome way and reminding
hor &7 tne guilt she should feel. Some critics have-fecund

¥

2B

gﬁﬁallpls hotwoon  thesce velces and  the cherus of Greek

- 12
praacdy .

I This cherus represents soclal opinions which
. v

generally  chastise Clisabcth. Whon =she does hear these

-

vOl1CeSs, she makes 2n attempt te. place ~herself 1in the

<

\positiﬁh of & wvictim  soO that the voices of condemnation

-~

¥
scem unreasonably harsh.In one particular instance Elisabeth

Hpenis Boak suggests thas Jérdome believes Elisabeth to be
“guilty (93); however, whether Jérome actually believes that
Elisabeth is guilty is not the impoxt.nt issue in the novel .
What 1is - impertant is Elisabeth's perception af Jérome s
Egouqhts. ‘ : '

See Robert Harvey ‘and Grazia Merler 's articles . on the

¢
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here. 1f{  througn the

#{emme "), Elisabeth seo

¢ b i
nears the veoice of  ner nusband Jorome, the sclgneur, who
WAnTts tc rape her:

. .
11 faudrait aveir 1 sante  do vicler  cotte
femme. La ramener de force avec nous, sursle liv
conjugal. Letendre avec ncus, SUr notre 11t de
Tort. L obliger a ponsSoY a nous.
L insaisissable gui est notre femme, la coupable
gui ne fut jamais pardennec,  netre femme, notye
beauts correompue. La comvaincre du peche,  la
prendre en flaagrant deélit d absence(Ka, 26).
dere, Anne Hépert s protagenist  net,  only - sces herscld
as  tns victim of Jérome ‘s feorce, but as a weman violated

. ) N N . - .
by a punishine gow-lixe figure, a metapheor  for  social

justice. By painting the men in her life in  such a violent
wav, Zlisapeth is able to cenvinre herself that she 18 A
passive and unwilling participant in certain events. I

other werds;: sno maxes otheor people appear gullty by

manivulating the velcing of tho narrative ana by distancing

i
B
—

third person refcerence ("cettwe

U S0y
an unccnscious desire to
nersoel{ {rom these

a@iit her guilt; howovw

\OlCﬁ%%?f condv“watlcn,_Sht"ﬂhdircuts this repressed desire,

to maintainT hes mask of 1nnocence 19
‘disire to adept the voidée or  words
of _other pecople in order to appecal to the sympathy of

certain characters. Fer example, “wwhen Elisabeth wants

George Nelscen to pity her, sne has to adopt the rolm of the

R

victim. She does tnis on one occasion by speaklng in the

voice of Goerge s dylng sisteor, wne is 7, Nur.:

b
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.

erzi la voix meoyrante ae Kathy s il

o J emploi
‘ 1. faut. La veolx méme des toute vie menacee qui

veut vivre., Sauvez-moel, docteur Nelson! Sauvez-~
vous avec moil!Non pas avec des prieres et des
alehimies vertocusses et abstraites. Mals avec
“toute vetre chair 4 hemme wvivant, avec toute ma
chair de femme vivante. ' Votre nem 4 dcnner. a
votre femme, doctzur Nelson, en échange d 'un nom
ewicre(Ka, .170).

e

Hore o Flisabeth uses thne words "sauvez-mol" that were

sttered by (Guorge ‘s sister on Der Geathbed 1in order to

assume tho masx and the discoursc of innoqgnce(/sﬁ%
wante to us. both the veice ef George.s sister Catherine ana

purify her imasze and  tce  rid

Horsolt o ol T nameo Tassy which she associates wilth -
. L R O . : s : ,

sham. ara’ gulit. Ber identity 1s thus
inextricably bound to the ldentity and of other

people which she abscrbs in® parasitical fashion. Once she
assumes  thle purified statc, ~ she believes that -.she can
control the lives of others without the help of prayer
- - " l' v . N
cor God; she and Geerge will save one ancther throuagn the

soxu il act which Elisabeth describes in terms of _the Holy

N
\

Sacrament. George  will o save  her from perddtﬁoh\;with

,
REBVE

his "chair d homme vivant" and she will 1n turn save him
with her "chalr de femme vivante." Thus, Elisabeth’'s roleas

the. omniscient narrater 1s closely bound up .with. her

by

°Jean-Louis Backes notes that Elisabeth never utters her

nanc, Mme Tassy: "...parmi lés trois -noms du personnage,
celul de Mme Tassy a un sort un peu particulier: 1l n est

jamais vralment prenonce par celle qui conte 1 histoire...il
est toujours mis aans la-bouche de guelqu 'un d ‘autre.” Jean-

Louis Backes, “"Le systéme de 1 identification dans 1. gelivre

i3

romanesque d Anne Hépert," Veoix et Images 6.2 (hiver”1981):
272. :



"o

g
reiecticn of the Christian sacramonts {both = marriaac

aré communicon). Instead of ‘taccepting  her  guilt ana

zalinc to tne higher autherity of ‘Ged feor  feoraiveness,

(47}

T

4]

cr even to sccliety, she g hereol? up as a Godhead 1n
. ’ /b

‘order to gain control over her cown acstiny.

‘ ’

Tha , power — and  contrcl that EBlisabeth exhibits

-

when  sho zdopts multiple voices and idontities s also

reflected in her ~ccoloratien, - deceleration or

.

‘deleticn  of  secticns  1n the narrative. In an  eariicr

chapteor, wo chgervaea tnat r©lisaboth jestpones  painiul

j—

cvspts in her narrativeo or interior menclogue by changing

igentities and volces. In thig sens., she 1< the .author,
cycator and sometimes regereator of Lor own lifwe story. .She
can reosuscltate Or rotrieve % . r+ain charatters at will or

delete unpleasant ovonts. Asg the awake and dreamilng
Madame Rellard, EBlisabeth osciliates  between  the roie of

a narratcer - wno controls  tho  text of her 1ife ana an
anwilline participant 1n this story whao = forced to

rélive the  experlences. ag A participant in  the svents,

- ’ - N . < Al

plisabzth fecls herscl? transported DACK into hor

3 . X ' v

ambicucus past(part. lmagined, part real) at Xamouraska by
' . - ' :

the voices of trial witnuesses:

Tout ce bavardage des témoins adtour de mon

lit. Tous ces gens entasses me respirent sur ld

face ~t m examlinont avec avidite. 1ls prennent

en secret des mesures exemplaires pour me sortir

de mon lit...Projettent de m emmencr  de force

jusgu ‘a Kamouraska. Je sais qﬁy je n'y <(chapperal
“pas (KA, 208-%). "~ : .

N



. w
-~ ~ ; ~‘,U'
hore, Elik=c:§g OnC:  23aln prortrays Nerselloas g passive,
victim-like ficure who ig  forQodn to reliv
‘
nor AST SNDICYIencss COY O relren N an even mel o
. .
nichtmarisn fasnicn. Howetor, sh 18 nover  comploetely
succossful in maintaining this role, Pecause she negds to
exercige semo  centrel over  ner narractive by ocdelaving
~ . »
the replay of cvents from the past: 7oy
¢
\
Je prolenae, a la limite du pessible, 1 otat de
stupeur dans leguel e osuls..Jtout o au plae
mest-i1 pormis  de cgagner  du tomps.  Resister
enccore un peu. La force G 1l andrtie. Aveugl
sourded et muctte, gl fauara gue I on me traine
car log pelgnets.  Pour 1 irfstant 3¢ e detends
de  donner - aroit  davile ot permis a identito A
cet .etranger  Qgue VOJs decriver ave o tant
G insistance et de yprecision. Mol scule pourrals
ramencr cet homme . a  la vie. Lo tirer hors du

temps E d: 1 ‘oupli." Le pordre 4 nouveau ot e
__ perare avec lul(Ka, 208-9).
[

Zlicabeth s denial of the dispinction botvwen teiporald
states eonce  adgailrn sucgosts the carnivalesaus tendeney, Lo

: ; ,
bliterate ~clcarly definced werlde or roaime of cxporicne .

- -
Rathor than work witnin tno constraints of  time,  she s
. L]
her imaginaticon te acquire fmniscionce and, by cztonsivng,
omnipotence She pelieves that only sho can create oy
identity fer thé strahger known —as  Goorges Nelson.
Lixe Goa, she  can restorce  people to life and creats
\ .

something out of the void; of COJTSC, her world is the raaln

14Grahame Jones states that Elisakceth inhabits

man s land" lodged between the present and tne

entre ces deux plans temporels." "Alcxanare

Kamcuraska: unec lecture australicme," Voix
')72'

a kind of "no
past, "perdac

Chonevert ot
cto Imagoed 7.4

(hi\’ef 1982). 59



fUTne 1D AaTIination Lo hs she revives George 1n . her* memory,

. -, U
corge s Elissbeth;

. < Jeo1ves hor cwnolaentit, ags
N ,
- . 1
Sirilaw )y, cwhon o gho forces  the ipage of "~ Gecrge . out
Y k' nparrative or 'conscicus expe:l >e, she destroys her

idintit, as George's Elisabeth and reassumes her identity

amee rollana, the omniscient narrator wha contrives

Lo cyeato gars . in thesparrative and omit the central event

¢ tie novel, the murder of Antolne Tassy:
pourtant  un  trou dans 1 emplel du
cherche. BMei-méme complice
i . t avec soin une certaine
e, ontro touteos capitale(Ka, 224).
s
gIRT ,ul. 1o of tomporal events is another factor
that wmpnacizes the  themes  of  fragmentation and  the
dlaloctic ©f cnacs ana centrel in  Aknne Hebert's novel .
. : ’ _
Flisabotn Lrosents  her narrative  without respecting the

hHouhanrios botween past and  present ‘experiences. Instead,

v,

she fuses the past and the present by recounting past

cvente 1 the present tenge. This lack of attention to tense

.

also helps her te jump from one role or 1dentity cr voice to

.

Qo her. ror Elisabmth‘then, the time of her narrative

!

Locones "un secul présent" (KA, 23), the hallucinatory
. o . , ) i -

CXper1ience cr  Madame  Rollana. Past ‘events are

rYeoxpoericonced in the presont and  are marked by present

tense  verbs  o¥iyisleictic  expressions that  convey the

psnetk

i Y
O 4

¥®ricnce in > present time. For example,

o

illusi1on of -an

15.., R .. . i E
"©1le(elisabeth) est consciente et flere de ce pouvolr
gu ¢llc a sur son preqfe gomaine imaginaire," Jones, 338.



g Qa o
¥ Fd

igures from Elisabeth s past, 1ncluaing her childhoeoa

are recreated, theyv are descriped in the present

. -} [y
. 3 .

Mes petites tantes < m embrassent et - me
cajolen:;_/zﬁles sentent la napitaline ¢t ke pain
d ‘épice. Esi-ce gue je las rotrouve vrailment, en
cet instant?(K4, 53)

g2 deois avoir sopt  ou huilt ans. Mon

educaticn commence a 1 ‘instant.(Ka, 54)
L s - _. : -~ oy ’
Moer marli se meurt, on ce moment meme KA, 57). °

La Jicure ahurle de Justince Latour me regarde
“ralntenant, meitie¢ riant, moitic pleurant(gAa, 57).
' &

In > the apcovs  passages, present  tensce verbs  and

 prasent time deilctic markors sucn as "en cot Instant," Ma

" " "

malntenant

1 instant, "oawe

on - ce moment meme, " and
. ~

used to descripe Elisabotn’'s past oxporicnces and b convey

. S R o L _,.’ )
a sense cf lmuediracy. However, sometlmes &Lllsabcth o s

nct use anyiveréé or deict: uarkeré at all whon rememboering
. ’ » S ¥
her 'past, jgst a series *of phrascs or sense improsxﬂx#
characteristic of semeone dreamind. JTheso unsyn;nctic
snatches of tﬁought arce reccoonizable as o thé Joyoeoan

. o £
"stream of consciliousness” tccnnlquo:])

.

Son profil précis coulcur d iveiiw. Sa bouche
lippue. Sa pipe. Un nuaad de  fumce. Puis - plus
ricn. Adrelie a disparu(Kay &€4).

Chatman distinguishes between "strzam of CONECIOUSNCSS
and "interior monologue" in Story and Discourse: "lIntcrior
monologg® 1is marked py syntax: 1t ascribes prQSQnt tense
verbs and first person pronoun-reference to the tninking
character (or the implication of these wherc the syntax 15
truncated). Stream of consciousness...goes beyond syntax: 1t
constrains the arrangement aof semantic elements accoraing to



s

B 93

Lberis Boak suggests that Elisabeth’s narrative technique

18 Yol "streoznm cf uncensciousness™ because of the dream-
* - : : '
. . - R . / 5 P N
ik gzeality of the narrative. The first few phrases cof
the above passage are not only sucgestive of .a dream-
~. . . * A

like state, but also reflect Elisabeth’s narrative style
and nrr tendency to use fragmented language to veveke a

io¢ of events wnhich are recollected or recreated in a

-

yandon, discrdered fashion, and ~ not " pulled

toaotner chrenclocically. Elsewhere in the ncvel, Elisabeth
£ C ' ’ .
accs ondeavor te provide a chronclogical account of her life

in order te maintain some modicum of order to offset the

'

chaoti¢ impressicns Elisabeth still retains surrouncing the

murder of . Antoine (for example, in Elisabeth’s description
of lor childhood, or in the recreaticn of the triall). This
. ]

aspect ©f the narrative will be‘_addressed 1at§;_ in this

chapt-T. Such a movement from a chronoclogical ordering to a
circular and_chaotic presentatiof of events 1s also present

in Hobert s more recent work Les Fous de Bu:san, 1n which
the/multiple narrators try to reconstruct the eve:ts leading

to the rape and murder of the twin sisters Olivlia and Nora;

’ -

howover, their « onological accounts are often disruptea

\

with preleptic rewmarks or confused comments which adc an

R T T T R

0y

the principle of free association."(189) Thus, in order to

be completely accurate, one should, I suppose, refer to the
syftactic plkay in Kamouraska as the interior monologue
technique; however, it seems to me that grammar and syntax
should be examined in conjunction withsthe semantic impact.
Therefeore, the distinction that critics ‘have made between
"stream of consciousness" and "interior monologue" is, in my

opinicn, completely arbitrary. ‘

‘}‘Bca}\','72. | * | .' -
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stery. and cenfusicen  te tIR circumst ances

Yet‘anot‘el indicaticn of Elisaboth's meed to orient

herself tempcrally 1s hgr use of places or nouC s from her

present ‘and past. In ner bock Narrative Eiggigg, Shlomith
Rimmcn- Kenan imdicateS'the important role the environment
plays 1in characterization: "A character’s - physical
. ' r » .

surrounding (room, house, street, town) as well as his human
. : - i c

. . I3 . N -
environment (family, social class) are also often used as

.
. 1

trait-tonnotinc metonymiecs."? £.6. Blodgett also “calls

tteption to the  presence of ‘envircrment  or, ., more

specifically, the house in Anng H»hprt ‘s fic tlon

Wnile houses are in simple synecdochic
relation with thé other characters (Antolnc is
the lord of Kamouraska, etc.), theyv are.used 1n
Kamouraska, finally, to fragment the narratonr.
The> are her, ad..ent e, her "seule ot
epouvantable richess-" (T, {.65). Their function
is te punctuate her Tdesire“to bhe elsewhere. They -
not only characteris-ically break narrative flow
into short  chapters and seguences, but the .
projections they force also support the golt dv
théatre that 1is woven 1nt019thﬁ narrativelcl.
Kamouraska, pp. 148-49, 16 @

~

Blodgett demonstrates how the places or houses in

Kamouraska are related -to the breaking of the narrative and

to the fragmentary nature of Elisabeth’s accouﬁ& By
recalling a particular residence or - place namc ,
4

. - v s (' K
Elisabeth gives the reader clues as to which .agpect of her

life she 'is about to describe. This recollection of
Shlomith Rimmon-Kenan, Narrative ¢¥ictien: Conte UQ[QEY
etics “MLondon: Methuen & Co., 1983) 66. '

Blodgett, 61-2. ’ Nt

iy n



EA

Llaces alec-allews Elisabeth "te- orient herself

e / s . .o
.

2 o
- . -

ar o we mwsr net forcet that . she . is  slipping  in and out

el

ey

“snp - the Rue ~du Parleir.  As Madame
SR - A | :
¥ ) N - s ~ . .
gabotlh remembers that her husband 1s dylng 1in
- R Y ’
S

ri-inforés=¢ thzpugh the referénce to the place: ’
‘6

g N

i . . .

. Veus - Ctes irréprochables als vous n'étes qu une
absente, madame Rolland. Imutile de nier. Votre
mari so meurt dans ume Ges chambres du prémier, et
vous feignez: de dormix, étendue - sur le lit de-
1 ‘instditutrice de vos enfants. Vous entendez adeg
veix, madgme - Rellard. Vous jouez a entendre des
voix. Vous avez. deés hallucinations. Avez-vous
donc tant . besoin de distractions gu il vous,faut

“aller chercher, au plus creux des ténebres, ®les
fantOmes de votre jeunesse? (KA, 76) ¥

. ' L

™y Hove,” Elisabeth is preparing to make a transition from

‘hor identity as Mme' Rolland in the Rue du Parloir to anotner .

>

identity that she possessed 1in  her pasth life. The voices

. : N . Yoy
that she hears alse serve as a .means of, making thfs
: 3 T . '
transition possible.: The change in identity, place and
time is completed two paragraphs later: i
) ; u

On dit que la voix des morts seAméle au vent,
les soirs de _tempéte. Personne n est mornt ici.
Je suls vivante et mon mari  aussl. Nous passons
au manoir de Kamouraska ‘notre-cruelle jeunesse,

vsans fin: Nous sommes vivants, lui ‘et moi!
. Maries  ensemble. S affrontant. Se Dblessant.
' S 'insultant a coeur joie, sous 1 ‘oeil pergant de |
~ Madame mere Tassy (KA, 76). ‘
C .
N . : e

At this point in the narrative, -Elisabeth has crossed

all the tir. ,wnile lying in her bedroom  in >

Y:room.. °  Her 'identity‘~as “Madame Réllgnd is.



‘again draws attenticon tc her spatial and, temperal exis Lu‘C'
- as it réflects ther fragmented and shifting n&ﬁﬁfa”oﬁgh@¥l

“illusceryv./real, present self past self exporicnces:

Y B . v . . K_) b

facx to her identity as tllsaontn Taksy.  Heopowver, " wpye Knhow
. N ‘ . . " ~

tnlis. cniy, pocausy of the chango 1n o place  ana through
Elisapcsh’s. alterod identity; the  vorn’ tonsd provides noe
inaicaticn of a cirange in time because 1t™7 12 the  same
tense  wyscd in the  preceding’, paraavaphs(the © preosentiy
tence). Farther on . in o the narrative, EBlisaboth once oy

@

o

) . e TN
'

“guelguan gui a une voix  fortd(cela  vient,du
corridor) declare gu on viendra me  chercner  on’
temps et lieu.

” R J ‘hapite ailleurs. Un'lieu pxac1s Un temps
révolu. Aucun  prestige de la mémoire nod pourrait. .
‘révssir cela. Il swagit.de la possession de ma
vie réclle. De ma  fuite parfaite de la rue v
Parloir. - R
Ziloncss,  tous-les deux, dans  la: pénompre 0
o - suffccante de la cnambre de bois.(KiA, 162-3) , .

' ' ' & R
In this instance, -Elisapcin noves spatially and tempbrally,

v

; " . ‘ . . ~ AN ’ . ' ‘ . -
from her i1oom 1in Jerdme § housc to tho "chambre . de gbhois"™

o

which Shé” innaiits wifh Georg» Nelson. In addition Lo.'~
manlpulating timé and space here;’Elisabeth also manipulaties // \
 the definition of tne real and th@ . dream-like; .
rec;eation, " of the relationship with Georgce Dccomgs ?T
definition of the rea];‘ it is  the ”]ioutpreégsJ"'tv;
¢ N , . HURPR L
while . her recle as Madame Rolland,;”rocodpg;Tfﬁtbjﬁth '
badkgfound.\‘fhis transformaticn or vreass;;ﬁﬁeﬁt }ofﬁ~§élﬁ§§i .
expréssés ;the ,ambivalent, 'everchaﬁginé"‘strggtﬁre éf hu '
ﬂovel'p; of Elisabeth’s narrative. : ’jn;‘}iw,-hftﬁ
Time 'i's also?® manipulated by EI{ssﬁcth | WJ&




._ . ’ . 3 : 97 1
- .
present  is  roplaced by "un temps revolu,’

L} ¥

a time cf the

‘Howoter, thoe expression

temps revoju" also has

ancther seonse 1n the scheme of Elisabeth’'s . narrative. It

SUGQUStS - a “g%ncept of cyclical or revelving time, which

E LT L 4 . ' Co
is th¢ nature -OQ‘Ellsao@tn ¢ narvation 0f present anc
past. cxperientces. She relies. heavily or "the uze of

srepotiticn in o order T“teo  achieve the cyclical nature of
. P . T > . , : N

‘ . ) 20 . - . < N - . : .
“he¥ narrative, . Sht . reliwves past events up to a

v

coertaln pcelint -and, whenover they  become  too painful to

romemory any further,  she jumps . ack or is swept back to

n.r present identity,  time and plhce. “Wnile there are
. i ¢
. . A o . : .
times 'when she respects a chronclogical rendering -of
- ‘ - . . S - "‘ '
the events in her past, her primary reason for doing so

4 : A
1s to slow down her nagg;bive, ‘thereby delaying the memory
of Antoine’ s murder ‘and her cuilty part in the event:

A3 ' *

Je frappe . dans mes mains...Chasser les
fantOmes. Dissiper 1'effroi. Organiser le songe.
Conserver un - certain -eguilibre. Le passe

raisonnablcd, revecu .a fleur de peau. Respecter
-1 'ordre chronclooigue. Ne pas tenter de’parcourir
toute sa vie d un coup(KA, 97).

Most of the time, Elisabeth’'s narrative 1s not an
orderly remembrance ‘of the . events, but a- ‘confused,

. ) . ) : B . ] . - .\ ’.‘
repetitive  and cyclical recreation of past  happenings,
! ] .. : a .

as the end of the novel clearly shggésts:‘"Brusquement le
’ A

cauchemar déferle a nouveau, secoue Elisabeth d Aulniefes

dans une tempéte" (KA, 249). This circularity or repetition

‘empnasizes the novels -congentric or circular nature, "La
realite dans' la prose d Anne Hébert," 60. '

, , | \
_ . . 1



J

v ‘ - R
: ; )
is characteristic of the Yarrvative Structure o crher L
[N \. B :
Hobert novels. In Lesg Fous. Go  Bassan, 11 . Th
= Fogss o 2d3ssal
character - Olivia  spegks  from tho . ar vo oo Lo
: ' - I , o 4
cycle in.the_remembrapyce of her anmath. = Lsal ot
Kamouragxa, she tee” has'  a prolcyl.c CLodue T or
outceme of tne events that "she remembe s: © 0 o Do .
repster au 11 $st neul . heures tren: o : ‘ oo
s , , L. N
horlege "de Mauregn,. et gu il n est enccl Ve i "7
This realization 1s followod snertiy afte: IEAN e
. .? C : : C : andd
cemment son o Dleus  vais- o mour il a nouveau?
Like? Olivia, Elisabeth also nas a frightening

remembrance cof a-murder; this time the -merder is that of

another 1ndividual. She has a “nightmdrish vision of
’ ”

her nusband standing in frent cof her with|bandages on his

head, as if he had glrcad; been chot. The  vision  oOr
narrative appears within her . narrative daentity as
Elisabheth H@ssy; however, Elisabcth's CONsSCiousness ;n
narratcr -al role as Madame Rblland soon iﬁF°5 OV r to
reassure Clisabeth that the horr_ ole eovent has not yet,

taken place in the recnactment of tlisabcth  Tassy '« lifc:
’ I
(w
Mon Dieu! Il va Oter son bandeau! Montrer
sa blessur®! Antoine arrache mes mains deo™Qr mon
viQége. Retient solidement mes deux  polg ots,\L
dams une seule de ses mains larges. Mo force a le
regarder bien- en face...Plus aucun bandage ne
cache les {ins cheve blonds. Je voudrals

remercier Antoine pour son 1mage indemne...Mon
jeune mari de six ‘mois. Diecu soit Iyué. Rien
n cst encore arrive(Ka, 82). g
21 . ) :
wes Fous de Bassan, 224. : .

27 - : )
s ““Les Fous de Bassan, 224.

‘3
X



Thee o ALl rassage  'suggests the fragmentary
TRV i Ilisgaieth s nparrative because 1T i-lends two
‘rariavic wcices: BElidabetnh Tassy s and Madame Rolland 's.
‘ . . .
He Madame wolla“c “EYisapeth can use prclepsis {or the
flasnforward  technigue) and say with corfidence  that
-the nmorder has not yet taxen place. This ability " halps
alleviore Lllcabe th's’ fear when she reexperiences
the murd. r of hcr husband which is '@Qeated several times
5\ 4 .

thrcouchout the-novel:
.

Mon mari perte de nouveau  un.- bandeéu  blancg

gui lul . scrre le front(KA, 83)@ : : oot
Lﬂ#‘ﬂGW d ‘Antoine tue va s abattre sur mol...Je
53 wantee, jusgu d la racine de mes cheveux, la
pointe ¢e " mes ‘ongles. T TATtoine mu%tlplle a
‘infini, comme écrasé¢ au pilon, «réauif en fines
particules.  Chague grain. 1nfime conservant le
peids entier du crime et de la mort. Son  sang
erandu. Sa tCte” - fracassee. Son coeur
dIILVV...SOn sanc, sa 'téte, son coeur. ¢ la
redgmmence.  Une ronde dans mes os, une multitude -
¢ ‘Antcines assassines circule dans mes os(Ka, 92).
- .
-
Theso . twe  passaces reflect  the  phenomena of

civcularity and repetition that/ are S two dist . -t
! 3

qualitics  cf Elisabeth’s narrative  in Kamouraskz.

Elisabeth  remembers the guilty event over and over agaln in

her  hallucinatory state.?> This act of depicting?

[

same  event a . number c¢f times throughout the

/B s
Many of - Anne Hébert’'s protagonists experience this’
phenomenon of the cyclical nightmare. In Les Fous de Bassan,
for example, The dead Olivia is unable to forget her
frightening rape and murder:,"Je n ai gue juste le temps de
me  couvrir d ombre comme un poylpe dans son encre,
m echapper sur la mer avamt gue ne revienne, dans toute sa
furie, la soirée du 31 aqldt 1936." Les Fous de Bassan, 225.
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1€ © ¥eierred te oy Gerard Genette as one L 0! the
4 ’ )
o o o L \ - e : 3 .
exnréssions of repotition. Geneottoe stresses that when an
| -
‘event Cor a narrative statemc@w 18 repeated, "aucunce does
¢ . ! . .

’ .8 . : . .. :
cccurrences Yon ogst mategicllemont - {(phoniquement $nx
crapniguement) tout a’falt ‘identigue aux autres, nil T T

. ] : W -
. T - . ) . . ! . S - e
idéalement (lirguilstiguoment), du  sou fairt de leur co-

. i Y “
Q... — 25 atson
- c de Gy &) i " A BUR ey e N Lo
piBscnce et de leur succession. This ohscrvation s
- p—— 1

H k . r . L
certainly applicable to LElisabeth's reexperiencing of hoer
nugband ‘s deatn. Each timg she sees her woynded husband,

4 ' ‘
she c¢oscribes the event in a sliahtly datl vt was J In the
R . . w /., .
apove passaco, the répetitien ccf the mayder o
: ¢ . : .

N

, . :
reflected "in- the :epetition of phrases or vprOSSiQ%S{ "Son

1 A \ »
sang répandu. Sa téte fracagsdc.  Son Ccoour arrcto,..son
sana, sa téte, son coour" (Ki, 92, my italics).s Howeoo,
sang, sa& tete, sen Looar CU
A °

the slight alteraticn of the text creape® the effect ot

intensifying the experience for LDlisabeth. By isolating tne
4 B .

nouns "sang," “téte," and "cgeur," Dlisabeth succeeds in

emphasizing the fragmontary, [drean-like and  repetitive

experience of the event. After repeating . tnhls sories Of
: <

- . i f .

wCcras, Elisabeth says that "cola rvecomnmence”; st fecle

a multitude of Antoines circulating ¢n her bLopes.

narrati&? statement once aqaih Yeglucts Blisabeth ‘s
replaying .of ﬁhe murder ; the .ﬂmultitudo- d hAntoincsg
aésassinés” ié. a similar way of © sayinc "Antoingl
multgglié 5 1 infini"; héwevér, ’ in the former case,
Elisapeth adde tho‘ “notion of | circularity ("urnis
‘"N““’“"";""T ““““““““““““““““““ T \ :-q

Fiagures III, 145-6.

¢
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’

i . : oy ! ! ’ ) ‘
4 101
R A ile dans mes os")
: -
anag  providos degcibed in - the
: g .
DY cioding | paragraph by means  of the 'sinhgle word
. ' ' i .
"1eeagsiroe " Thus the function c¢f repetitlon in
Filsaboth ¢ narrative ‘text 1s c¢ne of intensification.
. Qo . 3 \ )
and scunmaticn effected through a slight altering of the
- - N \\ u

toxt.

The careful maripulation.of lancuage and narrative 1n

ramouraska, as  exemplified by the =waifferent narrative

> N
velo s and the mocdification of sta&eaentg that depict

the same Cvent, sdggests a constant alternation betwéen, on

L}

evont s and, con-the other, reingdrating them into tne

circular and ¢lesely baund form ®of- Elisapeth s narraﬁfve
exporience. iy

L

world is'ﬁﬁf;ected
) .
in the way ‘she manipulates the ‘text as Madame Rolland the

B

s

N ’4‘ ) L.
The closed nature of Elisaketh s
L.

™

I3

omniscient arrator, particualarly wnen she chooses a
4
¢ o
e

. e . . .
parrateo, Her choice of narratees ralses the question of
thu‘"dcsti?atéire“(addressee) of the narrative.. wWho 1

the  “intendec listener or recipient of Elis peth

narrative, and why dgo she revive the memory ~K <the

horrendous events of 'her past?  The answers to “hes.
guestiens may be found in“an"halys@s of the relationship
botween Elisabeth’s narratees and he poweriul role of

or words 1in her narrating world. Tne circular

]

of the narrative ; reflected in LK Elisabeth’s

4.

the one hand, breaking dd&h- the text ~and._the narrative -

5



‘central narrafgerial conscicusness i? an  effert to ﬁiintqhn

+ ) R . . .o 5‘

L S N i \

o
1v\os as G- narrated.

se
s \
S
S~ v
aacresses

ond or another of

te  emphasize - the . split or o

" " -~ r

and tc malntaln contrel .

. . - I d
) e ' . 91 et g Ty
over the narratlvea. Elrsabeth addressoes e

tne ‘figure of £lisabdt: in  tne  veice af her
o . L

{

.
4 . -

thish clesed, | private wor la that ™  she creates for U™~
- 5 *
~rsclf in  _her hallucinatory\gxp@richv:

\

) r
‘ Clisabetn  d Auvlnicros  veudhe Tassy, vous
«-entendez? Cegt  en  langu® etrangere gu on vous
accuse ot gu 'on veus charge? Cette languo . est
Te T men amour. Hlen n. coqpfc pour mol/ gqua

-

N

‘ czlle ae’
~ la {¢ me des motyg sur ses levres. Elisgibeth
d Aulnieres, veuve Tassy, souvencz-vous de S§int- ©
Denis et de Q@int-Eustachc? Que  la reine/ pendg
tcus les patriotes si ~tel est scon bopAlaisir.
Que mor amour vive! Lui scul ontre tous{ Que Jo
111 sois donnce a jamails(Kh, 44). )

e

/-‘
K
-
&

\

. . . 1 S :
Hevre Elisabewn (in [ the volice - gf

contyal

ndrraterial  @onsciousness  wihc  oversees  all  the  varlpug.

R

players  in  Elilsabeth’s  narrative) adaresses  plisabotiy
. -~ .

-

d Aulnieres as a narratec in order to differentiate”
. . . S oy .
between the victimlzed, @ccusea person  _(EBlisabeth

d Aulniéres) and the commenting narrator who controls thq
- ¢

' B

-

g
Nl

h

~y
%)

narrative and wno claims that Elisabeth & hulnicres

-

been unjustly accused. Grahame JonesAn 393 tnat the yse of

the seccund person “"vous" 1n certain passages of the,novel
) , - 25 s s . ¥ N, L &
suggests Ruthority. Elisaocth uses the languade of X
e o . ’ - A .
accusation hero, the Queen s languagc, Enalish, and

25 ’ ;

N ™
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veedefincs it oas the language of heor love, George Nelson.
ghve cubseguently, addresses  Elisabeth d Aulnieres and asks

hr to recall her memorics of George, thus strengtheni

o
Q

this particular manifestation of her past self. Tnhe serie

n

of subjunctive commands which follow this form cof address to
h]isnbeth' d Aulnieres reflec£s the control the central
narratorial consciousness possesses in the recreation of her
‘past colves, in her ability to manipulaté the language cf
othurs, oy ugdercutting the authoritative voice‘of éociety.
1t is clear thét Elisabeth ‘s narrator-narratee
‘reilationship thh her 'multiple identitieS» helps to
reinfofco the closely bouné nature of hér narrative or dfeam
pxyfrioncU. However, her use of narratees other than as
pyojyctjons cf herself alsc helps em;hasize the enclosed,
éarc(u]l;‘ nanipul ated Qaturé of her narrative. In -thié
rosppcﬁ, E]iSabefﬁ's use of (Georcge Nelscn as a narratee
proves particplarly interesting. Near the Dbeginning of
ﬂnx'novel, he appears to be Elisabeth s intenaced
"dostina}aire" be;ause the text itself is writ£e6 in italics

\

as'if 1t were . in the form of a letter:

Par la suite des temps vous laisserez le Canada,
n est-ce pas, dites-mei cela seulement. Dites-moi

comment il faudra vous ecrire(Ka, 9).

Throughout -the narrative of Elisabeth s memories, Céorge is
rocogniZed as the major narratee. Yet while he 1s:
resuscitated and revived by Elisabeth’'s consciousness

and therefore belongs to the closed, self-created
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worla . ol Flisaboih s narrative, ho alsoe bhocomes
identifiaris with a liberating acoent 10 the  scheme  of

the ciosoed  text  of Elisabeth s halluecinatoery, dream-like

expericonce. Hie 1dentity  as oa octor, BRI “lanaue
dtrangere” (K4, 248) ang his love for Dlisaboth all convert

him inte a liberating narrvates Zor hev:

ne de mol a nouveau.  Comuent  fairve
rejoindre? Jo Sul s cncoemizrece.
Licotc.. Prisonnicre  do 1A v
Gela ville  do Serel. Mo Iiborer.
‘er’Aance lipre rertoe on

No.sen,  quo o o farre?  Dites
parcle ot je veus o oral. bels-ieoa

Sacrifior ma chevelure? Lalssor  dorrien
snfants et ma maison? Hors de co monde,

josirez.,. Cest la que jv vous  donne
Telle quen moi-men absoelue ot
e llorc. Ytrangire a  tout o Qul NSt 1S
‘ ‘CJS(K:\, 123).
. :
5
For rlisabcth %assy, Goorg. Nolson becomes a way of

¢ecaping  tho restrictions  placed uren her by ner hushand

’

Antolno; - for Madame rRollana, he  representse o

alleviating the pain and tho guilt  she cxperfonyes)  as

a result of  her nushand s  murder. e acquires  the

diménsiy%s of a god because hls Word anda ‘his actions can

save hwer from the cohfines cf hﬂr fam%l; 1ife. In thns
sensc, ho represents the _lperating force of the
carnivalesque. Sne 1s ceven willing to loave ner
earthly existence -to dgo "r s de Cw moﬁUf (Ki, 123).

Howeicr, Elisabeth ié unab! o .stain this view of George
near the end of th~ novel, which forces nor ta  ramaln  d

N

priscner c¢f ner drean-iike  world and of her real Jorld
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av ot sl ol g rcliana:
s ) . .
cz en langug etrange: e
r< ¢ceornals pas cet homw ! o s
isres, e€pous< en preml RICTRICE
seignour assassine de Ko <a,
ndes ncces de Jercme Relland...Si1
t¢ scandalise, arrache-le de ton
S retourne dans soen pavs qu il
‘nadrait jemais ¢l guitter...Qu 1l retourne dong,
Sooavheme, Gang scn pavs natal(Ka, 248).
. /‘ .
o i uss ! different preoncuns and volces In the above
r
R RSSO ave a dramstvic effect, andé reflect Elisabeth 's own
cordo of eli-dranatizaticon ins the course of her narrative.
She is o a "fems do tnoatio" whe 1s aware o»f her role as
dir.cter anag actor 1n a murder plav. The shift in prenouns
in ber roforence te Geerae Nelson thus
distance. Bv o the end cof the narrative,
, ;
¢ . . o _ L. I
nothing rmore than a wman for  Elisabetn,
has, accused  her unjustly. She abandent him as a narratee
by referring toshim in the  third person("cct  homme")  ana
oyo omentally Gonylng, hls existence; cshe  rejects him
-~ [l - -
N . L . .
‘ana orders hiwm to vanigh, much like an thor who
arbitrarily decides that. he no longer wants a character to

v remain In the narrative. Censeqguently, she 1

narratoes

imprisenad

wilthin

%]

IS

lef

cther tnan her self, wnich forces her to

.

t with no

remain

tne conilnes of her own narrative world.

There 1s no liberating force or personality for Elisabeth as

tnere

1¢ Tor her nushand Jérome at the ena of Kamouraska.

Unlixe. EBlisabeth  who heas unsuccessfully locked to Georce

for forvaveness

, he {1

{inds

naraon for his sins from

God:



Seo

- . '1L\\\

|
. J ai regu le s=acrbment  d oxtrome-onctien,
Elisabetiy, Le bon Dieu wmoa paracnne  tous mes
pechas (KA, 250). _ ' -
:
Instcad cf findind peace and liberation, Bllisaboth s

X . - . . . . . N 3 '
destined to  Live in a world of barrvicades whore "colle ne
trouvs gue Ges porter fermees eth lu desert deo terre battue

Gert sont “aites les rucs"(Ka, 250).  She presonts us with

. . . A ) : ,
a darkx imaoce ¢ an entombed woman  whoe 1s  prctured  as

ctornallyv.placksned with cullt:

‘rouse medolelrlisapeth] ti-nt la main de son
mari, wposoe sur le drap. Bt pourtant... bans un’”
champ arids, sous les plerres,on a deterre une
ferme noire, vivante, datant @ uro cpogue recul e
et sauvage. Etrangement consorveoc. On 1 'a lachee
dans la petite ville. Puis on ¢ st barricade,
chacun chov sci. Tant la pour g. m oa do cotte
ferms cst crando ot protende. Chacun s dit gn
1a fain Ae vivre de cotto [enin, onte rree vive,
il v a i lengtemps, dolt” Jtre sl foroce ot
entis ro, accumulce scus  la  terre,  depuls o oden
siccles! (KA, 250) ’

This final vision of tree darr and acilt-ridacn woman of

Flisabeoth s nar'atiwu_jpdurSCorcs Blisain-th & dnapility to

rid nersclf cof the auilt asscoclated with Antoline & murder

and her brief realization that sne 1S manipulative and
N .

unregenarate in a wvery sccular sense. However , o the

realization is’'soon eclipsed by tne final remark of Loontine

Melancon (as precjected by Ellsabeth) wnich once ayaln views

Elisabeth in a sympathetic, innocent light: "Voycz donc

comme Madame aime Nonsieur! Voyecz comme clle pleurc. .. "(Ki,

250). This final remark 1s Anne fcdpert’s way of suggestin
J il

that Elisabeth s cycle of the denial of gullt and the

.
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regooniticn of cvil o doings 1g endless in a psychelogical,
4 : : .

on:c1ocica]§%%13 nar.ative sencse. Elisabeth’'s tears at the

en¢ of the nover seom to sucgest a superficilal catharsis,
| o '. 4 . . ;
bat most critics agree that there 1s no genuine, catharsis
e , C260 o ) .
for Hibert ' s protagonlst. While there 1s .nc cathartic
cxporiconce forf Elisabeth, Boak does suggest that the text 1is

arranc.d to proviée just such an effect for the reader, whH®

ig imjliea in the, "jo" who uses-the "vous" form to address
N " 5 P ey - Q 3 ! 3 ~ - - ey
Mue Rolland. After all, the téxt does ceome o an end feor the

resader, oven 1f the ellipses of the final sentence seem to

. . N . L4
clunify ctnerwise.
\ ' t )

.

. . N 2 NP - :
Unlixe Kdmouraska, which reflects a complex use of
: ) . S . . . T L.
narrative voice, The Stone Angel has often been criticized
for 1ts simplistic narrative technigue. Pnilip Stratford

, r
calls th: rarrative of The Diviners "plodding,"and this

novel 1s mere comylex-qnma narrative level than The Stone

()
27 ; Y : . - .
Ancgol.°" Barbara He' .ner in "Riyer of Now and Then: Margaret
lLLaurence 's warrati  -," deals \with the narrative technique
. *,
in The Stene angel 10 briefly by drawing attention to the

.

chronological orderinyg. The lack of interest critics have

shown 1n analyzind itormal components in the novel would seem

to sugaest that the work does not contain intricate problems

of form' like Kamouraska, which has received much criticism

ﬁchak, 80.
ToStratferd, 121, ¢

Barbara Hehr r, "River of Now and Then: Margaret
Laurence s Narratives," Canadian Literature 74 - (Autumn
1977): 40-57. °
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en narrative structure. While this is partly true, it deoes

not mean that Laurence has writtel her novg? without
considering é&% important role nagrativo technigue plays in
reinfercine Hacgar ¢ attitudes towards languaae and  hoer!
female identity. Hagar s narrafiVe is dual without beilng as
ampivalent as Elisabeth’'s; this statement applics especially

to the ways in which Hagar distinduishes between past and

present temperal states. ’ .

As w2 have already seen, ﬁamouraska constantly shifts

from past to

[

resent, often oblitcorating the distinction

between prescrnt and past, real-and unrcal cexpoeriences to

N

provide the effect of simultancity of CXpUTIences

characteristic of a dream-state. ‘In The Stone Angel, by

contrast, it 1s relatively easy for the rcader to

past experiences from! préscnt ovents. This is

distingli:

{
jo3

because Hagar s narrative consists of past cvents which take

the form of memcries  that avre presented chronologically and

N

) . . L . :
of * present occurrences which arc .also chronologically

4

presentea in the novel. Thus, i1ngtead of - possessing, a

~
circular, explosivé guality, the narrative 1s distinctly
chronological in its rendering of both past and present
events. In an- interview with Micuel Fabre, Margaret
Laurence adaresses the problems of prescnting a narrative in
such a manner:
Fabre: Coming, to the natrative technigue you
adopt in The Stone Angel, one is struck by your
special use of present and past. Although prescnt

and past merge easily in our consciousncss, what
were your reasons for mixing them up? Mostly
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N A : .
tocnnical ones or  an attempt at rendering- the
life of  the mind? ~ ;
Laurencc: I had a great problem of narrative
techniqgue. It is one Tvdid net solve and it is a
structural {law of the. book. But ‘I think the-
alternative would have been worse. The way I have N
it 1n The Stone Angel, Hagar's memories are
cnronolocical . She starts remembering what® she
was when a child and goes on. Well, people don 't A
remember in that order, as we all know. In The
Firc-Dwellers I have the - protacgonist  Stacey
remembering quite distortedly. That is the way
people remember. But Stacey’s memories are far
less dmportant to the narration of the novel than
flagar ‘s are to The_Stone Ancel. The thing is, I
was trvinJ to reconstruct Hagar s very long life
" and did not want to start at the. beginning ang .
wilite a straight cnronoloalcal narrative because
tne' main thing was that in time present she had
to be an cld woman. If ¥ had had her experiencing .
her memeries the way people really do experience
their memories, it would have  made . it really
impessible because it ., would have been far too
disjointed, largely because her memories span
such a large stretch of time. So I. chose what had
seemed to me to be the onl} pcssible course which

is to ' have the  “time past recorected
.chronclogically. But the way I tried to ¢ . i* in.
order to have 1t work reasonably well was o .iave

cach of her long memory seqguences trigge.ed off
by some occurrence in her present story, so that
there, would be a plausfble transition each
time. o7 B

! .
Margaret Laurence tries to defend her fairiy simple use of
) | .

<«

narrative technique in The_Stone Angel by emphasizing the

casy and na&gral transitions that Hagar makes’ from present

ko "past time. A further justification for this kind of
narrative  technique lies in Margaret Laurence“s general
approach to the craft of novel writing. For Laurence, form

and ‘structure seem to eveolve from her creation of a

' A
j «rticular theme cr character:

Fabre, Michel, 204-5.
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* £ :
What matters tc me 1is -all thg themes. and, of
course, the characters. I thi % that whap matters.
te me most about anything fﬁ “F write is really
the characters themselves.

U

Unlike Anne Hébert s heroine Elisabeth whose character

scems te both develop freom, and influence the complexity of

narrative voices and techniques in the povel, Laurence s

/

prcectagonist Hacar seems to determine the forp and structurc
of the novel. In her effort to impose order on a chaotic

world where past and present experiences run  into’ onc
another all he time, she remembers chronoleogically (or:
.\ g ? . 3
Laurence has her remember the past chronologically in order
to show how’each event influences thg Hagar in the present).
Laurence maintains in her intervicws ™ that: she allows the
) . , f
character to determine the course! of the narrative volce,

and given Hagar 's need to exert some control over the course

of her life, this chronological rendering of cvents can be

' ’

. . 31 —_— .
rationalized. ™™ Writing fiction oriented towards an
individual character, "appears to Dbe the only way 1T can

°

write", claims Laurence: .

v ' ‘

Ky

Once  “the narrative voice . 1S tr L.y
' estaplished--that is, once the  writer has .
listened, really ‘listened, to the speech and
idiom and outlook of the character--it 1s then
not the writer but the character who, by some
process of transfer, bears the responsibility for
the treatmént of time within the work. It is’ the
charactcr who cnhooses wh cr. parts ?T the personal
g? Fabre; 206.

Denis Boak does note, ho.over, that in spite of Llljabrthc
leaps forward and backward’ in time, her confusrd narrative
is more "realistic" than linear narrative (sucn.as Hagar's),
74. ' )

.
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asw, the family past and the ancestral past have

¢ b revecaird in order for the present to be

‘alized and th~ fiure to happen. This is not a

;rnid dwelling on tHe past con tne part cf the °
writor or tne character. It 1s, rather an
cxpression of the feeling whic¢h T strongly hold
about time--that the past and the future are both
always 'presg%F, present 1in botn senses of the

¢ werd, always®now and always here with us. It is
only through. the 1individual presence of the
craracters that the writer ‘can hope to convey
even a fragment of this senge of time, and this
1s one reascn, among others, why 1t 1s SQ.
desperately  important  to discover the  true
narrative voice--which really means knowing the
characters gc well that cne can take con their
past, their thoughts, theilr %%§ponses, can 1in

effect for a while become them.

75

¥
t
+
r
r
e
i

N

Hagar 's crderly present and past narratives represent an
individual 's  attempt to unify her  fragmented life,

>
consisting of distinct past and present experlénces. The

easy transitions from the present mode to the memeries of
. , :

her past sucgest this need to bridgex/%he twe  temporal

«

states. Yet, as we saw 1in Hao=r s attitude towards language

and her’ own iden%fé;, we alse recogniq; that Hagar s sense
A ) . . .
of time and narrative volce areg characterized by a certain

disruptiv.ness. Accordineg to Plerre' Spriet, the interior

monologue or stream-of conscliousness novel demands-disorder;

~in fact, he'says paradoxically that "disorder 1is therefore

~

‘carefully built in" the novel .35 . ’

Hagar s<cks refuge in tne past and enters ‘into this

<

- Laurence, Margaret. "Time and the Narrative Voice," A
Place to Stand On: Essays by and about Margar .« Laurence.

Ed. ‘Georgr Woodccck. (Edmonton: MeWest Publishers, 1983)
96. . ' o

EjPierrc\ Spriet, "Narrative and Thematic Patterns in The

Stonc Angel," Etuaes canadiennes 11 (December 1981): 107,

108. ’ | S
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CN

temporal state fairly easily,” ras can Dbe scon in her
conversaticn with Mr. Troyv:
(S
"Dear, dear," says Mr. Jroy, not certain

wnat the responge should be to that. 1 will not

tell him more. What business 1g 1t of his? Yot

now I feel that 1f I were to walk carefully up to

my room, approach Qne mirror scftly, take it by

surprise, I would sée there again that Hagar with

tne shining hair, the dark-mancd colt off to tho
. - tr@aining ring, the youna ladies  academy 1in

Teronto.(Sa, 42) " P
and = . : : o

1 didn’'t mean tc méntion John to Mr.
Troy. He trapped, me. 7711 say this much . for
sarvin--in all these years, he's hard%ﬁ"evon\
sporen of John. , :

- I wasn 't frightencd at all wnen John was

born...(SAa, 121)

¥

While Hacar s movement from —the present o the past is

relatively smoeth, this is not at all true with her movement

: 4
. 4 .
from past to present modes cf experiences” In ‘the latter

case, Hagar finds herself jarred back tc rcality 1n much th

¢ : .
o
same way that Mme Rolland 1is awakencd from her dream-like

state by the scunds and _images of her 1i1f¢e with Jiir ome
- . » - . f

.

kol13nd: o °
As we finished tea, Lottie ‘emiled
insinuatingly.
. - "Wny sell them now, Hagar? You rc¢ not taking

a trip or anything,  are you?"

Placidly, 1 denied. Then 1 toox Telford ~

Simmons ‘s hard-earngd cash and did just that.
"Mother--ccsb on."
L voice, and a hand shaking my shoulder
startled, I draw away.
"Eh? Eh? What is 1it?"

34Reingard M. Nischik also comments on the  "smooth

transition between the present and the past" and describes

the pmesent time in The Stone Angel as "abrupt." Reingard M.
Nischik, "Multiple Plot in Margaret Laurence s The Stone

Angel," Etudes canadiennes 11 (December 1981): 127, 128.

u.% [

v

’
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"1t 's time, ™ Dcris savs, with forced
patienco. "Ccne on, NOWw ) .

"Mercy, it can’'t pe®ime to-get up yet, can
it (Sh, 136-7) -

Jn. this particular passace, Hagar reminlsces over

) ¢
sclling her Mother 's old things and is interrupted by Doris
who warcs her up. Hagar is immediately dispfféﬁted and
ferogetful. To 1live 1in  the preseﬁt 1s an effoft and a
constant strugcle for ner whenever she comee in contact with

other j;eople. Livine 1in the present 1s only bearable ana

tension-frec when she can be left alone with her thoughts.

. : i
to Shadow Point to avoeid

~

This clarity cf tnought 1s especially present when Hagar
leaves Marvin's nouse, and heads

geing to the nursing home: ‘
- ) s/

Marvin looks after my money. The account s in his
name now. I had forgetten. I -haven't a nickel.’

‘ 1 'm stumped once more, but only for an instant.
How well I 'm thinking tonight. Ideas come thick
anc¢ fast...Excitement burns through my arteries, .
making me wakeful just when I want to sleep.(SA,
140)

As Plerre Spriet suggests, the natrative that Hagar creates
isclates her: "Hagar is linguistically the only subect: the
u .

others exist through the words she utters. The world created

by her discourse 1 exclusively her own: she sets it up

against the: "1" of r.r discourse.35

L\

The Stone Ange! lacks the rich multiple voicing that we

observea 1n Kamouraska; the entire novel 1is narrated by

Hagar Shipley in the first person and not much of an attempt
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i
in

ma

I

< TC proiect thc voices of othor characters. Do&pﬂ*~

this limicoa narrative perSchtl\g, SCmMO" %

rined into Eagar ‘s charvaster and laﬁguag switon
. S

39]
r‘J

gl

phrases that ¢chc ~oc1a1 critigues or the volces oi gﬁyi

T

(l‘ v’

. . . R ~ . . . .
she kncws. This kind of embeddlng,lr typical of'“u%

. . - . =\
monologue. Unlike Mme Rolland, Hagar hardly cver addrosses

‘people me m:allv in the second perscon as direct narratees;

a o \,
. AN .
mest ol her reférences are in the third person. This lack of
. . \
menta adaress  in . the secend person rceinforces &Y
aifficglty "in "c. wunicating with people “in COHVLY'athH.

Instead ¢f finding a series of narratees as rine Rolland docs

1

in Kamcuraska, Bagar often scots hersclf up as a dual speaker

dragea
: P |
and ~ interleccuter. In  the narrative, there 1s  a “clear
. ~ ) . .
cistinction between the Hagar who spiaxs  (and  thercfore

¢

- N v + .
acts), and the Hagar whe comments 2ither on the specoh of

oth~rs or on her own spoken aiscourse. Sne thus embodles the
dual nature of the carnivalescu~ exnerience. The social

~riticisme which mark her interior monclogues often parallel

her own criticisms of others. For example, Doris’  criticisms

st often find themselves in Hacgar 's thoughts:

. Then I am jerked alert : me of the strutting
shhdows inhabiting the cray region where 1 lie
drwarily begging the mercy of slecp. The soaking

=211y sheets, the shadow insinuates, in Doris s

v01gp.(SA, 77) s

and L ‘ P

*

Q ' - -

How has it happened? 1°d give almost anytning now

s

By
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. fer a jeup cietea. 1 sesm to hear. Dord < laucglno
-Suryfs ”ca'riaht, for dumping 1t 4Qowr tne 51f<
On, never cit--hcow can ycu say 1t? It wasn t I.
ss

K

You re mean, Doris,s How caw such 'megQig
flourisn? (Sh, °3) i s

id
v

here Hagar projects the wveice el soclety, much ag

Elisabcth doc® in. Kamouraska. A simrlar: ambivalence.gals

£l

. £ ' ; A
criste?in . hgr progictlon cf voices; that is, in the c&é{se

of the novel 1t Hecomes difficult to dlctlnculcn bntween tha

talues and cpinicns of Hagar and those cof others. This is
partly duc te the fact that Hagar ana Elilsabsth create their

own narrative worlds and, in deing so, poss2ss a dialectic

of lntegration and rejection, individuality and confeormity.

. -~
An 1ndividual 1s also a product of hils sccial surroundings

N

and this furtner empnasizes the ambivalent ture of-
E1isabeth s anc Hagar ‘s statements. Through theirdnarrative

discourse botn heroines emphasize “ their am>.valent

3
o , . 36 . [}
porscaalities.,
The veoices of scciety projected by Hagar arc parailcled

by  Hagar s own hypercritical statements con “her att: .r
spoken woras. IM thike respect sne resembles sme Rollard ir
Kamouraska whos oversees her .performar:e as Ellsab:'l

d ‘Aulnicres in her-dream state. The split between Hagar 's

{

and Elisabeth’s roles as commentator and actor suggests a

distancing effect thdat is important in many first-person

narratives, where  the narrator is also.. a character

(extrahomodiegetic narrator). Hagar engages in thlS kind of

See the articles b)‘Reingard M. Nischik cnd ® Fre Spriet
for rurthe¢ discussion of the ambivalent or binary fhature of

.Hacar ‘s perscnality.
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&

T - . % b.'; K ) 11‘6

limitead omniscient-narrator rele ! ﬁi“in Mme o Retland
- . .. A .
U G . : : : :

simplyhpecausd she dees net recre - cenversatieons  and

L

‘@Vﬁnts “C tne same "urreliaple" degrece that Mme Relland
G

ces; she deoes not use f{ree direct or JIroe  indirect
dlsccurse as much as direct discourse which 1s more dilegetic
*

Lo

than_-mimetic.

=1

The entire act cof "tellina”" 18 stresscd

O

mere in- Tho Stene Angel than in glameuraska, which 1s more

» -

cinematic 1n 1ts narraafve perspective. Furthormore, Haagar s

account ¢l neor lenc life sugacsts that she 1s approaching

deatn ,and tha her ‘rative will previde seome kind of

/ . . Ly ) :
Aevertneloss, like tligabeth, she too

distancing hersel! from othors by assuming thee

rolc of commentator; examplés ol Hacar s hypéreritical modi

include hor cown criticism of Doris ‘language whicn I polnted
. 4 A ,

out 1n charter twe of this thesis:

L4 - 3

"The sseccds  wi™™ get  under  your platie.”

...”They'reibetter t v wine, blackberrics."
"For those fhat ase 1t," Doris sniffs.
sne  always  sweaks of  "usingd  winoe

tobaccc, civinc them a faintly obscen. sound, as
thouuh Y¥hney wore pavper  handskerchicofs or toillet
paper. (S, 94) :

o

’

This commentary effect 1s also present  in ‘Hagar s

.criticisms of hersclfi, especially whon—ghe thinks of beilng
. 3 / ! v

, : /
forced into a retirement home:

Can they forcc me? If 1 fuss and fume, will
they simply ask a a brawny narse to restrain me?
...1 fear this place excecdingly... Is 1t a

37

: ~
See Shlomith Rimmon-Kenan's summary (as written by Brian

McHale) of mimetic anda adilegetic forms of  nar v
technique. Narrative Fiction, 108+-110. ' B

o
. . v

[
'

.
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[

mauvcoloun, ana I, the EBayptian, mummifled with
pillows and my own f ] I
cmbalmed alivdz, ..

- "It's mean, mean of wyou," I hear my
> giisgustinc cringe. "] 'yec nct even any of my
’ thinys with me-=" (SA, 96)

llagar 1s acutely aware’ of the discrepancy between the

2

Al N . . . .
languau~ ahd- images she chooses 1mn her  thoughts - and her

J

“child-1ike cutcry, calling the latter a "disgusting cringe'.

-

, , N LT :
as -1f it .were utterea "by somecne else. This distancing
effect functions as a way of sustaining Hagar ‘s feelings cof

victimization just as it did in, Miee Rolland s narrative. Of

course, there is also contempt in Hagar's attitude towards

L3

‘this second self; however, -as long . as, Hagar -views this

> 0y

scecond sclf as a victim cof social conventions (which are

identifiable swith Doris and other ‘figures cf authority)

o o ] e
Hagar -will fecl somewhat superior in the person of the

. b4 / } - i . )
commentator, thereby setting herself wup as a Kkind of

. ® . :
narratorial .and bsychol'ogical God ("pride was my

-
L]

wilderness®)"who chokes mentally and verbally: "I'm choked

© 8

with 1t now, the incommunicable yeafs,L everything that

happen®d and was Lpoken or not spoken" (SA, 296). The
. k . . , V T o . ‘ . .

reader, along wlth *Pigrre Sprlet, realia&s of ¢ourse that

(x - . _ .

Hagar 1s net an innocent victim: "she belongs to the same

. AR N . ] .

-

wor L g?si hér - Oppressofs and -she is guilty of the. same

oppressive tactics;, she partially shares their values....?38
¢ | "t . )

The naé%qtorial God?figure that Hagar turns. herself

3

nte evolves naturally from hékminabflity to find someone

N

~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~ o~ . L
.
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A, 296) . The adaifficulty

,-\
€0}

L% t0o Xnow...thingg"

\ r

in finding & God, or secme kind of saviour forces Hagar to

+

seck corsclatien in hersel{, which 1 what dMme Rolland coes
in An%e Spert ‘s novel . However, ™with Hacar, the novel d

not en¢ «ith tho protagenist in this solitary and cdocentrio

universe:; when oCllsabeth deoes not lilxe the response of

certain narratecs, sho digponsces with them and puts hUTSt];

in centrel psvchelogically and narvratcelioaically. However,

a

Hagar ig relieved of this kina of contrel when st interacts

2

wizniMurray Lees In &ho~cathartic cannory  scone. Here che

Dccomwsltnu listenwr, or thesnarrateoo, and hus acts as oan
inteyicdcutor instes . of  the speaker  (er  the deuxut<q' o
disc.rse which she was in her falled conversations wkrn MY
Troy, the mini%tpr). he a roesult, the cannory SCone proves

‘to e the turning peint  in the novel rromoa Narrative,

‘@rspectivq; Tronically, once Hagar suspends her scarch for
n -anorphous, Goed-like, munta]'narratutﬂénd e coms o mot e
passive partncr in dialoguc, or thne confescor hersell, she
1s akle to engace in her own cenfossion inoa loss seli-
ihdulgent way than shc dila in' voooollocting hoer  memor o
withoutvthc prosence of others.  This subscquent confegsjoﬂ
is a direct eccho of Celeridge s Anclent Mariner s @vnnnCw
: i
for nis sins in the telling of hig former crimes. T
comparisoﬁ with the  Anclent  Mariner 15 by  nDO edns

arbitrary; Hagar herself refers to an albatross of aquilt an

the novel. ("Water water everywhere nor any drop Lo drink.

That s 1wy preaicament. What albatross did 1 slay, for



=1}, we ' 1l ssze--come con, cld mariner,

Lnoang oot oof vour smelly bunk and we 1l so2 what can be

foana (S, 1860,

- purray, Lees  confession of his search and-hils wife's

~

ccarch for some grand revelation c¢f the ena of the world anag

. -

hie sunsogaont reallzaticn that the end lay "clese by" 1in

tir. death of tnedr child alsc affects Hagar. Loes refers to
the fire that startec in his hcuse while he and h': wife

woroo at the Tabornacle:

"It s a funny thinzg, neo says. She thought
it would come from sc far away. The Almighty
voict and tho rain of locusts ana blood. The moon
turncd Garx and the stars cgone wila. And 211 the
tiwe 1t was close by, . (ShA, £33)

buring Lees confessien, lHacar sensées nls aesire to {ind a

Tietoner:

I lean ferward, attentive, ©age B cramped lirb
with a nand, and lock at this man, whose name
have su@dan&\ﬂforgottcn put- whose face, now
// Cotarnoad te mine,  says  in plaln  and uraent
‘ srlercoDLlsten. Yeou must listen. (SA, 232)

After sone time Hagar wants Murray Leer to step his

narrngﬁvo because she has "heard enough" (Sh, 234). Thi

. L]
statement 1S typi/al of Laurence s protagonist, whose
t [ Y B

develeopment 1n the novel aces not occur in leaps

n

progress o)
. [
. &nd
/
/

4

\// accu

bounds but 1n small steps--Laurence thus provides a very

{9?@ vortraval of old peceple who find 1t very difficult

toe unlearn old habits. after nor encounter with Lees, Hagar

recoani 2os 1n the oxchanae or the dialeogue "a xina of mercy”
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(SA, 253). She sees 1In the encounter a dialectic of gain and-

loss whilcnh marks the nctib&>of haran sacrifices:, “...this

cain 1s mingled mystericusly with tho sense of lods which
: s : o oe 34 . :

felt earlier this merning"  (SA, 253).7%  This particula:

-~

exchangs of exporionces 1s thonﬂfcpcatud in bhaagar s hospital
stay whero sne realives that ”t%crs is nowher o to be alone ™
(S, 261). HCor own intrespections and priviate ruminations
are limited, as she is fcrccdlgzliptcract with other people,

N

unlixe Elisab-th 1n Kamourask

R

5 wne always retryeats anto hel
own faeovrla, thereny creating fand recreating her wor 1d tu~
preserve her  seolf-esteem ana o falss 1nnuc~n0w.~ Hagar e
cenfessicons and dialocucs with others allow e an thie ond
tce achiove the ultimate speceen act of th novel-=a prayen
whilch recoanioos the Arbritrariness of tre- Godoin the novel:
Qugrt. 1 to appwuﬁ? It s the dene tning. Oul

Fa-helr-*%nc. 1 want ne part o that. Al 1 onn

think 1s--Bless mo cor nct, Lora, Just as Yoo
307

please,

for I__l_l_aa_t E_g‘ . (Sh,

Tnlse addrogs to God 1s the only dipect second e

aadress  that Houar maxkes toe o the dorty oan the o novel; o 1t

reveals her understanding of prayer, wnicn for haaar should
be spoken and can only bue .sporen from the neart as ophoserd

te a _formulalc, pre-ordainoed utterance. This  way o
addressing God 1n a somewnat ambilvalent manner 15 very

. Josctror Féral cempnasizes the alaloctic of laiboration and
captivity In  Kamcgrasra, Dbut  cenctiace  thar  captavity
deminates tnhne narrativ- and thematic cenponents of tne toxt:
"le combat entre ces acux forces cst oinegal . Lo noids de la
captivite est infiniment  plus  lourd que  colur de la
li#ration...." (265).
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similar to the way the Biplical Hagar-aédreuses God in the
ook b Genecis. Fhyllie Trible calls attention to this form,
¢! addrese  in ‘her  article  "Hacar: The Desolation of
pojection” in which ehe carefully examines narrative aﬁdv

syntactic eleaments ofc the story of Hagar in the Bible to.

ot the isolatien and banisnment of this particular

40~ .. ‘ . .
fruure. Triple analyzes how . Hagar responds to the

birth of

T

prodiction of Ged s divine messenger concerning th
ner  cnild Ishnacl  and  Yaweh's promisc tc hecd Hagar s
aifliction (CGon. 16: 11-12). Hacar, in response, "calls the’

name  of  Yahwen whe has sspoken to heor." Triple says that
~ 2z

dagar 1g "the eonly porson who dares te name the ageity” 7; 1n

cther &erds,
o

[T]he ecxpression 1s striking pecausc 1t
T o
IS

naming rather than 1lnvoeaticn. othe
ilagar does nct call upon the name of ti

(gur wbsm vhwh; cf. Gen. 12:8; 13:4).

she  calls  the mame  (gr  sm-yhwh), a power

attributed to ne onc else in all the Bible. "She

calls the name of Yahweh who has ;fpken to her,
You are a God of seeing "(16:130). 7

«

o

'

™
o . . . - 0 . . - ¢ 7 ’;
Imimcaiately after this naming or 1identification of God{du

-

th Biblical Hagar .qguestions her identificaticon with the
. - &

Have 1 really seen “God and remained alive after

<

remark

seeing him?" (Genesis 16:14, King James Version), thereby

5

expressing the same kind of doubt and i1ndecision that marks

the disceourse of Margaret Laurence s Hagar. This need to
Trikle, ¥Phyllis. "Hagar: The Desolation of Rejection,”
Texts of  Terror: Literary-Feminist. Readings of Biblical
gwrrainos

rratives (Pniladelphia, Foretress Press, 1984): 9-35.
42'1‘1'11)]0, 28
TCToable, 18

¢ M
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-t

nam2 and igenti

y 1s of course»also a trait cof Laurence’'s
/4
protagonist—:a vhenomenen which we arew attention to in
chapter on¢ of this thesis. "Thus - t..c direct form of
address(thc sccond. persen, thou form) scems £o ﬁﬁrk, both 1in
the case of tae Riplical Hacar.and for Laurcence 's hereine, a
turning pceint 1n thc}r lives; 1if one cannct define this
"calling on the Lord" as a form cof orthodex prayer, then
perhars 1t 1is a private, self—creéped prayer, or the only
kind eof praver that the Hagars of the Qorld, who‘apu the

victime cof an arpitrary, crucl ari absurd lifc, can create

or utter. For Anne Heébert s L.o.sabeth, on the Seher. hand,
ras

Ged is not the ultimate narratcc. He is displaced by

Elisapeth ‘s human narratecs (Goorge Nelson, for-coxample) and
<

py her own multiple 1dentitics; thus her world remalns self -

. - . : ~{ -
conta*ned through her constant withdrawal.

In' addition to the presence  of  narrateos,  tne

chronclooical ordering of events in The Stone Anucl helps to

emphasizo Hagar ‘s moments &f clarity and reconciliation to

the tensions and struggles wnich ‘arc a part of life. This
R

reconciliation is brought about by her megerics, cepecially

-,

N

those concerning John, and by her confession of John s death

. . . 43 . . .
to Murray Lees 1in the cannery. [ Hearing Murrajy Lees  own

5

life steory also acts as therapy f{cr Hagar. When Haoar sceks

3Simone Vauthier indicates that during Hagar s conversation
with Murray Lees, tne "locutor ‘s time and the narrator s
time coincide: the narrator 's activity, 1instead of being an
escape from the present, 1s objectified  as part “of  the
locuter ‘s interaction with another suffering human hbeing.”
Simone Vauthier, "Notes on the Narrative Voice(s) 1in The

Stone Angel," Etudes canadiennes 11 (December 1981): 138, 7

¥

W
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D

ve-fuge in the  Cfannery, wpast ané future are of no
conscguench. She wil. teke "one day at a time--that's all a
norson has  te deal with"(Sa, 140) In fact, after the
incident in the cannery, Hagar s lapses into the world of
. . 44 ,
tne  past T decrease; she spénds her last days mainly
, N - . ,
entrencned In the present worlcé of the hospital warda, partly
because she has to communicate with other pecmle in this
particular situation. Here she recognizes that "the world
L e - . , .45
has- shrunk" "~ (S4, 254) intc a hospital ward. Thus her
former depondency on the past, on the distorted memory of
I
her son John, has alse shrunk and she 1s now able to

concentyats on makinag peace with her only living son,

Farvin.

The proporticn of text in The Stene Angel devoted to

past and presont parrative is directly related to Hagar's
4

chénqing attitude towards time in the course of the novel.
Onc  might almost say that tho past experiences ‘afe
accompanicd by ar- isolated hHagar, a Hacar who can indulge in
winories and in unfoﬁfe;edhlanguagc,‘while the érésemt 1s
assccliated with crippled, iharticulate, ambiguous speech
{(the product g}cHagar's attempts to converse with others).
ﬁagar's cbroqological ordering of the text 1in the past

~reflects an awareness (on the part of'Hagar)'to put large

44Spriet says that “the death of John brings the

recol lection of the_2§§t tc the end" (110).This statement

“should be modified to read "substantial recollection of, the
past" because Hagar still makes occasional reference to the
hast after th® catharti¢ scene in the cannery. ‘

¢ Laurence and Hébert both use place as a time element in
their respective novels.

-



secticns of memery behind her sc that she can cencentrate on
the little time she has left as a nonagenarian to devote to
the pecple 4n her present world (er, more specifically, to

people whe are physically present). As Laurence declares,
. S~ »
"the past and the future are both always present, present 1n

both senses of the word, always now and always here with

46 . : D _ -
us." "he only time that has meanincg is the present; and

even tnen, tho present ig often clouded with an amalgam of

past, present and future experiences. This meruing of
temporal ‘states 1s alsc evident 1n  Kamcuraska where

Elisapeth inhabits "un seul preésent." macar s final moments

{'\\ N
are filled with urcd®ncy; she no lojg . as. the lelsurg to

¢

get back, back te [her] sleck coco "', 308) to collect

.

A
~her thouchts:

Pain swelle and fills me. I 'm distended with
it, ploatea and swollen like soft flesh held
under by the sea. Disgusting. 'I hate this. 1 like
things tc pe tidy. But even disgust won't last.
It has to be relinguished, too. Only urgency
remaiQs. The world is a neeale.(Sh, 07)

. - ) Q .
Hagar reaches thee.end of her struggle, and at tne same

time the *beginning, when she recollects the birth of her

i

second son. In this passage, we witness Hagar 's attempt to
‘l_“

reach an end. wnile still keeping in mindg the origins of

life. The Stone Angel 's narrative ciffers in this respect

from Mme Rolland’'s in Kamouraska; since Hagar 's narrative

has proaressed locically toward§§a recognizanle ond, we seo

the death of the pfotaqonist who has collected her moemori1es
4 6 [1) . . . . 1"
Laurence, "Time and the Narrative Voice,

'

15¢..
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anG wareed horsoelf of the cuilt associatea with her past by
joAYE I

reaching tnoss she comes 1in contact with 1n her present
worla. Tnis therapcutic dimension of tne narrative was
discussed 1n relation to Mme Kelland s complex assortment of
. i
narrative stances,. voices, technigues and was. found- absent.

howoever, in Tne Stone Anagel, we find that Hagar s acts of

truth and sacrifice coincide with important aspects of the
i ’»
narrative; the verbal outpourincg of ner sen Jehn’'s death in

front of suorray Lees coincides with the end of her lengthy
enorics associated with John. Hagar 's confessions are not
only private introspecticn, but public statements.

¢
19

Llisaboth 's guilt 1s never roleased 1in this fashion, nor

n

\ﬁoos she sacrifice her sclf-esteem for peace of mind. Her

world 1s more enclosced and mere imaginatively seli-contained

-

A

than Haovar 's. : .

1f we once again compare thd narratorial elements, the
S ' : .
forms of address, speaker/addressee relationships, and the

v

touwporal considerations 1n The Stone Angel and Kamourgska,\@

then we can conclude that Laurence’s protaconist achieves

her catharsis and receives a kind of grace in the novel due

]
”

to her acts of sacrifice, and her interact;on with humanity.
The albatross of guilt asscciated with her pride drops from
“her neck and she 1s at last able to pray to some cruel yet
laughing decity. The chronological rgbdering of the events

also

teleological value and therefore suggests a

lincar piaression towards an ultimate end (ie. Hagar's
death). Hagar still struaagles up to the time of. death as

A o



she wrestlos with the nurse for the glass of water(alsc a

\/Q

mbol of divine crace—-oaotlxmal water),- but she at least
has learned what 1t means to share pain.cor to embrace the
pain cf others as one’s own. The only circularity in terms

ci form near the end of the novel occurs in the narrative

that evokss the memory of the birth of Hagar s sccond son

/ and-in her willingness to belilieve 1n an after-life: ’
L) ’ i
, o o
' - He(Jehn) couldns 't have known before or suspected
L at aill tnat hxcatnlno would be wnat was done by
; creatures here¢. - Perhaps the gamc occurs
b S CISC\nwrc, an el&tent so unknown you .l nover
Sl i u\)ect it at atll, untid--...(Sa, 306). )

&

‘.
flnal words 1in fact are spoken from another
( A, 308)); tho phrasce refers to some past
death, and must have been uttered from

domaln; neovertnceless, these two words
L 3
life in the mértal world3 The narrative

other hand, has no such sense of
tingd tcflivc a lifo haunted by the
ey . » _ My - 1§ o8 eem
gxns of her former. lover ("hmalfaisante
(KA, 250)) and sh dos not impart

Q;f,hcr pain uno fcellngy »f guilt to another human being, Tne
oy J,? ﬁElTJflc nlghtmar S

murder of Antolnc Tassy 1s a

“\,‘, N p 9' \_,]‘
e fi s £?<i by tbeJdu ence of a therapeutic or

_experience for’ EL@sabeth.‘ The  rmovel and  the

' . . .
N 4

)

-

9 2N

N

: : . i
depicflon ~of character %f proor %SlVD’;‘gI(%LlVP and

consequently places ‘the heroine %n a scli=®dFated vacuum.

‘ y : Do . ="
In The Stone Angel, on the ommfr hand, theore 1=z a definite
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lin<ar and teleclogically oriented movement .which

in a scene of narrative, psychological and

ppurgatlon in the cannery. —



" CONCLUSION

In cur analysis of The

len

tone Angel and Kamcuraska we

have attempted te “mphasize the dialectical structure and
thematic features of the novqls as they afc reflected. 1n the
‘Struggling female protaéonists, Hagar and [lisab . in‘thv
first chapter cn female identity, we  apilied Baxkhtin's
cencept of the carni&alesque evperi2nce to the novelistic
worlds cof Hagar anc Elisabeth éhd\discove&od, that, 1in bhoth
cases, tRs hercineé. were “aware «©of a co-eoxistence  of
official/unofficial worlds, patriarchal/feminist idoologius
and. individ@alistic/social—coniormist tendonciles.  Haga: s

) ' . o P -
experiences 1n a male-domi{ d worla cause " her  to

ascimilate some ol  the rigi proud and cgocentric

. .7 1 - ‘ ~
princifles of her fathoer ana to deny her own fomale - nature.

Iy
[

In the course of tho novel, shenis put 1n touch with the
L)
o —-
pother figure (wnich i< an inherent eloement  of  hers
versonality), not merely in an individualistic secnse but 1n

a more universal way. Nevertheless, up to the very cond of
the novel, Hagar retalns @ or essentially dual nature. In
Kamouraska, Anne Ecbert nesents a simllarly ambivalent
message in the character Flisabeth. Hhep protagonlst attempts
to restructurec her werld according to her individualistic,
egocentric desire to lipeorate herself  from religious,
. N ' ’ .

patriarchal ideologies and to escapc social” ennui 1n the

@@form of bourgeocis life. However, this liberaticen ig only an

imaginative liberation; in her "real" 1life, sne conforme to
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social s+andards by retaining a mask of respectability. Her
. s s - . . ae . .oe .
pacssien for life cwxlsts only 1n an lmacinative sense; 1teshas,

no, actua't referent. Elisapeth adopts the magk or,ughe o~
.

/ j .

/ . . . . CU
k¢nantic grotesque, a manifestation of the findividdel, -~
cadrnival® which ,1s responsible fer the tragic atmospﬁéﬁehoi§5ﬁ<

s . . . . . o
the novel. This. pfragic unilverse 1n Kamcuraska finds 1its

r

countorpart 1n the comlc grotesgue world of The Stcne Angel,

the fofm of tne grotesque which, according to Bakhtin is the

trur, universal cCarnivalcsgue.

In th. socond chapter we proceeded to examine the
dialecrical  structure of  lang. ge 1n  the two novels,
;@iﬁting out some cof the cérnivalesque elemehts such as the
subvevrslon of the cofficial or establish:d languagewf social

conférmity by a personal or unspoken, vh,;sical language of
. ,‘ N N
love.  Beth novels sheow  the paraadoxical nature  of  the

4

universe in which the hercines dwell. 1In The §£égg Angel,
Hagar rebels® against the formalities and'fettere%abature of
soclal languagce ana OptS:fOf a discource cof thoﬁéAt; at the
same  time, however, éhe‘ criticizes other§ for aoing the
samg, thereby contrédicting her position. Elisabeéth
similarly reverses her position on the liberating force of

. - > v A w .- h
the language of love and desire when the object of _h¢r
: Y ¢
C qe
desirce accuses .ner of murder and %8 ruining ~his 1life.
e
g
Consequently, she retreatrs 1inte the; security that the
by

. . . : ‘ s U . .

bourgeols lifestyle of marriage’ ana "child-rearing provides

foer her. She condemns “her lover Gecrgg Nelson with the same
. dw

voice that condemns her throughecut the novel: the voice of

a

. A

Al d

3
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legal justice and crdinances which reccanizes no marginality -

!
anca conacmTns alternative exXpressions., Thus, Flisabeth
dltaimacely rejécts the subversive, lilperatino powdér of the
! ~
carnivalesqgues by roturning to tne banal, official woerld.

Iin betn nevels,. the theme cof communicatien, ov lack of

T ¢ . . . N ~,‘4/\‘,' . o
communicaticn, 1g prowmlnent. Hagar and ©Blisabeth live an
A

assigned different values, dependin¢ on tnolr contuext in the
novel. In The Stcne Angcl, actiens speak not only leudey but

more cC.<arly than wordg; as long as thoy arw carricdl out

with "a xind of love," they oven maxke pessible a forn of
communic.: and understanding. Toe demenstration of such love

may e be_ carnival.sgue 1n naturc, as 1n ladar ¢ act of

fetchine a o»oaran for a persen 1n noeod. In Rancuraska,

3

silencs carrios an anndvalont  nmessaco: 1t 1sclates the o

»

indgividual, ot 1t also allows (¢&r alternative forms

o
e

expressicn. ror exanple, sllince can unite twoe individuals

who ar< marcinal cince, outgidors in a sccict, ef cfflcial

a

languaage and soclal decorativengss. In poth novels Tanguage

¥4
¢l

is a powerful teel wnich can be . used oy th';wotngunuMJy

L4

but which can alsc worx acainst them.

- o

N

After stulying +the multiple 1dentities  of Hagar and

,ElNsabeth  in cennectlon  with  tnelr  attitudes  towards

P

Janguac.. wio analyzcd the narrative  techniqgue  1n each
? o = ’ 1
novelistic world.  OQnce aygaln we obscrved a dialectic

inherent in the narrative. For HacGar, tnis dialectic resided

~in the twe distinctive temporal dimensions of  past.and

-
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S

pruSunt. s Suscn a  aistinction ® is  not always clear 1in
Ellsamoth 's narratiye because of‘the'fusion or cenfusion of
tcmpora]éstatcs. However, both Elisabeth and Hagar share the
f]vgmonﬁed roles of commentator or narrator and player in
thnif; narrative worlds. W2 concludea that tne circular.

' X i e . <L 4
structure ol Ellsabeth ' s narrative provides an open-
A . B
cndedness that contributes to the unresolved nature of the
[ . ’ .

s

narrative and which offsets or prevents any cathartic or
. ‘ 'A @
therapeutic effect fer the protagonist. Hagar’'s narrative;

on the otner hand, with its linear, chronologlcalfné%derlng

of the c¢vents leading to the heroine’s death 1is less
striking in 1ts undercutting of such an effect. Hagar,

A .

contrary tc the opimion of some critics, does undergo a

[

cathartic exmericence 1n the cannery and reconciles herself

AN

to the ‘crdinariness and arbitrariness of human experience,

which are impertant aspects of the carnivalesgue. Elisapeth
- : 13 -
O

remhins(imaginatively in control of her existence, .but her
masks ol innccence only defeat her &nd instill terror and
fear, instead of liberating the heroine. Thus, by adhering

to the individual carnival *of the Romantic grotesque,

r
T

Elisabeth- . neither transcends her tormented existenee,_nor’

allows the corporeal elements of love and wunofficial
expressions. to dominate. Her novelistic life appears to be

the archetype of

neverending; she becomes identifiable wit!

tiie blackened women through her . self-deceit. In short, she

is outwardly ¢ social conformist (having married Jérome

Relland), but inwavrdly remains an egocentric rebel.

>
(2 . ,



._,

)

h
1

Having anaivioa toaves maler aspects o! The Stene Angel

ana Kamcurasxas (1de=ntlty, languaco and narrative colement =)

'
we! Can SCY That Lacin novel Chiolaces aloioerent aspoects

el i N . L : iy : N ) 0 -
ci tne carnivalesgue tradition. Tho §tcne Anucl stresses the

liberating, mcr2> universal ferce of the comie or Medieval

v
it

and Renaissance grotesqgue; Kameuraska, on the other hand, o

projects an aure ©f Roaantlic gretosgue wnlch 1s rosponsibloe

for the ©plack, c¢ynical and sclfi-destruct. - npature ot

k ) ,

JElisabeth s worid; , thics Remanti¢ arotesguc ie synonywuﬁ:
. ."’[ : ' .

with arn individual carrnival. Our analysis of tne twe novels

S .

and their jyrotagoenicts  has  shown, theroforoe,  that o the

expression c¢f the carnivalesque 1s gearsd towards the comio

in The Stone Ancel and towards the tracid&o inm Kamouraoka.

rd

However, thig comlc,tracilc dilstinction 1s tihe ond resuls ol

the cecnstant interplay of opzpéing forcos 1n -cach <0t

works we have examined, ancinterplay potween the aownward
' o
movement cof the carnivalesque ana the opposite  movenont
. ) . ‘

towaras transcenaence. In  The  Stone Anael, cortaln
carnivalescuc “elements ‘(sucnh as  the awarernoess o poardy
- . o - e ) -

functions and a sense of arbitrariness) paradoxically help
bring about Hagar s liberation and splritual awarcness, [n
Kamouraska, on the other hand, the interplay between the

carnivalescue and tne higher forms of expressicn results in

a‘stalemate; Elisabeth allgws neither the bascer, uncificial
s

elements of her world nor the official idcclogy to dominate.
Despite this essential difference bhetween Hagar's  ana

Elisabeth s experiences, the two women are potn cssoentially
-, ,

v
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L . . . R . .

ol enmtitles  wnac  alternate Detweon bourcecls  and
. >

VG IS +. naenolcs. The Stcne Ancel  and  Kamcuracska

L SRS Al g

provice  a o Clear sense of new the ction ©i  the

ivalesgas 1s moedified in the context of these beurgecis,

viduali=tic ncevels.,. o
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