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ABSTRACT

Margaret Laurence s wrrtmg, especrally her Manawaka fxctron has been the focus of

~much crrtrcal attentron The analyses of Laurence S work have been predommantly thematrc so ,

‘that the content of the fi 1ct10n is well documented However httle attentron has been pard to -

the form. of Laurence S work The purpose of this study is, in part to redress this ‘critical

' 1mbalance by examrmng the form of Laurencc s latest f 1ctronal creatron The Dlvmers in the

context of the prevrous Manawaka frctlon Thrs study wrll av01d commtttmg what Robert-'n‘

Scholes calls the "formahsttc fallacy. rt wrll not focus on form to the exclusron of content

- ‘ The WOrk of the themattc crmcs wrll be acknowledged and used Adoptrng the approach 10

k narrat1Ve set forth in Seymour Chatman s Story and Dlscourse Narranve Slructure in Flctron L

. and lem thrs study wrll examrne the narrauve drscourse of The Dzvmers

a

.-the mam crttrcal concepts used The terms story and dtscourse are defrned and thetr'
mamfestanon m The Dtvzners is explamed Chatman s conceptron of the }whole-

F commumcatron srtuatron rs presented n: 1ts dragramatrc form and each feature of thrs process-'-'

-'1s exammed Thrs chapter serves as a conceptual pornt of reference for the drscussron of the .

‘form in The Drvmers in the ensumg chapters The remarmng three chapters f ocus on specrfxc 4

[T

' features of narrattve structure Chapter Two exammes the narratrve drscourse in terms of

-

- narrauve vorce and pomt of vrew m The Dzvzners In thrs chapter the speech acts vorce and .

perspectrve of the narratrve are studled and the questron of narrator relrabrlrty is addressed :

-vThe relatronshrp between story txme and drscourse ttme in The Dmners is analysed in Chapter

) Three I use Genette s work Narratzve Dzscaurse An Essay in Method as my ‘main crrtrcal

text in thls drscussron of time and analyse the temporal relatrons of the narratrve drscourse in f o

terms of order duratxon and frequency Chapter Four focuses on the twag" modernrst features

'of rnnovatxve form and self conscrousness in T}ie Dmners In the dtscussron of ‘the novel s'

- mnovatrve form I deal prtmarrly wrth the obtrusrve devrces labelled snapshots mnerfrlms

v,

‘In Chapter One 1 present the conceptual basrs of thrs structurahst study and examme _':

(=}



_‘ and ”memorybanli, movjes. Thesc features arc also pertment 10 the dtscussmn .of the -

narcrssxstrc nature of thc narrat1Ve in whtclr I examme language the act ol" story tellmg, and o

the narratlve concern w1th flctronal creatton producmg levels of flcuonal realtty w1th1n the‘

- - ‘

‘narrattvedlscourse. e B e

I shall show that The Diviners employs f orm m f iction to-define and ulumately become o

B f 1ct10nal corttent and also to compress the whdle narrative commumcauon smmtlon in- the' -

text The dtscourse is, structured $0 that the transmlssxon of" the narrattve from the 1mphed o

o

author to the 1mphed reader is- condensed the dtstance between the agents of « communtcatron is

‘ mmrmal The form of the novel provxdes an 1mmedtacy of narratrve presentatxon that serves to

1
\

consohdate the cornmumcatlon processes ‘of the dlscourse
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' Chapter 1.
.. mmobuction .

) .

..the evoluuon of form is " never’ totally riew and is usually much less
h experrmental or original than we might like to imagine, but it is an attempt at
. something new to us, .an effort to - discover a means--a vehicle, . if you
.like-~which is capable of gettmg across some of the thmgs we f eel compelled
o try to commumc%te ! .

{ .

| ‘Margaret Laurence 'S Manawaka flcuon spans an entlre decade’ of Canadlan hterature
..from the pubhcatron of T he Stone Angel in 1964 to The Dzvmers m 1974; Thrs/decade was a" ‘
" ume of great frcuonal experrmentatlon Wrth the formally innovative work of such wnlers as‘v
_‘Robert Kroetsch George Bowenng and Audrey Thomas to name but a few The writing of
' _the srxues and seventles is especially mteresung "for unlike much earlrer Canadxan work the .
' _recem wntmg [had] been engaged for the most part at the level of form and- language raﬁ o
than theme "2, H0wever the llterary crmcxsm of the penod did not keep abreast of the" |

1nnovat10ns in the hterature 1tself therary criticism was (and to a large extent, sull 1s)

T predommantly thernauc crmcrsm wnh a cnucal scope too restncted to capture the complex .

vision and achrevement of our
W‘\r‘g

exemphf 1ed by Margaret A{wood s gurde to Canadran hterature whrch appeared two years prror

N
to Laurence S T he Dzvmers

e

- Margaret Atwood's book Survtva[. A Thematzc Guzde fo Canadzan therature is, as the

) subtitle suggests entu'el; themauc i its approach followmg the tradmon of D G. J ones

. Butter ﬂy on Rock: A Study 0 f Themes and Images in Canadran Ltterature ( 1970) and Northrop -
Frye s The Bush Garden ( 1971) and foreshadowmg the arnval of such crmcal works as'J ohn" ‘
Moss Patterns 0 f Isolatzon m Englzsh-Canadlan cmtzon (1974) Atwood S WOTK is enhghtemng
whlle bemg, at the same tune extremely narrow and clausr.rophoblc suffocatmg Canadlan )

-_hterature by placmg its creauve possrbllmes into unyreldmg reductrve categones Thrs book is

v . roe

~



‘ not a "book of patterns ‘as Atwoodlw()uld have us beheve rather itisa book of labels. For,
| Surwval not only advocates a statlc uncompromrsmg approach to hterature but it also negates
crltrcal concern for the f ormal aspects of llterature In almmg to answer the question "What
do wntcrs write about""‘ Atwood f arls to consrder the "how of the narrative process and the

relatxonshrp between the two:-

-All [J ones, ‘Atwood and Moss] treat works of Canadian hteraturc as 1l they
"were prlmarlly repositories of indigenous themes and images documenting
. localized historical, psycho-social, mythological, and political concerns. None
" treats the works as autonomous verbal structures with'a litérary integrity of
~ their own,; in short, each violates the harmony of form and content. Yet form
and content are complementary and symbiotic; how a Wnter has .done something _

4.

is the primary determinant of what he has done.* .

. I,n Survival, in answering the "',what‘-" of Canadian"f iction, AtWood def ines the central symbol of
: thts literature as survxval-- gnm and "bare” -~and sees all Canadian' llterature »as
representatxve of the country as a collectrve victim.," By dividing' Canadl‘an literature'into
these two categories, Atwood beheves that she has identified the touchstones Wthh will enable
readers to drstmgursh thrs specres from all others Canadran hterature from the oth’er_ :
-hteratures with Wthh it is often compared or confused " In reahty, Atwood does not ‘
:crystalltze the 1dent1ty of thlS country s llterature she merely 1dent1fies two themes common to
much not.all, Canadxan hterature By ) domg she farls to consrder elements of. thrs literature ‘ |
.beyond thematrcs Atwood herself acknowledg&s that Survtval is'not an exhaustrve extensive ’
or all- mclusrve treatrse on Canadran hterature " but thrs does not negate the exlstence of a._
crmcal unbalance iri her approach Atwood drscusses content to the exclusion of form.
' Frank Davey not onIy crtes Survzval as an example of unscholarly research whrch

mlsrepresents Canadran lrterature through generahsatlons and lack of hrstoncé,l perspectrve he

also feels that its methodology blmds the author to mformatxve aspects of the lxterature bemg

studred



She [Atwood] c{arms mtermrttently to be concerned with the quality and form

-of literature as Wwell as with its ideas, but her emphasizing of ‘Pratt over Smith
and Scott, of Lee over Laykon and Purdy, and of Gibson over Laurence and
Godfrey, suggests that she believes ‘that in-Canada the cxplitit ‘message of the
work is more significant in-determining "tradition” than are the implications of

its form....Where she might have found unique literary expressions of the
Canadian chafaaer--rn the form of its writing--she fails to look. - The Forms
avaliuble to a writer are of the same number as the forms of the universe, while

as Pound tells us, the ideas of men can be written on the back of a postage stamp '

]

'Ihus,‘h Atwood ahd her fellow exponents of “thematic criticis‘m by placmg the study of :
.lrterature into a purely thematrc context have demed part of the lrteratures bemg byv

disregarding the form of literature. Atwood" S gurde desprte the accessrbrlrty to the 1dea of a
contemporary structuralist criticism at xthe trme of publrcatron offers the narrowest defrmtton S

of a Canadian tradition yet attempted nie ;
. ol :
In a more extensive arncle "Survrvmg the Paraphrase Davey extends his drstaste for B

Atwood's reductive approach to critics of srmrlar mclmatrons--Frye Moss and in partrcular AR
J ones--and calls for critical studies of Canadran hterature that focus on the form of a work

Davey feels that writers whose work mvolves experrmentatron wrth style prosody and structure \

cannot be studied  if their work is subJected to thematrc crrtrcrsm only He beheves that .the //

work of "thematic” critics has domrnated lrterary CI..CISm 9 the detnment of Canadran )

hterary cntrcrsm ' - ) _ : ( '. , . / I
It is a testimony to the hmrtatrons of Canadran hterary criticism that thematrc
criticism should have become the dominant approach to English-Canadian .
literature.. In its brief lifetime, ‘Canadian’ criticism has acquired a history of o

being reluctant to focus on the literary work--to .deal with matters of- fornr,
language, style, structure, as these anse from the work asa umque construct R

One of Davey § main obJectrons to the theory of "thernatrc crrtrcrsm s that it 1s unrelated to o
the process of writing itself and therefore he clarms it rgnores a crucral aspect of the frctron'i
which should be studred form. Davey beheves that because thematrc crrtrcs ‘study what the

novel says and nop. how it says it, "the focus _of such crrtrcrsm rnvanably'rests_._ outsrde ‘the

)



o

i

Y.

writing, "“" Thus, 'Dave‘y empha'siz'es the. need‘for new critical methods which'g‘o far beyond the .

’

borders of thematw crmcrsm He is Jomed m this. struggle to enlarge the scope of Canadian’

7/ .
crrtrcrsm by such scholars as Russell Brown Barry Cameron and Mrchael Drxorr These critics

-

\

‘ beheve that books of a complex structural nature such as T he Dlvmers demand a more -

-

objectrve cr1t1c1sm whrch adheres "to the classrc New Crrtrcal aims of treatmg a smgle work as

-

autonomous self -referentral and self- deﬁmng B By focusmg critical attentron on the text

rtself not on its socral mrheu "Brown . beheves that theme would be revealed m a' manner

very dtfferent from the way we are used to dealmg with the concept. Rather than removmg

A

us to a semantrc level whrch runs contrary to the 'artfulness" of a literary work, theme would

3

be recogmzed as a structural f eature part of the grammar that enables the author to give form

to a work drsc‘ioverable as one of the formal features of that work i In the work of Davey

-

Brown Caméron and Drxon the crmcal approach advocated to redress the prob]em of’

"thematrc crrtrcrsm in- Canada is a structuralrst approach Brown clarms that structuralism

[s]eems ]LIS[ now to offer us a great deal of potentral for resolvmg the crmcal problems we

“have encountered and f or offerrng us directions to-be 1nvest1gated s Cameron and Drxon cite

comparatrve formal CIIUCISII] as the means by which the critic wrll counter "the mhrbrtrng

preoccnauon wrth mdrgenous content at the expense of form "¢ And Davey goes a step

. f urther to p,roduce a gurde to Canadran lrterature which adopts a structuralrst approach.

Davey s gurde Fnom There to Here A Gtade to Engltsh Canadmn Luerature Since

}960 was wrrtten as a posmve attempt to redress the lack of formal crrtrcrsm in Canadran

crlncal crrcles In thrs gurde Davey 1llustrates\the nwd for a closer, analyncal study of

Canadran lrterature whrch movgs away from the msular thematic approach In.the Preface to

thls work Davey makes clear hrs cntrcal stance and the ratronale behind it:

i

I have grven consrderable space'in tlus volume to. analysrs and explanauon of -

A Jtechmque and form. I have done this in part because the period in Canadian

-+ ~.writing- being_considered [1960-1974] is one of ‘continual search. for new and
:‘-profound forms. In-no way can much of this writing be opened even for

thernatrc drscussmn wrthout careful ‘attention to the meamng of its techmques

) i

~

\
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‘

I have also attempted by aftention to form to redress the tendency in recent
Canadian criticism toward exclusively thematic ' interpretation. One must
remember that it is by being encoded in the’ language -and structure of literature
that' these ' themes are transmttted from writer to reader.’ .

. D oo 3\

Thrs book marked d srgmftcant advance in Canadlan criticism by adoptmg a. structurahst

approach to Canadtan hterature and thus, by f0cusmg on form, placmg "works. of Canadtan;‘
hterature in therr most 1mmed1ate and proper context the autonomous world of, hterature

However a number of maJor Canadran authors were demed such crmcal attentron because of

thetr mclusron in the themattc gurde pubhshed prror to Davey S book in' the same

serres--"Our Nature-Our Voices Many of these artrsts st111 awatt a crrtrcal apprarsal of a

' nature other than the’ thematrc appralsal along the lmes of Atwood Frye, ] ones and Moss

Margaret Laurence 1s one of the authors mcluded in the fi irst volume of the series; and,
mdeed thus far her work has received only a purely thematlc cnttcrsm Thrs srtuatlon has yet .’

to be rectrfled by an extensrve analysm of . techmque and form in Laurence s work Such 4

concentratron on the form of Laurence's flctron would be Justrfred not only’ by the great'

'structural Varrety of her work but also by the 1mportance of form to Laurence herself as a-

means of presentmg content Laurence acknowledges that her main concern m frctlon is the-
«

' creatron of protagomsts who ‘seem to possess a erl and vrtahty mdependent of therr creator.

‘he also affrrms that’ she has a very. strong- sense of their ex1stence as human in'dividuals in_

thelr own right"** What 1S more, these protagomsts SeEm to follow the " pattern 1dentrf1ed by .

Atrwood m Survzval they struggle for their surv1val in a hostrle envrronment Wthh threatens -

__them both physically and sprrrtually Nevertheless Laurence s own hxerarchy of creatrve '

_ commttment and her appar_ent adherence to Atwood S ,pattem \do\not mean tha‘t*the ;

‘ thematrc cntrcrsm of Atwood et al lS - most approprrate mode of cntlcal analysis to be
apphed to Laurence s flctlon Rather -a structurahst stance as proposed by Davey and’ other

ant1 thematrc critics would be more 1llum1natmg, by looking at the content defined. by the

structure of' Laurence s work. and by consrdermg the meamng ‘of the work in terms of 1ts

 structural content a thnch greater understandmg of laurence s work could be achreved ‘By~



: :
' focusmg on the "how" of the frctron the "what" would be understood in much greater detzil. '~
The close relatronshrp between the "how and the "what" in hterature-~that is, between the:
-form and the content--rs recogmzed by Laurence and is one of her prlme concerns in. the .
creatron of her fiction: "1 am concerned mainly, I thmk, with firiding a form whrch wrll enable
a novel to reveal itse'lf , through which the characters can breathe. "° |

Laurence 'S mterest in form really only began to emerge as she developed as an artist; it | N

was not a conscrous interest at the begrnnmg of her career: "When I wrote my frrst novel Thts .

Side Jordan, 1 had very httle conscrousness of form."?! Buit Laurence S 1nterest in f orm grew as " o

.her art matured; - she began |1e} reahze that f(Srm was not an abstract consrderauon but’ an
mtegral part of the creative processes By’ 1974 havmg conscrously worked W1th T orm 1n the‘ '

five works of her Manawaka series,?? Laurence had reached a new level of awareness regardmg -

form, 1In November of that year she discussed form..and lrterature and ‘the act of

communication 'via the printed _word.

Well the fact of tryrng ‘to put: down life or one's conscrousness ora character s
conscrousness in terms of words on the printed. page is in itself a kind of form.
. - Art-does exist and:it is @ form and the fact is that art is. never life. Art is never
N as chaotie or as complex or as alive as life.. ..Pari of the essence of art is that it
is concerned. with form. ‘That is; when you Write a novel you are being selectjve.??

e

»

"Wrth eacb new work Laurence 5 expenmentatlon wrth form appears to‘ increase, and her’
struggle to synthesrse form and contert appears to become more drfflcult She constantly' )
1 strives’ to fmd the exact form regardless of tradrtron and exrstrng norms, whrch will most
E ~'successfully commumcate her 1deas to. the reader and thus she develops a greater relrance on
structural 1nnovat10n in her work The chmax of ‘thrs struggle is reached ] in Laurence s novel
The Dnuners about whrch she adrmtted Whrle strll in. the process of - wrmng ! ...I ve got the

| rfrrst draft done and xt needs a great deal more work I ve found 1he form of it extremely

‘drffrcult to drscover what its own true forrn is, and I n not sure I ve got 1‘t worked out, I

'f

'pIOperly u Thrs novel provrdes the ultrmate expressron of Laurence 'S s_tructural_ -



S Y
experimentation-to date. '

. Consi'dering'Laurence's' interest in form, ft is surprising 10 notice 'the lack-of structural
v ,analysis -bresent in reviews'of the' novel. In most mstantes the form of the novel was erther
' drsregarded or treated w1th a drsarmmg superfrcrahty Those reviewers who did comment on
the form of the novel in greater detail’ than their colleagues were really no . more help in
",ﬂ'understandrng the actual 1mpIrcatrons of the novel S structure These revtews stated the"‘
1mmed1ate ef fect of the structural techmques on them as readers wrthout attemptmg to- analyse :
2se techmques Most revrewers condemned wrthout eXplanatron Robert Fulford remarked
rlatly In terms of style and structure thrs is the least 1mpressxve of all the Manawaka.

"'books "is Granted that glven the space and time’ allocated there ‘is a limit to the extent to '

’ whrch revrewers art(j/ cbmmltted to - detailed analysrs ;1¢ however even the revrews whrch

—-
Lo,

consrdered the nqvel' 's form ‘more. extensrvely and posmvely were unable to, be more specrfrc
. than for example Allanr Bevan, who remarked "Margaret Laurence is a fine writer perhaps
: the best Canadran novehst yet 10 appear, and The Dzvmers a complex and skil fully constructed
nove! with a beautrfully concerved central eharacter is at least as good as any of the earlrer
'_novels "7 And then of course there were those réviewers who. contented'themselves wrth ‘
concessionary remarks such as Phyllrs Grosskurth s "perceptive” comment: \"The structure’
takes a little getting used to s Commenting on the reviews, Marian Engel remarked: "éince
) The Diviners is long, is a soft of epic and contained flashbacks called Mernorybank'Movies
‘poems and loné present-tense passages it probably ht‘t all thexr hackles [the revrewers '] at
once."?* Only a few Teviewers were able 1o see beyond therr emotronal reactions and analyse the
functron and role of the novel's form. L. Blesenthal was one such reviewer; her comments
seem to indicate a closer,-more critical reading than those of her colleagues:
- N
In The Diviners Laurence has devised an ifitricate pattern of interweaving past
and present, fact and fiction in sequences of 'snapshots, memorybank movies,

and reminiscences....the style serves to amplify ‘the theme$. This cohesion of
form and content is seldom achieved with as much sucgess.*° = .

8



ThlS TCYICW was one of the very few to analyse the "why" of the techmques and to acknowledge

, the necessny of- lookmg at form in relation to content.

/ Laurence s work as numerous theses have been wrrtten ont The Dzvmers Wthh deal extensrvely

Adrmttedly. reviews are not desngned to provide the reader with a detailed examination -
of the work being considered,»‘ but this dearth of structural analysis is not c‘onfined to the °

‘novel's reviews n the ten years since the publication of The Dzvmers the book has

occastoned a great deal of crmcal exammatlon however, the number of articles devoted to an

).,

analysxs of the novel s form 1s surprrsrngly few ‘The work of Leona Gom, Theo Quayle-

v

g Dombrowsk1 Shemll E Grace Barbara Hehner and Ildxko de Papp Eamngton are the only

“‘,' ~ '\
! /.1 J

notable examples of structurahst cr1t1c1sm dealmg with The D(vvfers ' Other crmcs who

comment on the structural aspect of the novel tend to offer exphcatlons wrthout 1nd1catmg '

how through an. analysrs of structur’e they have reached their conclusrons *? However, it

.appears that less” experlenced cntlcs are more ‘consc1ously aware of. the structural aspects of .

- PN 4
w1th at’ least one aspect of the novel ] structure ¥ In most works of thlS nature thé treatment

of form is limited' s1mply to the two awects of time and narratrve vorce ‘both crucral concems
’out nevertheless only part of ‘the area@structure whlch needs to be studled But desplte the,
narrow scope of this structural analysis, these works do attempt to. supply an area thch has

been neglected by hterary scholars--to understand the why"’behmd the complex narratrve

structure of Laurence's latest novel - S

~ . .
: ~

This thesxs will facrhtate an understandmg of the ' why in Laurence s narrative fiction 5

by conducting a close analysis of narrative techmques in The Dlvmers “This novel has been

chosen for two main reasons: firstly, it is the concluding book of her Manawaka fiction:

Well my feelings about it [writing another piece of work set in the fictional
prairie town of Manawaka] with The Diviners was that it was a cycle which had
been completed and I think it's very doubtful that I'll write another book ouit
- "of that background....it just seemed to me that those five books of Canadian
~ fiction came out of that fictional prairie town, that the wheel had come full
.cycle, that things had been completed. "¢ :

\



: Secondly, as. already mentroned it represents the latest and- perhaps fmal eXpressron of -
Laurence s mcreasrng mterest in form throughout her lrterary career To complrment the

crrtrcal mterpretatton of thrs nOVel examples wrll be drawn fromxthe f rrst four works in thrs

. \
\

i cycle The Stone Angel, A Jest of God The Flre-Dwellers and A Btrd m the House because' .
Laurence was conscrously workmg on form m these narratrves and they wrll help us to'
R 4

understand aspects of form in her latest novel .The f orm’ of Tha Drvmers rt wrll be shown is

: worth more than- a superfrcral consrderatron and is not "at beSt superfluous and at-worst,
artrfrcral and drstractmg "s .On the contrary it represents a conscrous attempt to utrlrze form in 'f
fiction to def 1ne fi 1ctronal content ‘By. focusmg attentron on the structure of The Dlvmers thls. '
studv wrll 1llummate the what of Laurence $ frctron from a thorough understandmg of the_ :
| "how. For, as Davey states [U]ltrmately only the form of a wrrter s work speaks to us.”
; -The problem which now. remams is -to fmd a, crrtrca}t framework within whrch to‘;
,co’nduct ourranalysrs, A structuralrst approach is the obvrous crrtrcal stance to adopt when'
analyzrng form “but whrch structurahst approach" From the trme of the Russran Formahsts
on, structurahst crrtrcrsm has advocated many drfferent approaches maJor areas of concern,’
strategres .and so “on. Today controversy exrsts among many leadmg structurahst crmcs
regardrng the method and arm of a structuralrst analysrs of frctron prrmanly because as Davrd'
Lodge pornts out; "'Structuralrsm is a very elastic label, - stretched over\a W1de range of

rntellectual actrvrtres Y There is one lrterar y -otic i partrcular ‘whose focus and approach

seems most surtable to Laurence's. work Seymour C

<

Laurence herself leads us to this conci “ior. 7 comments con¢erning form in
fiction. She claims that experimentation with for— i .vel is necessaTy to -ensure. the .
. survival of this literary genre but, form must ulways -~ "~ as 2 means of presenting

content, not as an abstract concept about whic- to the: ‘ze:

As a novelist, I sometimes fegl 1 am engaged in a dang>- - and f evrle
profession. Someone is always predicting the ‘death of the nove..... Howey. ' I
. 80 on writing novels and I notice that large numbers of much younger wrn,rs

.'; 5
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are doing the same. 1 beheve that what is happenmg in fact is not that’ the :
novel is 'dying but that it is- undergoing profound .inner changes--changes of

" perception and therefore of form. In- serious novels, these' changes are not
gimmicks ‘and are not done to be trendy--they are done out ‘of ‘real necessity,

“ because the oldet forms. will ‘no longer carry S0 many altered srtuauons and

: altered ways of seemg n - : s

.

‘ Chatman also regards the expertmentfauon w1th f orm as necessary f or the longev1ty of the genre

Lu

,‘hterature and f tlm 39 Chatman supports Laurence s view . that "form and content are totally
bound up together and in hlS crlucal text Story and Dtscourse Narrattve Structure in F iction

. 'and Ftlm (1978) his prtmary aim 1s to work out.. the ramrftcatrons of the story - dtScourse h '

of the novel and, like Laurence he is mterested m the relauonshtp between the medta of both ° )

R drchotomy and to explam those 1ns:ghts Wthh it has prompted nao Chatman 8. approach to -

'structurahst crrttcrsm afftrms Laurence s- beltef that [t]heorrzmg by 1tself is meanmgless 1n '

connectlon w1th frctxon just as any concept of form is meamngless in 1solauon from the flesh-

‘A'and blood of content "“ and Ap_resupposes_ the _symbtotm relattonship between- forrn and . "
" content. K
Therefore Seymour Chatman S work Story and Dtscourse w1ll be the mam crrucal '

_text in thts structural analysrs of Margaret Laurence 5 novel The Dtvmers In drawmg uponL :

" the msrghts of ltterary theorrsts smce Anstotle Story and Dtscaurse provides the modem crrtrc

) wrth an accessrble contemporary theory of Structurahst cntrcrsm whrch moves. away from the S

_ abstract analysrs of narratrve kernels to the study of narrattve form as it relates to narrattve
E -content As Chatman explalns In partlcular I am concemed w1th form rather than content

or wrth content .when it is express1ble as a/forrn (SD 10)

In the followmg pages then I wrll use-a cnucal approach based upon Seymour

Chatman 3 critical text Story and Dtscourse to show that the f orm of The Dtvmers def ines fts .
'content Followrng Seymour Chatman s exarnple l w1ll focus on specrflc structural concerns

in each chapter to 1llurmnate the nature of the commumcauon processes between the 1mphed :

. author and the 1rnp11ed reader in thlS text o

>
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Chapter 11 o .

THE TRANSMISSION OF A TEXT ~ ©

Meamng does not exrst ‘before bemg artrculated and percerved there do not
. exist two utterances: of rdentrca] meamng if- therr arttculatron has followed a -
drfferentcoursel PR -

N

The prrmary ob;ectrve of modern structurahst analysrs of narratrve f 1cuon is to examme

o "form and {o dtscover how thlS form may defme content , When studymg the form of a

~ Coa

' narratrve what we are- m f - studyrng as the transmrssron of a text that is, the means by whtch

' "expressron whrle drscourse is- the form of that expressron (SD 23)

Fd

i

/’.‘

n

ps

4

' representatron in drscourse In Chatman 8 terrn; [s]tory is the content of the narratrve

the author commumcates her stgj to the reader Thus we are deahng wrth the drfferenc"g

between two symbrotrc aspects of the narratrve textt the drfference between story and rts

L

“ -

-
. v (NS

/ﬁarrattve the " raw matenal of the narratlve" 2 1t should be noted that thrs is already one step

- -

removed from the creatrve vision of the author whtch mUSt be acknowledged but whrch can

" never be made known to us. If the cntlc 1gnores the exrstencé of a creattve vision held by the

_ author before the 1mPosmon of language to arttculate thrs v1sron then hterary crmcrsm runs

humanmes Thrs reservatron s in Henry James nnnd when he st;ates "'The story,, 1f 1t

r

. represents anythrng represents the subJect the 1dea the dannee of the novel "3 "In Shlormth :

*I':dISPOSIIIOIl in. the” text and recons“ed in therr chronologrcal order together with the

i

partrcrpants in these events " A]though thls definition " is- vahd rt farls to take into

‘ consrderatton the larger 1mplrcatrons of abstractrng story events from their verbal expressron -

“r

. .' chatman views the abstract conceptéc;‘dto_ from a7broader perspectrve clarmrng\hi

=5 ) . L 16 L

. .- - . N . - -

'ermon Kenan S words "’Story desrgnates the narrated events abstracted from thetr.'

ey Story can be defmed as. the rnam events m‘chronologrcal sequence whrch constrtute the ’

‘the nsk of becomrng depersonahzed and relmqurshmg its status asa freld of enquiry within the B
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* story in one sense is the.continuum of events presupposing the total set of all
conceivable details, that is, those that can be projected by. the normal laws of
the physical universe. In practice, of course, it is only that continuum and that
set actually inferred by a ‘feader, and there is Toom for, difference in
interpretation”.. (SD, 28) )

t

. )
“Discourse can be defined as the representation of story in a form accessrble to another person
It is the sum of the formal means -used to present the abstract idea of story to the reader
Henry James does not agree with the basic concept of the term. "story” as separate from an - '
intangible aspect of narratrve--dlscourse. "l cannot see what is meant by talkmg as if there
were part of a novel which is the story and part of _it which for mysticalr reasons is not--unless
indeed the distinction be made in a sense in which it is difficult tosuppose that anyope should
attezupt to convey anything. " However, such a distinction is necessary if we are to examine the
methods used by a novelrst to commumcate the’ subject of hrs narratlve to his reader." Using

the Russian Formahsts terrmnology of story ( fabula) and plot (s,uzet) to drscuss the two

aspects of story and dlSCOUI‘SC Robert Scholes states that . '

i ol Tdiscourse] is' the .narrative as actually shaped We can think of story -
as oo nalogous to the facts of history. itself, always runmng on at the same: -
~eed, in .ne same direction. In a plot, the speed may be changed, the direction
ve1sed, at will.  Actually, a story already represents items selected according .
w0 suine elementary law of narrative logic which eliminates irrelevancies. And a
plot is then a further refinement which organises these items for maximal
emotional effect and thernatxc interest....The art of fiction is, then, most.
apparent in the artificial rearra Wology whrch makes a story into
a plot ¢

The study of ‘nar'ratjve discourse is'the,study of structural devices used by an author to -
. communicate Story events to avreader. In .Margaret ‘Laurence's novel,_The Diviners, story »
. would be the sequence of events 'starting with Louisa Gunn's pregnancy .("Snapshot: Morag .
. Gunn is in this picture, conc'eal'ed‘behind.the'ugliness of Louisa's cheap housedress,. conceaied
in her mother's flesh, invisible"),’” and continuing in strict chronological order to Morag's"

setting down the title of her "private and fictional words" after the completion of her journey

ISy
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of '§¢‘1r :dinsc'oyer'yt'(D '370) Dlscourse is the text.of The Dlvmers 1tself 1ncorp0rat1ng the -
.varted structural techmques chosen by Laurence to comtrumcate the story events of her
/

~ vf 1cttonal creat[on 10’ thn reader The symbtotrc relattonshrp between story and drscourse in a
’.ftcttonal narratn/e is succmctly expressed by Chatman "What is commumcated is story, the 4
',formal content element of narratrve and it is commumcated by dtscourse the: formal»
_'s‘;expressron element (SD, 31) | ’
| The drstmctron between story and discourse and the analy51s of frctton prtmartly in

terms of its expressron plane (SD 146) is not umque to the view of lrterature held by .
ﬁnodern structuralrSt theortsts on*the contrary it has its roots 1n the lrterary dtstmctlons'
| posrted by Socrates in Plato S Repllbllc Book III Here Socrates drstmgurshes between diegesis
. and mtmeszs the former was consxdered the purest form of narrative, the drrect words of the )
" poet whrlst the latter was regar‘ded as markedl) inferior, the tmrtatton of characters speech by |

the poet The mcorporatton of Socrates def inition in a structuralist theory was frrst attempted‘ l
' ~at.the begmmng of the century by the Russran Formahsts who used the terms 'fabula' and
',"s;uzet in place of dregeszs and mtmeszs‘ to drscuss the theory of language and tts,

relatronshlp to story elernents" The concept of form and content as symbtotrcally related
: aspects of’ narrattve was the focus of study f or the Prague School of Lrngutsttcs and Poetics in
’ the 1930 s . the French scholars of the "Noauvelle Crmque in the l960 5,1 and a growmg‘
‘ number of Englrsh speakmg exponents of structurahsm today. Srnce Sacrates' day the terms

' themselves have undergone a serres of changes These termmologrcal varratronS'_have been

’tabulated by Davrd Lodge as f ollows:
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: Table I

'O'

THE DEVELOPMENT OF STRUCTURALIST TERMS

e

,Russxan Formahsts : VFab.u_Ia’ o Sjizer
| Todorov ‘.Hl'sto‘ire' S lDiscours
Barthes ~ ° Recr N&rqﬁofz .
) Gene[te‘ ‘, 'Histqi'rew 'l_ o "Rbéciti : ‘ '-N_a‘rrv'at.ion‘
Chatman B Story - . A Discour_se.

Soukce Davxd Lodge "Form in Fxcuon ‘A Gulde to Analytxcal Methods and Termmology
. Unpubhshed 1980 p. 2. (Handout crrculated to studems of Davxd Lodge at the Umversrty of . o

. Brrmmgham England 1980)

| ~L'odge'explains that .

The meanings of the terms arranged vertically -are roughly, though not
precisely,. the sarne’ It will. be ‘observed that -Genette's. formulation is
“ threefold; not binary. 1h effect, he has split the narrative Discourse into" the. .
text itself (récit), and the act of narrating which produces the text (narration).
'Thrs helps him to define more delicate sub- -categories of narrative techmque
" but does riot really affect-the more f undamental opposition between Story
. . and Discourse.!! - l

. In creatmg this table of the development of structurahst terms, Lodge acknowledges the use of

Shlomlth ermon s article, A Comprehensrve Theory of Narratlve "z and yet he seems to.

.

d1m1msh the 1mportance of Genette's threefold presentation of a ti‘admonally binary system of .

narrative which is of -great importance to Rimmon. In her later work, Narrative Fiction:

Contemporary lPoetics, Rimmon uses Genette's distinctions-as the basis of her critical study and
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suggests that the use of Genette S threefold formulatron has far greater 51gn1f1cance than
"'srmply helpmg o deflne more dehcate sub categorres of narratrVe techmques Substrtutmg
‘the terms .’ 'story; " 'text and narratxon for the French terms hzsto:re - "récit” and»

narrat:on Rtmmon Kenan makes the f ollowmg drstmctrons

Lo

Whereas story is.a succession of e’vents text is a spoken or written drscourse

which undertakes their . telhng Put more simply, -'the text_is' what we

.- read....Since the text is 4 spoken or ‘written discourse, ‘it implies someone who
o speaks or wrltes 1t “The act or process of productlon is the third aspect- - narratton

L

_' However desprte the evrdent‘ usef ulness of Genette s dtstmctlons [hlS study wrll adhere to the

bmary system of story and dtscourse as advocated by Chatman

Chatmans system mcorporates categorles ol” “recit” and' ~“narratlon into. the one
jcategory of drscourse so that the account ol’ the story and the ‘manner in whrch it is presented ' )
' are both consrdered under the encompassrng headmg of dtscourse‘ Although Chatman s.' .

drsttnctron between stOry and dtscourse is, as ma be argued less sophtstrcated than other

’drstlnctrons pr0posed by structurahst theonsts hrs mterpretatron of thrs dlstmctron between the

S events of a f 1ctlonal narratlve and the expressmn of these events is most usef ul when analysmg ‘

Margaret Laurence s T he Dtvmers To further understand the communrcatron processes in .-

- narrative fi 1ct10n Chatman extends thrs twofold dtsunctron mto subcategorxes creatlng 4 more

i

: 1ntr1cate f ourfold system of analysrs Startmg wrth a srmple explanatron of the transmrssron of g

a text and then progressmg to. subtler drsttnctlons necessxtatrng the development of further

-subcategones Chatman provrdes a cntrcal framework wrthm Wthh 1t is- possrble to examme

every structural feature of a fictional -narrative, rangmg from the” use of a narrator to the' :

4

author's choice of medurm -

~ ~

The structuralrst critic' s maJor area of concern when analysmg the transmtssron of a

'text is the role and nature of the- narrator, because the narrator is the pnmary agent of -

commumcatron in the novel. Chatman summarizes "the whole narrative comrnunication ©
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, situation” diagrammatically:
Table 11

NARRATIVE TEXT

- Real mplied - R - Implied]  Real
- ' » (Narrator) =+ (Narratee) = s .
Author’ Author . Reader§  Reader

-Source : Chatmar, Story and Discourse, p. 151.

The real author (Laurence) commuhicates the story elements to the real reader (you and ) via

the use of a narrator (Mor}(g Gunn) As Booth e\olams

_+ Inany readmg experience there is an rmphed dialogue among author, narrator

- . the other characters and the reader. ‘Each of the four. can range, in relation to

- . each'of the others, from identification to :complete opposition, on any axrs of
v value moral 1ntellectual aesthetlc and even physrcal e

The xmplred author in the dragram is "the conceptlon of the author the reader develops from‘

readmg the novel it 1s the artlstrc mmd 1mphed by the text Thls term was frrst comed byA N

Wayne Booth and is synonymous wlth the less frequently used terms offrcral ‘scribe” and the =

, author s second self " The reader attnbutes values morals and behefs as expressed by t.he‘T E

Do novel as a whole to the 1mplred author these attnbutes may not and qurte often are not held -

by the person who actually created the novel l%ooth outhnes the essence of -the 1mplled

author s exrstenee



Our sense, of the 1mphed author mcludes not only the extractable meanings but

"also the moral and emotional content of each bit of action and suffering of all

‘the characters. It intludés, in short, the’intuijtive apprehension of a completed

... artistic -whole;- the chief value. to which this 1mplred author is committed,

tegardless of what party his creator belongs to m real life, is that which is
expressed by the total form s : .

In the seventeen years subsequent to Booth s mtroductron of the term 1mplred author the

. term' s meanmg has undergone subtle Te- defrnmons and the’ status of the 1mplred author in the

~

narratrve text is now regarded as less authontatrve As Chatman explams the 1rnphed author is

[}

' "now consrdered less mtegrally mvolved m the communlcatron processes than Booth belreved

the 1mphed author can zell us nothmg He,: or better i, has no voice, no
N drrect means of commumcatmg “It instructs us srlently through the .design of
. the whole wrth all the vorces by all the means it has chosen to let us learn
(8D, 148) L L | S

"-Thus although the rmphed author is an rmphcrt component in, the commurucatron processes it
© cdn. only be understood after the exammatwn of more tangrble elements of the novel s form:
f the narrator pomt of vrew and S0 on e o

The 1mplred reader is’ the 1deal" reader the author envxsages for her nOVel "Such a

,reader attempts to experrence the novel in its purest forrn and therefore "in order to redtrce. o

| the drstortrons p‘roduced by preJudrce consrders hunself as man in’ general and forgets if,'

) ;possxble his’ mdrvrdual berng and hrs pecuhar crrcumstances' " ere the 1mphed author the

' *'1mplred reader 1s rmphcn in the nafrative processes but his ex1stence is an abstract' ’

l

“consrderatron Percy Lubbock\ wrrtmg much earlrer than Chatman or Booth refers to the

rmplred reader as the crrtrcal reader Lubbock sees the role of this. reader as bemg far more,'

actrve than that of the passlve reader defmed by Chatman and Booth Lubbock sees the reader ' :-

- as both partrcrpatmg in the creatrve processes of the nove] and comrrbutmg to the success of N

N - . - -

thenovel L o _' . S



'

The reader of a novel--by which I mean the - critical reader [the 1mplied ‘
reader/ideal reader]- -is himself a novelist; he is the maker of a book which _may
OI may not please his taste when it is Tinished but of a book for which he must
take his own share.of the responsibility. The author does his part, but he
cannot transfer his book like a bubble into the brain of the critic; he cannot
make sure that the critic will possess his work. The reader must therefore |
become, for his part, a novelist, never permitting himself to suppose that the
creation of the book is solely the aff: air of the author.?* .

. However, the creative role of the implied reader is ‘limited as he is not involved in the -tasks'of
selection or imposmon of form: "there can be no picking and choosing nOW' that was the
busmess of the novehst and it has been accomplished according. to his light; the critic creatte;
out of life that is already subject to art."“’ So, the implied reader as represented in Chatman's '
diagram, is the 1deal reader who strives for objectivity while partrcrpating in some aspects of
the creative processes of the narrative.
" . .
The irnplied reader is closely related to .the narratee in the communication processes.
The narratee is' the reader or listener who is invoked, by the author, in the novel. Like the
implied reader, the narratee is the receiver of information relayed by the narrator; however,
unlike the implied reader; the narratee is purely a creation of the author. Gerald Prince -
distmguishes "five major categories of narratees, going from ones who are so Iittle involved in
the events they are supposed to read or listen to tha\t they are not even mentioned to the ones
'who narrate the Very events they listen to or read."?® Prince categorizes narratees according not
only "to their. degree of involvement in the events recounted in the narrative,” but also
-'accor'ding-to their functions in the narrative, claiming that these two areas are crucial when
consrdering the overall narrative effectiveness "1 Chatman accepts the vahdity of Pnnce s
- observations but he feels that the optional" status of the narratee is a reality and requires -

/

o greater emphasrs Therefore Chatman places the narratee in parentheses in hrs dlagram to

[

» illustrate that thlS fi 1gure is not always integral to the commumcatmn processes

The narrator a fictional devrce familiar to- all literary scholars, is c1ted parenthetrcally

v

' in the same ‘manner as the narratee Such a parenthetical citation 1nd1cates that” Chatman

' conSiders that the narrator is dispensable in narrative fiction Booth refers. to non narrated"
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texts as narratrves with an undramatrzed narrator" and he clalms that in such mstances there is
no distinction between the implied author and the absent narrator the 1mp11ed author is'the ‘
narrator 2 However, 'the fusion of 1mphed author and narrator in non- narrated texts is not
‘ widely accepted A number of modern structurahst critics have denied the narrator an optlonal

status, claiming ‘that a narrator is always present ovcrtly or covertly in a narrative text.

Rimmon-Kenan states:

In my. view there is always a teller in the tale at least in the sense that any
utterancé or record of an utterance préesupposes someone who has uttered it.
Even when a narrative text presents passages.of pure dtalogue manuscripts
found in a bottle, or forgotten letters and diaries, there is in addition to the
speakers or writers of this discourse a 'higher’ narratorral authority responsrble
for 'quoting’ the dralogue or transcrrbrng the written records 3

~ ¢ !

The last element of this dragram requiring explanatronlts the exclusron of the real -
author -and the real reader from" the confines of the narrative text Chatman dehberately
"isolates these two elements because he beheves they are not relevant to a structural analysrs of
the text although they are "indispensable to 1t in an ultimate practrcal sense” (SD 151). This"
brrngs us back to the problem rarsed earlier concerning the reahty but rntangrblhty of an artlst 's
creative vision. It is self evident that a narrauve text cannot exactly reproduce the orrgrnal
creative idea of the artist because the artist's orrgrnal vision is necessarrly redefined once it is
confined by language. The vision of .an artist must always remain on a spiritual plane beyond
the reach oXth‘ose who are language dependent for the experience of this vision .Accordlng to
Laurence, "the novel that exrsts in the head is always a much better novel than the one that gets .
down on vthe wrltten page . In thrs thesrs <the real author (Laurenee) is relevant to a
'structural analysrs of the text and wrll be drscussed in” Chapter Four, in relation to the’
cornmunrcatron processes of. The Dzvmers
Chatnlan s .diagram of the transmjssion of & text ls‘ useful but ﬁawed." "The

cornrnunication' of an idea from?'an;author to a réader can, be ‘explained by using the constructs
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of implied author, narrator, narratee and implied reader as indicated but, the narrator is not :
optional to the commonicationrprocess'es. In The Dzvmers the narrator is the main compOnent';-
of the commumcatron process: it is predommantly through the. character of Morag Gunn that
Laurence is able to commumcate her creative thoughts her conceptual idea of her novel, to the .
reader Morag s language expresses the story events and creates the tone of the novel Morag S

method of selectron determmes the order of story events and thus creates suspense and
narrative interest; Morags evaluauons and mterpretatrons of events force us to partlcrpate .'
actively in the creatrve processes of the novel; and Morag's status as an artist - nafrator defmes
the self -conscious status’ of the narratlve However mherent within thrs commumcatron»-'
process other structural devrces exist whrch help the narrator in her transmlssxon of the story '
‘These other structural devrces are not evrdent in Chatman S dragram of "the whole narratwe'
commumcatron srtuatron; rather, they require a more complex diagram that lodks at the"
transmission of a text in greater detail than a srmple analysis of the role of the narrator allows.

To account for all elements of the narrative discourse, Chatman progresses from his dragram of

a single channel of linear movement to one thit employs quadruple channels of linear

movement to depict his intricate fourfold categorization of story and discourse:
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FOURFOLD CLASSIFICATION OF THE TRANSMISSION

OF A TEXT
) Actfons” -
(~ 'Events - .
‘ L ‘ ’ Happenings | . - Form
t = of
. Characters | Content
) , Story ¢  Existents = “ i
(Content).- | - - Settings
People; things, etc., as Lo Substance
preprocessed by the author's || = of
- - (cultural codes ' Content
Narrative i ' . ‘
(Structure of narrative i - Form
transmission . = _of
.. : ) ‘ Expression
. . 3
Discourse o Verbal -
o (Expression)’ Cinematic- Substance
. Manifestation Balletic } = of
. . - Pantomimic| - . . Expression
. o L ' etc. ’ :

" Source: Chatman, Story and Discourse, p. 26. o - L .

Moving beyond the scope of the narrator as the sole means of textual transmission, the

two.categories of a narrative text, story and discourse, are sub-divide_d in terms of 75ﬁbstance" ,
and "form."” Within“this fourjfold classification of a ~narrativc: text the structuralist c#itic is
primafily concemeq with the.three areas which deal with either expreséion, form; or both.
More specifically.'she is concerned essentially with "form of expression” and "substance of

expression.” These two categories are defined by Chatman as: "Narrative discourse (the

-

structure of narrative transmission) consisting of elements shared by narratives in any medium-

T . ’

whatsoever,” and "Media in so far as they can communicate stories” respectively (SD, 24). .

K

We are concerned with the- "form of content”--the "Narrative story components: events, .

existents, and their connections”--to a lesser extent (SD, 24). The final category, "substance

NV
Eaet’
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- of content,” is of intergst only in so far as it is defrned by .the preceedmg three areas of
.concern ‘ A novel s substance of content” has very lrttle relevance to a structuralist analysrs of-
a narrative text because it consists of "Representations of objects and actions in real ;md
V 1mag1ned worlds that can be 1m1tated in a narrative medium, as fjltered through the codes of
the author s'society” (SD, 24). -5'- : .

This study will focus prtmarlly on "form .of expression” in The Diviners. Narrative :
features whrch will be drscussed as part of the novel's "form of expression” are narrative vaice,
pornt of yrew time, Subordmate narrattve devrces and self - conscrousness The novel's

substance of e;(pressron erL be subJected to analysrs in. the final chapter. The two
"sub categortes of content "form of content” and substance _of content,” will be dtscussed as
their relevance emerges in the analysis of the other two categorres From my exammatron of .
these aspects of form in The Drvmers I shall show fhat a close. analysrs of the novel's drscourse

is justified because it adds both to the reader's understanding of the central issues»presented in

the novel, and to an understanding of the author's creative intentions.
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the early decades of this century; his first major work, Morphongy of the Folktale (1928), and
later, hise influential study, Generic Structures in Russian Folklore (1964), incorporated a
transfer "from an atomistic to an holistic conception of folklore forms.” Propp believed that’
an analysis of form, and an analysis of content, would be possible only if .an index were
compiled, so he attempted to establish order out of the mass of material already written about
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) concentrated on the critical examination of style, individual style, text style, and .period style,

claiming that ceach verbal message contained style, thuj{oducing a taxonomy ogy e
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Chapter 101

NARRATIVE VOICE AND POINT OF VIEW
-

Each of [Laurence's] heroines...is memorable in her own way, and this is a
direct result of the author's choice of point of view, with emphasis -always on
the perceptions of the narrator, as she seeks to define her present self through
her Manawaka past.!

Percy Lubbock claims that "[t]h'e~best form is that‘ which fnakes the most of ivts
subject - -there is no other def in.ition. of the meaning of form in fiction. The well-made book is -
the book in which the subject and the form coincide and are indistinguishable- -the book in g
which the matter is all used up in the form, in which the form expresses all the matter."? Such |
an affirmation of the symbiotic relationship between form and content in a narrative indicates
the relative worth of thematic criticism. As. (far( as it goés, thematic criticism does pfovide a
éignificant contribution to the understanding of Laurencc's art. However, an analysis of a
“novel's cortent is severely r¢stricteci::}'(if it does not incorporate an analysis of the structural
means by which this céntenf?s defined. Struc{gralist criticism can, in its initial stages, utilize
thematic ‘criticism, but ultimately, .structuralist criticism '-_will transcend ‘the boundaries of

Al e T

thematic criticism.
: L

]

la The Diiifhers, the narrative content which the form functions to define is, as with
the previous Manawaka fiction, the cdmplex character of the protagonist; each novel's "form

of content” focuses on the psyche of an individual.? Although each narrative contains a number

?

of - intriguing sitqatidns and interesting therfles, it,i.s the creatioﬁ of in;div’idt;aI characters that .
gives ¢ach' work its substance. Laurence herself states: \'!the _t-hing’ th}'i-‘t'?c..qnc'ems me ﬁlost in
writing 1s character an.d‘feverything else, the themes and _eve_r&thing- ’arise 'out', of the$¢~_
characters.™ In The Diviners fhe.form of the h‘arrative exists first an'»d: fdreridgt tdz‘defi,ne. the
.character 'of Morag ’as%he,;ﬂain narrative intgrést‘ is focused on Moréé and pér reacnon to, and e

Ny
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: -handlmg of, varrous situations that af feet her sprrrtual freedom The focus of the novel S
content is the protagomst s struggle in the time present of the novel to achreve a ‘state of

+

.{self a\vareness Such a Journey of self -drscovery is mtensely personal and introverted' it
'requtres access to Morag $ inner- conscrousness for the reader to understand Morag ] experlence
in the trme present of the novel. Morag S emottonal quest is to assess the worth of her lif e m .
terms of relatronshrps and personal achrevements by Journeymg in her mind, back to the events
of her hf e past with the aim of re- eXammmg and Ie- evaluatmg her existence. _

In T he Dlvmers as in the prevrous four Manawaka works, the protagomst is cast in the'
role of narrator and controls the selectron and arrangement of story events But,i unlike her
fictional predecessors, Morag s control is extremely ordered and ratronal becausé of her creative
status as author wrthm the frame story of the narrative:? Morag functxons as the mtermedrary.
between the implied author and the implied reader. As such, she is the narrator of the entire
novel, and not simply of the internalised autobiography. .This is evident because of the
idiomatic language used throughout the narrative discotxr’se; the self -deprecatin'g tone which
pervades; and the creative preoccupations of the narrator at all stages such as'a fascination'
with language and expressron via the written word ¢ Thus, both the narrative vorce--the voice
which artrculates the drscourse and the pomt of vrew--the perceptual orientation of the
discourse, belong exclusively to Morag in this novel Both these structural components are

used to control the readet's perceptron ‘of the fictional events n’lomtor the flow of time, render

language and drctate the extent of reader involvement in the creative processes of the novel.

’
'

\

2

]
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-

Narrative voice in The Diviners is a mixture of first and third person. The third person

riarrative voice is, as will be. shown, the dominant voice. The third person narrative voice

" achieves a distancing between the reader and the narrator. At the same time, the use of "free”

.” with Earle Toppings, Laurence remarks.

speech acts and the allocation of only limited omniscience in the narrative, creates the illusion
that the entire. text is written in the first person. Laurence is able to create a text which
paradoxically produces a sense of both distance and. immediacy .

Three of Laurence's earlier works in the ~Manawaka series, The Stone Angel, A Jest of

.'God and A Bird in the House, ’we:re written-solely in thé first person. Hagar, Rachel and, to a

1

lesser extent, Vanessa, present introspective na_rfativps without any third person or authorial

narrative intrusions. 'The result of this method is an extremely intense submersion for the

»

‘teader in the main character; which precludes the poésibility of any extensive objectivity by the

reader. In these works, Laurence creates a narrative which allows the reader to experience °

events in fiction in the same manner as he would perceive them in society. That is, like the

main character-in the fiction, the reader can see through one pair of eyes only. In an interview - .

...I think this [writing in the first person] is because I feel very strongly that
this is the way we view life; we can only view.jt through one pair of eyes, that's
all we've got. So that, what I think I'm tryin#to do when I write in the first
person and-through the eyes of -the chief character, what I'm trying to do is to
see’ life through their eyes, not necessarily ‘my OWN....it ‘just doesn't seem
possible any ‘more to see the God's-Eye-View and I don't say this is the only
" way of writing...but some of us don't find this [writing in third person] any .
longer very possible because in fact, one is perceiving life only through one pair .
* of eyes...." o - ‘ o

~

By negating 'L_he‘pos'sibilivfy'of an omniscient cbnScjousness_ in her novels, Laurér_lce ensures that

the focalisation® of*each narrative is restricted to the main character, and both the reader and -

-
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Laurence can see no more than the protagonist-narrator. In "Author's Commentary, "

Laurence explains how both she and her reader cannot know all the answers:

Why do they [the characters in 4 Bzrd in the House] all find it so necessary to -
keep on saying "Sorry” to one another? - Possibly because they know _they are
not fulfilling Grandmother Macleod's concept of the granite-like character
which their culture holds up-as an ideal. But is Grandmother Macleod like
that, either? .How does she feel, in the. privacy of her heart, about her two
dead sons, and about her own attitiides to them when they were alive? Vanessa
can only guess, because Grandmother Macleod will never be able o say .

This form is justified 1n all the novels by the manner in ‘which 1t reflects and remforces the -
content of each mdrvrdual prece of work Fer example when drscuSsrng A Jest of Goa’
Rosengarten asserts that the "theme of mdlvrdual asplratlon conquered by socral conventron
and personal gullt is all the more { orc1bly conveyed by this 1ntense concentratron on, the smgle
sensrbrhty | |

However when Laurence wrote The Fzre-DweIlers she changed the form of the novel
O that 1t‘ mcorporated both frrst person and third person narratron Adhermg to her expressed
behefs concermng perceptual verrsrmlhtude Laurence wrote the novel predommantly in- the *

o fi 1rst person however passages of thrrd person narrattve broke the 1ntrospect1ve ﬂow and

mJected a degree of obJectrvrty mto the novel whrch drd not detract from the 1mpressron of a -

smgle consc1ousness controllmg the communication processes As Leona Gom notes "all "

Stacey S thoughts are presented in separate f irst person passages and all action and ﬂashbacks

, are presented in the thrrd person yet f rom the hmrted omuniscient vrewpomt of Stacey "\ This -

’

shlf t of narratlve stance in the later novel was due to Laurence s desrre to provrde the reader

wrth a degree of dxstance f rom the protagomst narrator Laurence states there was a certam ’

- amount of frrst person narration [m The Fzre-DweIIers] because I wanted ‘to get some shght

sense of drstance wrth Stacey "3 A srmllar desrre prompted Laurence to tntegrate two

juxtaposed narratlve stances in her last novel, The Dzvmers, and present as she did 1n The °

1

Frre-Dwellers "a thrrd person narratrve which is so mtunately connected to the plot that, on -

.

¢
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frrst readmg one is left. with the 1mpressron that the story has been told in the first person
By SO domg Laurence is able to redress the crrtrcrsm concermng the intense 1ntrospectron of her
narrative f orms, whrle still retamrng the qumtessentral 1mpress:on ot” a smgle unxf ymg .

conscrousness medlatmg the narratrve

Technrcally The. Dzvmers is predommantly ‘a - third  person 'narratiye ) T'h,'e
o J
protagomst narrator does not usually ref er to herself m the fi 1rst person but relates events from '

" a third person narratrve stance by referrmg to herself usmg thrrd person pronouns as though

Morag as narrator isa very drff erent person f rom Morag as character

Morag shot down the stairs, trrppmg on the piece of loose carpet whrch She
-always forgot to tack down, losing her-balance, grabbing simultaneously for. her -~

glasses ‘and the stair railing. She had instinctively clapped.on her glasses, she:

realised, not so much because she nieeded them to find her way downstdirs-as " °
: becatrse she felt totally inept without them. Probably she thought she needed,
'them in order to hear (D 19 Emphasrs mine) - -

’However cornplrcatlons arise because we know that Morag is’ narratmg her own story even‘,

though ‘the " majorrty of the novel is.in the thlrd person Although thrs section is wrrtten in the" . A

‘thrrd person the tone 1s the same as that which exists in the sectrons wrrtten in the first -
person 1 Theref‘ore the narratwe voice 'is the sarne desprte the drfferences in pronoun
Areferencmg The overall effect of the thrrd'person narratrve form 1s a drstancrng between_ '
Morag the novehst/narrator and Morag the character. . The reader 1s 1mpressed wrth the_,
) _seemmg obJectrvrty of ; narratrve whrch presents a protagonrst narrator twho has achreved a
drstanced stance from whrch she is able to ratronalrze and order her expenences As thrs T
narratrve structure does -not adhere to the general "laws of narratrve stance-‘-a -

: protagonrst narrator usually communrcates the text m the form of a frrst person

' narratlve- -there isa possrbrllty that the’ techmque may appear lmposed and unnatural not only :

at odds wrth the rest of the form of the novel but also wrth the personahzed content of the~._ o

~

. nOVel exrstmg m the’ protagonrst ] mmd But Laurence srde-steps such problems m tWO ways, -
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Flrstly she presents her protagontst narrator as a novehst therefore the Creation of a spht
'narrattve Stance is not unreahsttc because as an artlst fxgure Morag is drstancmg herself from
o her experrences by transposmg them onto the wrrtten page ln thrs manner, her creatrve mind” .

can examlne her. emotronal self as 1f the two facets of her character creative and emottonal

’
t

“were’ lodged in two diff erence people By placmg her experrences in an autobrographrcal novel
| Morag 1s drstancmg her creattve self from her emottonal self both spatrally and temporally
-Secondly the novel mcorporates a number of complex speech acts Wthh create the 1llusxon of a

,predormnantly fi st person narratrve whereas m reahty only a very small portton of the: novel‘ .

is wrttten in the f 1rst person. Clara Thomas remarks there is dn tmmedracy about the thrrd _' '

. "‘person narratrve Wthh 1s desrgned to cancel out any feelmg of the author descrtbrng herself "is

Thrs tllusron of a f irst person narratlve is- achle\ed by a- careful mantpulatron of voxce patterns

- whrch f ocus on the verbahsatton of thoughts and speeches in a "free style

In The Drvmers the dommant speech patterns of the narratlve are "free mdtrect.-

‘ speech and "free mdrrect thought Here, the speech and thought of a character are. reported

' '.-’by the narrator as a summatron not as a drrect quotatton of -a, character s’ words or

-

,'percepttons and narrated wrthout the use of authortal tags such as she.said,” of

’ thought -to 1dent1fy the speech act

She is walkmg along a street of fhrnsy board houses boardmg houses Rooms,, )
R Weekly or Nightly, no Curtarns ‘on wmdows a greyness over all. The day also‘
is grey,. autumnal grey of seems so until she comes out of herself .to sorie
'degree and. notices that in fact the air is _Crisp blue. Clear yéllow. leaves are
~ being hlown from-the alfeady ‘sparse, branches of - the few thin trees that fringe
“the street, and the sun has the warmth of Indian Summier. . .One day she will be -
- dead and not able to see all t}us any more, and. now she is wastmg whatever there - -
_is. How can she wrzte zf she goes blmd mszde? (D 215 Second emphasrs :
- 'mme) L

The second 1tahc1sed sectron of the above passage 15 an example of free mdtrect thought as. thef

thu:d person narrator lS summanmng the thoughts of the character wrthout 1nd1catmg therr '
- ) ¥ -
possessron that is, wrthout the tag "she thought that Thrs form of reportmg is. thlrd person Lt

she .
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but it creates the‘rllusmn of ftrst person because the drrectness of presentatron grves an
1mpressron of 1mmed1acy equated wrth frrst person’narratrves Also the lack of speech -
mdrcators has the effect of effacmg the narrator from the narratrve the reader may no) be - -

' aware that the passage 1s bemg medrated by an outsrde party By effacrng the narrator, ) ,

Laurence drmrmshes the- drstance between character and rmphed reader and brmgs the reader

“one step closer to experrencmg rather than srmply readmg the novel. - Laurence s chorce of o o

form also enhances the reahsm of the' nove] for she promotes the method of "showmg rather '

than of tellmg George Bowermg cldims that

Margaret Laurence is an unusual bird amongst Canadlan novelists, in that she S
works on the premise that- form {not "structure") matters pre- emmently inthe = . .
‘endeavour to srmulate reality. What happens, happens in the writing, not in o

- front of it. One sees throigh the eye, not with-it: “Mrs: - Laurence- 1s not
'talkrng about lift e; she 18 tryrng to re- enact the responses to 1t o .

. Thrs effect is. a]so achreved by the use of a dramatrzed form of f ree dtrect speech that '

TS, the exact recordmg of a characters words wrthout usmg speech tags In The Dlvzners‘ '

o

Laurence does not 80 to the extremes of "free style as she did in her prevrous novel T he L

: ‘Fzre-Dwellers to present speech in thrs manner In The Fzre—Dwellers enttre sectrons of

L dralogue are. reported wrth vorcmg of hames and typographrcal chronofogrcal presentatron of

' speeches servmg as the only 1nd1catron of the 1dent1ty of the speaker -‘ - .

Chatter buzz warl . : '
Okay, Jén, I'll be up m 2 sec. Are you fmrshed" Don t try to get off. by
yourself --I'm cormng .
. You going to get your harr done Stacey"
. Yes, of course, whaddya thmk" ‘ :
S | onIy asked, for heaven' s sake. No. need to.. _ : :
- 1'm sorry Mac. Yes I m gettmg it done thrs mommg _Want an. egg" :
Please. " - - .
: Mum it's not here and Mr Garnes w1ll be mad as fury I got to frnd '
~ :Okay, Ian, one rnmute and I'n look Where have you looked"
Everywhere

e
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1 got {0 take ftfty cents Mum ‘
Duncan! What for? - -
. .Cripples or somethrng
- What?
- It tells about it rrght here in this prece of paper they gave us
-Why didn’t you show-me thrs last nrght”

-1 forgot "
" . So long, Stacey. So. long kldS
- 'Bye, Dad.. . - ‘
A Oh good bye honey Wart»-you dtdn t have your egg It's just done . -
. Now . o
. Can! t Sard I d be in by eight thrrty You eat tt
oL hate eggs : :
‘Miss Walsh sard ‘earn - 1t 1f we can- but I dunno how to earn f 1fty cents

(FD8081) ST SR

.Laurence s use of f ree drrect speech in thrs rnstance has the ef‘fect of enhancmg the f eelmg of )
chaos and dlSOl’dCI’ in Stacey s household and of rmpressmg upon the reader the- constant'_‘
. 'demands made on Stacey In thrs manner the form ref'lects the content and the reader s

g o experrence of Stacey s mode of existence 1s herghtened Such an extreme Structure rs"fhot '

- .;'»requrred 1n The Drvmers because Morag 1s not caught up in the same- f amlly turmorJ as Stacey

§ {‘lnstead Morag 1s on.her own ( for the most part) -and-is conscrously questromng herself about

o :.her exrstence in'a loglcal controlled manner Therefore the free drrect speech in The Drvmers‘. s

s more structured and grammaueally ordered 0 create the rllusron of rattonal questtonmg "

: rather than bedlam and each speaker is 1dent1f1ed m the manner of a dramatrc scnpt Morag s

) conversatrons wrth CPT are of ten presented in thls f ormat T : t

w
\

. - How. could you stop yourself from worrymg" The krd was etghteen Only

" ‘What had Catharine said, somewhere about emergenctes"

..~ Morag .loped - over to the bookshelves which hned two walls of the
seldom used lrvmgroom Fourtd the pertinent text

o

' '\In cases of emergency rt is folly to: fold one s hands and sit down to bewall in -
abJect terror It is better to be up and-doing. ' -
(The Canadtan Settlers Gxude 1855)

Marag.f Thank you, Mrs. Traiil,, ) ‘ . - . oLl
ttharing Parr Traill: That, my. dear, was ‘when we were at.one Lime
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. - ‘
_ surrounded by forest frres ‘which threatened the crops, fences, stock stable,.
" Cabin, furniture and, of course, children. Your situation, 1f ] may say so, can
.scarcely be termed comparabl€.
Morag: Well 'uh no, 1 guess not. Hold. on, though You try havmg your

only child dtsappear you know where, Mrs. Traill.  Also, with no strong or
even f eeble shoulder upon. which to lean on occasion. (D, 79- 80)

«

By presentrng free drrect speech in the order of a play scnpt Laurence mcreaSes the 1llusron ol" '

‘dramatxc rather than ptctorral presentatton The reader has the 1mpressxon of "hearmg thrs _'

f 1ctronahzed dxalogue rather than bemg told about rt Thts 1n turn reﬂects the very nature of

the dlalogue its dramatlc status rernforces the fantasy aSpect of - the verbal 1nterchange and .
.. 4\-emphasrzes the surrealrstrc nature of Morag s role- playmg So by choosrng 1o present certarn
‘ vsectrons of{the narrattve m the f orm of dramatrzed free direct speech Laurence 1ntensrf1es the ’
‘ .reader s experience of the story Laurence achreves thrs 1nten51ty by mcreasmg the narranve s .A
- ,'-realrsm wrthout detractmg from rts obJectrvxty, by decreasmg the drstance between character ‘ ‘

' and’ 1mplred reader by underplz{ylng the exrstence of Morag as: narrator and emplrasrzmg her' _' L

o existence as character

These f Tee speech acts also hrghhght an aspect of Morag s character whrch Is constantly

'1nStrumental in the narratrve content and the comrnumcatron processes Because thrs dralogue .

\

,' IS mternahzed and fantasrzed the dramatlic presentatron of the 1nterchange dramatrzes the_ .
.lnternal conﬂrct within. Morag whtch she is trymg to resolve through her autobrographrcal
'\wrmng In her psychologrcal analysrs of Laurence S fi 1ctron "Margaret Laurence Carl J ung '

‘and the Manawaka Women Nancy Barley recogntzes that .

-
|

‘The charactensnc narratrve vorce of a Laurence novel is that of mternal B
. dialogue. At times this dralogue pparallels the conflict through which the inner
self and the mask achieve -integration.and growth. We can watch the process
.~ . .iost clearly and most often in Morag:.. [There are] two-selves which,: knowing
' - one-another in different “degrees and accepting, although grudgmgly therr N
relatron to each other are able to argue as. equals .....

Lo

‘This mode of internal dialogue, in which two selves are fused into one, is most apparent in



Morag's conversations with CPT. ., In other instances this mode of narrative communication is
used to exemplif y the cold, harsh side of human relatlons--hurnanity devoid of warmth and
driven by loneliness fedr and greed "l"he’ impersonal and insensitive language of the following

dralogue of free drrect speech is 1ntensrf1ed by the lack of narratortal comments (except the
R - ‘./

.cursory narratorral remarks in parentheses) to provrde a pornt or moral and Judgemental

: contact and to, rnject a degree of medratmg warmth and concern

‘ Maggze T..'1 thought I "heard you coupla trmes before upchuckmg ln the
john. Wasn't sure it was you, Mrss Gunn .
- Morag: Yeh, it was me.
.Maggle (crudely, but ‘with accuracy) I'd say ‘you 'd got a bun in -the oven.
Either that or the booze, and you.don't have the signs of an alkié, as I should
know, being, probably the world ) top authorrty on rubby dubs S . N
Morag: Huh? : '
. Maggie: Winos. 1 get more than my fair quota here you can bet: your bottom
dollar., You preggers, kid? =~ . - oo
_ Morag: Yeh, 1 think'so. It seems Unbehevable :
‘Maggie: C'mon, now; ‘honey, don't give me that line, like he only screwed you'-
. once and you.never thought it was possible. the frrst trme ~ You're- no virginal
: .seventeen (D 240 241) S o . o

A f urther aspect of the n0vel B thrrd person narratrve that serves to. create the 1llusron

4

" ofa frrst person narratrve is the degree of ommscrence df f orded" Morag As a narratorA who is

S mvolved m the story events ot" the narratrve it would be unrealrsnc for Laurence 1o grant

) ..Morag ommscrence 1f she dxd Morag would functron well ‘as a narrator but poorly as-a

‘ _character Laurence compromrses and grants her character the status of a lrmted third person

L -narrator that rs Laurence only allows Morag to relate mformatron to whrch Morag .as a

_ character could have access 19 The protagomst narrator can know only her own thoughts and

; the events whrch she has wrtnessed She can only guess at'the thoughts of others and relate

.

' second hand events whrch took place away from her 1rnmed1ate vrsron It s, however not

only practrcahtres such as people and events that hmlt the narrator s vrsron but 1nchv1aual :

',character traits. such as age attltude and fear In the f ollowmg passage Morag §, narvety and

~“

fear of re_tectron prompt her to he mdrrectly, to Brooke Morag is not sure 1f Brooke would:'.

R
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still want. her if he knew she had already had a sexual experience with Jules. She is unable to

know Brooke's true feelings and can therefore only surmise what these are:

The first time they see a man naked. Should she tell him? But she cannot.
What would he think of her? But is she deceiving him? ‘Perfidious Morag. If
she tells him about Jules, he will leave her. She cannot. Would he
understand? ‘Would any man? "She does not think so, and cannot bear to take
the chance. (D, 161) -

‘.

Again, this f.oc‘ali’sation of consciousness through a single c,haracte’r ¢nhances the imr-nediacy- <_)f
the third pérgon na;rrative 5o that it is similar to the .pre:semation of.a first person ﬁarrative. It
brings the reader closer (o Morag as a character because he sees things from her focal point
only'and is ‘as ignorant of d;:tails andv of the.solutions to problems as Mof;g herself is.

Ly

Were they [Morag's p'arents’] angry at me often, or only sometimes? Did my

Jather feel he'd done well with his life, or that he was a total loss, or did he Jeel

anything? Did my mother feel pleased when she saw him come in from the

barn, or did she think to herself-or aloud—that she'd married beneath her? Did

she welcome him in bed, or did she make a habit of turning away and muttering

* ° that she had a headache? Did he think she was the best lay he'd ever had, or did

- he gri- ' his teeth in hardly suppressed resentment at her coldness? No way of
knowing. (D, 15) : : '

The reader is no more able to answer these questions than Morag and, yet, because Morag has
articulated her t* .ghts, he is party to her doubts. This f otélisation of consciousness through

a single character srves not only to reinforce the'credibil_ity of Laurence's narrative stance, ‘but

to promote an awareneés of the novel's themes. Because the reader is ,caught up in Morag's

‘ pré&icamént, he is manipulated into searching for answers .w-ith Morag and, consequently,‘_

becomes actively involved in the themés éf ‘lost heritagé, rootlessness and dispossessién.
However, the f irsAt" person narrative status of this text is not established solely through

the illusion of immediaéy rfééted by the novel's "free” style. As illustrated in the above
passage, Laurence also,.utilizes speech acts which can only be accorded to a first person
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" narrator. At times, Morag adopts the narrative styles of free direct thought and extended free
direct thought, known as interior monc;logue”: "She is filled with the profound conviction that
shc, will not write anything more, anyway. Big deal. Keel over’;.t.lit}; sorrow, World. As if it
would matter (D, 215. Emphasis mine). The italicised portion of this passage ‘repres'ents free
direct thought; that is, it represents ihe thoughts of "Morag without fhé meaiation of a third

person narrator. This free §,t'yle is distinguishable from interior monologue only as regards its

length; interior monologue is a much more sustained representation of language in this manner:

.That's a christly bloody useless word, Sorry. C. Logan. Christie, tell the
garbage—throw those decayed- bones like dice or like sorcerer's symbols. You
really could see, though. What about me? Do | enly pretend to see, in writing?

. What did I ever see about you, Christie, until it was too late? I tc!7 my child
tales about you, but never took her to see you. I made a legend out o; you, while
the living you was there alone in that mouldering house. (D, 337) o

It is often argued that this form of speech cannot strictly be classified as interior monologue
because, althdugh it does present the articulated. thoughts of the character, these thoughts are
 too. structured to be termed interior monologue. A number of critics believe that interior

monologue must be both unarticulated and unorganized. As Edouard Dujardin explains:

[Interior monologue] is that unheard and unispoken speech by which a character
expresses his inmost thoughts (those lying nearest the unconscious) without
v ud to logical organisation--that is, in their original state--by means of
“...>" sentences reduced to the syntactic minimum, and in such a way as 10 give
the impression of reproducing the thoughts just as they came into the-mind.*

However, this does not take into account the existence of the "stream of consciousness "
technique; what Dujardin is really defining is stream of consciousness- - "the’di,rect quotation of
the mind"--not interior monologue, its .more structured predecessor. Laurence does not go to
the extreme of using the stream of consciousncs§ technique in this novel as it vwould be at odds

with the ordered representation of rational questioning in the narrative content of this fictional
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(Streamlof consciousness represents the random ordermg of thoughts and

by going beyond syntax[,] it constrains the arrangement of semantic elements

according to the principles of free association” [SD, 188, 189]). Rather, 'Laurence uses the

most ordered form of interjor monologue to present Morag's thoughts, for interior monologue,.

as a form of direct free thought, allows the vefbalis'ation of perceptual and 'conceptual

phenomena. As Chatman notes, "the verbal. medium necessarily presupposes a verhalisa‘tion of

that which

is not in essence verbal....Can non-verbal sensations be- transformed into -

'unassigned' words? The answer is yes: by means of the ‘interior monologue' (SD 182). 1T

ensure a synthesrs of form and content in thlS wOrk, Laurence adopted the more obviously -

4

, / .
orgamzed form of interior monologue what Chatman terms conceptual interior monologue

as the dominant mode of extended free direct thought.

~
.

[L]et "interior monologue" be the class term and two other terms réfer to the

two

mind,
conventional verbal transformation, that of the character's unartrculated sense-

1mpressrons (with a narrator smternal ar- vis). (SD 188) . o . -

By using interior monologue, Laurence ‘is able to narrow the distance between the implied .

sub-classes ‘conceptual' and perceptual' 'Conceptual - interior

monologue’ can label the record of actual words passmg through a eharacter s

and 'perceptual interior monologue,’ the Gommunication, by

’

reader and the narrator while creating a sense of immediacy and reflecting the nature of the

narrative content--introspective, logical, organized, rational enquiry. Both the present tense

and the self -identification in the above passage (D, 337) set it off as a first person narrative in

-

the form of an interior monologue and, to make sure that the- narrative, shift does not pass the

reader unnotrced Laurence emphasizes it by placing it in 1ta11cs " As a resilt, Morag is able to

relay all necessary mformatron to the reader ‘without sacrificing the llusion of reality and

without distancing herself from the reader. .

v

Hence, by incorporating a varrety of speech acts free mdrrect spwch free direct

-t

speech free mdrrect thought free dlrect thought .and extended free direct though: (mtenor

L S
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monologue) ma smgle narratlve text bemg narrated by a smgle narrator, Laurence has created
a narranve form that is at the same time both objecttve and porgnantly personal to present a

story that requrres medtatron through a characters mdrvxdual and hxghly subJectrve‘

conscrousness. By oscrllatmg between Morag as protagonrst -narrator and Morag as "focal
'character Laurence can have the best of both worlds a character who is presented w1th‘ .
) ; !
unmedtacy but who stxll retarns a degree of detachment As Eastman explains:

- . . P . . ) -
. . . : e .
. . N . . . . N - : .

Each. pomt of vrew confers 1ts own freedoms and imposes its characterxstlc v

- limitations. " Although: first . person allows the. focal character to speak. - -
authentrcally and’ convrnclngly as "It may also hold the reader so close to.

_ the narrator_that he cannot .see erther him or-others objectively. Third person
limited must sacrifice that rush of intimate self -revelation, but it still holds the
~reader near to the focal character and thh a deftmte gain in detachment #

But, whether the novel is wntten in the first ; person thll‘d person or both [hlS mode of analys:s

s only the startmg pomt forfa more detarled study of : a novel S narratrve form It cledars the

. Way forananalysrs ofnarratlve pomt of view.” .. - - .. S

s : . - S T ST -
' E b T A - . . e o
3

. -k . . . -

g,
‘.

Pomt of vrew in The Dzvmers is a complex element of the narrattve structure requrnng

~

.a comprehensrve defmmon whrch drstmgurshes between voroe and perspectlve Both elements _

- ‘,fof point of V1ew _voice "and perspecttve belong exclusrvely to Morag However it wﬂl be

,'J.

shown that the perspectlve is not consrstent because it is dependent on the age at whrch Morag '

experrenced the events recounted in the narratrve Also because the narranve ‘point of view is

the domarn solely of the novel s protagomst narrator 1t is necessary to questron the. rehablhty :

of thrs narrator. In the novel unreliability- is mamly a reeult of Morag s lack of mformatron:‘ ;

" due to her. mvolvement in the story 'Thrs affects the novel's commumcatron processes as it

v

-
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" necessitates a secret communion between the reader and the implied reader to. process all the

information necessary ‘
‘ . : _ r . N o ,
Percy Lubbock recognised the importance of point of view in his classic study of: form o

in fiction srxty three years ago, when he stated:. the "whole mtrrcate questxon of method in the -

craf t of fiction, I take to be governed by ‘the question of the pomt of vrew--the questlon of the
relation in which the narrator stands to the story 2 Yet point of view is. one of the mOSt )
controversxal terms in hterary criticism. | All critics are aware of its existence and use it in therr

hterary analysrs of work, but very few can agree on' its ‘exact meaning. Pomt of view means o

.different things to different people ranging from simply the person telling the story to the . o

voice and perspectlve from whlch the story is narrated " Accordmg to Chatman:

It is the task of narrative theory, to deal with the ambiguities and unclarities of
terms passed down to it...."point of view," [is] one of the most troublesome
critical terms. Its plurlsrgmflcatlon must give pause to anyone who wishes to
use it in precise drscussmn (SD, 151) , .

A | * o ;;'
So, before analysing point of view in The Diviners, it will be beneficial to outline exactly what

we mean by "point of view" in this context.
There are a number of questrons to be answered when dealing with point of view 1n a

fictional,':text Brooks and Warren provrde a starting point with their extremely simple

definition of this term: !

L4 N ) , . \

-In discussing point of view in narration, we do not mean a physical pomt we
mean, rather, a person who bears some relation to the action, either as observer
or participant, and whose intelligenée serves the reader as a kind. of guide to the
action. Point of view, then, involves two questrons "Who tells the story?
What is his relation to the action?"?* : : :

The first question has already been answered Morag is undoubtedly the narrator of The

Diviners. The second questmn is more interpretative in its nature because the choxces open to -

N
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the novelist are placed on a continuum ranging from complete impartiality- to total
+ involvement. The narrator can narrate events and existerits as a -complete outsider who- is -
uninvolved in the action of -the story, or as someone only pen’pherally involved in the action, or

as’a character integrally rnvolved m the narratrve events In each mstance the degree of

1nvolvement also tndtcates a level of 1mpartra11ty it is much easrer for an onlooker to be’ . -

rmpartral in hrs account of events than 1t is for ‘a person 1nvolved in the events, So, the term
pomt of vrew in its srmplest f orm demgnates the posrtlon from whrch a narratlve is bemg told
that is, it refers to the conscrousness that relates the events of the story to the reader Thus
Morag provides the single pomt of view.in The Dtvmers Na other pornt of vrew 1s drscermble
- Al mformatlon 1mparted to the reader is. medrated through the solé conscrousness of the '

e .

. narrator
| Usrng Broaks and Warren s defrnttron the two possrl{rlrtres that present themselves afe
. f 1rst‘person and third. person pornts of view. However these terms are far too lrmrted to be of
use in [hlS thesrs as they only account for two srmple narratrve srtuatrons The Dzvmers
mcorporates both frrst person ands:rhrrd person narratron and thc;,narratrve pomt of vrew 151
~determ1ned not snnply by the mdlvrdual speakrng but also by the matunty of thrs mdrvrdual at’ N
' the time of each narrative event. The pomt of view is strll a f 1rst person pornt of v1ew That"
' is it is the pornt of vrew of the overt protagomst narrator, but it- shrf ts mternally durrng the.
narratlve transmrssron _ - - Lo o |

To explam the ramlfrcatrons of pornt of view in The Diviners, I frrst need to expand the .’ '

defmrtron of thrs term. A f urthu ore comprehensrve means of deflmng pomt of view is- -

pfoposed by Chatman t me i zering _work of such scholars'as Lubbock, Brooks and
Warren Fnedman Booth e . ctie, 2 Cha- nws the province of ‘poi'nt' of view -to
mclude srrnply "the physml place or rdeolog Jr practical life;orientation to which

events stand in relatron (SD 153) He then iacatifies a further category which he calls

"voice"; thrs category, although symbrotr

*

category whrch refers to the speech or.o 1eT overt means through Wthh events and exrstents ,’

'lly related to pomt of view," 1s an mdeperrdent
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' vare commumcated to the audtence (SD 153) By'introdncing this extra category, Chatman
‘drvrdes the metaphor pomt of view" mto ‘two separate. 'narratlvedomains which aid

‘sophrsttcated structural analysxs she who tells the stor) and she who percetves it. "Thus*point *

N

of view 1s In the story (when it 15 the character s) but voice is always outsxde in the dtscourse
. (SD 154) The central problem with this dxvrsron of'a smgle term is that Chatman emphasrzes
the 1mportance of vision over what he calls "point of view." Instating "point of view does not

_ means expressxon it only means the perspecttve/m tetms of which the expressmn is. made “he

places voxce above pomt of view m order of importance (SD, 153. Second emphasxs mme) 7
For thrs reason Gérard Genette's sub-classification of point of view, which formed the basis
.for Chatman s'work concernmg this term, 1s preferable because it remforces the role of the -
narrator s perspecttve rather than her voice. An exarmnatron of Genette's re-classification of 4
' perceptual terms 1nd1cates the madequacy of Chatman's use of the metaphor point of wew
Chatman ignores the balanced dmsxon of expertence and. expression and emphasrzes vision
- w1thout mdtcattng the tmportance of - perceptlon At, Lodge illustrates, th;es\e two aspects of
'narranve are equallv dependent each upon ‘the other: "In a verbal tex-t you cannot hatze a

perspectlve that isnot vorced and every voice implies its own perspectrve "2 Genette does’ not
retain the term point of vrewjas he sees it as potentially ‘misleading; instead, he employs the -

terms mood ‘and voice to'describe what Chatman refers to as point of view and voice.

- [M]ost Qf the theoretrcal works on this subject [pomt of vrew] suffer from a
‘fegrettable confusion between what I call here mood and voice, a- confusion
between the question ‘who is the character whose point of view orientates the
narrative perspeczlve? and the very- drfferent question who is the narrator? --or

.more simply, the questton who sees? and the questron wha speaks”9 . o i

R
L
p

Instead of usrng the potenttal,ly mtsleadtng metaphor "point of view, Genette adopts the

e

slrghtly meore abstract term focalzsatton to ?dunt for both mood- and voice.”® As both.

Genette ] and ‘Chatman's. comments 1nd19;(wtnt of vrew ‘tan mvolve two diff erent people as

. .

the same mdtvrdual need not vocalrse the story a‘rw percetve ite the perspecttve and the ‘
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cxpressron need not be lodged in the same person” (SD, 153). The categorres of first person '

and thrrd person pomt of view are madequate as they do not mcorporate the drvrslon of

'perspecuve and voice 1mp11c1t in. modern frctron Genette usmg Brooks and Warren as_ his -

Te—

- 'pomt of reference conStructs a dragram wlnch amphf ies‘the recessrty for this, sub classrf 1catlon'
o of pomt of vxew by hrghhghtrng the madequacy of srmpler apphcatlons of this term.
Table IV

‘A FOUR TERM TYPOLOGY OF THE

F OCUS OF NARRATI ON

Internal andIysis o_fevents . Oumde observatzon of cvents R

Narrator. as a character - 1. Marn character tells his. -2, Minor. character tells

in the story 2 : story t : , e mam character S story )
Narrator not a character - 4. -Analytic pr ommscrent oL 3. Author tells s[ory as

in the story author tells story - observer

- . . i . 3 . oo
. N . . . . ,
- - . - . . . .
L . e < A N
. - : . :
. 3 Y ' . .
! . - - . .
. o~ .
- ' . . .
. . . \
. B ' )
A - te
s . - .
C .
' - - [N
' .
. N P

e

Source: Genette, Narrative Discourse, p- 186,

Concerning the table, Genette states: .

Now it is obvious Lhat only the verUCal demarcatron relates, 10 pornr. of vxew
(inner or outer), while- the- horrzontal bears on voice (the identity of the
_ narrator), with no real difference m pornt “of - view- between 1 -and- 4.. and '

between 2 and 3.. ' -

'

° ’

In tlus way, Genette emphasrzes not only the necessrty of subdrvrdmg the term pomt of vrew

but also, the unportance of ."mopd" in the narratxve because it operate[s] at the level of [a ]

connection.between story and narrauve

32 .. B R - . [ e



In thrs study pomt of view" will be taken to cover both aspects of narratorral “
orientation: the narrator's- vorce and the narrator s perspectlve For-,- as Lod'ge concludes .
"perspective and vorce are-so mtrmately related 1t seems sensrblc to consrder them together -
under a smgle head and the tradrtronal “term, pomt of view' 1s the _most convement "33 The.
- terms perspectrve and voice' " will .be used o refer to the two drmensrons of " pomt of vrew
_.because as terms they are self explanatory
"The voice: element of pomt of view in The Dzvmers belongs exclusrvely to Morag No
vother‘character or "drsembodred mtelhgence " fulfills the functron of vocalrsrng the narrative
U "events in. the story The perspectrve also belongs exclusrvely to Morag but its mamfestatron 1s -
’ dependent upon the dual movement of time in the novel.. Thus there ‘exist. two perspectrves |
) 'whrch belong to Morag the perSpectrve of Morag in the trme present and the perspectrve of
Morag 1n the progrcssrve ﬂow of time. past The dommant perspectrve is that of the mature
’ inarrator who 1s recordmg the events of the story retrospectrvely, whtle the "framed“i '
‘perspectrve is that of the younger Morag Laurence herself outlrnes thrs narratrve method early

i in the book when she e‘i})lams madvertently the ratronale behmd the utrlrsatron of thrs form

: .

. The spruce-house famzly must have appeared around the time my mother zook b
.- sick.-"The whole thing was so quiet. . No-outer. drama. That was the wdy, there. " .

- But I' remember .it, everything. Somewhat zromcally it Is the first memory of \\ -

" actual people that I can ‘trust, although I-can't trust it completely, either, partly -\
because 1 recogmze anomalles in i, ways o f expressing the remembering, ways N
-which aren't those of a fzve-year-old as.though I was older in that. membry (and \

© . the words bigger) than in some subsequent ones when I was six [or seven, and
C partly because it was only what was happening to Me (D 11) :

S Laurence rllustrates that the actron of remembermg is talnng place rn the memorybank movies; :. - '
\these analeptrc sectrons afe not takmg place m the t1me present of the narratrve H0wever the
memorybank movies.are alrve and vibrant for Morag The past 15 brought forward into the -

-present S0 that Morag is almost rehvmg these experrences Her tearful reactron to the .

memones in the’ snapshots (D 15) is ‘an rndrcatron of Morag s mtense mvolvement in- past

1
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C jevents as 1f they were part of the 1mmed1ate present, Such feelmgs ol" 1mmed1acy are conveyed

' ‘through the use of‘a Chlld s vocabulary and perceptrons Also the f orm estabhshes that the

character is herself the central concern in the memorres and therefdre _thesc n’remones are
Y

T ",recalled subJectrvely One can easily 1denufy the dual perspectrve in thls novel m the style of

drfferent sections of the narrauve that is, by the, language and syntax the narrator uses to
‘ verbalrze her experlences The elder Morag has the range of. vocabulary and the sophrstrcanon

Cof syntactrcal constructlons to wnte a passage such as the f ollowmg -

- Across the river, the clumps of’ W1llow ‘bent srlver -green down to the water, and' ’
“behind them the great maples and oaks stirred a little, the giant dark green
_tranquility disturbed only. slightly by the wind. “There were more dead’ elms thrs

year, dry bones, the grey skeletons ol" trees Soon there would be no elms left. °
(D4) N

- “Both the lyrlcal style and the tone of thrs passage mark 1t as bemg. wrrtten f1 Tom the perspectrve
» of the adult’ Morag, the tone of - the passage also serves as an mdrcatlon The porgnantly sad-

sound of both the words and the sentrments suggest a person who is expenenced in life and who"

feels that ume is runnrng out: how long will. rt be before the beauty of the world has been ) .

“totally corrupted by crvrhzatron" Both the style arrd tone are radrcally drfferent from the -

sectlons of narrauve denottng Morag S retrospectrve communlcauons that is, the narratrve of .

b

‘her autobtographrcal novel In her frctronal creatron Morag narrates from the perspectrve of

her youngerself: - .- . ..

Smelly. The house is smelly. It smells like. pee or something, but not like a
barn. Worse. Morag sits stil on ‘the kitchen chair. The. two people are .

- looking at her. Let them look She will not lef on. She wrll not say anythmg
(D, 24) , o _

‘Here, the truncated sy/ntax the nursery rhyme rhythrn the repetttron and the predomrnantly o

monosyllabic vocabulary all serve to 1dent1f y. the perspectrve of the passage ‘as bemg that of the -

‘o
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. younger Morag It is the language of a chrld lackrng the rrch vrbratrng resonances of the adult h
: Morag Also the defrant aggressrve tone reflects the character of .ong who is scared but 1s )
) :desperate not to reveal her fea.r Thrs is very dif ferent from the graceful almost mellow and,.'

resrgned tone of the earher passage | | | : -
The perspectrve of the mature narrator f unctrons throuphout the trme present of the‘ .
v.novel The young Morag s perspectrve is prevalent in the trme past sequences Qf the narratrve.
. that rs the younger Morag is. the pervadrng conscrousness il the adult Morag s frcttonal B
re creatron of her past in her autobrography The adult perspectrve does not overtly mtrude e
. .lnto these chapters of | MOrag s book but -as already mtrmated thd medtattng presence Qf thé, _
.adult narrator-is never f orgotten as it is her conscrousness that is comrollrng the entrre narratrve '_ .

‘ (

cootin terms of VQICC and 1n1t1al motrvatron The narratrve ot" the younger Morag is strll ultrmately '\ N

.

controlled by the older Morag who is selectmg the 1ndrv1d11al events 10 narrate as a possN
| answer to her emottonal uncertarnrtres in the present lt is her mrnd whrch ultrmately controls L

- the j entrre novel Chatman says vof , the. autoblographrcal" ‘, novel "the'.'

. ‘protagon/rst -as- narrator reports thmgs from the perceptual pomt of vrew of [heri 'younger self.
[Her] tdeology on’ the other hand tends to, be that of [her] older self The narrator 1s older and o
wrser for. [her] experrences (SD 158) However the demarcatron between the two.' -

. perspectrves is not 80 rrgrd as 1o detract from the novel 's central unrty Elements of the two. T
' peISpectrves overlap and provrde a sense of umty For example Laurence s mtermrnglrng of
narratrve styles r'emforces the 1mpressron that the older and the younger Morag are one and the

' '_ .same and theref ore, adds to the presentatron of the work as- a umf red artlstrc whole Talkmg .

m the trme present Morag retneves her old snapshots and descrrbes them usmg the language of )

T -a mature artrculate woman However the language cf Hrll Street the language of her younger o

self rs never all that far away

, They [her snapshots] were Jammed any- old how into an ancient tattered
manilla -envelope that Christie had given -her.once when she was a kid,.and -
whrch sard Mche & Pearl Barnsters and S’olxcxto;s Manawaka Mamtoba
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. Chrrstte mttst have found Lt at the dump--the Nuisance Grounds as they were -

. known; what an incredible name; when you thought: of the 1mphcattons The -~ -,
.. thick -brown paper stank .a bit ‘when Christie had handed it.to her, famtly
: ’shrthke famtly the sweetish ether smell of sporled frurt (D 5)

' ;The last two phrases show starkly the ]uxtap()smon of the young Morag w1th her coarse
-.'deflant language and the older Morag, who possesses greater knowledge and powers of

e\Tessmn Thrs comphcated narratlve “construction allows the reader to expenence the
: L '
emotxonal development of Morag both as a chrld and an adult The authentlc reconstruetlon of

o

' ,.the past from the perspectxve of the younger Morag ensures that the reader estabhshes an ‘,

i empathettc relattonslnp wrth the novel s protagonrst It also provrdes varrety, the shrfts from

one perspeenve to another and back create a narratrve flexrbrhty whxch is both entertarnmg and 4. a

‘ng the: emotronal ef fect of each tune sequence

The form of thrs novel a protagomst narrator who narrates in the thrrd and frrst

: person from the perspectrVe of herself at’ the time’ of the narratxve events grves rlse to the o

T questron of the narrator s rehabrhty because of her proxrmrty to the content of the novel

. N Rehabrhty can be assessed on the basrs of the vahdrty of narratxve mformatron transmatted by

. the narrator how far can’ you accept unquestrdnmgly, the mfocm\at:on 1mparted by a

character who is 1ntegrally 1nvolved in the narrative event/ By hmgs exclusrvely

'.v'through Morag seyes do we not compromrse ourselves lnto acceptmg a drscourse dlStOI‘th by

e the brases and pI‘C_]lldlCCS mherent in Morag s character and upon whrch the narratlve is based7

'; ; The narrator herself quest10ns her reltablhty but does not know how to counter it: .- ‘_ -

.~ This Jules. was different. Perhaps he too, found that although you needed to '
. ido battle, you didn't always need to, every minute.  OF was she mterpretmg
“him,.as usual, only through her own eyes’ How else could you mterpret anyone?

'(D 363.. Emphasxs mme) . .

. , The narrator may be unrehable not only because of her 1nvolvement in the narrauve but also

because of her lack of knowledge (As prevrously 1llustrated she is only granted thrrd person )

v
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hmrted omnrsc1enee ) Also she may be unrehable as she 1s in a herghtened emotronal state in

' the time present because of her daughter 'S departure

2
&

Somethmg about Prque S gomg apart fr()m the actual- departure 1tself was’
“unresolved -in Morag's ‘mind. .The fact that Pique was going West? . Yes. '
Morag was. both glad and uncertain. - What -would Pique's father think, if he -
'knew" Well he wouldn't know and didn't have all that. much right to judge: .-
anyway.’ Would Pique. go.to Manawaka" If 'she did, wou]d she fmd anythrng :
"there whrch would have meanrng for her" (D, 5) . e

.. .The reader 1s further compromrsed in hrs acceptance of mformatron 1mparted because of the' I"
time of the narratrve expenence in. relauon to 1ts expressron As already explamed the narrator”. '
is not mvoIved in the maJorlty of the story events she is. relaung at tlre trme of narratron she Is .
. ,recountmg a good deal of the narratlve retrospectrvely Hence the account may contarn-,
:maccuracres due to lapses of memory, subconScrous aIteratron of emphasrs over the years “or :
B 'senumentahty For example after provrdmg the background mforrnatron f ora snapshot she is .
'studymg, the narrator chrdes herself f or the unrehabrhy of her narratrve All tius is crazy, 0 f .

'course and qulte untrue Or maybe not 1 am remembermg myself composmg Zhls-

. \mterpretatwn in- Chrtsue and. Prm 5 house - (D 7) ‘Such.a narratxve stance remforces the )

materral of the narratrve-—the protagonrst S uncertamty of the natdre of her exrstence her e

. contmual conf usron of fact and fantasy, her search for 1nner peace
e Thus, the narratrve situation carefully created by Lauren(:e f0r the reader 1S one in
whrch rnforrnatron is provrded by a. narrator who is. unmtenuonally unrehable she does not' -

have access to all the mformatu’)n necessary to provrde the’ reader Wrth a comprehensrve'

o staternent of events; she is self couscrous of her role as a narrator she rs 1ntensely mvolved in”

N the events of the narratrve and she is narrating retrospectrvely All these factors culmrnate it
the unavordable truth that the reader is presented with a narrator who i is potentrally unrehable o
In such a- srtuatlon the reader is’ forced rnto medratmg the rnformatron he receives - and,

- evaluatmg its- vahdlty on the basrs of the narrator S. possrble bras and lack of crrtrcal powers and ..

A



54
h mf ormatron that rs he attempts to establrsh any mstances of the drscrepancy between what the
narrator percerves and what in truth, is the srtuatlon Thus the reader is cast m the role of
both partlsan and Judge

However becau’se the unrelrabrlrty of the narratrve is ‘not delrberate--Morag is not.

o mtentronally provrdmg us. wrth unrelrable rnformatron--the reader does not lose sympathy for .

. the narrator The open nature of Morag s unrelrabrlrty and the self examrnatrons she 1mposes S

' on herself to try to present a relrable narratrve ensures that the reader is aware of hrs f unctron’ o

° - Bl

of narratrve arbrtrator and does not feel antagomstrc towards his source ol" mformatron Such
consrderatrons lead us to a more specrfrc formulatron of a defrmtron of unrelrabrlrty to’ |
__‘accornmodate the narrator whose unrehabrlrty is. not pervas:ve is not dehberater promoted by-.A
the narrator herself and 1s not detrrmental to. the narratrve content Booth provxdes such a’ - |
: ,.def rnrtron Whlch extends beyond the consrderatron of unrelrablhty as "a matter of lymg r-'oi

-lack of better terms J have called a narrator relzable when ‘he speaks for or acts.in accordance

-

: wrth the norms of the work (whrch is to say the 1mplred author‘s’ norms) unrehable when he ’. '

. does hot."* Thus narratrve rehabrlrty is concerned wrth the degree of rdentrfrcatton betw,een

-

. rmplred author and narrator If the narrator posseSses the same cultural and moral values as.

o ;the 1mp11ed author the narratrve wrll not be unrehable but 1f the values of the narrator are .

_ drfferent f rom those of the rmplred author then the narrator s stance is unrehable because rt 1s"
Lt odds wrth the stance of the narratrve content The 1mp11ed author always estabhshes ‘the .

- norms of the narrauve The norms are general cultural codes The real author can postulate'l N

_Awhatever norms he hkes through hrs 1mphed author (SD 149) In The Dzvmers the distance™

between the 1mphed author and the mature. narrator is mmrmal but the drstance betWeen the‘ ;

, “1mphed author and the narrator speakrng from the chrld s’ perspectrve 1s much greater For

‘ 1nstance we know that the condemnatron of Chnstre by the younger Morag does not reflect the

A 1mplred author s evaluatron of" the scavenger The 1mplred author regards Chnstre as a true'

Y

, drvmer a shaman whereas the narrator states "Stars' Frre Stars' How does it happen" She

.

| wants to ask but wont Chnstre would thrnk she was dumb She 1sn "t the dumb one
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_'Chrlstre is” (D 30 31) Thls opmlon is’ spoken f rom the perspectlve of a child whereas, when
speakmg from the adult perspectxve the ‘narrator. expresses a reverence for Christie whrch"
crystallrzes the stance of the rmphed author and the opmrons of the lmphed reader Chrrsne

fknew thmgs about mner ttuths that [ am only _]LlSt begmmng to und’erstand (D 341) So, the

.narrator s unrelrable (m Booth S use. of the term spea};ing frg‘r/n. the child‘s '

jn the narrative because.
.Laurence provrdes mformatlon above and beyon‘ o s sciouslyq'"imparted by the

e ] .

narralor " 50 that a collusxon between 1mplred authe

' 1llustrates this mode of narranve transmlssxon dxagramatrcally'ﬂ

C o 5L Tablev

. THE BY-PATH OF UNRELIABLE NARRATION -

‘ :Source_:" Chatman, Storynnd Discourse, p.233.0 -

B Thus, a~\:fictiona1 k account which is narrated by an unreliable narrator inco'rporates‘

B ";.commumt:atron processes of an unusual]ya subtle and' complex nature between the unphed

author and the 1mphed reader These commumcatron prooesses rely on the 1mphed reader §

’

' ’ 1dennf1cauon wn;h the norms of the narratrve as mtended by the iuthor Thrs presupposesf

NS

"' that the reader s cultural and moral 0nentatron is m accordance wrth the novel s implied

L

.
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- author. The reader must empathise with the values'presented in the. novel's "substance of
content.” These values are the values of the implied author. ’If a. narrator is unreliable
because _he- stands in opposition to the novel's "substance of content,” narratrve commumcatron_
" can only take place in that work if the reader possesses the same cultural orientation as the
implied author. If the implied author and.the 1mplred reader are in agreement regardmg the.
novel s "substance of content then once the implied reader senses a drscrepancy between the
narrator s and the rmphed author's perception of events and existents, she must 1dent1fy with’
the 1mphed author and consequently a secret communion is ¢stablished.
Thls element of unrehabrhty is therefore benef icial as it demands active part1c1patron by
e reader in the understandmg of narrative events By estabhshmg a secret communion
’. hctween 1mphed author and rmphed reader Laurence is able to gurde the reader to make
) Judgements and evaluatrons which Morag makes but does not artrculate In thrs manner,
E Morag retams credrbrhty as.a fictional character because she xs not required to vocalise al/ her.
'feehngs and perceptrons 1n an unreahstrc manner. Often Morag wrthholds psychologrcal
E »-1nf ormation to ensure personal credibilit'y and to promote the collusron betwben 1mphed author
. and 1mphed reader forcmg the 1mphed reader to actrvely partrcrpate in the creatrve processes of.

.the narratrve For example when drscussmg her story of a young farmer who resolves to o

-survrve Morag muses: .. . .

"It s [the story] not based on anyone real.” . .. R
And yet in a“way, it is.” She’ sees the dxstortron and sees why the story had to ’
. ~end this way. - The child, in some way, although without realizing.it, saving the
father’s life. The father going on hvrng Could it have ended any other way,
" the story? No. Anyway, the child isn't her. " She realizes almost Wlth ‘SUTPTISE
that this is -true. ~The child. isn't her. Can the story. chrld really exrst
: separately" Can 1t be both her and not her" (D 146- 147) :

‘/,

‘ Thus;» th’e tole  ine reader is to partrcrpate in the creatrve proc:‘:sses of the narrative to . -

complete the uncompleted psychologrcal revelatrons in the story as. expenenced but -

’

unarttculated by Morag! To make sense of - the story the reader has to fmd a rneanrng beyond

Y
x



. 57

the narrator's words. The reader has to enter into a secret communion with the implied author
" to fully comprehend Morag 5 persona] de\<elopment ’ |
There are many instances of this nature, in which the narrator does not fulfill her
narrative functions to the sat:'sfaction of the reader. This, combined With the other instances
of narratorial unreliability already outlined, is suggestive of an overall deeign envisaged hy
Laurence, by which communication can be echreved between the implied author and the implied
reader outside the narrator's lconsciousneés. 'In this manner, the form of the novel is
supportxve of the novel's content as.it promotes a psychological activity and awareness on the
:part of the reader which parallels the psychologrcal functioning of the protagomst narrator )
Also, the utilizdtion of both third and first person narratives.and a dual perspectxve within -a
single voice, rernfortes the material of the novel by ref’lectrng the narrative concerns of

individual developm}ent and the nature of truth. Laurence's choice of nanative voice and point . -

of viéw'in The Diviners éupp.orts the claim that form and content are indivisible.



NOTES

' Gom, "Margargt Laurence and the First Person, " p. 250.

£

- ™Jubbock, The Craft of Fiction, p. 40.

* Hagar Shipley is struggling to overcome her all-consuming pride and to reconcile her .
degree of responsibility in the deaths of her "lost men" before she dies. In her last days in the’

hospital she conquers this inner battle and giianages to attain a degree of inner serenity: "Pride

was my wilderness, and the .demon that led m¢ there was fear. I ‘was alone, never anything_ . ”
else;“and never free, for 1 carried my chains, ‘within me, ‘and they spread out from me and..
shackled all I touched. Oh, my two, my dead.” I?)ead by your own hands or by mine? Nothing

can take away those. years,” Margaret Laurentd, .The Stone Angel (Toronto: Bantam-Seal

appear in parenthesis in the text. ‘

Books, 1964), p. 261. All sub's,equent refqr'egg"és.;_t;b this work, hereafter referred to as SA, "

Rachel Cameron is a thirty-four-year-old virgin spinster ‘Awho is undergoing an

emotional crisis in which she questions her own worth and. sexuality. Her story is one of

growing self -awareness and ‘self -respect resulting in a modestly reassuring mnqr peace: "I will '

be different. I will remain the same....I will be lonely, almost certainly....] will rage in my.
insomnia like a prophetess....] will be afraid. Sometimes I-will feel light-hearted. I may sing
aloud, even in the dark. T will ask‘mysglf if I am going mad, but if I do, I won't know it.

God's mercy on reluctant jesters. God's grace on fools,” God's pity on God, "Margaret

Laurence, 4 Jest of God (Toronto: McClelland & Stewart, 1966), pp. 201-202. All subsequent

references to this work, hereafter refertéd to as' JG, appeartin parentheses in the text. .

Stacey Cameron, Rachel's older sister, is also experiencing extreme psychological
upheaval. Nearly forty years old, married with four children, and ‘housebound -with <the .
. youngest, Stacey has reached a time in her life when she is dissatisfied with her mode of -
- existence to the extent. that she is willing to- jeopardize her position -of wife, and ‘mother.to
experience excitement and stimulation. Stacey ultimately comes to realize the- value of her -

family, to appreciate the true meaning and quality of her roles as wife and mother, to accept
her "middle-age” status gracefully, and to respect the nature of her existence and see that
"[m]aybe the trivialities aren't so bad. after ali,” Margafet Lautence, The 'Fire-Dwellers

(Toronto: Bantam-Seal Books, 1969), p. 276. -All sibsequent references” to this work, ‘

hereafter referred to as FD, appear in parentheses in the text. - . :

The struggle experienced by. the protagonist-narrator in A Bird in the House is not as )

- marrowly defined as those experienced. by- the heroines in Laurence's other work. “The crises
which Vanessa Macleod faces are presented as a series of traumatic incidents andggessons that
mould the child into a woman. Through her childhood experiences Vanessa learns, as does
" Morag, the value of the past and, as the lagt story comes to a close, she begins to understand

the significance of the people and places which framed her childhood existence: "I did not go

to look at Grandfather Connor's grave. There was no need. It was not his monument. 1
‘parked the- car ‘beside the Brick House....I had fearedand fought the old man, yet he

- proclaimed himself 'in my veins," Margaret Laurence, 4 Bird in the House (Toronto:

McClelland & Stewart, 1974), p. 207. All subsequent references to this work, hereafter
referred to as BH, appear in parentheses in the text. ; '
In all cases, the psychological battles of the female protagonists are personal and

- f

' : .38

0.
BN RAT
R ?J;&.‘.é:t..’ Dyt

-

oy



C e

¥

- 100.

59

o

harrowing, requiring careful self -analysis on the part of the individual to achieve a state of

self -knowledge.

‘ Margaret Laurence speaking in the National Ftlm Boat‘d S product.ton Margaret

. Lavrence: First Lady of Manawaka. , . v

"

Ll

* Morag as an artist-figure. and author of her story, will be discus_sed in Chapter Fcur, L

-

N

chapter four.

R}

oot Focahsatton is ‘Genette's term, outlined in Narrative: Dlscourse for the perceptual

onentauon of the narrative. The term is used here because it has a degree of abstractness -
_.which is desirable until the discussion of point of view in the second section of -this’ chapter S

‘For-an exammatron of this term see Rimmon- Kenan Narraave cmtzon PP.- 71 85

:‘A

: " Margaret Laurence, Author S Commentary, in Stxteen by Twe[ve ed., John Metcalf .
(Toronto McGraw-Hill Ryerson, 1970), p. 73. o .

=

o .

12  aurence in an intervietygjtzi‘t'h'Earle Toppings, Canadian Writer's»or't fTap'e.

¢ S . e
: . [ -

_ *Hechner, "River of Now and Then," p. 46. T ST '.

T A . L S R R .
e e . - ) . T .

® The creative preoccupatlons of Morag will not be dtscussed in_ this- chapter but in '

R Laurence in an 1nterv1ew with Earle Toppings, Canadzan Wruers on ’"ape Margaret '
Laurence (Ontarlo The Ontano Instttute for Studles in Education, 1971). ’

2
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™ For cxample, compare the tone of the third person narrative voice on page 192 and
the first person narrative voice on page 5. In both passages the tone is essentially humourous
(although’thc humour is black) and self -deprecating. o '

s _C‘”‘.‘lara’T.hgrﬁ'éig, The Mqﬁa'waka World of -Margarei 'qureﬁqe (‘Toronto: McClelland -

& Stgpart TS84
.o o y - S . P T SV
v ';{W\ ¢ . B o o ":. R . L
g - . o . ) S
0]

" oraot depending on "whether it

Ktn terms of form, a novel, 15'Judge\é) -"realistic

“employs a commiunication anethod of "showing? o “telling." Does the author allow events to ~

take place befors your eyes, or does Sl’ipédqpﬂt’{a}techniQue- of telling you what you are $upposed
- 'to be seeing. Following James' use of the terms-"drama” and "picture™ to discuss realism in

fiction, Percy Lubbock refers to these twg patrative methods as "pictorial description” and '

"dramatic dialogue” respectively. Booth réfers to the terms "scene” and "summary” as he Teels

"that "pictorial” description” involves¢a great deal of summarizing and condensing of detail by -

,the authdr, A scenic narrative method is employed when the author effaces himself as much as
..~ possible from the- 'parr"ative and,al‘iqws?the story to reveal itself, rather than.be told. This .
"' "binary classifightion is akin to Aristotle's classification of diegesis and mimesis. = - '

Y

R G,éofge’ Bowg:'ring,_, "That Fool “of a Fear: Notes on A Jest of qu." Canbdian_
. Literature, No. 50 (1971), p. 54. -~ s o SRR T S
it Nancy Bailey, "Margaret’ Laurence’ Carl Jung and 'the _Mangwékp W;)men." Studies - .- "

 in'Canadian Literature, 2 (1977), 310.

. "2‘ N . . .
, % The third person narrative.in The Fire-Dwellers is also one in which the narrator.is = .
., . afforded only limited omniscience. . See Gom, "Margaret Laurerice and the First'Person,” p. -~

P

20 Robert Humphrey talks df direct and iridirgtt 'iziiérior m_oriologuef as sUb-éategories of .

. interior monologue (the two Temaining. categories are soliloquy and omniscient description.) ~ $

See Stream o f Consciousness in the,Modern Novel, Perspectives in‘Cn“ti’cis'm, No. 3 (Berikelcy:
University of California Press, 1954)." . . _ . o ' L

v - :

2 Bdouard Duj‘ardih', quoted by Leon Edel in ',.;T;ﬁe 'Psych,ological ‘Novel, 1900-1950

(1955 rev. London: R. Harigavis, 1961): p. . |
. “.‘. o - ‘,4“ '~ * :,f.' E _-;';"A ﬂg}* - . ~.‘:“‘;l-§ N

'z-"jiv’ - . . * For-a detailed analysis 'qu the term "int'er'ibr'monologue“ see: Derek Bickerton,
_- "Modes. of Imerior Monologue; A° Formal Definition,"'AMode'rn- Language Quarterly, 28

ot

o
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(1967) 229-239; and Dorru Cohn, "Narrated Monologue Deﬁnvtmn of a4 Victional St'yle,"
Comparative Literature, 18 (1966) ..97 112 i X . -

» Eastman, 4 Guide to 'the Nove/,p. 33, - . ’ ‘ . .

. <.
vl )

* Liabbock, The Craft of Fiction, p. 251.

118 Cleanth Brooks & Robert Penn Warren -Modern Rhetorzc Shorter Edition- (New '
York Harcourt Brace and World Inc., 1949) pp 208 209

N ’ v ’ ) '
. : . . . . -
N , . .
- - - - ' . -

. 16 Lubbock The Craﬁ ~f Fiction; ’ ‘ o -
Cleanth Brooks & Robert Penn Warren, Undersgpzdmg cmtzon 1943 pt. (New York:
Appleton-Century Crofts ,1959); and Modern Rhetori#

Norman Friedman, "Point of View in Frctron the’ Development of a Critical Concept,”
"PMLA, 52 (1955), 1160-1184; . ‘
Booth, Rhetoric; S
. Genette, Narratzve Dlscourse
oo | .- . . &
” Lodge identifies thispr ~ :m in‘FOfm in Fiction, pp. 6-7. . WY

N

e

n Lodge, Form ina;Fic-tion',‘)b.‘S. ‘ o ' S ) : A

v~

** Genette, Narrative Discourse, p—186.

. * Rimon-Kenan follows Genette S. example in her text, Narrative Fiction, because she:

“believes that "Genette's treatment [of point of view] has the great advantage of drspelhng the

“.gonfusion between perspectlve and narration which often occurs when "point of view" or
similar terms are used p. 71.

31 Genette. Narrative Discourse, pp. 186-187. ’

- . .
2 ; , P . .
) ! N < s

.‘“.Genetge, Narratire Dis_’coxiﬁe, p.32. o Y ' ‘ )

f
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» Lodge, Form in Fiction, p. 7.

** Booth, Rhetoric, pp. 158-159.
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Chapter IV~

- TIME

..time is not only a recurrent theme in a great deal of narrative frctlon it is
also a constituent factor of both story and text. The peculigsigy oﬁsyerbal
' narrative is that in it time is constitutive both of the means of ‘épresentation
(language) and of the object represented (the incidents of the stor y).. Thus
time in narrative fiction can be defined as the relatlons of chronology between
story and text.! :

The treatment of "time" in The Diviners is probably the most extensively documented

' aspect of the novel's narfative form for the use of trme -and time as a theme are of centrar

'

importance in this work The basrc temporal structure of the novel--chronologrcally arranged
parallel time sequences of past .and _.yesent wrftten, in the_'b'reSent and past tenses
respectlvely--drctates the temporal themauc content of the novel and makes possrble the

prloratxon of such themes as heritage, creatlvrty and the temporal nature’ of exxstence

In every text there are two manifestations of time, as Gérard 'Genet.te has pointed ‘out

in’_ Narrative Discourse: An Essa,v _in Method ( 1972): stor’y time " and discourse-time. 2

Story-time is the time attrlbuted 'to-the narrative events pnor to the unposmon of form;

1

therefore story-time is, in the case of The Dtvmers .the time from Morag S exrstence in her

- mother's womb to the auturrrn of her fortv -seventh year. . DISCOUISC tnne is the narrative tlme:

I

subsequent to the application of- fom on the story events It is the. ume of story’ events once

N . >—.—<

they have ‘been- arranged in the narratlve plot 3 with xts’ reqmrements of selectlon and -

arrangement of events Dtscouts{e time nzust necessanly . dxverge from story trme because the

o Y

unposmon of plot desxgnates the enstence of narrative events apd extstents whxch have been ’

. s w7
ordered 50 as to engage the emotions and develop the theme "'The aesthetrc functton‘ of the

plot is precxsely this bnngmg of an arrangement of motifs to the attentron of the Teader’. R The

.

demands of a plot regulre a re- arrangement of story everts and an emphasrs of v1sron on

&
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narrative events crucial to, the dcveloptnent of p]ot o
Dtscourse txme devrates from story time. not only because of the demands of plot but
also because of the very essence of 1ts exrstence--language Language is lmear m its:

presentatton requiring, at a‘given moment, a srngle focus on the wrltten page mdrvrduals are

not capable of readmg more than a few words at 2 ttme "Text trme [dlscourse tlme] is thus '

)

mescapably linear, and theref ore cannot correspond to the multtlmearlty of real story txme

‘l

Consequently, narratlve necessarrly 1ncorporates -an unnatural" prerequlstte of lmear

-~ r,{

_ temporality which is at odds with the multtlmear temporal nature of life. AsJ oseph Frank

observes "since language proceeds 1n time, 1t is 1mpossrble to approach thrs srmultanelty of .

‘

peroeptton except by breakmg up temporal sequence."* In’ Gadgetry ‘o1 Growmg Laurence

2

speaks of the problems she encountered with- thrs aspect of narrative: when ‘she wrote The

[

Fire-Dwellers. Because of the nature of Stacey s exrstence Laurence wanted to Capture the

1llusron of concurrent actrvrty on the wrrtten page thus recreatrng the chaos cons‘tant

demands of the MacAmdra household Frndtng a form whrch would promote- thts temporal
1llusron proved'to be a drffrcult task Tor Laurence who consrdered a number of techmques o
.present the multrlmear exrstence of time: "I then thOught tthe novel should be wrrtten in three
of four columns, : newspaper style wrth three or four thmgs happemng srmuitaneously

.

Luck}ly, it occurred to me in time that few people were hkely to have three or. four parrs of

eyes e Drscourse time: can only attempt to approxrmate a verrsumlrtude of real" trme 1t can’

never hope to capture the true nature of life' s temporal exrstence regardless of the narratrvep .

\
-t

structures Wthh evolve. -

Unhke story trme drscourse trme is necessanly an abstractron because it cannot be

-

measure\d in unrts of ttme Dtscourse trme is dlfferentrated from story ttme not only by the

Y

‘mcorporatlon of story events mto a plot but also because the experrence of those story eventsv

is determmed by the act of readmg 1tself and not srmply by sensory perceptlons such as srght i

., or sound Whrle story ume is defmed as’ "the duratlon of the purported events’ of the‘

narratxve drscourse trme is commonly defmed as readmg timé": "the ttme rt takes\o peruse ;

’



_of. narratwe must be in pseudo " temporal terms

65,

[

. the dtscourse (SD 62) Theref ore, drscourse ttme is as much spatral as temporal for It 1s a‘ ,‘ :

f unctton of lmes as well as hours and mrnutes Also the temporal measurement of story 15 the.'

same for’ each person tha Chrtstte S relauon of his tale of | the Battle of Bourlon Wood"
A

may f or example last twenty -five mrnutes and tf thrs 1s S0, 1t wrll last thrs long regardless of )

his audrence However the. time. it takes to read Morag s rendltron of Chrxstre S tale in her

’ autobrography is dependent on the readmg skrlls of thc mdtvrdual the spatral measure of three

paragraphs can mvolve numerous temporal mamfestatrons dependent on the reader $. readmg" ‘

speed So there can be no standardtzatton of drscourse trme and any drscussron of thts aspect'~ .' .

A
1

-Strrctly speakmg 1t [dlscourse trrne] is a. spanal not a temporal drmensron

The narrative text.as text has no other temporality than - the .one it 4.
rnetonymtcally derives from the- process of its reading. What dtscusslons of -

téxt time actually refer ‘to-js the linear (Spatral) drsposmon of . linguistic .

segments in the continuum of the text. Thus both story -time and text- trme‘

may in.fact be no. more than pseudo temporal. Nevertheless as long as.we.
' 'remember their pseudo nature they.remain- useful constructs for a study of.

the 1mportant facets of the story text relatrons . . ‘ o,

v

By acceptrng the pseudo nature of drscourse and aclgnowledgmg that the narratlve text, like:

every other text, has no other temporahty than what it borrows metonymtcally, from its’ own

readrng the criticis able to examtne the temporal telatrons in-a narrattve by 1dent1fymg‘,

drscrepancres between story time and drscourse -Lirne and exammmg the cause and effect of

‘ such temporal drsi:ord

v

But even' so, what 1s the true nature of temporal exrstence m lrfe” Are clocks and

calendars the only means by whrch trme can be measured or can n be measured by some mner

s

. clock a psychologrcal clock" I three hours wartmg for a train: ‘the sarrie- as three hours at. the'

:

theatre'* This’ aspect of psychologrcal time is referred to’ by E M ForSter as value

’

. [T)here seerns something" else in life besides time, s‘ometl-_ing which'.‘may .
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" conveniently be called 'valpe', somethmg whrch is measured not by mmutes or
hours, but by intensity, so that when we look at our past it does not stretch
- sback evenly but piles up into a few notable pinnacles, and when-we look-at the
. future it seems sometimes- a wall, sometimes a cloud, sometimes a sun, but

*mever a- chronologrcal chart: Nerther memory nor anticipation is muchﬁ
interested in Father Time, and all dreamers, artists, and lovers are partlally -
delivered from: -his tyra&y, hé can. kill them but he cannot secure their . .

" attention, and at the very' moment “of doom when- the clock- collected in the
tower its strength and struck, they may. be looking the other way." So daily life,

. whatever it thay.be really; is practlcally composed of two hves--the life in time
and the life hy values, - AR -

o

' 'Laurence is aware of. these temporal dlscrepanmes and chooses to focus her attentlon on the
.'psychologrcal aspect of tlme "When I say trme I don' tmean clock trme in thrs context; nor ‘

' do I mean any kind of absolute trme-\-whlch I don’ t beheVe {o exrst in any event. I meaan

“ ':hlstorrcal tlme varrable and ﬂuctuatmg "’° While clock trme is measurable psychologrcal trme‘.
"rs bounded by drfferent laws whrch render it 1mmeasurable Jules experlence ‘at, Dleppe -
'.eprtomlzes such temporal mtanglbrhty In response to Morag 's enqulry "Dfd 1t--last long"" .
~ .--J ules replres "Yeh One mlllron years Cobpla hours aCtually I can't really say--I don t.
t know Dldn t seem very real at the trme (D 133) Each experrence may be momtored.
: . accordmg to 1ts duratron and time of occurrence, but these measurements are actually unrelated
to the experrence of the event they bear no relatron to psychologrcal trme the temporal:

L]

_ domam of pnmary 1mportance to Laurence As Pamcxa Morley observes "The creatwe vision °

» that. underhes the WOrk [The Dzvmers] rs located m Laurence s understandmg of the way m

' whrch humans expenence time.. Srmple mmded notions (such as the one- way flow of time or

the 1dea that mdrvrdual pasts consrst of clearly venfrable sets of events) are mvahdated n Thrs -

tensron between clock time and psychologrcalrume forms the basrs for all Laurence s'

«

. I‘ManaWaka frcuon and demands a techmcally adept handlmg of temporal exrstence in the

v

'dlscourse o

Ih ‘all her Manawaka novels Margaret Laurence has worked wrth concepts of .
time: Hagar; Rachel, and ‘Stacey are all enslaved by quantitative time, the
.man- made measurement of mmutes hours and days In therr heads they

.

J
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also experiencé felt time in memones and fantasies Wthh are set in
juxtaposition to the ngrdly measured mmutes lrours, and days  of their
experimental world.!?: : ' . : :

‘

-Such a concentration' on psychological tim’e'in each of L'aurence’s‘ Manawaka works is
successf ully realrzed because of the caref ul mampulatron of temporal form in each: Laurence S
‘use of. temporal anomahes is most. extensxve and most eff ectrve in her Iatest novel in- whrch she
"~ distorts order duratron and f requency as temporal concerns to crrcumscrlbe the novel S story
These three levels of temporal relatlons order "duration and- frequency, were fr{lst .
1dent1f1ed and analysed by Genette. Thrs chapter wrll analyse The Diviners in terms of these_ -
_' three categones The novel wrll be studled with regard first, to.the order 1n whrch events are
presented in the dtscourse secondly, 10° the duratlon of these events and thtrdly, to the -
frequency with which' each event occurs. At trmes the drvrsron between categorres may appear_ :
' arbrtrary and conf used because the three areas of concern are not mutually exclusrve For
example the extent *%f anachronous ‘sequences is exammed in accordance with Genette ]
orgamzatron in the s?ctron concerning - order‘ However extenz could easﬂy have been exarnmed. i

in the second sectron dealmg thh duratxon

b
3

. The study of order in narrative mvolves an explanatxon of the drscrepancres between the 4

- order of - events in the story and thetr rearranged order in the drscourse that is’ "the temporal :

g ‘order .of succession of the events in the story and the pseudo temporal order of their -

'arrangement in the narratlve What we are concerned with are the occurrent: anachromes in. ~
" the text whrch encompaSs "the vanous types of drseordance between the two ordermgs of story
and narratwe 13 Anachromes can take the form of erther unalepses or. prolepses m other " )

words the drscrepancres between the story time and the drscourse -time can mcorporate the,
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- narratton of an event that happened in the. past or one that happens m the future In erther
‘mstance the event bemg narrated is drsplaced from its normal chronologrcal sequence and can '

" be termed erther subjectrve or obJectrve--subJectrve 1f the narratton is- undertaken by the

: '-character htmself and obJectrve 1f it-is undertaken by the author or narrator who 1s not the

. character 1. Genette summarrzes these p0351b1e temporal relanons by

desngnatmg as proIepszs any narranve maneuver that consists- of narrattng or
eVokmg in-advance an’ -event that will take place later, designating as analepsis -
' ‘any eyocation after .the fact of an event that took place earlier than the point in™ -
. the story where we are at any given moment;, and reserving- the general term.
* .anachrony to. de51gnate all. forms of drscordance between the temporal orders of
- story and narratxve 18 . : - :

’ An analysrs of the treatment of order m T}ze Dzvzners W1ll requlre’*crrttcal appralsals of the

J.- -

" occurrence of analepttc and prolepnc sectrons ‘and the treatment of narratlve tense. These areas

i _wxll be studred in the followmg order analepses (thetr homod:egeuc and extemal nature thetr . l‘

reach and extent and thetr 1nternal organlzatron) the mversron of tenses (rendermg past -

,experrences ‘tn the present tenSe and present experrences 1n the preterrte tense) and prolepses

(anttcrpatmg future events w1th narratrve clues and fantasrzmg about such events in, the :

. novel s 1nnﬂerftlms )

Anachronous sequences are promment in all the Manawaka fretron but only extensrvely .

' SO in the flrst and last works The Stone Angel and The Dmners 16 In all these novels the .

dommant anachrony lS in the form of analepses the narratron of events happemng pnor to the
Vs

N . . h ) b .
~pomt reached m the story ttme In each wo& the analepses are homodxegetzc (concerned W1th o

) the same subJect as lS bemg dlscussed m the tune present) and: thus the form accomrnodates

\—\
. the contmumg tntemahzanon of the narratrve in the consciousness of the T emale protagomst in

Ca manner whrch defmes the self analyttcal nature%enarranve content In both The Stone

. Angel and The Dmners the analepSec are extema{ (they begm and end before the NOW of the R

' narratrve) and SO they are especrally well mtegrated m the matenal of the NOW of the narratrve

12

”‘5*3&3
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without promoting confusion or distraction.

[E]xternal ana}epses and internal analepses (or the internal part of mixed -
analepses) function for purposes of narrative analysis in totally different -
ways....External analepses, by the very fact that they are external, never at any |
moment risk interfering in the first narrative for their only function is to fill
out the Tfirst' narrative by enlightening the reader on one or another
"antecedent”....The case is otherwise with the internal analepses: since their .
temporal ficid is contained within the temporal field of the first narratlvet they.
present an obvious risk of redundancy or collusxon v .
e

w

o e N T
" In The Fire- Dweliers however the.analepses are often internal to further desxg/nate the chaotlc -

nature of Stacey ) hfe These analepses are typographlcally mdrcated by a nght { den -

’

drstmgursh their anachromc nature. L &% .

The shore of the Sound The huge Water whttened log, an’d herseh’ .

perched on it: The black’ ‘water lighted stréakily by stars. Luke. The

"A. frame. What's the bad news? What's with you?. 1 100k off. Well,

don't worry. Sometimes people do. Then, later, after he sard, about the

kid'in the Cariboo, the one whose mother took off. Szacey, you don' t._ ‘
" need to be sorry. It hurts? Yes. Well 8o ahead and ‘bawl." No- shame ,

’ in that. You're not alone-. LI .
Iam though Iam now. (FD 2?7) T

i . . - " . o

. It is necessary to estabhsh the nature of an analepsrs in terms- not onLy of its voice and subJect
but also of how far, temporally, the anachron) is dlstanced from the NOW of the narrative,

and how long this anachrony is; that is, it is necessary to determme the reach and the extent of --

v -

each dxscrepancy between story trme and dlscourse -time.. . ‘ .
. . . - ‘./\

0

An anachrony can.reach mto the- past or the future, erther more or. less. far -
from the "present” moment (that is, from the moment in the story when the °
narrative was interrupted to make room for the anachrony): this temporal'
distance we will name the anachrony s reach. . The anachrony itself;-caq" a}so
cover a duranon of story that is more Qr less long we will call this extent e
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In The Fire-Dwellers, the reach does not extend beyond the-time that Stacey is twelve
and ordinarily the reach is only a few years: this is because her problems in the time present are
firmly rooted in her existence as wif s and mother. On the ather hadd, the reach in The Slone
Angel is ninety- years as Hagar allude: to the évent of her birth in the first few lines of the
novel: "Above the town, on the hill brow, the stone ang‘el used to stand. I wonder if she
stands there yet, m memory of her who relinquished her feeble ghost as | gained my stubborn
one” (SA, 1). Similarly, The Diviners establishes an extensive reach of forty seven year/s when
Morag describes herself as being buried alive, the first burial, still a little fish, connected
unthinkingly with life, held to existence by a single thread” (D, 6). In both The Stone Angel
and The Diviners the reach, symptomatic of the "external” nature of the analepses, designates
the depth of Hagar's'and Morag's emotional probllems in-the time present by illustrating that
the seeds of unrest began germinating from oirth.\ ~I_'heir problems are not immediate in the
same manner as Stacey's; they are deeply ingrained in the very fabric of their beings. By
esta%lishing a reach of this magnitude the form of each work. articulates the therne of the past

1

bearing on the _present, not simply the immediate past, but the entire past of one's life.

In The Diviners, an 1ndiv1dual $ past is the past of a lifetime, not simply of the past
few years, and this past remains with you always. As Christie tells Morag; "It'll [Morag's
experiences in Manawaka] all go along with you, too. ;That goes without saying". (D, 168).
However, the reach' oi' The Diviners goes back further than the snapshots portraying Morag's
subconscious memory in -the first sec‘tion of the novel. The tales voiced by Christie and Jules
have a reach extending back oyer many generauons Chnstie $ tales of Prper Gunn present
analepses reachmg back to the Highland Clearances WhﬂS[/ J ules tales, passed on to him by his
father, extend back to the Riel Rebelhon. Both sets of analepses provide "interpretations” of
the ongms of the dispossession of these two cultures By furnishing the novel wrth analepses
‘ contaimng reaches of such magmtude Laurence sucweds in creating a form whrqh serves to y

demarcate the notion of a pervading sense of histoncal past in the present not merely the past

A s
‘of one's own generation,*but the past of one's ancestors- - "hrstoncal time."
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In any work of fiction, the span of time present in the story is not. only as long
as the time-span of every character's life and memory; it also represents
everything acquired and passed on in a kind of memory -- heritage from one

+  generation to another. The time which is present in any story, therefore,
must--by implication at least--include not only the totality of the characters'
lives but also the inherited time of perhaps two or even three past generations,
in terms of parents' and grandparents' recollections and the much longer past
which has become legend, the past of a collective cultural memory.'?

I

N

This sense of "historical time" is not exclusive to The Diviners. 1t does arise in the other

Manawaka novels but only as an_echo or a reverberation, not as a complete unit in the

”
A 4

anéchronic sequence. 'Hagar méy posseés a name derived from thé Old Testameni, and s?kfe may
‘muse upon disintegrating "entirely, like the flowers found on ancient young Tutankamen's
tomb, which crumbled when time flooded in through the broken door" (SA, 97), but the

&séﬁhe‘ effect as the ‘zetual form .of \?‘he Diviners which defines the

gllusiohs QO not produt:e;ér
novel's vigw and treatmedlof t‘ime. |
. ‘The reach of the analepses in fhe Diviner;,\/ ‘because it is far greater than that éf the
previous works in the Manawaka Zeries, is able to demarcate three time sequences as part of a
singie temporal state: time- present, time past and "histbrical time."?° The extent of the
analepses also reinforces this notion as the majority of the novel is fendeied in analeptic
sequences, the time present only emerging as the dominant temppral state of the narrative in
tﬁe‘.last section of the novel where past and present cvoalesce.. The férm of the novel, because
.its'tempofal condition is d;;fincd preddminantl& bylthe use of anachronous séquences comprised
of analeptic narratives of considerable reach and extent, defines the thematic concern of timelin ,
“he work. That is, the anachrono‘us form of the narrative dictates the implied author's view of
¢ nature of time in man's® existence: each igdividual is moulded by his, historical and
immediate past which in tum dictates the quality aﬁd nature of. existence in the time present.
Who and what a person's true past i:s r;emainS undefined until thé near end of the riovel, when
Morag discé;yers t‘hat her true past lies in her place of childhood, ﬁot the plaCe from whence her

- ancestors came in the eighteenth century. Her true roots lie in Manawaka and her tfue father is

_Ghrigtie, her guide, her mentor and, through his tales, the giver of her heritage. Morag comes
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‘ )
to this realization whep she visits Dan McRaith in Scotland,
o
. N N
Mo Co o
McRaith points across the firth to the north. -
'Away over there is Sutherland, Morag Dhu, where your people came
from. When do you want to drive there?' - -~
Morag considers. -
'l thought I would have to go. But I guess I don't after all." : ;
'"Why would that be?"
'l don"t know that 1 can explain; It has to do with Christie. The myths
are my reality. Sométhing like that. And also, I don't need to go there
because I know now what it was I had to learn there.' .
'What's that?' N
'It's a deep land here, all right,’ Morag says‘ 'But it's not mine, except a_
long long way back. 1 always thought it was the land of my ancestors but it's
not.' . : LA
'What is then?' ‘ :
'Christie’s real country. Where I was born.' (D, 318<319)

‘Order refers not only to the occurrence, or not, of anachronous sequences, but. also to

the’ possrblhty of anachrony within the anachronous sequence Are the analepses presented
randomly or are they presented in an orderly, chronological fashxon? l'n 'both The Stone Ange( :
and The D'i\;iners, the analepses follow a strict chronological pattern, S0 that the reach

aishes with each successive analepﬁc occﬁrrence However, the rationale behind the use .of
chronologrcal analepses is different in eath,;case and as a result, the f unctron of form to defme»v-.f i
content is achleved to a drfferent degree in each In The Stone An‘geI Laurence chose™a
chronological representation of Hagar's memories solely for the ‘simplific'ation of the. narrntive a -
believing that a haphazard rendermg of mnety years worth of memones Would confuse the.
re_ader, However, Hagar is, in the time present, "rampant with memory" and therefore an

* anachronous rendering of memory would have been far more acceptable in realizing the 4

- Y

parrative content of the novel. As the work stands, the orderly mode of recollecnon is at
vanance with the nature of the narrative material and; thus, a synthesxs of- form and content is
not achieved and the work remains flawed. In retrospect. Laurence acknowledges this

&

weakness:
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a

I wouldn' t g0 to great lengths to defend the form of the novel, at this dlstance
for I know its flaws. The flashback method is; I think, a little overworked ifi
1t and.l am not at all sure that flashbacks ought to be in chronological order,
as I placed them in order to make it easier for the reader to follow Hagar's life’ e. n

f-_
<

A Yet Laurence cmploys the same techmque in The Diviners; she presents the time past in stnct BE
h) » Y

chronologxcal sequence until past and present,converge at the close of the novel Agam this

Y
’ form is unreahstlc-as people do not remember events in chronological order hey recall them

. rangomly accordmg to subconscious sensory assoc1at10ns Laurence has been criticised for thls
R g e »

Sject of the narratlve drscourse

"’, s - et v ) ) . oM ' . L «\ ‘ ' v
Eﬁ ] : y) . . *

Wlthout obvious motlvatron the recollections of a life in chronologrcal* order T

seem qurte out of keeping with the essentially realistic tenor of the book, quite:

contrary to‘the psychological authentrcrty otherwise dlsplayed While Laurerice u !
+ -« - claimsf{He illusion of seeing-time flow both ways, she in’ fact has it flow in only . I
T one direction--at two différent. “speeds. - For .Hagar, “the two velocities .of L ’
S consctousness collided, merged,.at the point of her death. Ia. Morag ] conten 2

they meet only because one has” caught up with the other . T e

'u A‘.‘l:‘ _. v g ; ;)\\x
' Morag comments on the 1mprobab1hty of ordered expenence &X’hen she deltberately orgamzes '

)

her snapshots accordrng to their ter‘tporal relatrons "Morag putd the pictures into

hronologrcal order As though there were really any chronologrcal order or any order at all

?» *

if it came. to that (D, 5-6). Why, then, havmg realized the n.adequacy of thrs form in The

T

. - Stone Angel would Laurence choose to employ it again? Drd she sunply decide, as with :the

' earher novel that it would have to suffrce because she could not drs.cover any alternatxve

form'“3 Thrs seems unhkely as Laurence presented the reader with an anachronous analepuc

-
< -~

sequence in T he Flre-DweIIers Stacey 5 memones are not only surpnsmgly bnef they are alsg — g

\ e

presented at random totally negatmg any temporal ordenng of the past and- therefore ‘

Specrfymg the anachromc quahty of the narrattve content lt would seem then that

¢

Laurence S, employment of ordered analepses was not a result of necessrty 1mposed by her lack

of creatrve rwources but of choxo@ as Laurence felt that tlus temporal form would defme some
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o
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‘aspect of, narrative content. @15 view is rexnforced by the fact that Laurence draws so much
o .

attention to x’the artificial. nature of - the ahlepscs by desrgnatrgg them as snapshots and

L . RN
d .- . R

'Di've[lers By drawing attenttonrto the artif 1c1a11ty
N i IS
of her narrative_method,. Laurence reveals the ratronalq behmd this¢ fbrm It.vrg*émeans by
J' R AL

in a very different manner than in The

, 3
" o

be sensitive to Morag's overndmg creative c’:)ncern The urmatural order of past events ig’ [hlS )

~-work becbmes natural because o attempt is bemg made to §1mulate the ranmrecollectxon of

:(

past .events. Morag 16 Systematmally exorcnsmg the ghosts of her - past.«’The seemmglyn “t
? FQ » b L) 5

. orgamzed prese}tamon of analepses would produce a désparrty of form and content because it
By ““3 b"_ . L

: .'-would be Juxtaposed to . the dehberate ordered méthod of Morag who _.15 embarkmg
T e .é- 4

e .
selt’ conscrously on a&‘ )ourney mto the past*usrng the form of a novel to ,sés&]fie her problems

in the present Morag is ogsessed wrth order and ordermg her hfe in the)@op@ ¢ f uncovenng-'

‘ N
the aﬁswers to all the questrons Wthh are burmng in her head “These kids r‘eversed the’ order T

- g s
of life, staylng up all n%?t and sleepmg most of ‘the day Order. For heaven 's salle. It, _
flowed in Morag s veins, despxse it though she mrght (D 236) The existence of the past’3

&

recreated fiction and the novel as a structure contarmng another .novel is reahzed in the 1_-;$3

»

art1f1c1a11ty of the form--the presentatron of the past in. strict chronologrcal order the

J

narratxve matena] concerned ‘with frctron and fact and f1ct10n wrthm Fiction. is reahzed in the

1

. rendermg of ordered temporal relations in the drscourse As Laurence er;plams the 1mposrtron -
Y A ,44.»

of order on the narratlve is. acceptable because the novel itself contams an mternal frctronal .

i

/"'

structure so that order is bemg 1mposed or art, not hfe and

4

o .- b
* ‘1 N -0 . R

- . ,..to some extent that problem [of chronqj,ﬂ}tcal analepses] was overc‘éme in
The D;vmers becanse Morag consclously seﬂs out to write down her memorigs, -
to get her life into some kind of perspectrve to see what has happened to her

/ . T



autoblography compnsed of her wn rsonal and flcuonal words “l"husa "Laurenc
., ,»3, ee : %

\ r.'. ‘f .

One rru'ght call it an "examined life," and she is exammmg her own hfe Domg
it in that way of course you would do it chronologxcally 1

\

Also, ,lrke the chronologlcal analepses the presemauon of narrative expenences under the

conmved hoadmgs of ﬁnemorybank movies, " "Snapshots l‘-‘*"tales " "llsts " "mnei'fxlms and
oo y
the llke Is acceptable because this form functions r.o dcfme the novel's mtern.’nl flcuonal sLatus

These labels have lrke the chronology of the analepses bcen severely cr1t1c17cd>as obtrusrvg and

°’3 '\‘

- of b’guch

PR
o

S P
Varuflcral bht such an amtude rrgnores the intentional nature of the Eﬁsﬁr o
URES A‘m,

B ),’. - ) \'
:ltechmques In the same marner as the unnafural« ordermg of the past evems these celles” :
H i
denore the arufrcxal nature ol' the mgmones bemg ,mcorporated by Morag mto her -
\

(4

./“'"‘.. Al

underlmes Morag s fole as shaper of ¢ expenences by grvmg txtles to ‘mdlvrdual eprsodegf;om her

& 2
past and by mterjectmg into her r?emones her adgussrons of dstomon and mventlon nae The
] > - o

aruf icial nature of’ /the temporal f orm of the novel serves to mterpret the"qumtessenual creatlve

e

Y
nature of the narraf.{?ve materral The novel is realrsUC as far as its portrayal of. hu&’&an nature

FW 4 ', ?

7oncerned‘ but it is, after all,‘a work of - art wrthxn a work of art and as such form of. the.

#a
novel must reflect thls;vawt o he narratf

The method I chose [(for The Stone Angel] dummshes the novel' ssresemblance
"to life, but on the other hand, writing--however conscidirsly unordered its -
amethod - -is never as.disorderly as life. Art, in fact, is never life. It is never as -

paradoxxcal chaotic, complex or as alive as life.?’ .

“ It is possrhle that the chronologrcal rendenng of anachronous temporal order ‘detracts

W

[ S
from the nouon of psychological- time versus clock nme By gror\rhdmg the novel S

anachromes in a normal" order, Laurence establishes clock- Ume as the overriding measure‘

t

r~existence. "However, inverting the tenses in the time sequences_of past and present Laurence

2

creates an awareness of psychological-time working ‘alongside, but out of sequence with,
clock-time.?” Chatman clauns that the temse system is a "semantic “i_neans of signalling"

.
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g Qf 2 d ? oy
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story trme the past perfect tense renders o lerior time, the preterite tense-:pas

»

time, the

" present tense--present time,-and the fu: tense- -future time. By ‘the /i

A .
uence of events”: the
L@

L réspectively (SD,

four tenses, the author can "indicate at . four tempébral st’ages in a seq
earliest period a subseannt period a still later’period -and the latest per od
- 80). However, Laurence cont-ravenes these norms by commumcatlng the present time of the
.narratrve usmg the preterite tense, and the past trme of themarranve using the present tense.
This r:arratxve form defines the concept of psydhologxcal trme in which the past, is still
;. an mtegra] part of the present.. To deny the past is to deny a part of one's self Morag s
marnage to Brooke fails precrsely because tt 1s built on a denral of the past Brookt; Is- attracted
’, ¢ Morag because §he appears unfettered by the past an attractwet,partner (for ohe %o IS

' afrard of the workmgs of trme " He attempts to fight trme by denying 1ts power; ie scorns hlS

't% 1mportance and he hldest/from the future by denymg Morag the chrld she

_ Wants Morag ts unabfe to hve\but his fantasy afjer she returns to Manawaka to say a last

'farewell to Prm Morag cotues. ~to feahze that 1t is not mssnble to deny one 's past and what s -
_‘Jn) -

2,

o3
fore, she no longer wishes to. Her desrre to llberate herse‘lf from the lie she has been living, to

be-a complete person with a past and a future, signals the end of her marriage w1th Brool_ce) It
" swas doomed to failure from th’hutset as both Morag and Br&oke refused to, acknowledge the

po’wer of the past which "exists as a contmual present. By presentmg past expenences in the

. } » L e

present tense ‘Morag injects a. sense of 1mmed1acy mto ‘the narrative, Just as she did w1th her

speec‘h acts, whxle creatrng a sense of" the pmsent in the past Thp past ﬂows into and shapes
[~ R § ¢

the present and at the same time, the past 1s grven a present by its, recollectron and inevitable

« st

recreatlon as a myth in the present resurrected xfrom its past. Morag is aware of these

temporal relatrons . She understands that the past not onlv eerts in but is. redefined r]by the

present. Pique is shaped by, Morag s past whrch is, itself , fluid and changeable:

o . . . X ’ , . . _
Whatever is happening to quue is not what 1 thmk is happemng, whatever that ‘
- may be.. What happened to me wasn't what anyone else thought was happening,
and maybe not even what I thought was happemng at the time. A popular.

[}



F;g:'

77

4 mzsconceptron is that we can't change the past--everyone zsvconslantly changing
their own past, recalling it, revisiting it. What happened? A meaningless
questzon But one I keep trying to answer, knowing there is no answer. (D, 49)

@

In using the present tense to artrculate past experiences Laurence utilizes the form of the ‘

' narrative to define the creatrve processes of memory. The past “can never be smfply recalled ,

‘and presented as an estabhshed %lperrence because the act of recalling 1ncorporates the

| T

functromng of the .consciousness which, because of its existence muthe present, edits and

. I

redefines its memorres of the-past. This view: of the f unctioning of memory and its influence

on the present is vorced by 1. A. Richards who descrrbes memory as "that apparent revival of

past experience to wbrch«tb; Tichness and complexity of experrence is m dtis a way pecuhar

/‘v.. w

to hvmg tissue b/ @W@e’past mfluences our present beha?zoﬁr acft‘)ss asit mrght appear a ’

"«‘. IS "v: 3* r ' ‘

T . «

gulf of trme "9 Hence memorres aee not sfatrc but constantly shi g varratrons of -the same S
lt) u‘ .. R

Iheme they are as the trtles of Morag s autolpographrcal chapters suggest lee mcw'xes whrch o

: are stored in the mindto be edrted and re-run. The memories for Morag's. chapters unfold in

tTﬁs}rvay the past constantly pushing into the: present in a flow of 1mages whrch refuse to ‘be’

3,

M. 4&

ignored: - ’ . ‘ . 1

. . . (2] : o,
Last night, sleepless until three A.M., long and stupendously, vivid scenes -
unfolded. Too tired to get up and wnte them down, sljg still couldn 't shut the -
projector off for the night. Got up and jotted down key words, to remind her. ,
Staring at these key words now, she wondered wiat in heaven's name they were

« meant to unlock (D, 137) ¥ :

VA

s

S -

§

. Such memo’nes are not bor.md hy dmkallme but’ by- psychologrcal trme beca\use they exrst in
:pne- s conscrousnms ‘And, at a further ~remove- onc(e they-are unlocked these memories are

recorded by Morag and are therefore subject to both psychologlcal t1me and discourse-time.

So that, if drscourse -time s, as already suggested an abstractron which cannot be subjected to

the usual temporal measurements of the clock, then the entire structure of thc narrative *

"dlSCOl.ll‘SC is subject to the mdrvrdual unbound nature of psychologrcal time. Thus, the

>
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temporal form of the novel defines the psychological content of the novel: the funct}en of

memory is established through;the use of "subjective time. "3

g
‘

. . : . T .
Having used the present tense ini the narrative of the novel's analepses, Morag uses the

preterite tense for the narration of the time present sequence.?! Also, just as tense inyersion'in'
the*’analepses defined the temporal relation of the past existing as a constant presence m the
present, the use of the preterrte tense in the present illustrates that the’ temporal flow is not

51mply in one drrectron Not only- does the past mould and determme the pr;eSent bu

defined by the use of fllm 1magery, the presentg;calls and gives meanmgﬁ*ﬁ) the past “ Also

. o Ay -

" the present is only the present for tﬂé instant that 1t is expemencedn then it too bttcomes the

o

past, to' be recailed and reshaped but never again to be felt as lt d1d for the transxtory moment

’.m whlch it occupreg the present Thus the recordrng of ' thévr

that the 1rreversrble unyleldmg ever conunuous nature of i

- this a‘spect of the narratlve when he states: "On gomg hved -in time...is relaém the present .

e

Q\-z. L
tense as Laurence convmcrngly projects the uretrrevabrlrty of each pas-i, 2 moment and the h

o

poignancy for Morag of its slipping by partlcularly at this age and stage in her hfe "3 In this
form of inverted tenses, Morag's attitude to time is specified; she does not see it, like Stacey,
"as a negative, hostile phenomenon,"** but more like the "winged chariot hnrrying near.”

Morag does not feel threatened by time; she simply acknowledges its. relentless_forwar'd

movement in the time present. This attitude*towards the ‘onward, undaunting, seemingly linear -

movement of time is-echoed by quue when she ref uses to accept Jules' appraxsal of hunself as
:I an agmg singer: "'You e not gettxng old.' The young voice crymg out against trme against .
the evxdence of her eyes (D 347) But by the end of the novel Morag reahzes that this fear
‘ is self defeaung because hke the“?royekshe is. wntmg, and h'ke the nver shﬁﬁhtchmg, timie is .
not linear; the past, the present and the future are all mtermmghng and interdependent.
Chronological temporal structures ean_only exist as artefat:ts; they are a- dimension of art, not

lifé. Laurence ensures that the implied author and the uarrator of her work are in agreement

with each other and with her both narrative -constructs hold the view whrch she herself'

e
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~expresseés-and assigns to the narrator to communicate.

. .\,jc“ » .
e : PR
. . a . “‘, N ) ' ‘?;“ > “ H )
Once the narrative voice is truly established- -that is, once the writer has
listened, really listened, to the speech and idiom .and, outlook- of . the
character--it is then not the writer but the.character ‘who, by some protegs of s
transferal, bears the resagpsibility of the treatment of :time Within the work.- It ~ .
is the character who cheioses which parts of the personal-past, the family past '
and the apcestoral past have to be revealed in order for the present to be '
realfzed an 1 the future to happen. This is not a motbid dwelling on the paston ., ¥ .7
«the part of the writer or character. * It is, rather, .an expression of the feeling, ° f,q
which I strongly hold abotit time- -that the past and the future are both alwdys’ - . "~
present, present in both senses. of the word, ‘always now:and always.here with ' o =
: s * : L oL e v B v
-,‘.{_uggls., ;' . _\:’ , - ’u \U" “"") Yo ,vr ‘, ; J‘; ' | » B - ‘ v '\1-‘

. It . - f\v:}«’./ . ] w "»'. vt 1 9 . ’.7 ©
Thus, . the’ dj “the author. angd the reader ¥, .in {18ms. of. the comimunication'." 2
processes, very smap™ndeed. Laurence, '»Ihrough her hiéhiﬁulation of vgcal fand."te'm’pgfzfl" g

o . ‘ ‘ R .v: : "'u ¥ , E “a s . : S
‘forms, ‘ensures that her concept. of ‘time is ‘tonveyed. to the reader with the ‘minimum of
h B : S e . . 5 N
intervention. e s T
The opening section of the novel, the "Riversof: Now and Then, " introduces the central "
- ) o i e . p Casee
- metaphor of theAvork: : .
v : . R ‘ e . :
- 2 . . - .
Wﬁ:
The river flowed both ways. The current moved from north to south, but the
- wind usually came from the south, rippling the bronze-green water in the
opposite direction. This apparently impossible contradiction, made apparent
! and possible, still fascinated Morag, even after the years of river-watching. ®
(D, 3) '
As the novel progresses it becomes apparent T.hil} the river functions as a metaphor not only for
time, present and past, byt for time future as well. The future is not dealt with in as much
depth as the past because its existence is not part of Morag's film collection; she does ngt know
it and is therefore unable to play it in the same manner as she does the past] Time in the
. - . » [.] ) ‘ % ' \ . . !
. future is like the far reaches of the river: "further out, the water deepened and kept its life f
L. ™ o .- ~ . . ’ :
_ A £ TR . . . o ‘
from sight™ (D, 370). "Thus, The Diviners makes little use of the -anachronous form of &
. R . - “ P

. ’ o , s

v
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R-. ,
é)rolepsrs which, lrkc analépsrs is the instance of 4 drscrepancy between the story-time and the

Ny v . : :
discy rse-trme of the na rattve but which is differentiated f rom analepsis by its existence in the

- N 4 «v‘
future df-the narrative NOW, not in the past. This form of anachrony is ordinarily thhore
g : .
uncommon of the two

.

realisrn.' -The so-calle

use of the author's concern with suspense and a suitable element of
"first-person"" narrative does, however, lend "itself .better than any

other to anticipation, by the very fact of its avowedly retrospecttve pharacter whrch authorrzes

the narrator to allud ~10 the future and in particular to hlS presem srtuatlon for these to some
extent form part of [his] role.”* This form of anticipation cannot strrctly be referred-to\g

"prolepsis” because if is hinting at, rather’than telling of the future. Such hmts are refe

to, by Genette as. amorce and do appear in The Diviners: "But ,why had she got pregnant all

‘-{prm of antrcrpatron S possrble w1thout detractmg from the realism of the novel because itisa
. \\J !
mode of mternal hom regettc prolepsrs within the external analepsrs thaf is, the anticipation.is

N

part of Morag s kno ledge because the relatronshrp“wrth Fan is over before the time present

- ‘t

: ““from which Morag is narrating. Another form of antrcrpatron emerges in The Diviners where

s o

_incidents functron as | foreshadowings of later events. These clues exist *asg,such o

I

7 -

subconscious level and \re only ackngwledged in retrospect. For exampl_ .'the f ire m the valley

o

is foreshadowed by’ Morag s descnp ion of the Tonnerre shack only fourteen pages *earlrer

"The main shack has a 1gger stove but wrth ‘s er lookmg stove pipes” (D 113) "This mode

of ,prolepsrs serves, to a certam degree, to interpret the.temporal t.?eme of the interdependent
. /4
l / .
nature of present and f uture in that the f uture of the Tonnerre family is oécumscnbed by that

-~ . - -

famrly s mode of exrstence 0 the present. F .
The form of tellrng the future rather’ than hmtrng at 1t is .less explicit rn 1ts

: exphcatron of the multrlrnear fabrrc of hfe The narratrve device of "innerfilms" provides the ‘
'novel with 1ts limited instances of prolepses. These devroes are voiced in a self deprecatmg

tone of drsbelref to desrgnate the mystery of the unknown These proleptrc secuons\are more
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y . : ' o S s
concerned with denoting the theme of fact and fantasy combining in the experience of life.

They indicate fhat myth and reality converge not only in the past but in the future as well.

These prolcpses give an inaccurate ‘account of the future because they re@sent Morag's

fantasxes and dreams rather than prophesxes The mnerﬁlms exist as homodﬂegetlc prolepses

internally and externally; that is, the prolepses are mixéd in nature as some evemually exist as

events in the story while the inn'erf ilm on page 101 relates Morag's dedth--a fictional account

" of the future which remains outside the domain of the story-time:

S

* fow: never will - -coffin is closed and hearse goes-to the graveyard

\ .. Morag lying in a white satin-lined coffin  eyes - closed ’ﬁ%.'face awfully'pale
' and she is wearing a yellow silk dancing-dress * she has never danced in it and
Christie is

<~ absent’ .oyercome with sorrow - Stacey Mavis Vanessa Julie, Ross Jamie
“  etcetera crying jn sadness wishing they had recognized the qualities' Morag

", had be_for_g tog-late (D, 101)
Eb_‘ . « .

S S0N

v‘\r';

£

This projectioﬁ into the f utu_'re,:‘-isj'one of Morag's childhood fantasies which displays her hopes

for the future and her fears in"“the present. This~-£orm of narrative illustrates the manner in

Wthh people in }he presem are occupied with thoughts-of the future which bnng the future, in

a fictionalized form, into the present. Thus, like the past, the future can onLy be reahsed in an

individual's consciousness and, therefore, it is ulumately more flCUOl’l than fact and is bounded,

-

- by the limitations of psycholog1ca1 ume rather than clock-time. J ust as the past is a rmxture

\

\ S

of fact and myth $0 160 is the f uture The "fact of thlS innerfilm is pre’sented m the second

~

section of this epxsode when Morag fantasizes about the novel she has written which is found

7

af ter her deat.h and is "one of the finest ever wntten in a long time anywhere

1t is pubhshed"

(D, 101). This does hold an :lemer- of truth as Morag does produce work that is pubhshed

q

and admned. Also, Just as the pact cncompasses more than merely the past experiences of

‘ Moraé in her lifetime, so the futuresextends ftirther than Morag's: poir_lt\\of death; "historical

"

time" flows into the future beyond the span of one's natural'life. The innerfilm ends with the

RGN
. "\'\

musing: "Morag never knows novel has been published (unless watching froﬁl some_wh'ere’?,)"'

3}

(Y
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- M‘rx ‘év.
. .(D 101) and later m%h%’ﬁme present Morag contmue« to ponder on the life to come, an
aspec_t of "hrstorrcal" trrne in"the future: "How great if one could believe in a re-encounter
beyond this ridge of tear:” When They Call the Roll Up Yonder, I'll Be There. How Christie
would laugh at that" (D, 1’\72§ _173). So, the prolepses in’The Divizers not only further define
the theme of the intangible nature of time and the mythlcal quiality of existence, they also ‘
extend the work S portrayal of time to the "historical future Laurence's use of prolepses in.
the novel functions to extend her defxnrtron of the ephemeral hourglass by addmg a temporal.
dimensidn not covered in the prevrous works the need for time present to bu1ld time
future ™37 Although the use of prolepsrs is not extensive in The Diviners, it does serve to
further demarcate the temporal concerns of the work Time is not chronologrcal The past 1s

-

m of the present; the present makes meaning of the past and%%ntlmpates the ture the .
. @ N
future is begxnmng now and w1ll eventually become the past and ;?isws part of e, @resent

N
: whrch rs yet to amve Thus the overall temporal structure of the %Veppresents a graphrc T

"image [whrch] is also the Yoruba symbol of the continuum of time, the tfiree mterflowrng "
circles of the‘ serpent swallowing his tail "

J ust as the past is the dominant time in the early sections of the novel, the present and

the future dornrnate in the final section where the analepses disappear. The novel draws toa -

S
conclusion whrch unphes that the past drctates the present and the future Holds the p’?t and @e ’
present in it. Morag(has already come close to unde‘rstandrng this aspect of *the multrfanous

funtioning of time in her assessment of her temporal relationship wrth her daughter
v .
g
- t T ¢ ; , N . ‘ :
o Would Pique's life be better or worse thaanorag s? .

. Mine hasn't been too bad. Been?. Time running out. “Is that what isreally - I
going on, with me, now, nézth her? quue harbmger 0 ﬂmy death contmuer of ~
life. (D, 239)

:/:\

5 . .
= . ; , -

— . . ’ L . ‘
-Now, at the close of the novel, Morag realizes that Pique will ensure the perpetual existence- of
SN,

past and present in the future; she is one.of "The Inheritors.” The pervasive river metaphor is

- S
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Tepresentative of the novel's temporal structure, which in turn defines the thematic temporal

concerns of the novel:

The waters ﬂowed(’}br m north to south, and the current was visible, but now a
south wind was blowiug, ruffling the water in the opposite direction, s0 that

' . the river, as so often here, seemed to be flowing both ways.
Look ahead into the past, and back into the future, until the silence. (D, 370)

s _ ‘ . . -

o

I1

Th%mposrtron of plot not only requtres the relocatron of events in the narrative order
¥ >

- but also the tyIacement of emphasrs to draw attention to, or from significarit narratxve events

“oLL

s ’ . - L
v The temporal techmque used to increase or decrease emphasrs is durauon 39 Laurence uses th1s @
: temporal relatton to, emphasue story events and to define the thematic content of the worl;) <7

Just as gder is used to defme the multifarious, circular. nature of" extstence 50 duration is used

to define\this notion of temporal existence and to demarcate é?e narrative concerns of legend

- )

and myth This study wrll proceed to analyse the temporal concern of duratron in T/ze Divinérs

T ey

by exa!kgmn%thrs variable i m ‘terms of the "duiatzon ofasuccessmn [of ithe events in the story] or -

story  sections and the pseudo duratron (m fact length of u_t‘ext) of thetr telhng in the

h
’

lnarrattge--connectrons thus o{ spoed na It is the duration of eventskm the - dxscourse whrch

-

= qcontrols the ten’i’po of the narrative. J onathan Rabari’ regards this* concept as central to the

%

‘.

X4 temporal structure of any na.rratrve

. B . - Y

TN

One of the ways in thch a narrator can order a story is by varying the pomon

of time allocated to particular incidents. An important event can be descnbed
. at greater length than it took to happen, while a whole swathe of hiStory may
N

-
v
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¥
be dealt with in a paragraph. ThlS flex1brltty of tempo is one of the novelist's
major instruments; he can indicate the relative value of each occurrence by his
 handling of pace.*! : .

Howe}ﬁr, because people read at different speeds, this aspect of ‘narrative’ anachrony is the

most dflffrcult to drscuss in absolute terms. .Its measurement is dependent on a number of
. varralsfes which are, in turn, dependent on a number of extenuatmg c1rcumstances hence its

evgﬁtron 1s necessarily dependent upon personal rather than unjversal crrterra/Genette

“w}r , ‘ o e

exp s that )

Cr .

—r
[

codi . ' . - . T (T
..comparing the "duration" of a narrative to that.of the story it tells is a,
trrckrer operation, for the simplest reason that no one can measure the duratlon
+  ~ of a narrative. What we spontaneously call such can be nothing more...than i
‘ . the time needed for reading; it’is too obvious that reading time vanes‘accordmg
T to pmrcular circumstances, and that, unlike what happens in movies, or even
musrc nothing here allows us to determrne a "normai” spwd of execution.*? |

', : P

The way to overcome this problem is to estabhsh a theoretrcal durative "'norm" agamst whrch

~ the narratrve drscourse may be evaluated Genette uses the term zsochronous na“rratrve to-

—

I

P

»

"

_designate this " norm whtch is "a narratrve with unchangrng speed, wrthout acceleratrons or

oo o x

slow downs . where\ the relatronshrp duration-of - story / length -of - narratrve would remam

g .
o o

[

always steady hht Genette concedes the 1mpossrb1hty of such a narrative but nevertheless :

.,proposes it as a pornt of reference a "norm” against whrch to evaluate the duratton of a text

The exrstent:e.of summarzes scenes, pauses and ellzpses are the main pornts of concem in the

analysrs of this aspect of temporal ‘narrative techmque accordmg to Genette however

-

, Chatman proposes z\mother category whrchl\he calls stretch and whrch erl also be consrdered
“Sq,mmary is the _presentation of events whereby their duration m the dlscourse -time 1s
less than their duratron in the story time. The e of summary serves to increase the tempo
' while decreasrng the reahsm of the narratrve 4 Many events can be related in a short perrdti of

-

time . whrch provrdes the narratrve with' an mtensrty not possrble in an isochronous narrative.

e

47
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.

This method of temporal representation is particularly suited [ or a novel of action where the

a d U

pace produces a sense of urgency and the reader is preoccupxed with reading quxcklytordtscover
. e

- what happens next In The Diviners, summary is used/mfreqfenﬁy occumng mamly during
3 i

/

"the tales told by Chnsue RE uleS/an(f Morag in the narrative. For example Christie's Tale of

i o )
/ﬁzp unn and’ she Long March condenses a period of many weeks into a space of two pages

< A e st e \
1pe,[ Guifi: ‘he got out hr?bagpxpes and he ptped the people gnto the '
new land that’ tembré bad land, frozen as it-sure as hell was Wuﬂt

v their mud shacks’ to;thg music.that man played. - - .
Now they, lived thére arid they suffered ang tl;en ttg:y suffered more, S
through the ]gn Mays and longer ‘nights, and it seémed there was-no ‘end to;
~  their suff ermg BUt they dtdn t givein. They hunted for meat, to live, (D 68)

kY
: <

, - »

Y - A

L

By mcorporatm,g summary into arratrve s tales Laurence mjects an mtensrty mto the .

narratrve Wthh provrdes the nove' wr a refreshmg varrety of tempo ‘In such glstances ‘the

2N

‘summary mvolyes a condensmg of htston% ttme sather than of stog}— time, Hrstortcal events
% ) ‘n, .

have been summansed but story trme is on]y the trme of the tale tellmg, not the actual event

»”

so that the summaﬂy does not mvolve a compressron of story time, only a compressron of

It

'the stoty- tmfe whtch is, in tum, faithfully represented by the

nner a faster narratrve tempo is achreved without a dtscrepancy’
@ -

»>
between story time’ and drScourse trme 45 By hmrtrng the use of summary m thrs way, Laurence
s L i ' -

ensures a certam degree of: realrsm in. the text Thrs 1s because ordmanly, a compressxon of

¢ ¢ /

=

narratrve detarl mcorporates a saenftce on the“part of the novehst of. the 1llusron of. reahty

'novehst must use dzsszmulatzon successfully m order to. ptfcserve the illusion of reahtyt

;/
J)L

L%iurence however does not use drssrmulatron as BOOth advoeates Rather than employ a
(S ?’ : -

\

, method of "telling " whthrsttll stnvmg to mamtam an ﬂlusron of realism,’ she adopts a durame

- § ‘( ‘.
techmque of scene and ellipsis, and makes use of the thrrd temporal relatron between story tune .

N

and drscourse -time- -frequency

[

- As Booth remarks “"Time must be foreshortened to achreve mtensrty. bgt in foreshort’enmg the -
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The method of scene and ellipsis still “presents -a fast narrative tempo in which
storystime is much greater than discourse-time, but it incorporates a narrative technique of

4

"§howing" ratltler than "telling.” The temporal presentation of events in the mode of a scene
. . [} . . ‘.. . . . I . . :
is, as the term implies, a situation in which discourse-time is equal to story-time and therefore .

the duration of events is realistic. This diegetic narrative form is most suited to novels\of
. w . . . : R -y

glhardcter, s'uch as The Diviners, rather than to novels of action. The tempo is-sléw and the

-/

emphasrs 1s generally. placed on the people mvolved in the event rather than the event itself.

-4

Often *in narrgtxves of thrs nature, the novelm v%l:%%beyond the, scenic presentatton of events >

to the ext;eme of emplofmg a stretch" ,'hmque in’ whxch as Chatma‘p expla1ns
3 " \

e

’ dlscc)urse trme is greater than story- time (SD, -ﬁ') This: techmque is used to- present narr@tlve

2

events of crucial 1mportance Laurence incorporates thls method) of extended drscourse

duration in A4 Jest of God where the events are always gecondary to’ the workings of Rachel's

LERR RN

mind. Agarn this method mvolves a relm’qulshmg of realrsmvas m A Jest of God, wKere the

¢

' method of streteh is- marnly uuhsed 10 ransack Rachel's nlmd during evenfs Or, mor, often in

A" U

between dralogue In this manncr the.story *trme rs almOst frozen and Laurence approaches
I S

the extreme durauve presentatxon of pause " where story-trme-r_s equal t0 zero. ‘ Such handling

, S l . )
- of _Rachel S thoughts in between dralogue is ofte'n' »clumsy, to the poir'ﬂ‘& here it threatens 1o

J‘ I/ '
frustrate’ Laurence's apparent attempt to srmulate realrty m tlus work .+’ The trme .lapses
| .

- bétween conversatxonal mterchanges are ofterrtoq long, ngmg an 1rnprcss1on of stagnatron

' pregnant pauses and lack of tempbral awareness For example af ter Calla ‘has grven Rafchel a

‘ graphnc descnptron of fhe Tabemacle J G 132 -133), Rachel does not reply»untrl six paragraphs

T~

‘ later BEre drscourse t1me Is almost - page whereas story tune is presumed to be’ neghgrble as ”

“Rachel yeryunconvmcmgly, wonders AT ST _ /“

o ) K — . ,9 E “l -
7’ s -‘ . , : !
‘ What are we talking about, Calla and I where did I leave her? Painting
the Tabernacle. It's all right. Only an instant has elapsed I guess ( Gy 133

Emphasxs mme) N )
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However, neither pause nor stretch is used as a temporal state in The Dzvmers where Laurence
employs the more reahsuc mode of seene and ellipsis. Laurence manages to cover a Qeriod of
forty-seven years, with minimal use of summary, by presenting importam narrative events as a
scene and unimportant ones as. e'llipsis This [echmque not only provides the novel w1th d
realistic form, it also 1mposes aTorm within a form in that [ht}/mOSl obvxou; use of ellipsis is
between Memorybank Movxes that is, between chapters of Morag's autoblography Here, each A
one presems\ an episode in Morag' s novel and_the time elapsed between each Memorybank '
Movie is accepted‘ Without explanation because {the reader knows that, as far-as Morag is -
'concerned, nothing of importance has happened during that time and theréfore, nothing needs
to be recorded. If an ellipsis‘is not signified by the introduction of a new Memorybank Mov-ie,
it is he/gzﬁded by a phys/ical break on the page or an asterisk. These ellipses are a mixture of
explicit, implicit and hypothetical.

The most common form of ellipsis in The Diviners; explicit ellipsis, occu'rs' when Morag
indicates that a certain amount of story-time has elapsed with no correspondihg lapse of
discourse-time. There are two forms of explict ellipsis known as indefinite and Adefinite |
respectively, and in both cases, ihe omission of story events is exphcitly reFerred to in the
discourse and, therefore, the,ellipsis is not "true " ellipsis because discourse time does hot quite
eqhal zero. The indication that timé has elapsed is sufficient to occupy a aneasu;en of discqurse
‘time, even if it is_only a feve words.** For example,'a number of the earlier Memorybank
*. Movies begin with an account- of Morag's age: "Seven is much olderthajx;r'six"" (D, 28);_ “Mora;
is nine" (D, 38); "Morag is twelve” (D, 49); while at othe. times the stowry-"time is a little more
indefinite: "Finally able to get back to work after several days, Morag did not welcome
interruption” (D, 365). This type of information is sufficient for the reader to work out the
approximate duration of story-time whlch has been omitted from r_he discourse--it is exp11c1t
indefinite ellipsis. Exphc1t mdefmlte ellipsis occurs ‘when the time elapsed is stated in a more

direct manner so that the discrepancy between dlscourse -time and story-time is fully

understood : "Morag Skelton, age twenty-four, has now hved in Toronto for four years™ (D,
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180); and "It is three years sihce Morag first met Dan McRarth (D 310).

Less frequently used but still mdrspensrble to the definition of narrative content and the

.
simulation of "reality, rs implicit ellipsis; that is, an ellipsis "whose very presence is not
“ announced in the text and the reader can infer only from some chronological lacura or ¢ tp in
| chronological. eontinrrity—. "** Again, these implicit ellipses oc'cur‘ most frequently as time c.apseu
between autohiographical chapters. Also'; when such ellipses occur within a memorybank

movie or a chapter in the present tense, they are mdrcated as vrsrble spaces Or an astensk ‘on the

page. The occurrence of 1mphc1t elhpses between Memorybank Movies increases narrative

\\

tempo and also denotes \the existence of Memorybank Movies as self -contained chapters in
-Morag's latest novel. Here,‘continnity is not required because we are aware that the words‘we
are reading are part of 'Mor_ag's f ictional creation and therefore verisimilitude is not demanded
or even attempted. . For example, the Memorybank Movie "Frictionsf' ends vwith Morag
submitting Spear of Innocence for publication, and theh next incident reco.rded in the narrative
'is Morag receiving a telegram from Christie in the Memorybank Movie "Prin." No indication
is given of a tirne lapse between these two eve‘rits but the break between Memorybank Movies
makes the ellipsis 1mphc1t whilst’ provrdmg the structure of self- contamed mcrdents in Morag's
selectron of events from the past to be mcorporated in her book. However the use of 1mphcrt
ellipsis is not always SO essentral to a definition of narrative content; on occasions it is only a |
f unctronal device to get from one narrative point to another w1thout providing the reader with

superfluous accounis of ummportant events: ~

Morag rises [to leave Japonica Chapel].
"Hector, thanks."”

. "For nothing, " Hector says. "Any time." ~
Then, simultaneously seeing the grotesque quality of this last Statement,
' they both laugh. .

’

>

Morag rummages through the Hill Street house.z‘('D, 327-328)(
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The use of srlch ellipsis indicateé the nature of Morag's journey toward; self -discovery. It is a_.~
jéurney that can only be fulfilled if Morag is sufficiently aware of the fmportance ef individual
e\;ents‘;even if she is, at the time  unaware of their signifieance. It is only through a process of
careful selection that Morag can re-appraise her life to understand .the meaning of her
existence- -past and present. This selection in turn dictates the fabric of the chapters in which
she records her "private and fictional words."

i—Iypothetica] ellipsis is used very sparingly in The Diviners as it is a f erm more suited to
a novel of suspense and jntrigue than to one of psychological self - analysxs It is "the most
1mp11c1t form of ellrp51s .impossible to place in any spot at all, and revealed after the event by
an analep51s "% The occurrence of such a method is used primarily to reinforce the narrative
form of perception through a single conscxousness that is, hypothetlcal elﬁpses arise because
the rea_der s knowledge of events is hmlted by 'Morag.s knowledge of events. Like Morag, the

reader encounters hypothetical ellipses completely ignorant of the past event. For example, o

Brooke's "affair” during his marriage to Morag comes as a complete surprise to the reader:

; /

" | "Brooke, I'm sorry. Not for what happened last mght I'm sorry that -
neither of us were different. But Brooke--you've put yourself inside women
other than me."”

"Not since we married,” Brooke says@nless you want to-drag up that
one time when we were in Nqva Scotia, tha girl on old Kenton's trawler his
niece or something. - But once she hauled me into her bunk, I couldn't."

Morag stares at him. Then laughs. He looks at her as though she has
suddenly become demented. ’

"I never knew,"” Morag says. (D, 227-228)

The reader also has pever known of this event and is not even aware of when this trip to Nova
Scotia took place. Obviously, tHis . section of the story had been 'omitted fremv Morag's
Memorybank Movies and the reader is unaware of the or.nission' until after the event.

By using this method of scene and ellips‘is', explicir, implicit and hypdtheticél, Laurence
creates a novel which is .‘not only realistic but whose form defines both the autobiegraphically

structured novel within the novel and the nature of Morag's intensely personal quest to
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understand incidénts in her pasrt, to make sense of the present and to embrace the future. This
.method also conirols the. lemrpo of the novel and, hence, section one and five of ‘the novel,
"River of Now and Then" and "The Diviners," are slower and more _rc_’.léxed than the interim
sections because the use of ellipses is not so extensi‘ve and the story-time omitted during the

ellipses is very small. ™

III

As well as,using the temporal relation of scéﬁe and elli'psis to direct attention, increase
narrative tempo, and negate'superfluou.s story (g]vents, Laurence also uses the temporal relation
of frequency to achiéve. these effects. Narrat'i‘v'e frequency can be defined as _";he relationé of
frequency (or, more simply, repetition) between the narrativé and the diegesis.""‘That is,
frequencl)' is conccrned with ‘the number of times ‘é given event in the story is related: once,
‘more than once. or, if thefe are a number of ‘similar occurrences, Lgss than once because iheir )
~narration is subsumed in the narration of coilect;ive incidents. These dif'ferem types of‘
frequency are known as singulative, fépetitive and itera_tive respectively. Chatman defines one
more vrepetition. relation which he refers to as "multi -singularly frequenc;'" (SD, 78). This,
sectio'n. will deal brigfly with singulative anq m_ulti-sin'g_ul&ly frequency, and examine iterative
‘and Tepetitive frequency in much greater detail. | i

Multi-singularly frcciuency’is the narration of an"event N times which happens N
times. Thi\s _should_ be distinguished froﬁ "singhlative frequency, narrating a single event once,
because the effects _pioduced are very diffe:ent. Genette claims that "thé singulative -
is...defined nbt by the nufnber of qccufrences 6n both sides [stor).' and discourse] but by th'é
equality of this number."’? However, when 'the same type of incident frequen‘tlf recurs, the
narration of this incident with a corrésponding frequénéy produces an effect clea.riy different

from narrating a less Tepetitive event the corresponding number of times. Simple singulative
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. ‘frequency is "of course basic and perhaps oblrgatory at least in tradrtronal narratrves (SD,
78). In The Diviners it is the norm because rt supports the scenic mode of fictional
presentation in the novel. An event, when it is narraled, is normally presented with equal

duration and frequency in the temporal relation between story and discourse. This .ensures that

'Nthe dominant narrative mode is one of "showing"' ratner t}ian "tellin‘g;" where dramatic
presentation increases the realism of the work. Multi-singulative frequency is rarely used in
fiction u‘nle-s's for the purpos'e of producing a very ‘significant narrative er'fect %3 The use of this
type of frequency can be harmful to the aesthetrc appeal of the novel unless 1ts mclusron is -

‘ 1mperat1ve to m:: rhythm of the novel In The Fzre-DwelIers Laurence could well have rela[ed
the'mundane nature of Stacey's household chor_es by provrdmg_de_tarls of such tasks as washmg/
and cooking as they oceurred each day; However, Laurence was aware that such a method
would create a very uninterest{ng narrative for her reader and therefore relied on the reader to

take such things for granted.’je No narrative can be. comprised solely of singulétive (multi- or

not) frequency because:

Part of the existence of art is that it is concerned with form That is, when
you are writing.a novel you are bemg selective. - You cannot put down
everything that happened in one person's week or day, even, if you went into
every single detail. It is simply impossible to do. You have to be selective. If .
you were wrmng about somebody's life, that is, in the way that I wrote about
Hagar's life, in The Stone Angel, she's 90 years old; obviously I'm not putting

_ in a tenth of what happened. 1 thrnk this is one reason why I am so concerned

~ with form.* .

When Laurence feels that events are not important enough to warrant smgulatrve
frequency but that they should nevertheless, be acknowledged she adopts a tempora] form
whrch is close to that of summary, tteratzve frequency, where a smgle narrative utterance takes
upon nself several occurrences together of the same event. This form necessarily incorporates
a reduction in discourse-rime and consequently, the tempo of the novel is increased ~While the

realism is decreased because of the intrusion of the narrator who must perform the task of

r
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-summgyising. This narrative f0§m does not occur véry frequently in The Diviners and ;he . A
| scenic présentation of events still remains the pervaéive tempbral form. -The use of iteraﬁve
frequency is regarded in the same light as the use of. ellipsis, accéptéble in a fictional creation
within a fictional creation, where its existence acco_mmodateé the possible scenic narratiton of
events without an unmanagéablq length of discourse-time. For example, Morag's sojourn with
Jules after she he. left Brooke is important only in as faf as the reader needs to kno§v who

Piqué's father is and the nature of the relatibnship between J ules and Morag:

Morag stays with him [Jules] for just over three wecks. They speak littlerand

make love not at night when he comes home late, but in the mornings, late
mornings, when he wakens. He comes home bleak usually....She is overtaken

by a profound lethargy, some days, and sleeps as much as fourteen hours.

Other days, she rushes around the city, making her preparations for departure. - .
(D, 229)

The use of iterative frequency provides this information with the minimum of effort while, at .
the same time, it defines the natire of the relationship between Morag and Jules. Itisa union

of two souls in tune with one another, a union which does not require or 'demand explanation |

or analysis for, like divining, it is a gift which needs to be. accepted on trust. It'is a union
which survives a lifetime without the need for articulated commitments and promises. As John
Moss explains, the elusive quality of this unusual rélationship is beautiful. Commenting on

this aspect of the story he remarks: Co ‘ :

The tremendous power of this [Jules'] death comes of the complex, almost
mystical relationship Jules and Morag shared, which somehow transcends
ordinary passing. Theirs is a story of bonds and affection more enduring than
love; of sex more potent that passionate embraces; of a lasting connection
between psyches and souls, occasionally complemented by sexual consummation .
and wordless touching, but needing no such -reinfqrcement to endure.*
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-The use of repetitive frequencyl'is the- most interesting aspect of this category o.f the
temporal relations between story and discoursei in thét it seems to cief ine ihe themes of heritage
and inheritance, fact and fiction. Repetitive frequency is similar to the temporal concept of

"stretch” in that discourse-time is much greater than story time because the same event is

_ narrated more than once. That is, the same event can be told several txmes not only with

stylistic variations...but also with variations in pomt of view. ns1 Rimmon- Kenan places -

_ mcreased emphasxs on the dlSlmllaI‘lty between repetitions by stating that repetition cannot exist

with punty because its re-location in the narrative mcorporates an inherent change m

perception.*! This is the element of repetmve f requency that Laurence exploits in The Diviners.
Its manifestation is primarily in the tales told by Christie, J ul'es and Morag, and the songs sung
by Jules and Pique. For example, Morag and Chn’stie read about the Battle of Bourlon Wood
in The 60th Cantdian F‘ieza Arziuery éa'uery Book but this historical account is deemed

-unsatisfactory by Christie, who takes it upbn himself to Telate his version of the évent:

Oh Jesus,” Christie says, "don't they make it sound like a Sunday school
picnic?" : . ’
"What happened, Christie?"

Christie sits down and rolls a cigarette.

Christie's Tale of the Battle o f Bourion Wood

Well, d'you see, it was like the book says but it wasn't hkc that, also. That is
the strangeness. (D, 73) -

-By relating -this event twice, from “two different points of view--the historian's and

Chris_tie's- -Laurence defines the theme of history and legend. What is the truth concerning the

past? .Is there any such thing as the absolute truth or is it all relative? This nebulous aspect of -

the past is defined in the presentation of the same incideﬂt by different people. The past is

different for everyone; the truth exi'sts as a separate entity for each person because of the

7=

v
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different ;;erspectfves of the people recalling the event and fhe fictional fature of memory:
" ""How would Brooke remember those years? Not tﬁe same obv{ously. A different set of
\memoriéﬁs" (D, 175). The tales are even further removed from their original "truth” because
not only are they beinAg narrated from s,éverai ~differém perspectives, but these perspectives are
then béing voiced by Morag, which involves another level of interpretation and fictionalization.
But, the myihical aspect of the tales, the means by which they -are ‘constamly isubjected to
personal rather than universal truths, is seen to be'relative_ly unimportant by thg close of the
novel because story-telling is a means by which one is given a notion of one 's heritage. For
Morag and J uleé, and ultimately P,ique, 'th_e,tales must be their reality because they give them a
sense of their ancien't. ties. The tales passed by word of mouth must necessérily contain more
tfuth fof them thah the accounts recorded in history books. Morag con\liés to realize this when. .
she re;oxims tales to Picjué. Only when she herself has become a taie-teller does Morag
understand the personal truth inherent in Christie's tales and the sensé'of’ belonging they
. instilled within her: ' L
k ;

When [Christie] used to tell [Mofag] the tales about Piper Gunn, at £ irsf, I used

to believe every word. Then later I didn't believe a word of them, and thought

he'd made them up out of whole cloth....But later still, I realized they'd been

) taken from things that happened, and who's to know what reglly happened?.
* So 1 started believing in them again, in a different way. (D, 300)

T

Not only does this répetitive frequency establish thé nature of one's heritage, it also déf ine_s‘ the
essence of _the fuiure in terms of the past and the present. Morag makes a legend out of
Christie for -her daughter in order to give Pique a sense of her maternal roots, and J ules creates
songs of his ancéstofs which pr_oyide PiqLie with a knowledge of her paternal roots, the Métis
}éaft of her being with whi’ch she: is so uﬁfamilia‘r.

Tﬁq episode of the fire at ihe Tonnerre shack is the mdst' frequently retold episode in
the entire novei.” First exﬁerienced by Morag, it is retold fo .J ules and then J ulgé retells it in a

number of §Yngs. During a visit to McConhell's Landing, Jules tells Pique about the fire in

N
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the valley three times:

J

s

Lazarus, he lost some of those children,

Some to fire, some to the city's heart of stone.

Maybe ‘when they went, was the worst time that was sent.
For then he really knew he was alone. :
Pique raises her head.

"I didn't know it was like that." :

"There's a lot you don't know," Jules says harsh]y "Your mother didn't
tell you that when my sister died in that fire, with her kids, she was stoned out
of her head with home brew, on account of she didn't glve a fuck whether she
lived or died, and she had her reasons."

"No. I just heard about the fire. I know about that. Do you have to
tell me again? I don't'want to hear it."

My sister's déath

Fire and snow - :

Burned out her sorrow )

‘In the valley below. ¢

My sister's eyes - ) .

Fire and snow - ¢ L
. What they were telling '
You 11 never know (D 349- 350)

~ : 0

In this manner, repetitive frequency serves to emphasize a crucial event and to define the

nature of truth, the ever-continuing presence of the past in the present, and the necessity to be

given a sense of your place in the world, to understand your roots'in order that you may

nnderstand YOurself . And, in the same way that Morag and J ules like Christie and Lazarus

before them immortalise thelr forbears and provide a heritage for quue through their tales
and songs, quue harbmger of death and continuer of life, will do the same with Morag and
Jules in the oral tradition of songs. The story tellers will become legends themselves in the
hands of the "Inheritors." St b

The snapshots also present instances of repetitilre frequency ‘The set of snapshots that

present Morag as a young child'in section one of the novel are sxmxlar in composition to those

'that present Pique as a young child in sectxon four of the novcl Although the. two sets of

(%
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snapshots described do not present exactly the same subject, their "substance of expression” is

similar. Both snapshots capture images of a child and her parents with echoes of, ;t/téi first set:

strongly apparent in the.second set. : : .

SNAPSHOT:

-

The child [Morag] sits on the front steps of the house. She has lost the infant -

plumpness which presumably she once had, but she is built stockily, at age

. about two. Her hair is straight and dark, like her father's. She looks grave,

This form of repetitive frequency, where similarities are evident although the incidents being

although not unhappy. Thoughtful, perhaps. She wears a plain cotton dress
with puff sleeves and a sash, and she or someone has tucked it modestly around
her knees. (D, 6-7)
, | | .

Snapshot: Pique age one, sits on the front steps of the house on Begonia Road.
Her sturdy legs are stretched to their full length in front of her, and her feet
are encased in new white shoes, high around her ankles so she will learn to walk
steadily. She wears a yellow dress, very short, patterned with butterflies green
and mauve and blue. Her straight black hair is still not very long and is
brushed carefully for the picture. Her round face is unsmiling but not
unhappy. Her large dark eyes look openly and with trust at the person behind
the camera, namely her mother. (D, 258). ) ’

described are not exactly the same, indicates the multifarious nature of time in life. History

;epeéts itself because the past intrudes into the present and the layers of tcrhporal experience

cannot be severed; they'exiét simﬁltaneously_. It is through this self-perpetuating aspect of

experience that Morag is able to understand the ‘quality of her past. She understands, for

exariple, that just as Jules wants to see his daughter but cannot bear for her to see him, so too

did Morag's parents want and not want to see her: "They had wanted to see her; but they had ¥

not wanted her to see them. _The gaps in understanding- - the long-ago child wondering what

~was being kept from her, wondering why they. did not want to see her” (D, 365). History?

repeats itself and its cycli;:al nature bﬁngs with it understanding for some and problems, for

others. At the close of the _novel,. P_ique is embarking on the quest for a fv}/ation of one's

self - -the quest which Morag has just cqmpleted.
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, ~ In summary, Laurence's rendering of discourse-time 'in_tefms of order, durathon and
frequency, functions to define the content of the novel. This aspect of discourse is one which
Laurence finds extremely difficult but which, in her.last novel, she has conquered. In The o

Diviners she has managed to counter all the probiems narrative time poses; problems with

-

which she is always wrestling n-her fiction.

\

[}

How can one even begin to convey this sense of time? "What parts of the

time-span should be conveyed?- These are. questions which I always find
" enormously troubling and before beginning any piece of work, I tend to brood
~ quite d long time (clock-wise) on these things.*® :

s
-
s

By usihg chronological ahalepses running alongside the tirhe present; inversed terl‘seé; notable
amorce and prolepses; reiterative frequency; alnd scene and ellipsis, Laurénce creates-a form -
which defines the nature by w.hi‘chv the past dictates thc; present which in turn becomes the past
'whi;h dictates the present of the f ﬁture.. Thé form mak,es-clear' the mythical hatﬁ're of the past,
the mysteries it hold; which can ohly-be recailed as an i._nterpretation of an évent, not as it
existed in the purity of the NOW of its being. These temporal relgtions- between story and
discourse*also demarcate the nature of heritage, its 'iméortance, its nature and its influence, and
-the nature of the c;egtive processes by which Morag. f inal,l'yv under'standsher heritage and hence,

<

- herself .



' Rimmon-Kenan, Narrative Fiction, p. 44..

! The ensuing discussion concemingghe temporal structure of The Diviners relies
primarily on the work of Gérard Genette (1972) as this forms the basis for most ‘temporal
narrative theory subsequent to this .date. However, . the terms "stoTy-time” and
"discourse-time". (as proposed by Chatman) will be employed in preference to Genette's terms,
"story-time" and "text-time,"” to maintain terminological continuity in this work. The use of
these terms does not indicate an ideological digression from Genette's work; rather, it reflects
an attempt at simplification, for Chatman's study of temporal relations is based upon
Genette's pioneering study, and the different. terms do not signify divergent theoretical stances.

"~ Genette is most useful in this context as-hé is "a critic who is almost militantly a low

structuralist™ (Scholes, Structuralism in Literature, p. 158) because he.emphasizes the need for
the exercise of commonsense and he considers the application of theory to literary works.
Also, the text Genette uses as the basis for his study, Proust's 4 la Recherche dy Temps Perdu,
is similar to The Diviners for both works focus on a character-artist, "learning how to see his
world clearly and understand it, how to structure his vision of the world in a way that will -
enable him to write the book we are reading." (Scholes, Structuralism in Literafii ., Pp.. 158,
163) .Hence, the foundations of enquiry into the temporal concerns of The Diyiners are built on
Genette's study of order (ordre), duration ( durée), and frequency (fréequénce) as defined in
Narrative Discourse. .

* Scholes, Structuralism in Ute7ure, p. 78. Empbhasis ming,'

* Rimmon-Kenan, Narrative Fiction, p. 45. -

*Joseph Frank, "Spatial Form in the Modern Novel," 1945; rgt:"'ii—' Critiques and -
Essays on Modern Fiction 1920-1951: Representing the Achievement of Modern American and
British Critics, ed, John W. Aldridge (New York:The Ronald P.ressrComp_any, 1952), p. 43.

7 .
¢ Laurence, "Gadgetry or Growing, " p. 60.,

" Rimmon-Kenan, Narrative Fiction, p. 44.

! Geﬁette. Narrative Discourse, p. 34.

8 .



5 Forster, Aspects of the Novel, p.36.
_ '® Margaret Laurence, "Time and the Narrative Voice." in The Narrative Voice: Short
Stories and Reflections by Canadian Authors, ed.' John Metcalf (Toroft® . McGraw-Hill
Ryerson, Ltd., 1972), p. 126. :

f

7

! Patricia Morley, Margaret Laurence (Boston: G.K. Hall & Co., 1981), p. 120.

-

s Clara Thomas, "The Wild Garden and the Manawaka World," Modern Fiction e .
) Studies, 2 (1976), 402-403. ’ :

& :
' Genette, Narrative Discourse, p. 35.

o

'* See Genette, Narrative Discourse, p. 39.

¢ ' ' -

's Genette, Narrative Discourse, p. 40.

L
3

'* The incidence of anachrony is very limited in A Bird in the House because of the
internal structuring of short stories. The Fire-Dwellers, however, incorporates a number of
analepses, but they are all brief and decidedly subservient to the "first narrative.” A Jest of
God only possesses one temporal digression which occurs”at the beginning of chapter eleven =
where Rachel is recalling, in the past tense, her experiences in the hospital. This episode is - .
anachronously narrated as it constitutes the climax of Rachel's emotional development. From

- this point on we are presented with a Rachel who has fused her states of existence in to the
- single of state of being for which she has yearned- - "I am the mother now" (JG, 184).

<

17 Genette, Nar'ratii’_e Discourse, pp. 49-50.

'* Genette, Narrative Discourse, p. 48.

L

o Laurence, "Time and the Narrative Voice," p. 126.
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** This segse of "historical time" as demarcated by the novel's form, is also reinforced
" by the symbolic use of water i“n the-novel: - )

. "Water is a life symbol at the beginning of the Bible as the spirit of God moves upon
the surface of the waters in the stor§of Creation. The Old Yestament associates water with
purification, birth and healing while in the New .T. estament--especially in the Fourth
Gospel--water symbolises generation and revival of life. The use of this symbol in The
Diviners is inaugurated by the "River of Now and Then," a symbol of individual and collective
memory which is the essence of Mrs. Laurence's concept of historical time."

Miriam®A. Lancaster, "Jacob and the Angel: A Study of Biblical Influences in the Works of
Margaret Laurence,” M.A. Thesis Victoria 1977, p. 95. '

- - . ' ¢

! Laurence, "Ten Years' Sentences,” pp. 13-14.

* Moss, Sex and Violence, p. 80.

N

’3 Laurence, "Gadgetry or Growing, " p. 56. " -

o ' C L

. ‘ “ ‘ ‘ . * :
* Rosemary Sullivan, "An Interview with Margaret Laurence,” in 4 Place To Stand
On: Essays by and about Margaret Laurence, Western Canadian Literary Ddcument Series 1V,
ed., George Woodcock, gen. ed., Shirley Neuman (Edmonton: NeWest Press, 1983), p.76. .

;

had .
. ‘%

p ** Henry Jaries, "Preface to 'The Ambassa. .-~ " 1909; rpt. in | 20th Century Literary

Criticism: A Reader, ed., David Lédge (London: Longma. Group Ltd., 1972), p. 54. Ficelle /I
is James' term for an artificial narrative "device'. '

¢ Phyllis Bruce; "The -Diviners,* rev. of The Liviners, by Ma
Canadian Forum, May/Jun. 1974, p. 15.

7 Laurence, "Gadgetry or Growing," pp.VS6-57. Cr

' A discussion of tense is included in this section dealing with narrative order because,
as Genette explains (borrowing Todorov's definition) the problem of tense is one "in which the
relationship between the time of the story and the time of the discourse is expressed” and "the.
temporal distortions” which occur are "infidelities to the chronological order of events, "
-Narrative Discourse, p. 29.. . \



\ | 101

. "I. A. Richards, Principles of Literary Criticism (London : Routledge & Kegan Paul
Ltd., 1948), p. 103. . '

%

’* See Gom, "Laurence and the use of Memory, " p. 48,

! The use of the preterite tense in the present functions in a manner similar to the
incorporation of "free” style in the novel's speech acts. Although the preterite tense is a past

tense, it nevertheless gives the illusion of a present tense. By using this verb form to indicate .

the time in which action takes place in the present, Laurence is able to inverse the normal tense
constructions without appearing awkward. As-Lodge observes, the preterite tense "tends to
create the illusion of 'the present' in which the characters act, especially when it is combined

* with diectic adverbs. of time, such as 'now’, 'yesterday' etc. which logically should only be used
with the present tense,” "Form in Fiction, " p. 5. : . ~

B

37 The use of the present tense to narrate the novel's memorybank movies is in keeping

with the cinematic nature of these ficelles (discussed in the following chapter) because film

- necessarily has to be in the present tense, it cannot use the preterite tense to render experiences
(SD, 84).

** Moss, Sex and Violence, p. 80.

3

* Morley, Margaret Laurence, p. 204.

3% Laurence, "Time and the Narrative Voice," p. f27. L f‘j‘i '

B

A

*¢ Genette, Narrative Discourse, p. 67.

Journal of Canadian Fiction, No. 27 (1980), p. 179.

4

*” Ronald Labonte, "Disclosing and Touching: Revaluéting the ManaWaka worid,"

¢

Q — . .
* Clara Thomas, "The Wild Garden and the Manawaka World," Modern Fiction

Studies, 22 (1976), 404. -
/

* Frequency is also used but this will be discussed in the third section of -the chapter.

-
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** Genette, Narrative Discourse, p. 35.
¢

! Jonathan Raban, The Technique of Modern Fiction: Essays in Pracucal Crmczsm
(London Edward Arnold's Pubhshers Lid., 1968) p. 57. :

** Genette, Narrative Discourse, p. 86.

s

** Genette, Narrative Discourse, p. 88.

El

* As the prevrously presented argument regarding "showing” and tellmg infers, the
-reahsm of "showing” requ1res a parity of story-time and discourse-time.

s

‘s These narrative tales should not be regarded as dlgressxons because such a stance
presupposes the existence of a main narrative. The tales are an integral part of the narratrve
and serve to mcrease rather than decrease, the narrative tempo

‘¢ Booth, Rhetorzc p. 4. Here ‘Booth is presenting, and upholdmg, an’ argument of
Henry James. ) . :

( L
- 7 See Bowering's article "That Fool of a Fear: Notes on 4 Jest of God."

' For an analy51s of definite and indefinite exphcxt ellipsis see Genette, Narrauve
Dzscourse pp 106-108. .

** Genette, Narrative Discourse, p. 108.

L]

$° Genette, Narrative Diseourse, p. 109.

#t Genette, Narrative Discourse, p. 113. :
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$? Genette, Narrative Eiscoursé, p. 115.

*3 The example Chatman-cites is Robbe-Grillet's La Jalousie, SD, p.79.

$* Laurence explains why she decided not to record the mundane details of Stacey's
daily existence: ’ . . .

"I was often overcome with the-absolute impossibility of getting enough of it [details of -
Stacey's daily existerice] into a novel, while at the same time leaving out much of the strictly
domestic detail....[which] was not likely to make very thrilling reading. Maybe I did not put
enough of this detail in--one reviewer made the comment that Stacey never does anything but
. sit around drinking gin and reading women's magazines. One wanted to ask him who the hell -
he thought got the meals and washed the dishes in the MacAindra house." :
Laurence, "Gadgetry or Growing," pp. 59-60.

$$ Laurence, in an interview with Bernice Lever, "Margaret Laurence,” p. 8.

*¢ Moss, Sex and Violence, p. 19.

*» Genette, Narrative. Discourse, p. 115.

** Rimmon-Kenan, Narrative Fiction, pp. 56-57.

$? The fire in the Tonnerre shack is first mentioned in "The Loons," one of the short
stories in A Bird-in the House. Taken as a whole, the Manawaka series contains a great number
- of repetitions of this sort. The departure of the Cameron Highlanders to Dieppe, for instance,
is described in every work in the Manawaka series. Such repetitions can also be seen as a form
of extended prolepsis, where central events in a novel are alluded to in a previous work.
However, it is beyond the scope of this study to examine these two devices, repetition and
prolepsis, in terms of the Manawaka series as a wholes C ‘ .

% Laurence, "Time and the Narrative Voice," p: 126.



. . “Chapter V

MODERNISM

Novelistic "reality” has always been fictive. It is ordered and patterned in-a

way that life experience rarely, if ever, is. Yet it is a paradigmatic order. One

of John Barth's characters even claims that "Art is as natural an artifice as

Nature; thé truth of Fiction is that Fact is fantasy; the made-up story 1s a
. model of the world. ™

In 1969 Laurence claimed that one of the major changes in her work over the previous
ten years was that she had "become more concerned with form in writing than [she] used to

N, -
be."? Her last Lwork The Dlvmers exists as Laurence's f ullesl expression of this concern. It is

a

her most experimental and ambitious wotrk in terms of its "fictional . form." As well as
manipulating creative forms of ‘narrative vorce pomt of view and temporal relatxons to
structure the communication processes of the novel, Laurence employs a number of
subordmate narrative devices, ficelles, to define thematic content and extend the hrmts of the
novel's "substance of expression.” Communicated by an artist-narrator, the novel is also
extremely self -reflective. It is concerned with its structural composition and conscious of its
artistic existence. The self-conscious nature of the narratrve funcuons as the extreme
mamfeste.;xon of Laurence s fusion of form and ntent. In this narcrssrstic narrative, form

1tself becomes a part of content. As a result of these structural complexmes The Dmners may

be termed a modermstrc novel. When thrs was suggested to Laurence she agreed emphaucally

Fabre: You should get' many reverberatrons from The Diviners whrch maybe,
haven't come yet because it is your most modernistic book so far.
Laurence: Undoubtedly.® ™~
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Before continuing, the term "modernism” requires definition; it is a formidablé task.
Modernism is constantly referred to as a term which defies definition. Dav1d Lodge s article,
"The Language of Modernist Fiction: Metaphor and Metonymy, provxdes one of the most
comprehensive explications of this term: Lodge identifies seven features of rnodermsm, some
or all of which are found in each modernist narrative: experi.mental' or innnvatory form,
pr_eoccupation with consciousness; introspection; open-ended construction; prominent modes of
aesthetic o'rderingﬁ employment of single, limited point of view, or multiple viewpoints; and

complex handling of time.* I have explored a number of these: featu;es of The Dlvmers in

V; A

previous chapters. In’this chapter, I use "modernist” to descnb§ The Diviners in terms of the
first and" third featlres; that is, the innovativ_e, self -conscious form of the novel. The
discussion of -innovative forms will focus on the labelled devices of snapshots‘, memorybank
movies and innerfilms (tales will .be discussed as an aspect of the novel's self -consciousness),
and on the typographical arrangement of lists and dramatic conversations. A nurnber of these
devices are also of significance in the discussion on self -conséiousness. The self -conscious °
aspect of the novel is more diff@ult to qualify.‘ This is because, as an aspect of modernist
.. fiction, self -consciousness has % received detailed critical attention in the last ten years.
Linda Hutcheon's work in £his area, Narcissistic Narrative: the meta fictional paradox, provides ‘
one of the few critical studies of this narratii'e feature. Hutcheon defines self -conscious fiction
as-"in some dominant and constitutive way, self -referring or autorepresentational: it provides
within itnelf, a commentary on its-own status as fiction and as language, and also, on its own
* processes of production and reception.”* This chapter will focus on Morag's status as an artist;
.Morag's fascination with language and the lost languages qf the dispossessed; the fictional
status of the narrative and its internalised autoniography; and the role br the reader in such a
self -conscious narrative. )

Both structural innovation and self -conscious awareness have been present in the novel

sirice the inception of the genre. The Diviners is a modernist narrative because of the degree to

which these features are present.® These features dé_fine the theme nf myth and reality and
4/



106

extend the discoursive pbssibilities of the medium of the novel. The self -conscious form of
The Diviners serves two functions: firstly, it not 6nly def Tnes, it ultimately becomes the

' content; secondly, it synthesxzes the whole commumcauon situation."”

\

~

\
_ ' vt .

In The Diviners, the subordinate narrative devices which Laurence’ used received much
criticism because of their obtrusive nature.” By examining the key statements made against
-these devices and then iﬂdicating their development from -the ofher Manawaka works, I will |
show that Laurence used these obtrusive dévieés to define the novel's content. It will be made
. clear that the narrative devices serve two key functions wt}ich are intimately related: firstly,.
‘they define the thematic concern of the‘ co-existence ar-xd fuéioh of fact and fiction; secondly,
they broaden the nove].‘s substance of expressxon " thereby promoung the longevity of the
genre of the novel.

One reviewer recognised that "eseentially, in terms of form, Tﬁe Diviners repfesems a
_méjor experiment, a radical advance from the other Manawaka books." However, such ‘an

‘appraisal was the exception rather than the rule; the use of ficelles in the narrative evoked a

predominantly negative critical response. i.: consensus of opinion, when an opinion was

expressed, was that ‘the 'diviéion of narrativ . .cdes under specific headings such as
“s;lapshot," "innerfilm™ and "memorybank “0vi- ved the work and provided very little
in térms of narrative content. For example, Ro=rt - expressed grave disappointment at
Laurence's lack of sophistication:_‘"The fizst time ° " e D.v'vz’nere I cculd see hardly
anything in it but the flaws."® Brita Mizkleburg: feit -~ .:.iited by the slur on her
réadi_ng skills: "Unfortunateiy, Laurence has chosen to le 2! w2 accounts from [ fgg's] past’

with headings lil;e "Snapshot” or ';Memorybank Movie" which ere . “ie best superfluous, and

at the worst, artificial and distracting. Readers who are accustomes to the + srlds of James

—

L
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Joyce and Virginia Woolf can surely cope with the movement of a plot which alternates directly
between past ahd present."“’ And Michael Peterman, despite his praise of Laurence's skill in
this work, objected to the novel's ‘narrative devices: "Clearly, [The‘ Diviners] is Laurence's
most technically and thematically complicated novel, however' awkward or obtrusive one may
find such devices as the "Snapshot and "Memorybank Movie.""! What critics fail to notice is
that the mcorporatlon of such narrative devices in the discourse is indicative not of Laurence s
) mablhty to integrate her narrative matenal in a more fluid manner, but of a decision to impose
a self -conscious, artrfxcral order on the narrative experience to demarcate narrative content.
Thus, Moss misses the point when he claims that "artistically, [The Diviners) is flawed, inf erior
here and there, to The Fire-Dwellers, A .}est of God or, her most critically applauded n‘ovel The
Stone Angel; lackmg thelr overall coherence therr nleat tucked-in shapes "1 Laurence does not
want to produce a "neat tucked -in” novel; on the contrary, her aim is to produce a dehberately
obtrusive and artificial narrative. As a result the narrative draw attentions to 1tself as
narratrve m order to éstablish the novel s inner fictional structure and to analyse the craft of
frctron. |
The narrative devxces crrtrcxzed in The Diviners are not peculiar to that work alone, they
are merely extreme mamfestatrons of unusual narratrve forms Lauren\ce used: in the earlier
Manawaka fiction. The ‘modemistic status of the text is achieved not by the devices alone, but
by their degree of audibility. For instance, the memorybank ‘movies are present in The
Fire-Dwellers but their existence is heralded by a typographical arrangement rather than br a
heading. These analeptic occurrences, as experlenced by Stacey, appear in sections whrch are
indented to the nght This draws attention to the sporadic, chaotic flow of images without
drawing too much attention to the actual form itself.?* Similarly, the rnnerﬂlms of Morag's
f antasies and desires are agaiﬁ descendents of typographical ananéements inT he'Fr're-Dwellers
and, also, in this instance, 4 Jest of God: Stacey s fantasies are mdrcated not by a label but by
1tahcrsed print; Rachel s, by a smgle dash at the beginning of each fantasrzed section.* The

- methods used in the earlier works were not regarded as particularly innovative because they had

N
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been used extensively by a number of authors prior to Laurence. Laurénce was aware of this
degree of cénventidnality. In "Gadgetry and Growing," $he comments: "nothing in my fourth
novel, The Fire-Dwellers, is really new in terms 6f genéral form in the contemporary novel,"!s
In The Stone Angel, narrative sections of such a specific nature are not identified at all_; Hagar's
memories and fantasies are allowed to dﬁft freely in é.nd out of the fabric of the narrative.
The narrative devices in The Diviners, therefore, are indicative not of a digression fr(;m the
structure of Laurence's previous work, but of a progression which increases the narcissisti

nature of the structure. The rhajor difference between the devices used in The Diviners and
” those used in the previous Manawaka works is their intentioﬁal promi;lence. The devices draw
| attention to themselves by the self -conscious éct of labelling. Laurence's decision to emphasize
the artificiality of her narrative structure is not a result of her inability to perfect natural
transitions between narrative events nor of her belief that the reader needs guidance through '
the different lev€ls of discourse. These assertions, are verified by the complex narrative
structures of the previous Manawaka novels, which are, on the whole, both fluid and
&

demanding. In The Diviners, the obtrusive nature of thé narrative devices _fﬁnctions as an
es’semial aspect of the structuring of a narrativé that defines narrative content.

As already established in the preceding chapter, The: Diviners argues that fact and
fiction are inseparable.v "Historical", texts are not factual accounts of past events, they are
! =

simply versions of these events.

; Laurence uses innerfilms, snapshots and memqrybank movies fo define her thematic
concern with the relation between fact and fiction. Inh_erfilms have already been discussed in
the f)receeding chapter where they wérc shown to be fantaéy projections which combined fiction
with future fact. This device need not be@liscussed in this context a second time. The
snapshots appear in the -opening section of .the novel and their form and content prepare the
. reader fof the mé'mdrybank mévies. Morag cdmments at length‘on_ them..~ ‘Before describing
them she explains that she keeps Athe snapshots "'not for what they show but for what is hidden

in them" (D, 7). The ensuing vignettes serve to illustrate, very starkly, that Morag's accounts
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are a mixture of fact and fiction. The reader is able to identify the essence of each snapshot |
and its existence outside of Morag's poetic embellishments. For example, the third snapshot is’
‘described initially in factual terms; however, the second paragraph of thé commentary is

* primarily a product of Morag's imagination, a combination of real and fictitious memories:

The child, three years old, is standing behmd the heavy- wxre netted farm gate,
peering out. The person with the caméra is standing unseen on the other side.
The child is laughing, acting up, play-acting goof ily, playing to an audience of
one, the picture-taker.

What is not recorded in the picture is that after Morag's father has taken
this picture, he asks if she'd like to have him help -her climb the gate Her
father never minds helping her. He always has tlme (D, 7) ,

" As] ohn Wamwnght attests, the snapshots contain facts that aré‘the foreground of fiction.'¢
The/’\arratlve devices instruct the reader how he should assimilate mformatron in the
memorybank movies. He should‘be conscious of the narrator's relanon to events and heed her
warning: All thrs is crazy of course and qune -untrue. . Or maybe true and maybe not" (D _
7. Such mstructron is necessary because the truth implicit in the novel's memorybank movies
has even greater nebulosrty due'to the dependence of these sections on memory and on artisitic
creation. The memorybank movres consmtute the sum of Morag's prrvate and frcuonal
.w‘ords. o : o , |
. As a]réady suggésted_'inlthe previous ‘chapter, the ootrnsive nature of the "labels" for‘ -
. these narrative devices.drax'vs attention 1o the artificial structure of a novel wittnn a novel and |
the role of Morag -as creator of her hfe past to PIoseii., in novel form.’” By labelhng the
- sections of analepses memorybank movies"” Laurence identifies them af chapters in Morag s |
work . Not all readers of The Diviners agree that the memorybank movies are chapters in the
: _novel that Morag is writing. Some critics do not recognize the internal 'fictional-structure at-
. all;** some seem rather surpnsed by such a proposmon ek whrle others see the whole novel as"

Morag s frctxonal creation and do not beheve that a frame narranve exists.?° However the

dehberate isolation of memoryba.nk movres with their mversed tense structure and maturmg
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perspective indicates that these sections are to be regarded as autonomous within a greater
e)%temal struc?ure. As COOpef observ%s in her article "Iméges of Clqsure in The D’ivim.:rs," Fhe,
numerous allixsfons to "work" bef ore and af tef thé memorybank mo_vie sections which identify
these episodes as Morag's fictional creation m"

@ L=

In Donald Cameron's interview with Laurence, while she is working on The
Diviners, she affirms, "When I say 'work,’ I only mean writing." And in The
Diviners "the only meaning the word work had for her was writing" (p. 98).
Abrupt interruptions of the movies and a return to the present are all always
interruptions of Morag's writing,*! :

Although Cooper's argument that Laurence equates "work” with "writing” is valid, her
.assertipn that -_prese'nt tense-,gections indicate "ihterrup;ions,of Morag's wrjting" is too sweeping.
The past ‘tense paséages do exist in this capacity at times (see for example D, 286), but there
are a number of occasions when such pa‘ssages téke place first Lhing“in the morning. For
ekample, in the opening passage of ’;Halls'of Sion, ™ Morag is; just beginnihg ‘hér work for the

-

day, not stopping it:

Morag sat at the table in the¢ kitchen, with a notebook in front.of her and a
ballpoint pen in her hand. Not writing. Looking at the river. Getting started
each morning was monstrous, an almost impossible exercise of will, in which
finally the will was never enough,‘and_it had to be begun on faith. (D, 137).

Shifts from the memorybank movies to the NOW of the discourse, often.ix'ldicéte'a terporal .
flow rather thah.an abrupt interruption. Also, the travnsitionifron; time present to time past
does not always herald an immediate act of writing. Often, the situation in the time pfc_:seﬁt is- -
not conducive to creative writing} even' though ‘memorybank movies are introduced. For _
gxample. jﬁst prior to "Memorybank Movie: Raj Mataj"‘it is.late eveniﬁg in tﬁc time’ préséﬁt ’

and Morag is drinking whiskey in her dimly lit kitchen:
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Morag poured some. more whiskey and sat lookmg out ‘the window, with only
one small lamp on in the kitchen, so she could see the night river with stars
floating like watercandles in it. No sounds except the sometime shushing of
wind through the light-leafed willows and occasionally the ghostfluttering of
the wings of a flicker, hunting the moths that were clystering around the house
windows, moths that always insanely wanted in; however dim the light msrde
(D, 174-75)

" Morag is not likely to'start writing in such a situation. However. the constant references to -
work and writing in ‘the time present indicate that this time sequence is responsible for the act
of .creation; it is not a part of the creation. The act of creatron taking place in the time present
is necéssarily Morag S autobrography because, as Morag herself explains, the work is extremely
personal and not necessarily-intended for publlcatron (D, 80 & 287). Leona Gom supports this
readmg of the novel s structure when she claims that Morag's "novel unfolds for her even as
'Laurence s unfolds for the reader. And Laurence gives us strong hints throughout The
Dzvmer_s that the novel on which Morag is workmg is actually a verbal transcription of the
‘movies she is playmg Thus, movies actually become chapters in Morag s novel. " ‘
Memorybank movies exist as personal truth because they are reconstructions ‘of’, past
events, but as chapters in Morag's autobrography, they are compnsed of - her prrvate and
fictional words" and are therefore a fusron of* fact and fantasy The labelling of these
i _narrative, events ensures that the reader understands the imaginative nature of the past events
 As Phyllis Bruce points out, Morag's struggles to reconstruct [the past] must inevitably
become a. blend of . dxchtung und wabhrheit, try and truth."® In labellrng Morag's
reconstructron of past events, Laurence ensures that the form - of the novel establishes the
personal nature of truth. Even the labels themselves help to synthesize fact and fantasy. For
“example, "Memorybank Movie: Once 'Upo,n.A 'l'ime There Was" (D, 11). gives an account of
Morag’s experiences at'the time of her parents' death Facts exist in this account: a lady called
Mrs. Pearl lopks after Morag. Morag $ parents dre of poho Morag is sent to stay with Christie
and Prin Logan; and so on. The title of the memorybank movre however has a farry tale

quality indicating” fantasy rather than fact. The overall effect is an awareness that events
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recorded in° the'rnemorybank movies are a mixture of fact and fantasy; the theme of his‘torrcal
- truth versus personal truth is Tealised: The segregation of these sec_tions' from the frame
narrative also emphasizes their status ‘as fictional re-éreations of .. past events. If they had
remained a part of the frame narrative as similar events did in The Stone Angel, their fictional

status would not be defined and Morag's creative function in the aarrative would be difficult to

assess. As it stands, "[nlarrative reveals' structure; and structure, theme and vision."*

-

Laurence's intent is to utilize the form of the novel to define the novel's _content": The artificiat
structure designates the creative element of the past.} It is art1f1c1a1 because it exists as a
representation of facts within art Morag S past as. flctronallsed in her autoblography \
- When using all three subordrnate narrative devices, innerfilms, snapshots and
memorybank movies, Laurence i 1mposes order on an essentially drsordered aspect of Ilfe The
obtrusxve devices’ functron like the unnaturaily o%red temporal relations drscussed in the last
chapter they 1mpose form on a formless exrstence The T"artificial and drstractmg narratrve
devices follow the modermst tradition of presenting chaotic reality within structured art.*
Laurence also uses innovative typography in this Rann;r The arrangement of words in the’
“ form of "lists" is especrally Tevealing in terms of presentmg orderetélkorder as vell as defining
narrative content. In The Diviners, lists appear unheralded by a label but are conspicuous
because of therr visual composition or. the page. Iterns in these lists are ordered in so far as
sumlar items are presented 1n groups on different lines and each item or group of items is easily
identified.‘ On the other hand, the punctuation in these) sections consists solely of double
spacmgs in place of full staps. Hence the hsts ‘contain order and define Morag's attempt to

understand the chaos ‘of lrfe in whrch she is subsumed. For example, the drsarray of the

Nuisance Grounds is conveyed in the following list: - B

a rusty car with no tires and one door off
mountains of empty tin cans, some with labels still on ~ Best Pie Pumpkin
moth-eaten ‘sweaters and ragged coats,
a whole bunch of bedsprings

green mould like fur on things
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~ rotten fruits oranges bananas gone bad soft black v
FLIES on them .
ar axle.but no car
_ maple syrup tins with holes in them
saucepans and kettles also with holes
a sewing machine with no wheel or handle
broken bottles (beer milk rye and baby) ,
more rotten stuff  cabbages phew . .
a cracked toilet bowl ’
wornout shoes some bulging where bunions have been
boxes of not-used rubber. frenchies she knows what they're for Eva told her
(why thrown out? holes in the rubber js why; that'd fool somebody ha ha)
a pile of clothes and old newspapers, BURNING
and stench sour sickly sweet rotten many smells STINKS
and a ZILLION crawling flies (D, 58)

14

By usmg the list to describe the Nuisance Grounds,. Laurence has sueceeded in portraying the
' vast, untouchable natu. i the dump. Such a place is able to'pervade a.person"s consciousness
by gaining access through almost every sensory channel. h:iorag:attempts to overcor;ﬂe'her
feelings_ of fascination and intrigue concerning the the dump by objeetifying its contents in a
‘list. The list makes apparent the desolate atmosphere of the place an‘d' itsﬁf ascinating, repulsive
enornuity as percerved by the young Morag By experimenting with typography Laurence has
created a form which defines content.

Laurence also uses hsts to expand the possxbrlmes of a novel s dxscourse by presenting
aspects of its story in new, excrtmg, more effective ways Unusual typography has been an
integral part of Laurence's fiction. since the pubhcanon of A Jest o f God, and The Dmners is
no exception; here Laurence uses italics for sections of interior monologue bold print for signs
and a question mark for Skinner's TaIe of Dleppe In The Diviners, Laurence expands her, :
prevrous use of typography to provrde even more visual variety on the wrrtten page. In her
\latest novel Laurence provrdes a combmauon of narrative devrces and arrangements to provrde<
visual vanety not-usually encountered in narratrve dlscourse snapshots memorybank movies,

A mnerfrlms lists devoid of punctuatron letters, postcards dramatic dlalogues songs, poems

tales, children's rhymes and chants book reviews, hymns posters, epxtaphs on tombstones

Sherrill Grace argues that as "a contrast to the main narrative [these devices] provrde variety
: ' _ A . ,
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and vitality."** The narrative devices not only define the artificial internal structuring of the
prota;onist's‘"private and fictional words" within the frame narrative and impose ordered
form on disordered content, they also provide a visual stimulus Wthh Laurence feels is
necessary for the longevtty of the novel as a genertc -form: "People have been saymg the novel
| is dead for a long long time. As far as I'm concerned it's still extremely alive. It simply finds
new forms."?’ The use of narrative ficelles and unusual typography in The Diviners is not
gimmicky, a means of injecting something new into a narrative which does not demand that
particular devxce or devices; on the contrary, it is an attempt to extend the visual possibilities of
this generic form _ -

Narrative devices and typography also integrate the novel's "substance of expression”
uby combining the three media of literature motion. pictures and, to a lesser extent theatre.
Laurence feels that visual variety and innovative modes of communication are both a result of,
and a reactlon agarnst the twentieth century rnedium of motion pictures.?* The novel becomes
more crnematic in form because of the 1nf‘1uence‘ of .the cinema and of the need to satisfy a
Jreading audience whose expectations have - been influenced to a large extent by motion
pictures.?® Laurence nses snapshots, memorybank movies, innerfilms, Iacts and dramatic
con-¢  “:ons to add a cinematic,.and partly theatric, dimension to the novel; the names of

*se aevices alone are Va‘n indication of their cinematic and theatric nature. |

The extensive use of film imagery in The Diviners constantly conveys an idea of
memory as essentially cinematic: And it began happening again, again, as it had been doing
for years, and perhaps the film would never end until she. did” (D, 140). When recollecting
past events Morag functions in the same manner as a film editor; she imposes order on
experiences that‘are essentially scenic in nature: "The films were beginning again. Sneakily

unfolding inside her head. She could not even be sure of their veracity, nor guess how many

times they had been reftlmed a scene deleted /here another added there. But they were on

agarn a new season of the old frlms (D, 3). . To capture this experience in The

Fire-Dwellers, Laurence tried a techmque of "voice and picfures.” Concerning narrative
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technique in The Fire-Dwellers, Laurence remarks:

N

Fifﬁlly the form and material [of The Fire-Dwellers) sorted themselves out. I
was, I think, considerably influenced, although subconsciously, by years of TV
watching. I kept thinking, "What I want to get is the effect of voices and
pictures--just voices and pictures.” I became qbsessed with this notion, as it
seemed to convey the quality of lives I wanted to try and get across. It was
only much later that I realized that "voices and pictures” is only another--and
'to my mind, better--way of -saying "audio-visual."' Except, of course, that .
both voices and pictures in a novel have to be conveyed only through .the
printed word-although in the future this may change, and some day I would
dearly love to write a novel which was illustrated in some kind of bizarre way
by a really good artist. In any event, I wanted the pictures--that is, the
descriptions- -whether in outer life or dreams or memories, to be as sharp and
instantaneous as possible, and always brief, because it seemed to me that this is
the way--or at least one way--life is perceived, in short sharp visual images
which leap away from us even as we look at them.3®

3

e W

Laurence édul_d not use the same teéhnique in. The Diviners because‘the form would be too
disjointéd for the ordered content of the latest novel.‘ It wopld not ‘serve to define the
conscious drgani;ation of “memories into an autobiography, nor the rationalization process
deliberately undertaken by Morag, nor the obsession that she seems to have for order in the
time present. fx./moreT rigidly ordered. cinematic form than ."sh.ort sharp visuai images" is
reqﬁixed if an image of "voices and pictures” is to be conveyed while the form functions
simultaneously as a vehicle for the definition of the work's f ictional content;

The snapshots establish the cingmatic nature of the discourse as a whole and introduce
the more compiex :forms of the subsequent innerfilms and niem_orybank r'no'vies.. Eaéh
snapshot presents"é singie image. The compbsition of these snapsho;s is a simple precursor of -
tﬁe pfoleptic'innerfﬂms. The innerfilms pfescnt a coUeétion of isolated images in an abrupt,

choppy manner. Such s_tyAIe is suggestive of a collection of fleeting, sharp glimpses:

Morag living in her own apartment in the city  a small épartment but lovely
deep-pile rug (blue).and a  biegs chesterfield suite the thick upholstered
kind = large radio in a walnut cabinet lots of bookshelves a fireplace that
really works (D, 101) ‘ .
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However the snapshots are of the past and better dehneate the nature of the analeptic secttons
a succession of 1mages from the pastpresented in chronological order, whtch constttute the
novel's inner fictional autobtography. ,The individual snapshots are similar to single "frames”
Jof a film. Action is captured by a camera and frozen in time; there is no indication of events
before or after this point in time. The/'snapshots, therefore, present a'slngle visual image of a
time m the past; a natural foundatron for the novel’ s, memorybank mov1es whtch present a
successron of v1sual 1mages /azh memorybank movie is structured as 1f it were a series of
‘ snapshots linked together. The Memorybank movies develop from the snapshots in the same
~ manner as motton pictures developed from experiments in rnstantaneous photography 3
Laurence mtroduces the reader very gently to the complex structure of the memorybank movre -
by first introducing him to the relatively srmple snapshots : ' , ;
. Each memorybank mov1e follows the next’ m chronologtcal sequence separated by a‘
"jump” in time or a séction of the narative in the time present Thts temporal format can be
_seen ‘as both cinematic and theatrtc As defined in the previous chapter, the temporal
'composmon of the memorybank movres is "scene” and "ellipsis."” Here the story events are .
presented in each memorybank movie as though they were a number of self contamed mcrdents -
pmJected on a screen a series of consecutive frames in the mode of * snapshots .\.FVhere the
fluidity of the dlSCOllISC is drsrupted by ellipsis, the temporal dtslocatiOn 'is-similar‘ to a "‘cu't " 'in :
a ftlrn That is, the transrttons between the scemic memorybank movres are achteved ina

L

manner * similar to transrttons between temporally discordant frames. The effect of the‘

5

memorybank movres as' a whole 1s sxmtlar to that of montage in the crnema 32 But, Laurence s
techntque of scen¢ and elhpsrs 18 related not only o’ crnema but also to theatre The sharp
d1v1s1on between memorybank movies whrch heralds a temporal and usually a spatral shlft IS
similar to both editing a ftlm and droppmg a curtain in the theatre (dunng Wthh ttme the set is
changeéd and _the‘auv_drence 1s /prepared for a temporal shift in the action). The ‘relationship:
between the curtain in the theatre, the editor ln motion pictures, and the novelist in literature is

outlined by Ralph Stephenson:

a
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From scene to scene, editing must establish the change in time and place as the
story requires;. it resembles the changing of sets in the theatre, though changes
-in the cinema are far more frequent and are more like the chapters or
paragraphs of a novel.*? ‘ ' :

| ‘Chatman provide.s a very simple definition of "cu;" which will help focus the analogy between
The Dﬁ'viners and film with respect tol uses of scene and eilipsis and successive discordani
» frames: "'cut' [is] the transition between shots‘linked together by a single join, giving the
impression during pfojec;ion that the first shot is suddenly and instémtanéously displaced by the
second. ( 'Cut' is precisely what the editor does: he snips the film e;(actly at the edge of the
appropriate frame of §hot A and at Pthe beginning of shot B,‘ anci glues them together)" (SD,
71). This ;:inematic method of .presenting thc‘duration of .events in which story-time equals
disto\xrse-time anc‘i‘th,eny story-time equals N_(Where N is u_nknown but‘ greater than zero) and
’discoqase-ﬁme equ'als zerc; is; according to Chafman, the norm with mc->dern novelists (SD, 75).
o The incorp(;ration of ‘conversations' and 'acts' in the novel futher i'njecbts a theatric
flavo . into the di-scourse and »seﬁes to broaden the novel's "substgnce of expression.” These
narrative devices also help define narrative content by reinforcing the protagonist's perception
of events. For example, Conversation Ovér}xeard from t}.xev Teacher's Room All of Theni in
There Gabbing at Recess is presented in the form of a dramatic play (this is ’similar.to 'th'e
structure of Morég's conversations with CPT, which are described by Ca.rringt.on,a_s "mfn_iat'ure.

plays "4y,

Miss McMurtrie: oh, Skinner's bad enough but at least he's away from school
: : half the time and not much missed by me I can tell you but
Morag never misses a day sometimes I wonder what on

‘earth I'm going to do with her you find her same Ethel

Miss Plowright: how do you mean exactly ' )

Miss McMurtrie: well one day she's boisterous and noisy chewing gum in class
whispering drawing dirty pictures you know and then heavens
the next day she'll be so sullen not speaking to a soul and you
can't get a word out of her she won't answer just sits there

_ looking sullen if you take my meaning ’ '

Miss Plowright: oh yes yes oh yes  she was just like that in my class I always

' thought you know maybe she wasn't well maybe not- quite al/
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Miss McMurtrie: ...I think you're wrong there Ethel she's bright enough but
doesn t seem to give a hoot :

Mr Tate: the home the home always look to the home old Christie
and that half -witted wife of his (D, 51-52) :

B

This conversatioh not o-nly'injectsa dramatic flavour into the novel b); existing as a dramatic
: ) ’ .

script without a written narrative, but also d:efincs’Morag's alienation and isolation as a child,
struggling on her own while oeither asking for; nor receiving, warmth ano understahding from
her teachers. By placing—this cooVersation in an obtrusive form, Laurence emphasizes the
a’uthority of mé teachers in their secure, close enviropmem. They are perplexed by Morag fbul
not exaotly concerned. Mr. Tate may. perceive the root of the problem but he makes no
attempt to rectify the situation by talking to Morag's guardians or taking any other course of
actxon . The form ef this conversation conveys the 1nf1ex1b111ty of the Manawaka hxerarchy.
and, therefore, the necessity for Morag's loncly defxance and nurtured ambition’: "Morag-
doesn‘t let od. If yoo let on; ever, you're done f o‘r" (D, 51). The dramatic dimension of the
novel's form .is further defined by the presentation of narrative events as "acts." Morog's-
experien.ces in the Wachakwa Valley are related in three separate memoryoank movies, with the'~
| titles: \"Down in the Volley the Valley So Low" (D, 102), "Down in the Valley, Act II" (D,
107) and "Dowr_1 m the Valley, Act III" (D, 127). .In this manner, the self 4‘co'ritained scenic -
oature of each event is defined. The overall structure of the novel is similar in that it is divided
into five sections like a three act play, with the "River of Now'and Then" functioning os the
vprologue 'and‘ "The Diviners" as ﬁe épilogﬁe. Within . this construction the memorybank
movies can be seen to exist as extended scenes;’*

~ Thus, Laurence's use of narrat1ve devices does not, as the critics claim, result in a
‘ flawed novel. Instead, Lhe devices extend the discoursive poss:bxlmes of the narratnve and help
to define narrative content. The theme of fact and flcuon is realized in the narrative form.
“The novel's modes of communiéafion are extendcdl to incorporate the mediom of both film and

~ theatre; Laurence's use of dramatic style and film imagery is not a "concession to cinematic

.
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influence,"” as Moss claims, "'but an attempt to combine an interest in cinematic forms with a

modernist piece of literature. In so domg Laurence is able to integrate the novel's substar’ice

of' expressron in a manner which exceeds conventional f orms of literary presentation.

'

In

The self -conscious aspect of The Dtvmers is very drf ficult to examine as relatively few
works have been written which deal exclusrvely with the theory ,of metafiction and/or
» metatanguage."’ ,Also, the crmcal appraisals of The Diviners tend to eschew comment on this
aspect of ‘the narrative. The exploration of fact and fiction, a theme realized in the novel's
self -conscious étructure’, is eiamined by critics predominantly_in abstract terms and in a
manner &hat fails Ito recogniie the importance of discourse in the preséntation of this aspect of
the story: The status of the novel as a kunstlerroman seems to have been overlooked as critics
prefer to assign this work-to the sirnpler category of a blildungsroman."' But, in The Diviners,
‘the narcissistic form of the novel, with its eXploration ~of language, - conscious acts of
_story-telling and binternalised layers of fiction, becomes the'thematic. con‘tent; the forrn that
questjons’ the relation of fiction and reality.vvithin itself actually exists as the Athematic.
manifestation of this concern in the novel. Such a fusion of form and content emerged ae the
tradition of the ktinstlerroman developed from the bildlrngsramdn or entwicklungsroman and the
narrative interest of novels in the ktnstlerroman began to focus on the use of language and the
act of wrrtmg ke ThlS section, therefore will focus on Morag as an artist figure; the
. exammauon of language wrthm the narratwe discourse; the role of the story - tellers; and the act .
. of frctronal 'creatr'on presenting different layers of fictional reality.. I shall‘ argue that the
. self -conscious status of the narrative redef’ _ines the parameters' of the creative resnonsibilities of-

the implied reader. As Hutcheon explains: » - : .
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What has always been a truism of frctron though rarely made conscious, is
brought to the fore in modern texts: the making of fictive worlds and the
constructive, creative functioning of language itself are now self- -consciously

shared by the author and reader. The latter is no longer asked merely to

recognize that fictional objects are "like life"; he is asked to participate in the
creation of worlds and of meanmg through language 40

The varlous levels of fictional reality (presented By Christic and Jules the story tellers, and

. Morag the artist) ex1st as structural eoncerns whxch are thematised to become narrative content;
they constitute the theme of fiction versus history. In conclusion, the novel's
self -consciousness will be seen 10 accommodate a consolidation of the "whole comrnum'cation"
situation” as outlined by Chatman.

' Ltke all the other ficelles in this novel, Morag's status as an artist has been criticized
because .ag number of critics have falled to comprehend its structural and, consequently,
thematic significance. Gotheb feels that, the novel is flawed not on]y because it is too long,
but also because Morag does not possess the strength of character necessary for a writer.** It is
unclear exactly what Gotheb expects of a writer; maybe she exoects her to be struggling and
impoverished, an 1mage Audrey Thomas evidently nurtures. Thomas feels cheated because
Morag does not encounter any major difficulties in the course of her writing: "The fact that -
her [Morag's] very first book is accepted and from then on it seems to be smooth sailing (from
a literary point of view) is maybe a little improbable: Maybe we would ltke Morag to struggle
more, as a writer, the way she has 10 as a person. She is never Down and Qut in London or
Paris or New York."*? Although Thomas qualifies her criticism with repeated maybe s, she

. seems to 1gnore a great deal of narrative detail. Laurence does present Morag as struggling in a
"Portrait of the Artist as a Pregnant .Skivvy (D, 242); she does discuss rejections of the first .
novel tD, 212); vshe ,in'cludes reviews, good.and bad, of all Morag's novels (D, 214, 336,
342-343)t and she provides indications that Morag is not exactly .wealthy sunply
self -supporting (D, 20-21). In addmon the point of Laurence's work is not to give a detar]ed
account of the‘t'mancral hardships suffered by an artist. The Diviners is desrgned to provide an

-insight into the creative processes of art--both art in general and literature in particular.
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Marge Piercy's objection to Morag as a writer also appears surprisingly superficial. Piercy's =
comments illustrate that she is looking for very specific detail pertaining exclusively to Morag's

work rather than to the work of an artist in more universal terms:

There is much not worked through in Morag as a writer.... The creative process_'

of Morag's novels is worked into the narrative in a perfunctory way except for

one character Lilac, from Morag's first novel, indicating that Laurence would

know how to do it if she bothered. Thus, Morag as writer ends up

vaguely romanticized.* ’ ‘
But’ Laurence ‘herself explains why the creative processes of each of Morag's works is not
examine:d in detail; rendering the plots of the four novels Morag writes would be both tedious
and unproductive.** The omission of such detail is necessary to control the narrative tempo and
to limit/control the novel's focus. The creaL{ve processes Laurencve. explores in the novel are-"
" not those of Morag's individual works because Lau,rc_:nce is concerned with a. creative
self -consciousness thét explores the universal aspects of art. The narrative interest is' with
creative activity and Laurence chose to explore the artistic processes with which she is most
familiar. Essentially, Morég is an author rather than another form of artist only beca;use
Laurence is mbre kndwlédgable about this profession than any other. Laurence expreséed this
opinion he;self : " know it's bloody difficult, it's one of the most difficult things- to
do...writing about a writer. ButI had to. At first I had her as a pﬁnter, but‘what the hell do
I know about painting?"™** The most cbnstructi\;e criticism of Mo;ag is voiced by Barbara .
Hehner who believes that "in her presentation of the internal doubts that beset Morag as é
writer (and which ;urely afflict Laurence as weH), Laurence comes perilously close to sinking
her novel under the weight of its seif -consciousness.”™¢ Such an assessment of Morag's
character is justified_\ by numerous tg_xtual examples: (D, 46, 23; 173, aﬁd péssim): The
ne.uroses that beset Morag in the time présen; are sadly overdone and the reader feels irritated

by the character's constant self -deprecation. However, this aspect of the narrative does not

detract greatly from the the credibility of Morag as an artist. Her sensitivity to language and
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the power of the written word are more than sufficient to combat the other shortcomings in her
characterization. .

The self -reflective nature of a nércissistic narrative is essentially linguistic.*” In The
Diviners, this linguistic nature of the self-conscious narrative is examined by rviorag in her
capacity as a "wordsmith." During her childhood, Morag is fascinated by the historical and
social connotations of specific words. Shg questions both the denotative and connotative.
meaning of language (for example, D, 30). Throughou; her life, Morag is fascinated by the
heritage of language; she feels that the Gaelic language of her ancesiors may be the key th her
identity in the same manner that the Cree language may unlock inner Secrets for Jules. Such
an interest in the power of language manifesté itself in Morag's comments on the‘nature and
role of language i;l her professional capacity as an a\ﬁthor. That is, Morag..is interested in the
reLaLionship between_life, 1anguagé and fictional creativity. How can you capture reality ‘in

language and present this reality in fiction? Morag often contemplates this diff iculty:

. The swallows dipped and spun over the water, a streaking of blue-black wings
and bright breastfeathers. How could that colour be caught in words? A sort
of rosy peach colour, but that sounded corny and was also inaccurate. (D, 4)

Morag is continually arrested by the inadequacy of words. Before beginning to write her

-
ro

{
R~ . . . "
trust but which nevertheless intrigues her:

-.autobiographical novel, Morag articulates her dependence on a verbal medium which she cannot

- Probably no one could catch the river's colour even with paints, much less
words. A daft profession. Wordsmith. Liar, more likely. Weaving
fabrications. Yet, with typical ambiguity, convinced that fiction was more true
than fact. Or that fact was in fact fiction. (D, 21) '

‘The problem of language and "the tenuous and tricky relation\ship between word and fact,"** is

b;)und up in the process of creativity of the novel within the novel. In a narrative which is so
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concerned w1th its own processes of communication, that the form of the novel becomes an
aspect of the ‘novel's content. Language is not only an integral concern in- the novel's
_ structure, it is also a thematic concern in its own right. Linda Hutcheon explains the transition
from form‘lto content in a’self -conscious novel: "The writer calls his reader's attention to the
activity _ot ’writing as an event within the novel, as an event of equally great significance to that
of the events of the story which he is supposed to be telling.” In such fiction, she argues, "the
reader is made aware of the fact that literature is less a verbal object carrymg some meamng
than it is its own experience of building, from the language, a coherent autonomous whole of -
form and content.™*® The narcissistic fascination with language in The Diviners can be seen in
“the importance of the oral act of story telling.
| The forms of J ules and Chrlstte s tales of the Métis rebelllon become thematrsed to
provide the narrative interest conccrnmg the 1nseparab111ty of myth and hrstory in
reconstructions of the past Christie and J uies demonstrate that no absolute truths exist. Fact
and fiction are 1nseparable as hlstory‘.and myth _co-exist and fuse to create personal truths
locked in language. Both Christie 'and Jules believe in their own fictional reality and
demonstrate that the importance of history is its personal | relevance, not its universal
acceptance. Christie's Tale of Piper Gunn and the Rebels‘ extolls 'tne virtues of the '
_Sutherlanders while deriding‘ "Reel” and the Métis. In Christie's‘_v_ersion of this episode in
history, Riel \.avas‘ "a rebel chief. Shcfrt little man...with burning eyes" (D, 106) and the Mé_tis
were ".halfbreeds"‘who wanted, for no apparent reason, to overthrow the government. J ules;
in his role of story teller; relates these events 5o that jnstice appears to be on the Métis' side
. B . : .
and the Bri'itish are cast as invaders, usurpers of the Métis land. Riel is "like a prophet, see?
And he has the power” and he "is a very tall guy, taller even than Rider Tonnerre,;' while
Christie's heroes "are one hell of a mean outfit" (D, 119). Morag, listening to both tales in
the story--although narrating them, retaining the mdrvxdual styles of Christie and J ules in the

drscourse--presents the textbook version of this event in history and her own mterpretanon of

the facts, seeing truth and distortion in both tales. She argues that Christie's version of events
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is not quite accurate, a point Christie partially concedes while reinforcing the truth of his
interpretation of events. In the following extract Morag argues in parenthetical asides while

Christie tells his tale:

(The government down East sent out the Army from Ontario and hke
that, and Riel fled, Christie. He came back, to Saskatchewan, in 1885.) ’

Well, some say that. Others say dlfferent Of course, I know the Army
and that came out, like, but the truth of the matter is that them Sutherlanders
had taken back the Fort before even a smell of an army got there. (D, 106)

Jules is-less dogmatic about the validity of his version of events because he, like Morag, is more
consciously aware of the fictional status of rcaﬁty and the existence of relative truth. In
response to Morag's reliance on official texts Jules defends. the conceptual stance of his tale

rather than specific facts: "the books, they lie about [Riel] 1 don't say Lazarus told the story

the way 1[ happened, but neither did the books and they're one hell of a sight worse because B

they made out that the guy was nuts” (D, 119). Morag agrees, in essence, with Jules as she

 too is dublous about' the reliability of historical textbooks: "The book in History said he was |
nuts, but he didn't seem svouts to me" (D, 107). Laurence makes clear that history simply
presents a version of the truth; there is no absolute trdth. In a letter to Clara Thomas, she

explains her personal stance on the question of history and fiction: |

.

I subsequently had many conversations with him [W. L. Morton] about the {
‘nature of writing history and fiction. 1 believe...as I think he does, t00...that
the two disciplines are very much related. The historian, like the novelist, must
be selective and must necessarily write his own interpretation of the mstoncal
era with which he is dealing.* : .

When Pique demands "to know what really happened she is ralsmg the question posed by

hxstonans Leopold Von Ranke the leading German historian of the ..neteenth century, 'stated

that the only task for the historian was to show "wie es eigentlich gewesen ist."*' Morag answers



125

Pique's demand sadly, and perhaps unkindly, "You do, eh? Well, so do I. But there's no one
version. There justisn't” (D, 287). Morag's words express the nature of the novel's content.
The Diviners makes many demands on its reader. Hutcheon explains the manner in

which such metafictional narratives demand "a new role of the reader": C

Metafictions...bare the conventions, disrupt the codes that now have to be
acknowledged. The reader must accept responsibility for the act of decoding,
the act of reading. Disturbed, defied, forced out of his complacency, he must
self -consciously establish new codes in order tb come to terms.with:new literary
phenomenon....It [the/fhetafictional novel] now demands that he be conscious
of the work, the actual construction, that he too is undertaking, for it is.the
reader who, in Ingarden's terms, "concretizes” the work of art{and gives it life.*?

~

The implied reader, is required. to.participate actively in the novel's-creation. He too must.

question. Further demands are made upon the réeader by Laurence's manipulation of levels of

-

“fictional reality in the text.
The self -conscious form of The Diviners defi?ies the thematic concept of fact and
fiction in human experience by presenting the reader with various different levels of fictional’

reality.” Barry Cameron explains how this manifests itself when he descnbes The Diviners as:

.

a novel which is essentially about itself as a novel. The Diviners is about the

act of writing fiction and the ways in which the fictionalising of experience is a_
necessary and fundamental part of being human. In some sense, we are all

novelists like Morag, constantly creating and recreating our experiences,

mythologizing the past and inventing memories, because our ordinary
experiences (what we customarilly call lifc\‘), in which everything melts

immediately into the past, cannot yield a genuine sense of meaning. Fiction, in

this fundamental sense (fingere--to make or \l shape), is our only means of

making life fully available, of preserving it asE present reality. This motive

for fiction is clearly evident in Morag's need to discover and to preserve what is

real in her past.*?.

The form of the novel not only circumscribes "the ways in which the fictionalising of

experience is a necessary and fundamental part of being human;” but also signifies that
~ . .:/(/

o



126
fictionalising is part of reality. The text follows the modernist tradition by ilmposingA a strict
order on an aspect of life wﬁich is essentially formles;. If Laurenée believes that fact and

~ fiction are ultimately inseparoble then her dglibetate' separating of these experie_nc:s in the same
artificial manner as the novel's membrybank Imovies, (by ‘t.f.le. use of .'pbtruéii(e\ labeis),
‘reinforces the inner stucture of Morag's autobiography which, because of ‘jts ‘se;,lf jcons;cibixs; B

existence, is able to bring form'to chaotic experience. Laurence explains that
: _ _ _

In one way, fiction may be viewed as history, just as recorded history may be
viewed as fiction. They are twin disciplines, and they include biography and
autobiography, for the perceptions, interpretations, and choices of 'material of
particular writers give form to- our past and relate it to our present and our
future. All fiction is written about the past. Even if we write about this day,
now, this hour, this moment, as we set down the ‘words the moment becomes
the past.** ‘ -

The novel illustrates that myths are created _by' a transformation of. "historical fact" into
subjective or personal truths and that these myths, in turn; are’ afforded the factual status of - -
‘ history because of their fictional reality.

~In a letter to Ella, Morag confesses that she likes "the idéa .of,h'istory and fiction

interweaving™ (D, 341) when she explains that the tales of Christie' and _JPleé are more fu'll);‘ |

grounded in history than she had prei}ibusly thought :

‘Rider was called Prince of ‘the Braves, Skinner said, and his rifle was named La = ..~ .
Petite.” Infactuality (if that isn't a'word; it should be), those names pertained
“to Gabrielle Dumont, Riel's lieutenant in Saskatchewan, much later on.- That's"
okay--Skinner's grandad had a right to borrow them. I like the thought of
history and fiction interweaving. The tale of how Rider. got ‘his horse, Roi du’
Lac, I've recently discovered, comes from a Cree legend - -probably old. Jules .
didn't know that. You wonder how long that story had beer assed on.- (D, 341)

‘The discourse .of The Diviners also defines. the manner in which' history and fiction are . -

interwoven. For example, the Louis Riel song which is sung by Piq_ue does exist outside the
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novel as one written by Riel‘ just before his death. The 60th Canadian Field Artillery Battle
_ -

Book also exists outside the confines of this. fiction as a book in its own right. And the
' | regimem\to which Christie and Coli.‘n‘Gun.n belonged flfom 1916-1919, is the regin'lén_; in which
Léurcri'cefg father served in the First World War. Thus, f; iction and fact intertwine not only in
the fictional life of Morag, bﬁt also v'v'ilthin"the novel"s’lc‘liscourse 56 that the form of the novel
defines the novel‘s‘conter‘n.' As_ Laurence herself acknowledges: .\"There is a lo; ofv hfstory in
- my fictio;'x."” | | |

-~ The narrative presents a fusion of fact and fiction in the sense that facts which are

"'e;(_temal' tc; .the fictio_rlél .creatiop are in;:drpor_ate& into the discourse. Also, the narrative
: pfesént‘s a _Coﬁesipn of ‘f"lact e-i,nd fiction within‘the fic;ion written by Morag which she discusses
) m hgf latqst,fictiqhal creation. Her éomp{eted novels, Sﬁed'( of Innocence, P}aspéro 's Child,

.[_a_r"z_ah and S{quow_ of Eden all contain strongly;'ziutobiqg:ax;hical elements that draw upon the

f act’sj_o_f her life which are themSelves fiction. As Ildiké de Papp Carrington observes, "there is

moré than one antobiographical novel within The Diviners."* Thus, The Diviners is a fictighal
text which discusses an autobiographical fictional text which discusses fictional texts which exist
on another narrative level. In this manner, the discussions of fiction within the fiction

constitute a metafictional aspect of the novel's discourse. The narrator self -consciously

exhibits, on one narrative level, the structure of the novel written about her writing her own
autobiography; this autobiography, in turn, discusses previous fictional constructions which'she -
. - has created. By providing such a "multiplicity of narrative forms," Laurence produces a text

in which fact and fiction intertwine in a 'metafictionalmode. "Writing to Ella, Morag rginarks:
. ) ' . . : . S )

~—

3
/

4

- Odd--the tales Christie used to tell of Piper Gunn and the Sutherlanders, and -y
now this book [Shadow of Eden] dea)s with the same period. The novel follows o
them on the sea journey to Hudson Bay, through that winter at Churchill and
‘then on the long walk to York Factory in the spring. Christie always said they
walked -about a thousand miles- -it was about a hundred .and fifty, in fact, but
you know he was right; it must'v- felt like a thousand.  The man who led them
- on that march, and on the trin by water to Red River, was young Archie
* MacDonald, but in my mind the piper who played them on will always be that
- giant of a man, Piper Gunn, who probably never lived in so-called real life but
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_who lives forever. (Dfn 341)
x |
Morag's realizes that her adolescent disdain for Christie's tales was not warranted. A’ she’
comes to understdnd the nature of fact, Morag also becomes "consciously aware of fiction as
an accessible alternative to fact, something which she herself, by participa_ting in its form while
not having to believe in its content, can manipulate."s” Myth becomes Morag's reality and she
combines her personal reality and the facts of "historical " reality in the creation of a neQ
fiction. This reflects the structure of The Diviners as a whole which fuses history and fiction
on various narrative levels to allow for the manipulation of fictional reality. Such a compiex
narrative structure also demarcates the nature of temporal expérience as well as the nature of
reality. Carrington mentions this when she talks of "the way in which Morag recalls her past -
to the reader, turns segments‘ of her past into a séries\of novels, and lives and narrates her
present all simultaneously. The Diviners is like a nest»of’ Chinese boxes) stories within' stories.
Beginning with Spear of Innocence, h:ior'ag is remembering, writing, living, aﬁd turning her
living into writing all at the same time."**

‘ Each of Morag:s novel"s};"‘;ils strongly autobiographical. Spear o f Innocence, written at a
time of spi;ituai and%ﬁysical suffocationz.during Morag's marriage to Brooke, represents an
exorcism of Morag's past life in, Manawaka, a past she has denied. Eva's abortion is dealt with

. R
in detail as a fictional episode in the novel. Lilac Stone"hous'e, the heroine,ﬂt'uildergoes the same
traumatic orééal, and thlS coalescing of fiction and fact within a book within the autobiography
within the novel, demonstrates the manner in which fiction becomes the embodiment of an
individual's personal reality which is more tangible than an attempted factual reconstruction of

-

the past:.

Lilac has aborted herself in a way that Morag recalls from long ago. And yet it
is not Eva for whom Morag-experiences pain now--it is Lilac only at this
moment....Odd--if you had a friend who had just aborted herself, causing
chaos all round and not only to herself, no one would be surprised if you felt
upset, anxious, shaken. It-is no different with fiction--more so, maybe,
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because Morag has felt Lilac's feelings. (D, 187-188)

Morag finds the fiction she creates just as emotionally disturbing, if not more so, than the past
events that inspired them. Thus, "[a)ccording to the criterion of inner reality, differences

between actual people and the imaginary characters of the tales and of Morag's fiction no:

- AN

longer exist because they‘arg ‘equally real in the mind. "9

Spear of Innocence -is‘ the only work which 'incorpora'tes an instance of explicit
metafiction. Here, _Morag employs the same narrative form as Lalirence in The Diviners.
Morag commehts on'the préblems which she and her potential reader encounter with the form
of I:er creation’. Such comments a_lso appiy to the proble;ns encountered by Laurence and her
reader with The Diviners: "It is being written in the third person, but_from Lilac's point of
view, and as this is a limiied one, people have to. be communicated to the reader solely through
their words and acts which Lilac does not often understand"' (D, 184). This self-conscious
examination of the novel's form indicates "Laurence's concern with fiction about.fiction, with
the process and the purpose of its creation."*° It is one of the few_ instances in which 'Laure'nc_:e A
instructs th'e reader in the complexities of narratii/e form and how the discourse is t'o be
approached. Thus, the novel is, in a sense, metafictional, but his aspect of the narrative is not
an overriding COHCCI;I. Laurence does not follow the post-modernist tradition of exaglihing in

- {
great detail the narrative structure of her creation and the manner in which it sﬁould\be
explosed by the reader. Laurence's use of metafiction is relatively covert and her narrator, as
' 4 .
an artist figure, is self-conscious about her creative'position in the text without allowing this
self -consciousness to pervade all levels of the narrative in a self -conscious manner.

Morag's Spear of Innocence is the most extensively dis_cussed fictional creation in The
Diviners; it not only incorporates a concern with rrietafictiog, but explores _the ;elationship
betwéexi art and life. Morag has already add;essed the problem of ficﬁonal -reality.
Questioning the truth and ‘the validity of the existence of fictional reality, Morag acknowledged

that "fiction was more true than .féct. Or that fact was-in fact fiction" ':(D', 21). What
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rémains to be examined is the concept of life prophesying art or vice versa. Morag raises this

_question when she meets Fan'Brady. Lilac, ‘having gained her existence f rom the event$ of -
Morag's past, prophresi;es the existence of a person about- whom Morag knew nothing at the

time of Lilac's creation.
o ,

" Morag is fascinated. Does fiction prophesy life? Is she looking at Lilac
Stonehouse from Spear of Innocence? Fan Brady, though, hasn't got Lilac's
naiveté. Fan is tough in spirit, wiry and wary in the soul. She is not really like
Lilac at all, of course. She is almost the opposite. And yet, looking at Fan
now is almost like looking at some distorted and older but still recognizable
mirror-image of Lilac. There is a sense in which Fan Aas that same terrif ying
innocence, expressed in different ways. (D, 254)

A
1
k)

Not oﬁly has life given foim to art but art, in turn, appears to have given form to life. The
- fictional levels of reality thus serve to fuse the past and the future in the art of fiction. The
discovery of this interrelation of art and life prompts Morag to q’uestion the role of the artist

and the nature of his/her profession:

~
Later, upstairs, Morag thinks about Fan Brady. Lilac Stonehouse begins to
~look pretty pale stuff in comparison. Could you get Fan Brady down on
paper? Only an approximation. Even the name of the club, for heaven's sake.
"The Figleaf " is-much better than "Crowe's Cave. " And you think Fan Brady's
crazy? (D, 258) '

However, L,éuren'ce dbes 'manage to "get Fan Brady down on paper.". The comments Morag
makes alert the reader to the processes of fictional creation beyond Morag as artist. The reader
becomes aware of the statﬁs of the implied authoi as ap'artistv-on another narrative level. By
- incorporating varying levels of fictional reality into the novel's discourse, Laurence uses the
form <;f the novél to illustr;te the clbse r;eiationship between life and art and the curious nature
- _ .
of the artist's profession. ' -
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A further dimension of the fictional reality presented\‘in T he‘ Diviners is incorporated
extensively in the fictions (Morag's novels) within the fiction (Morag's autobiography) within
the fictional work as a whole (The Diviners). Asa novelist, Morag explores her past in each of
her fictional creations. As already stated, Spear of Innocence involves an examination of -
Morag s past experiences.in Manawaka, experiences which she had, up until that point, tried to
deny. Prospero s Child is a flctronal exammatlon of the break-up of Morag's marriage with
Brooke. Brooke is a very thinly disguised Prospero while Morag and Jules are cast as Mira and
Caliban-descendents of Prospero, Miranda and Caliban' from Shakespeare's pastoral
Lragi-comedy. Christie’s roie in Morag's past ie examined in her third novel, Jonah, in which
the protagonist is oresented as a prototype of Christie and Morag is his ungrateful daughter,
Cotal. And in Shadow o f Eden, Morag explores the myths and legends of her past and comes
to understand the mseparable status of fact and famasy History and legend become one in
Morag S fxctlonal reconstructrons of fictional representatrons of historical events Each_
fictional creation corresponds to a phase of deveIOpment in Morag's life and, in certain
: inst\ances, to phases in Laurence's life. | e |

As a forty-seven- year -old woman, Morag is- examrnrng these past fictions in a present
frcuon But existing m the novel ‘written by Laurence Morag is also examining elements of
existence srmrlar to her creator's so that Laurence, at times, appears as a novelist exarnining
aspects of her existenoe in a fiction which internally re-examines these elements. For example: "
in the narrative level of Morag's sec_ond novel, Prospero's Child, "Laurenc_:e is wriufngv fiction -~
about fiction: a novelist separated from her husband is writing about a novelist separated from
“her husbano who has written about a woman separaﬁng from her husband.".“ ThlS structure is
also implicit in Jonah, but the correspond.ence between art and iife is more spiritnaJ than literal;
that is, events are not exactlyv the same in the work as they are in life, but the quiddity of each

* character is drawn from individuals outside the fictional creation. As Kuropatwa notes,

Christie and Morag are personified by Jonah and Coral in this work but



characterization is not a matter of strict duplication from life; in the process of

transformation from life to literature, from the events of the past to the stories
of the present, Morag captures the essence of the characters in question and
their interplay. Jonah is created not in Christie's image but in his spirit, and
the same is true of the relationship of Morag and Coral.**
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Similarly, in The Diviners the artist is exploring autobiograbhic_al elements of her life in a work

that(is autobiographical in a spiritual rather than a litefal sense.* Laurence is quite- adamant

that the novel is not an autobiography but feels that the prbblem of such a label arises because,

as previously indicated, art is a product of life:

-2

...a lot of people tend to interpret everything that you write as totally
autobiographical and, of course, it isn't. The whole question of how fiction is
made of life is a subtle and difficult one and I think that what people don't
realise is that in many cases writers may be writing in'a way that. is sort of
spiritually autobiographical as, indeed The Diviners was for me. But the things
that actually happened to Morag did not happen to me. 1 think that it is
difficult for people to really grasp the fact that -there is such a thing as
fiction.** _ T ¢ .

There are no doubt great similarities between the author and her fictional protagonist and,

hence, many critics have refused to accept Laurence's affirmation that the novel is a totally

- fictitious compositiori.“ Margaret Atwood's article, "Face to Face,” probably contributed a

great deal to the critics' skepticism. In the article A_tWood illuminates the strong

‘ autobiographical elements in the novel by informing her reader that Laurence "will apologize

for anything, from the smoker's cough that sounds like the Springhill Mine Disaster [C.f . D,

173] to the. flourishing patch of weeds outside hgt cottage [c.f.. D, 45-46] to her erratic work .

habits y[c.f . D, 137}, but the aﬁologies are réally a way of wéming you not to bbther trying to

get her to do anything she doesn't want [c.f. D, 47]...." Atwood g&s on to explain that while

Laurence was in England she did

most of her writing in the summer in the small cabin on the shore of the
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Otonabee river which she bought four years ago [c.f. D, 337-38]. It's remote
enough so she can work undistubed, it's not in a city (cities make her nervous)
[c.f. D, 180], but it's close enough to other people so she doesn't feel too
isolated (wilderness makes her nervous also) [c.f. D, 286].¢

Having réhforced the sixﬁilarities between Laurence and her protagonistkin Tha Diviners,
Atwood proceeds to explain that only the "careless” would identify Laurence Qith Morag *
. However, similarities cannot be denied and Laurence herself draws attention to her affinity.
‘with the protagonist.¢* |

* Nevertheless, the novel is not autobiographical in the'same way as her earlier work, A4
.}ﬁrd in the House. In the ea‘rlier‘book,.characters and situations were drawn directly from

Laurence's childhood. Laurence identifies a number of the aqubiogiaphical elements in the

title story of this work:

"A Bird in the House" is a story which happens to be mainly autobiographical.

At sets down, in fictional form, the death of my father. It is one of a series of

short stories which I've written, all based on my childhood family and set in a -
".small prairie town similar to the one in which I grew up.” :

Laurence’is aware 'tﬁat\;his collection of short stories is’a'fic‘tibnal _’creation‘wililst being at the
same time; a form of ‘exorcism of her own_ypas;t: ;'I have saxd publicly Lhat\t'he stdries inr A Bird
in the Ho‘useb were based on rayself as a child and vmy childhood f, amify, but I. hava alwayé-added
that'they were also hfgh]y fictionalised as well."” The concept of fact and fiction intérminglirig
in narrative haé'been realised nc}t' _dnly' in these stories'.but also, in a less overt_manaer. in The
Diviﬁers. Like Iaureﬁce, the ﬁrotagonist of The Diviners is an artist and, as a result, the
identification between the tw6 is‘ extensive. .It is in kthisi 'manner tl_iat the protagonist of The |
Diviners injec;s'me wor‘k‘ with an autobiographical sfatus in a way si_milar' to A Bird.in 'the
House whilst being, at the same time, vastly different. |

‘Both works are autobiographical in térms of their "férm of éontent," ‘but the

autobiographical elements reside in different subcategories. Whereas in A4 Bird in the House the
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events are autobiographical, in The Diviners, it is the existents. Laurence calls this mode of

fiction "spiritual autobiography":

Of course people have asked me if it's [The Diviners] largely autobiographical, \
and of course it is not. It could be described probably as a kind of spiritual
autobiography. The things that happened to Morag in her life have not
happened to me. But in terms of her development, and her lifeview, in a
spiritual sense, the book is autobiographical.”

- Su.ch close identification between the ﬁbvelist and her fictional creation automatically gives rise
to questions concérning the communication processes of the noygl.. J ust as fiction becomes
Morag's personal truth, so the ictionalised projecn'on of the author of The “Di'viners becomes
the reader's‘.personal truth. The iniplied aufhor becomes a reality for the reader. The image of
tl;e .implied author gained from the narrative becorﬁes the embodiment of Laurence vthe
hovelist--the fiction "becomes -the personai fact. The comrx_mnicatibn pfocésses become
compréssed because, as Barry Cémeron states, "Althoﬁgh Morag is obviously not Laurenée. she

s, as a characterlwho isa novelisi, at least a syfnbolic surrogate of the author...."”* Laurence
ha;s indicated ‘that in her fiéﬁon', the distance between herself and-the implied author in the _

. work is negligible because she does not impose opinions contra;'y to her 6wn in her‘ fiction. She
believes that a writgr éhould be committéd to commén_icatiné his own ;;e'rsonal truths in f ictidn,

. . . <
not mutated, unrepresentative attitudes:

The greatest problem of all [when writing] is to try and tell enough of your own
truth from your own viewpoint, from your own eyes, to be able to go deeply -
enough....to be able to tell as much of that truth as you can bear to tell, and -
this is very hard.* It sounds easy just to tell the truth. There isn't anything
more difficult.”™ - * L : :

]

Laurence spurns the idea of presenting attitudes, attributable to a persona but not to herself, in
 fiction. Therefore, the values and attitudes attributed to the implied author can, in thé case of
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Laurence's work, be la_rgeI) ( not necessarily entirely) attribut‘ed to Laurence herself. That) is,
the novel's "substance of content” reflects not only the views of the 1mp11ed author, but those
of the author as well

The distance’ between Laureuce, ‘the self,-conscious author, and Morag, the
self -conscious narrator, is also rather small. Laurence intermingles fact and fiction in this .
‘.creation so that a good deal ot herself is worlred into the character of Morag. The creative
ideology with .which Laurence imbihes Morag is conrmensurate to Laurence's own creative
-ideology. In an interview ‘with Michael Fabre, Laurence alluded to the stm’iiariti_es between
herself and her protagonist in teli'rns of their artistic status: "...when I have Morag as a child
composing this poem [The Wise: Men), that is based on a memory 'which I have of ‘myseif as a
. child composing something similar to the poem:""* And throughout the novel, the reader is
,' aware, as a result of the numerous interviews Laurence has given, that . Morag s views clearly
parallel those of Margaret Laurence. In essence there is no contradrctron between Mﬂéoqrag s and' '
: Margaret Laurence s views of their common artrstrc ‘commitment."’¢ It is obvrously far too
srmpllstrc to state that Morag is, in essence, a fictional versron of Laurence rather, it would be
more accurate to descrrbe Morag as a fictional extension of Laurence's artistic self. Morag is

both a frctronal character i in her own nght and Laurence § artistic alter-ego.

*

In The D_iviners,~th’e communication processes, as outlined by Chatman in Story and
Discourse, har/e been consolidated. Although.Laurence ‘cannot be equated with either the
implied author, or the artist-narrator the distance between the thr‘ee is minimal; Laurence has
com;?ressed the transmission of the text to achieve a synthesrs of commumcatron The author,
the implied author and the narrator are drawn closely together The rmphed reader is

. responsible for a large proportion of the narrative creation which brings him much closer to the

narrative material and, consequently, to the aforementioned agents of communication. ' The

o
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distance between the author, implied author, narrator, implied reader and reader is minimised

to achieve an immediacy of presentation in the work.
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CONCLUSION

In Latin concludere means to "shut up.” Peace. Constriction. Guarded silence.!

If 1 have achieved one-thing in this work, I hope it is to validdte Davey's belief that
"ultimately, only the form of a wnter s work speaks to us."? The fi orm of Margaret Laurence s
_work does speak to us; in fact the ability of the dxscourse to communicate is such that this
thesis has only just begun to éxamine the structure of Laurence' s work. There are still' a great
many things that have been left unsaid. Ah analysis of the semiotic composition of the novel
was, for example, beyond the scope of this study. The nature of the narratee in the text has
‘yet to-recieve a detailed examination: can he be 1dent1f ied; if so, to what degree is he evoked;
what functron does he perform? There are many areas that still require attention and if
subJected to a structurahst analysis, these areas would yield a number of m31ghts into the
narratrve content of The Dzvmers Especrally informative would be a structuralrst analysis that -
treats the entire Manawaka series as a unified whole For example an examination c‘)f the
temporal relatrons b~ ween the works such as the occurrence of iterative frequency or w:
nature of proleptic sectrons would provrde an mterestmg research project io further our
| understandmg of Margaret Laurence s work.
Nevertheless, this thesisI has demonstrated" the rmponance of structural analysis to
- : N . :
literature. By adopting a structuralist approach 1 was able to explain‘a great deal of the "how"
of the narrative and; also, as a result the "what" of the narrative. The "what" was exammed‘ :
in a manner not possible when using a themauc approach The value of structurahst criticism
is realised in the nature of the conclusrons that can be drawn from this study. The conclusions.
. 3 =2 .
may not be definitive but they do, nevertheless, provide an increased understanding of both the

"how" and the "what" of the narrative. By conducting a detailed structuralist analysis of The
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Diviners, 1 haye shown how the communication processes are structured and how form defines

content.

Chatman's conception of the "whole communication situation” (SD, 15) is a critical -

construct that accommodates an analysis of discourse to further understand story. When
applied to individual works of narrative fiction, Chatman's conception of narrative provides a
sound .basis from which to analyse individual texts. Although the communication processes in
The Diviners conform to the description offered by Chatman, the structure of the narrative
creates a communication situation in which the distance between each construct in Chatman's
diagram is diminished. In Chapter Two my examination of narrative voice and point of view
showed that the narratrve srtuation in The Diviners created the paradox of immediacy and
Jdistance, and -also, the possrbilrty of unrehabrlrty I demonstrated ‘that the third person

narrattve voice achieved a drstancmg effect between the reader and the narrative content, while

- the "free” speech acts provided the 1llu510n of a predominantly first person narrative and closed '

the distance between the implied reader and the narrator. The novel's pomt of view presents a
~similar paradox. Tﬁroughout the narrative, the voice of the discourse belongs exclusively to
Morag. This creates'an intimacy between the implied Teader and the protagoni'st. However

the perspective is constantly vacrllatmg between -the young Morag and the older \Morag and a

degree of objectivity is achieved. The older Morag questions her younger self 1n\sections of -

interior monologue. These paradoxes force the implied reader to act as both partisan\and judge '

in the' narrative processes.' Also, the degree of unreliability in the narrative due to the
\
protagomst narrator requires the 1mp11ed reader to establish a. secret communion with: the
implied author to make sense of the story beyond the imm-~diate prelentation of story events
and existents in the narrative drscourse Thus the reader actively partrcipates in-the narrative

processes. The narcissistic nature of the narratrve increases this active role on the part of the

reader. AslI demonstrated in Chapter Four of this study, the novel's fascmatron with its own

means of creativity. and forms of expression, mvolves the reader in an examination of the

* nature of fictional creatrvrty The implied reader is jointly responsible for the success of the

[y



147
v

narrative he is .reading because he is "asked to participate in the creation of worlds and of
meaning through»langage."’ The narrative form requires the implied reader not only to
commune with the implied author, evaluate the judgements of the narrator, and participate in
the act of fictional creation, but also, such a form presents a close identification betuveen rthe :
first three features of Chatman's conception of the communication processes. The
unreliability of the author outlined in Chapter 'f'wo, was shown to be factual rather than
spirituel; that is, the narrator does not aduocate values and cultural expectations contrary to-the
novel's "substance of content.” Therefore, there is a c]osel communion between im.plied author
and narrator. .Also,- the element of_ "spiritual autobiography"” in the novel, as identified in
A*Chapter Four during an analysis of levels of fictional reality, ensures a high degree of
identification between author and narrator in the narrauve drscourse The net result is that the_ ‘
communication srtuauon is consohdated indicating Laurence s desire to produce a narratrvet
that possesses a sense of immediacy. Distances between author, implied author, narrator,
implied reader and reader are shortened so that each individual construct exists in close
~ proximity to its nelghbour Such a narratrve form provides an 1mmed1acy of perception for the

reader.

Each chapter in the .thesis illustrated the manner in which form defines content in The -
Diviners. In Chanter Two I showed that both narrativev'oice and point of 'view exist first and
foremost to define the character of Morag and the functioning of her consciousness. The third
person pronouns used by the narrator to describe herself defines that character's desire not only
to rationalise and objectify situations, but also to capture them ih narrati've form--in .an
autobiographyv. The nature of Morag's nersona.l psychological quest in the time prese'n‘t is
defmed by the formal features of narrative voice and pornt of view. By focusmg on the main
character, the narratrve form estabhshes the "frame": settmg for the novel' ‘Morag's
consciousness. Form defines both narratrve existents: character and setting. The Chapter

dealing w1th time demonstrates most clearly the manner in which the novel s - "form of

expression” functions to define the "form of content.” The order, frequency and duration of
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narrative events in the novel define both th¢ fictionél autobiography being written by Mbrag
and the theme of personal truth and the multifa;ious'nature time. For example,' the
chronological ordering of analeptic sequences and the durati\;e stylé of "scene" and "el}ipsis"
establishes the discourse's internal structure of a fictional autobiography. This narrative
content is further demarcafed by the narrative devices cxamined in Chapter l-[our. .’I’hgse
devices also define the th(;,matic concern of the relétionship between fiction and reality;
especially the "tales” in’_ the narrative, which are able to define conteﬁt because of the use of
iteratlive, frequency. . The inversion of tenses'.' and the occurrence of prolepsis \Elefines the .
psychological nature of time in which the past, present and future coexist on circular,
intertwining temporal planes.‘ The eitreme manifesta‘tidn of this 'phen‘omenon-'--cohtem being
défiﬁed by form--is evident in theipresentation of nérrativé self -conscioﬁsness in this work
The narcissistic nature of the narratlve discourse becomes thematised to provide Lhe narramve

interest of amsUC creation. Form ultimately functions to define content
N



NOTES . '

! Vincerit B. Leitch, Deconstructive Cfiticism: An Advanced Introductioh. (London:
Hutchinson & Co. (Publishers) Ltd., 1983), p. 253.
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! Da.vey, From There to Here, p. 10.

* Hutcheon, Narcissistic Narrative, p. 30. Emphasis mine.
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