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" pattern whlch depends on a’ contrast of two enviro

-~ - ' S
-

i

AT R
of the relationship:
. ‘ / ,

ﬁaétoralism is one of the possible_perceptio

betyeen man and nature. The de31re for simplicity

5

of ,complexity and ;hange is a universal feeling and serves as the 1mpulse ‘

*

behgnd pastoral literature. In this study, pastoralism is rega{dednas a
set of values~and ideas, an ideology or a view of life, presented
primarily through the 1mages and descriptions of technology and nature

bl . } . \

“that each author chooses.

For this thesxs I have chosen seven Canadian authors who have

written during the 1ast twenty—five years: they are Wayland Drew, Robert

Kroetsch, .Margaret ngood, Leo Simpson,. Mordecai Rlchler, Leonard Cohen,

&

and Alice Munro. Although therexare other wrlters who could have been

|
/

ichosen,*these seven prov1de a wlde variety oi reSponses to the subject of .

~

pastoralism and technology.

My aim has been to examine the fiction of these writers with an eye

_to thelr treatment‘tf landscape, the charactens and their activxtles, and

the- prevailing mood of\\vyﬁ’work, to see how the term "pastoral"\\ppif;s.

A

BY examlning the spec1fic technologies that each writer chooses, one can

“n

' see how far each adherés to or departs from the conyentional pastoral

nts of symbols—-one

(the one we are to favour) taken from nature to répresent one set of values

Pz

and ideas, and the other from technology to represent a contrasting sé% oy
. //z"7

Another patter:gzone suggested by Marshall McLuhan, that can perhaps be
called “modern pastoral" uses various technologles as symhols of both sets’

of values and ideas; the contrast is between old and new technologies and

iv

«

d stability in a time.;



. ' ‘w0 %/
the values and ideas that each\fepresents,~and the old is preferred. | 1?{

‘ |

,Drew's novel, ' The Wabeno Feast, is an example of simple oonvenL

i
o |
. tional pastoral, end all the othe: works chosen depart in minor or major

!

ways from the pestorel pattern. Drew tries to persuade the reader .to side

\

with nature against destructive Weséern technology. Kroetsch also seems‘tq'

favour the "natural® man over the "technological" man, but he is ‘a more } (

complex writer and is concerned with the process by which the raw: material
*{ » B . [
of 1ife is turned into~pastora1 literature. " Exen more than Kroetsch, ‘@

3 v

Atwood puts an lronic distance between herself and her materlal aéo demands

a recon51deratlon of the pastoral v1510n. Tending toward a conservatlve-

, R >
v1ewpo;nt, Slmpson examlnesgthe‘conflict between o0ld and new technologies
' ) »- e S

and the valués that are attributed to each. Richler points the direction °

~

,\

/
/

to the future of pastoral.in focusing on superseded technologies. in an
f urban setting. For CTohen, the ironic writer, allgpossibilities coexist on

\

aniequal footing, and synthesis rathei than a choice between technology_

but

and natu;e is the goal. ﬁMunrovuses potentielly pastoral ﬁeterie 2
because the mooc of her work is not nostalgic, some’ of her sto ies are
about pastore1ism without being pastoral..

o Examlnlngqfftorature w1th the conventlonal pastoral f
~etc. that’might S

A mlnd can help explaln certain events, symbols, characte

otherw1se remain obscure and can help develop new 1n519hts into the works

"

in question. And enlarging the meaning of "pastoral"fcan connect some
contemporary fiction’to_that written in the past, and can probably link
literature written in different places. Even if time and place are

.different, pastoral literatcre will have as a constant‘the,idea that & new
® ! : 4
- technology creates aeneW‘environment that turns the old environment into

.
.

pastoral art.



,;,}

ol

CPREFACE . « -+ « o = st v oot
WAYLAND DREW . . .€>VLW& e e e e e e e 2

ROBERT KROETSCH « « « « « = = +.° = R .\\\_;g\

MARGARET ATWOOD . « « « « = =+ = eg= = @ %" =0~ 94

CHAPTER IV: LEO SIMPSON . & o + = « =+ = = ® * ° S . . 150

CHAPTER V:  MORDECAI RICHLER . . - « - - - REUEURRS T3 8
CHAPTER VI “LEPNARD'COHEN“. ;”.'. LI 228
CHAPTER VII: ALICE MUNRO . . ,j. s e . . ... 263

?7//<ﬂEDNCLUSION ..

NOTES « « o + = & = = = o = = =+ = e e i e e e e e s 309

308 -

.
.
.
.
.
.
.
.
.
.
.
.
.
.
.
.
.
.
.

364

3
.
.
.
.
.
.
.
.
.
.
.
.
.
.
.
.
.
.

BIBLIOGRAPHY . |

vi



oo .~ PREFACE

i

“Env1ronments are not passive wrappings " writes Marshall McLuhan,
"but active prdieeses. . . . Each new technology creates an environ-

~ment that is itself regarded as coxrupt and degrading. Yet the new

one turns its predecessor into an art form.' ol It
completely accurate to call all past envlronments that have;been
converted into art torme:gggélgral" for the conversion may\be only
analagous to pastoral Nevertheless, "pastoral" may be a useful
term to apply to modern fiction that contains all or some of the
‘gxpected features of cla551cal or romantic past@ral2 and, above all,

exhibits a nostalgla for past technologles and environments that

>

have been turned into! an art form by new technology.v The complexlty

v
¢

of pastoral has been éoted’by many critics;3l and the addition of

@

- this concept which reiates pastoralisn{to technological change, while

doing nothing to sxmphlfy the term, does bring it up to date and

a

make it appllcable to Canadian fiction of the 1ast twenty-five years,

It is my lntentlonrln this thesis “to examine a numbef“cf recent
/ 5

works of Canadlan’flctlon in order to estaHllsh their main. features,

and to d1scover why they seem’ to- be, if not pastorals, related to

the éastoral mode. Other writers could be included in a study of

pastoralism and.technology in recent Canadian fiction, but I found

that the seven writers I have chosen have a sufficiently wide variety

. . . 4
of responses to the topic.



CHAPTER I
WAYLAND DREW .7 -

Wwayland Drew's fiction shows how important it is to
recognize the technological horizon that separates new technology

and the older environment which is transformed into an art form by

'

that new technology. In The Wabeno Feast the new techhology,is.
that of nineteenth—century%industrial mechanization as it extends

into the twentieth century. In this novel the main characters try
’ - ., .

to escape from such anw§ndusﬁria1 society into a vaguely defined

pastoral environment. Drew uses modern technology to criticize

modern values: past tgchnology and its attendant values are seen

}

as morally superior. Hence, this pastoral is critical of modern

2

society, but because it lacks satire and. irony and depends totally
on a hostility toward mechanization that may be shared by the

reader, it has only a conventional force. In "Wood", in contrast,

the protagonist can be judged weak and insufficient because of his
. . Lt .

excessive nostélgia for past/ technology. In this case the chainsaw

has turned its ?redeceséor and the environment of that older

technology, the crosscut saw, ointo pastoral which can be seen as-

) both appealinqﬁg:?,dEEtructive.
2 ¢ . m
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1.1 wayland D:l presents some compelling propaganda against new
(that is, nineteenth-céntury mechanistic) technology and for conservation

and romantic pastoralism. His cqgwersion into art of an old environment

with its outmoded technologies takes the form of a diary which has survived
the death of an eightnnth-century fur company factor in northern Ontarilo.
hhis man, Drummond ‘MacKay, is a civilized Buropean--and a capitalist,
limperialist exploiter who scorns Indian technology and values but admires
)the wabeno, the symbol of technological destruction, with whom he identifies.

The Wabeno Feast by Wayland Drew is a "doomsday" novel about the-

death of North American civilization iu'!:; very near future, It is the

most negative of all the novels dealt with here and does not offer even a

modicum of hope for the inhabitants of our continent. Drew tries to warn
us against continuing our technological exploitation of nature and

recommends that we choose a‘p6licy of "radical restraint” in regard to

. nature. Otherwise the outlook for survival on a national, cantinental,

- and perhaps world, scale is totally bleak. Néglecting the fact that

- 1

electronic technology is now ‘the new technology, Drew appearsnto be totally
terrified of modern or "new" techhology, which is what he calls mechanistic
technology, and has his ﬁfotagoﬁists escape to an older, wilderness
environment. ~"Techpological horizon"vis a usgful‘term to describe the
imaginary line separating a past environment and new technology, and in-
Dregfé work the technological hori onfgfots in the pas¥. The Wabeno Feast

| - .
shows many instances of nostalgia” for past technologies, in this case

technologies of the North American Indian, and its pessimism results from
the fact that the time has long goné when the European invader could have
.chosen such technologies as an alternative to his own. It is this nostalgia

for past technologies and a past environment that makes the noVel‘pastoral.

Because of Drew's narrative technique, The Wabeno Feast appears to
be moréxﬁifficult and complex than it really is. But because the characteIS'J
and situations are viewed from the outside, the reader has little trouble

finding what "the truth" is within the context of the novel, a problem



v

which besets readers of Surfacing and Gone Indian, to give two examples.

Drew's novel is ba-icallf rather oompcllinq propaqindl for conservation,
a warnlnq to the reader to heed the grim lonnonl of tno distant palr and
the recent past, a tast attempt to have us change our attitudes, and
resulting actions, toward nature and teohnology.. He does this by pralenting
us with two stories, one of them divided into past and present time, the
other completely in the distant past. In the present Paul and Liv Henry

are fleeing Toronto for life (or death) in the wilderness north of Lake
Superior. As they proceed by oanoe they meet many of the people Paul has
known in his life. Alternating wi;h’this action in the preéent are

chapters about the recent past (since World War II) which give Paul's
background and, to a lesser extent, the background of his three best friends,
all of whom have come to Toronto from Sable Creek, a pulp and paper town

in northern dntario. The second story takes the form of Drummond MacKay's
journal which Paul reads in the evenings, as he'would read a novel, as he
~and his wife paddle into the interior of the continent retracing the

voyage that MacKay made almost two hundred Years before.

It is this journdl--a parable about the beginning of the conflict -
between nature and technology in Cdnada, tween the Ind;én's way of lire
and tne white man's~-that presents the' core of Drew's concern for ecology
and conseryation and his analysis of,tne reasons for western civilization
v "going bad." He uses one person, Drummond MacKay, to present his case
agalnstzieason and c1v111zat10n and for 51mple romantic pastorallsm by
hav1ng MacKay meet ‘and live with Indians and in this way points out to us
tne shortcomin;s.indeed the pernicious effects, of European civilization.

MacKay is a young Scot who comes to Canaddfto‘get away from the

"misfortunes of the past year" and become the factor at the Frog Lake post

*



north of Lake upotio‘i.z He is a keen observer, but he sees what he is
prepared to spe. He has an eye for natural resources: he notices that
there is "mufh fine timber” on the shores of the St. Lawrence ready to be
exploited by the Europeans who come to Cnnndn (p: 19). As a contrnt.lto
the Indian /camps are the settlements of the white man, an admiribla attempt
to mintai\/‘(*civuization in the wilderness, MacKay thinks:
o
The settlements are rude indeed and’ their grasp on the
landscape tenuous, although the inhabitants make a brave
! fron® with whitewash and announce thereby that their
v dwellings are separate from the surzounging wilderness,
! and that they intend to keep them so. Such fortitude is \
heartening, and a contrast to the anonymity of the
savages. (p. 19) C
‘European civilization encourages the separation of man from nature; to be \
civilized is to stop seeing oneself as one among many animals, all of whom
have an equal right to live. Such an attitude is necessary for the
successful exploitation of resources, be they animal, vegetable, or f
mineral. Rather than being content to recogni;b himself as an anonymous
member of the group as the Indian does, such an exploiter emphasizes his
distinctive individuality. : Y -
" At heart MacKay is an imperialist. He looks with disfavour oﬁ the
northmen who transport him by canoce from Sault Ste. Marie because they
"have largely forsaken the culture of their birth . . . Several, I am told,
have descended almost to the level of the savages; indeed, most have

} .

adopted the dress of the country and have allowed their hair to grow long”

7). MacKay, of course, manages, although with difficulty, to keep
himself clean and neat for the whole trip and cannot see that to adapt to
the country and the manners of the native people of Canada can be a positive

act. To preserve a foreign culture might be seen as admirable in soﬁe .

contexts by those with a garrison mentality, but in ‘the context of this



novel it is a negative imperialistic act. At ro point does Mackay want
& L]

to be like the Indians or live as they d4o. He has heard that Indians are
"an inferior b:cod and corrupt beyond redemption ™ (p. 19). They are .
definitedy not noble savages:

{f the "noble savage"™ is not mere phantasy he does not

exist on this continent, and.{t is ssall wonder that these

have so casily been overwhelmed by our superior planning,

determination, and execution whenever it has been necessdry
to take arms against them. (p. 54)

kS
Ii seems that MacKay thinks ;hat Indians are weak and inferior "by nature”
‘and that the infl;cnce of the white man has nothing to do with their
state. But Indians right from the beginning of their contact with
' Europeans were put down by superior technology (that is, superior in strength
and‘destructiva effect). MacKay has not seen these people before ;he
ad%gnt of European technology so his views are not reliaSle. He expects
that they should have bee; "elevated from prolonged qontact with
Europeans”" anpd blames the Indians because they haven't been (p. 54).
Another time he comments that Indians "are placid creatures, drawn
irresistably [irresistibly] to our panoply and superior utensils”™ (p. 159).
These people, however, had no need of these‘“supetidr utensils" before the
whi;;)man came and created that need. There is food in plenty on land and
water, but the Eurcpean comes and creatés false needs in the Indian. The,
phrase "our goods" i; ironiC'becausé these European articles prGVe to be
bad for the Indian and destroy his way éf life (p. 162). 1In addition,

two of the "gifts" the white man brings are smallpox angd cholera, two

diseases to which the Indians have no, resistance, and the medical

technology needed to‘relievesuffering is not available. : Q

4

At one point in his journey to his post MacKay sees, with the aid
) .

of his simple telescope, a grpup of Indians who are different from all

N
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others that he has encountered so far. He is impressed by. "a tautness

. v P
&, . 4 -

and prec1316n in allgnment“ of thelr canoes on the’ beach and by the
' i

symmetry of the arrangeme t of thelr tents (p 82). These outward marks

Y

of c1v1lrzatlon" are exactly the kind that would lmpress a man who holds

A

the v1ews _that MacKay has. The second thlng that he notlces 1s the strange
cry coming from the Indlan camp-—a cry nelther of pleasure nor of agony
and yet of both,f "1ong pallld and futlle howl" quite different from the
1mpression left by GustaVe s death-defylng end (P. 82). Then he sees that

these Indlans "bore an amblvalent pallor," that they have skin "not unllke

°

" the skln of a drowned man' (P-w83r‘P- 85). They are tall .and thln and

wear pale-coloured clothes and have thelr arms covered w1th)greased ochre.

,‘."

,Also, they have an "alertness and ant1c1patlon not seen in other Indians
{p. 86),. One_of the voyageurs in MacKay's coﬁbany who has lived- among the

Indians explains that- these particular Indlans are wabenos. .A wabeno

.would use any means to cure disease or to quench an unrequited
love, and those who placed themselves in his influerce and
used his potions on themselves or on others must submit
entirely their will to his . . . It was good, he added, that
the. power of the wabeno had declined, and that such sorceries
as he practised so as to conjure an overturn of nature grew
less common as the Company's influence spread. (p. 84)

—y

What happens is that the white wabeno supplants the Indian wabeno. The
magic of the wabeno which is used to overturn nature is much like the
technology of the whlte man who also endeavours to overturn nature. The

"voyageur- translator does Aot see- that the white man's "magic" is (and

‘u»

will’ ‘become 1ncrea51ngly) .pernicious too, and it is the twentleth-century

~sections of the novel that“provide the reader with that perspective.

The wabenos are associated with firé, the promethean element that

—is-essential to modern techhology:~ They call it into belng, worship it,

and‘are probafl5 consuled by it. . Thelr cooklng fire is twenty feet high,
, e :

[

) (_‘)
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!
"a conflagration,' whlch gets larger as they dance around 1t in such a way

"as if they themselves had been spltted into place for roastf/g " (p. 87).
Their faceés show "mingled pain and'pleasure" as they dance;[andyMacKay

remarks upon their fortitude:
Y . o - .
The cause of-their colour thus becamewapparent--ash—white
-from the scars of burns, and . . . I saw that in some cases
their very manhoods had been seared away.
This revelation, more than any other, touched me to the
roots of my being. . . . .[I] was left to conclude that the ,
intensityof this playful competition led some to that ultlmate
test, whereby manhood itself was ‘sacrificed; but to what end,
or to what god or goddess, that I could not tell. (p. 87): '

It 1s strange that MacKay of all people should be appalled by this
sacrifice of manhood to a "greater’end“ because he himself is Wllling to-
give up everythlng for the good of the Company. Although ‘it is not clear
to MacKay, 1t is clear to ‘the reader that the wabenos' destructive act‘is
a snbstitute for or,a denial of sex. They end thelr:feasting and dancing'
by burning the whole island in "a general consummatlon " (p. 88). : J?
AIn'this way MacKay-is like{a wabeno: he represses the pa551on/1n
his nature and condemns all others for not d01ng the same. - He has the
same feelings of dlsgust toward people that Gulllver had ofice he 1dentif1ed

hlmself with the Houyhnhmns. oOne example is MacKay's

ttltude toward the
captaln oflthe boat to Montreal, who was a sensual fellow: "I took the
adv1ce of Antoninus and thought what reVoltlng creatures men are in eatlng,
sleeplng, sexual 1ntercourse, and all the other operataons of nature"

(P. 21). He describes the df&nken voyageurs as though they were Yahoos
each one is "a bladder of venery . ; . salacious - .‘promiscuous .v. .
‘indiscriminate, licentious andvmanton" (p.. 51). They are "dull fellows,"
strong as percherons, and no more to him than "whlte apes" or beasts of

burden (p. 109). Their lust and violence at the Grand Portage fort repels

MacKay, and he exclaims: ™"was this, then, the: lot of man in this new

-
o
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world, to hurl upen it the vices of the capitals, by moonlight:‘in a
raw.and bestial manner? . . .. Is this the end of all his\jqurneys, tol
couple in a brooding wilderness?" (p.”liZL Although he is drawn to wild,

romantic scenery--waterfalls, cliffs and storms-~he finds pass&onate

extremes.in human behaviourﬂoffehsive and even evil. It seems that he
. ‘ ; _

has naively ‘expected that man in the. wrlé would be more .rational and

morally better, that 1s, less lustful vioient.

1.2 8 The image of the frog represents the irrational in human nature,

all aspacts of which MacKay wants to .deny in favour of reason because '

the rational and the technalogical, which go hand-in-hand here, form the

basis of civilization as he sees it. The contrast of . Mackay with

Gustave, the "natural" man, gives emphasis to this idea. Elborn is

presented as the embodiment of MacKay's irrational self, everything that

is "natural"” and Bateful to MacKay and, thus, must be denied or destroyed.

'However,'there is no getting away from the dark, passionate side

of human nature and retreating into a belief in reason, and Drew provides

Il

two separate ways to emphasize his point: through the device of the frog
"~ and through "the character of Elborn. MagKay's opposition to the "natural"

part of man is shown by Drew's use of the frog as the lmage for the animal

in man. MacKay s end destination is Lake Nibbeké Omuhkukke whlch the
English call Frog Lake. The canoe that transports MacKay from Montreal
to Sault Ste} Marie has‘"a‘strange donfiguration in alizarqn red, like the

impress of a frog's foot" which is a.symbol that has religious significance

o

7 among certain tndian ‘tribes, he is told (p- 23).'The wendigo, a fearful

mythieal creature, is said to have frog-like eyes. Gustave, the sternsman

of one of the_canoes, seems to MacKay to be disgusting, "monstrous and

frog-like"rbecause he values the physical pleasures of life (p. 53L

_Gustave seems aware of MacKay's narrow view of humanity as rational:

I gazed upon hlm from a height,; as one might upon a frog in the
water of a well. . Indeed, with his pinched face and crooked
11mbs he was closer in form to a frog than to a man, and yet at
the moment I perceived this SLmllarlty he said, as if to deny my
thought, "Moi, je suis un homme!" (p. 51)

&
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At Grand Portage fort MacKay gets very angry when Duff jokes and says- that

MacKay has killed a. natlve woman because she wouldn t glve 1n to his

sexual demands. On this dead woman he has seen "an insignia in dark red,
painted in the center of her brow . . . It was in size and shape similar C
to the impress of a small'frog's foot" (p. 115). The other women Of

Miskobenasa's tribe, to which this woman belonged, don't wear this insignia
' L ! N -

t

so perhaps she is a kind of emissary\we%coming MacKay as he goes further

" | ‘ :
into the continent and further into knowledge of himself. Passion can lead
to death as in the case of this woman, Hot it can also lead to artistic

creation. When MacKay meets Miskobenasa's mother, she tells him about her

/

Vartlst ‘husband who "had mlxed the red blood -of rock w1th 0il’ and drawn a

new figqure besidevthe medicine frog of his vision' (p. 222) Obviously

-
i

his artiStic creation has a sexual basis because he had received this
vision on their first night together.

MacKay has no lnterest 1n women; he says "the Company was.now -
my_sole enterprise" (p. 54).' ‘Like a monk, he subllmates all of his energy
into one channel. His determination to achreve success in fur-tradiho is
clearly a compensatioh for his disappointment in love.‘ When Shong@ashe
offers hishyoung daughter'to MacKay as a gift and commentsAthat "it was in

E

_ ho yay natural . . for a man in the prime of heaith and youth so to

deprive himself of women~ as I had done," MacKay is' tempted to accept h

for business and probably personal ﬁeasons too, but he refuses(p 187).

©

In the outburst that follows he lnvelghs against passion, the anlmai side
. / !

of man:
I will not risk the intimacy! It is a danger to all men and a .
peril well avoided. This lesson I have learned once so well

_ that T have no need of a second teaching, for to.abandon the
bastion of mind and give oneself to the flesh is to venture
unarmed and vulnerable into unknown country where enemies lie
ready with knives and arrows. It is to- admlt oneself an an1ma1,
nothing more. (p. 188) .

°
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_Then he finally reveals what might be.the source of his ultra-rationalist
4 . . ] ' f‘ ‘ ' "o i ‘ L
position and his denigration of sex: before coming to Canada he was

rejected by a woman, Kathleen, after shethad encouraged him in his suit
\\

However, MacKay must finally @dmit his sexualfnature, one that he
has in common with other men: "I was a man, and there was nature in me

, . . .
‘as in the others alsol"'(p. 237) In a total reversal from his previous

{p. 188).

’ pOSltlon MacKay declares after his first nlght with the Indian woman that
f he "cared no more for the Company and all of its affairs than a gliding
fish cares for air" (p 238) -This striking image suggests yery clearly

 that success in. business enterprise dependsjon sexual repression, and if .

the businéss eﬁterprise (the fur—trade in this case) can be seen as a

pRY1

mlcrocosm of the larger capltallst\lmperlallst entures that areﬁa~vital

part of European c1v1112at10n ‘with 1\§\sophlst1 ated technologles, then .

the whole of western civilization depends on\sexual repression--that ;s

stance illuminating

if the case of Drummond MacKay‘can be-.seen as one i

the whole rather than an 1solated, 1dlosyncrat1c example.

'For success 1n bu51ness not only must sexual desire be re ressed,

Ld

but even natural curiosity must be denied. For instance, MacKay's S

— 5

curiosity must be disguised as pragmatism in-order for him to justify
Yg01ng with Elborn to see the wabeno feast (p 84) . Because he believes
that Company offlcers should be dlgnlfled at all tlmes, he suppresses the

‘ desire to join in the voyageurs' chant as they enter Grand Portage (p. 109).

'He has quit the chusch and scorns the sailors who pray and the voyageurs

»

'_who scatter tobacco on the water and get a priest's blessing before they

leave Montreal._ However, his attacks of fever, headaches, and dysentery

are a slgn that he cannot ratlonally control all aspects of .his own life;
S :
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“and his gradually more\hua!EE"?Eﬁﬁonses to suffering are not stoical and

.

rational. Gustave s drowning leaves ‘him depressed, and he tries to

.
| .

comfort a weeping ‘Indian boy at Grand Portage even though he realizes

-
-v

‘that to show feeling harms "business"” and that his concern for the?child

has weakened his. pOSition in the eyes of the Company (P- 144) On the
whole, though, he remains: "buSiness—like“ .and detached from the actiVities
‘around him, and his telescope makes ‘it pOSSlble for him to watch’ at a

distance and record what he sees. : . , R

Gustave, for instanée, would never make a successful businessman.
\
When he cal%s MacKay "my young bourgeois,” the class baSis of the difference '

7

in their attitudes to life is eVident (p 53) Ma€Kay has’ the perfect

H
(20
\

: \
temperament tO\s:come a successful member of the bourgeOiSiev he is rational

stoical, sober,“epresses passion and stresses indiViduality; Gﬁstave, on

b
i

, i
the other hand,tkives for the moment with good humour and enjoyment in the

midst of tribulati'nu “He believes that’ man needs tolerance, not rigidatz-—

4,4,

community of spirit,\not excessive individuality. ‘self-sufficiency is nota_

possible to frail man,".and his death is proof. Gustave S

had endeavoured to save those of 'his companions who had grasped
f the gunwales PR When the last had gone he rose erect in what
had become ‘a mere- sinking piece of flotsam, raised both his fists
and head to the howling sky, .and suspended in that attitude, sank
from sight. (pp. 80-81) . ‘ s

o i

Two canoes of men risk life to search for survivors and podies of the dead.'
Such a gesture of self—sacrifice and. love is lost onfMacKay. Although he
says, "I watched the‘woeful drama out," his basic attitude‘to life and
~death precludes the concept of tragedy or "woeful drama" (p. 81). Heialso
rejects laughter, danCing, drinking, and love—making as ways of coping With

"the darkness which stretched‘forever"—~meaning both the geographical and ,'

eschatological darkness,'the frightening wilderness around them and the

7



,uses to bring to our attention e fact that

N , LN @
Elborn. (Hellborn?) is Macxay s companion in his v yage to the’ New Werd ‘

and into the interior of the contlnent If, in tqe form of a quotation
) ’C)
fbr every occas;on, Aurelius is Macxay g rationallself, Elbbrn “Can. be seen

w
o

‘as his irrational self.: We are told that the two men are exactly the same

©

age and have had the same schoollng (p. 191) Elborn seems to know Macxgy s

% K

}ﬂlnner thoughts, taunts h1m later about the blonde Indian woman, and»ls

a sure test to "see what [MacKay s] 1mped1ments are"'(p 20) MacKay's

ever present. His first appearance 1s as a dlsembodied v01ce~ MacKaf says
as he Walks the deck durlng ‘an Atlantlc storm "challenglng the gale "I

heard the voice of Elborn, falnt and crylng llke a gull. 'Come back, MacKay!j

Have you gone. mad?'" (p. 18). If Elborn represents the forces of passion

¥

and nature within MacKay, he-would be concerned w1th sav1ng_MacKay's

physical self at this point. Elhgrn s v010e is faint here because MacKay s

‘st01cal mind 1s so much in command, but it gets louder as MacKay loses

confidence and becomes doubtful about the strength and rightness of reason. )

Elborn compares thelr voyage down the St. Lawrence to going into a vortex

o

of darkneSs, "downward voyage"—-perhaps another voyage 1nto another

"heart of darkness" both internal and external: (p 18) - The wilderness is

» N

]
V1ew, on the contrary, is that it is an "ugward progress, agalnst both

current and wlnd" (p. 19) In man's struggle agalnst the hazards of néture,
both 1nternal and external, it is 1mportant to MacKay that he win.

MacKay wants at all COStS to separate hlmself from Elborn once they

land in Canada but can' t, and they end up at ‘the same tradlng post.

)
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Everything about Elbogn is objectionab#e to MacKay, especially his cynical

laugh. His presencefié "an oppression“ on MacKay's spirits, and he is
‘cdmpared.fb "a malignant tumour" (bf 55, p. 233). ‘Aitﬁough MAcKay has

‘ never'mentioned.oné‘;rong thing that Elborn has done, he’says, "I regard you
‘as-a COnniQinq and unprinéipléd ﬁanf énd”gon;idér”ygur inflﬁencé

pernticious" - (p. -190) . .This remark makes. sense only if MacKay is projecting,l
hig own évilkand madness into a being of his own creation, as when Méqxay%”_,
comhgntS'pqranbically that éhe‘[‘lborn] appeafs to desire vi;lence!""(p. 233),
Whateverlfeeliﬁgg or human characte?istics MacKay discounts aﬁvany moment
seeﬁ to be projected into Elborn. -When‘oné cénoé bf men, including Gustave,
is swamped, 511 the men with the exception of.Elborn‘ére depressed (p. 81).
When - MacKay §werves from strict rationaliﬁy and begins to show feeling for
people and ¢oncé£n for justige, Elborn mocks”h§m: ‘“Are §ou fofgetting

tﬁat your ;uqcessvwill be measuied‘in furs,‘and in furs only? . . - Let me
remind you ofAntoninus,my dear MécKa§: Abclear mind, a clear résélve, ané

no watery affectioq;;o trouble eifherl“A(p. 116). Obviously MacKay does feel

' im ] : .
that there is something more important than collecting furs for the Company,
> .

. but he cannot admit this tqvhimself.w For instance, he is extremely angry

. , . .
when Elborn remarks upon MacKay's deviation from principle when he 1abourg? ’

for three days and nights to sé?e a sick Indian child, a girl who will never
'Qrow up to be a hﬁnter of fur-bearing animals (p. 187).

On the other hand, Eiﬁprn often serves as the embodiment of

17

conscience and good sense. When MacKay demands that Elborn "give his heart™
to the .endeavours of the Company, Elborn admits that he, liké MacKay, can
never quit being in the service of the gompany because of their ‘common

schooling (that is, because of their conditioning in the,values of their-

societytof which the Company is.a microcosm); even if he were to join the



15 0

s b ' ' ' C
dIndians, he would inevitably "sprea‘ our foolishness like a pestilence among
vthem, and so remaln in the Company S service" (p. 191). There are only

two ways out of this service, Elborn says- death and laughter. He has

chosen the latter.\ He thlnks the idea of*success,is absurd, lacks belief

in the goals of the Company (and pexhaps in western civilization as a whole),
and knows the 1mplications of what he is doing MacKay wr;l not laugh because
he thinks it irresponsible and undignffied, and by fmplication-he has chosen

* death in‘not choosing laughter. According to Elborn) MacKay, who does
believe in the Company, is more dangerous: ", . | mequ;o belieye that they

*

must helieve;'yod will always be successful, and your success wi%} prove
. @

disastrous R because you must believe you are in control. And you cannot
stop. .. . I know you, and alas, I am part of you" (p. 192);

MacKay regards.Elborn as "out of rhythm" with the aims of the
Company and is determined to have him removed. Four times MacKay asks that
(Elborn.be removed from!the post, but his requests are ignored. Flnally on
"May 13 he gets a letter from Grand ;ortage asking hlm to journey there to
'talk _of 2 Mr. Elborn" (p. 235). Thls .letter makes it seem that Elborn is
no more than MacKay's "shadow" or "double" and has no ex18tence in himself.
Duff would assume that MacKay is mad Qhen’he’fe¥ers to a non-existent person,
at flrst MacKay could be ignored, -but once the‘madneSS is seen to contlnue,
he would have to be removed from hls post. MacKay must recognize this; and
when he reads from Aurelius the last night at: Frog Lake, he sees the words;
"You are#cast aside,,away from the natural nnity. Nature made you a part,
and you have cut yourselfvoff.,.. . You may unlte yourself once more" and
. leaves out of account the fact that this is an exhortatijion "to acquiesce

to fate” (pQ 235), He takes a few belongings and tools and escapes‘into the

fog to join the woman in Miskobenasa's camp. He has realized that it is he

-y -
i,
-
o
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wﬂSJis "out of rhythm"” with life. | |
 Miskobenasa's'mother tells MacKay to choose an Indian woman to
live witﬁv“and rid ygg}self of shadows" (p. 221). And ;n fact when he
does this; Elborn vanishes from his 1life forlthe time bg}ng. At first he
- is still haunted by Elborn and is sure that Elborn.has followed him so that
he c$nnot be alone with the woman. If it is true that Elborn is indeed -
part of MacKay, hé’can never be banished. ﬁowever, while the‘Indian womani:
stays with MacKay, the passionate side of his life is fulfilled and Elborn
is quiet and invisible; but once sh;'leaveé, Elborn surfaces agaiﬁ‘and
mocks MacKay's efforts to live by himself in the wilderness apaft from the

3

woman. Elborn is the passionate side of MacKay and exists and reappears

Y

only when MacKay denies that péssion is an essential element in man, that
man is an animal. MacKay woﬁld iiﬁe to forget this and pretend that man is
cémpletely rational, but Elborn worni't let him; ﬁe won't let MacKay forget
that he "once entered a labyrinth;of your owﬁ devising, and thaﬁ the woman
on whom you Felied:betrayed youvand left you to claw your way in dagkness"
(p. 264); Whét Elbérn says here could applf to both Kathleen and the Indian

* woman. MacKay has been left alone for the second time, and for the second
. : .

time he vows never to succumb to passion,agaih but ratheér to be rational
and,;elf—sufficient. However, as long.as he lives, Elborn will also exist;'
and when MécKay shdots/Elborn as he*lies sleeﬁing, MacKayiactualiy shoots
h;mself (p. 266). B ”

1.3 MacKay must choose »étween the contrasting values and technologies
of the North Amgrican Indian, who lives in a past or passing environment,
and his own, which have been brought from Europe. He does not want to make
such a choice and decides instead to use western technology and values to
"jimprove” upon Indian civilization and create for himself "a middle ground ,"
a pastoral world of the type favoured by the eighteenth-century English
gentleman. His failure to establish "a middle ground," however, might
indicate that all such gfférts outside of imagination or art are doomed

to fail. ‘ ‘

In their last conversation Elborn's most painful taunt is that

i
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MacKay has been unable‘to choose betweeq the Company and the Indians aﬁd ,

v

has been left alone'with‘nothing; This is the state to which he has beép
. s 3

: . . , A
reduced in his attempt to make for himself "a middle way" between Ejfopeah

civilization and the civilization of the North American Indian. Thé choicéa
. ' - . T N \
MacKay has been unable to make hinges on the technologies of the two

civilizations and the values that afe a part of them. The difference in

- attitude toward tedhnologj\that the Indian and the European have is summed
up in the,inéide;t whereShongwaSherthe‘local chieffahlat Frdg Lake, and
MacKay exchange gifts. Shongwashe's gift i§ a canoe: "I give you this
canoe, believing it‘will teach fou to know our country,® he says (p. 161).

MacKay gives the chief a gun and powder: "I told him that these were

»

intended to help him make better use of his country .so that we could know
A
prosperity together" (p. 161). The essential difference between the gifts

and between the givers jis summed up in the words "know" andv"use": to the

European, knowledge without use is frivolous, and use implies exploitation

0 - . 7 ‘ ) ' .
of. everything in one's environment for one's own benefit; for the Indian

knowledge is enough.' ' . " \

Miskobenasa's tribe is'differént’from Shonqwazhe's pégple, who

" depend on the fur trade and live arohnd the\pdst at Frog Lake, and from the

e z . . ,
wabenos. Maybe all Indians were like Miskobenasa's tiribe before the white
man came. MacKay sees that Miskobenasa's people are rFserVed and dignified

and do not fawn upon the whites. All the gifts that MpcKay has sent them

are xeturned untouched because ffriendship'is not purchased" (p. 193).

Many of these Indians are scarred by émallpox, and per%aps they keep apart -

: ' _ E s
from the white man because they believe that his trade articles are infected:

2

Miskobenasa accuses MacKay of trading in death, of hav%ng'evil intentions

A -

£}

without knowing it, of disquising them as peace and goddness. To_MacKay
. S : o ,

H
i
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he says, "I cannot stop you from walking upon the earth, foszhe receives
all men," but rejects all Europ"ean technology (p. 194). His peopl; use ,~
wooden or leather containers, not iron pots; they wear leather and fur B
clothes sewn~with'i bone needle instead of clothes made from English wool
séwn with a steel needlez they use flint knivteand spoons iha utensils
made of horn'ér wood. . i

- The Indians do not lack technology. They have their own which
serves their purposes, butrMacKay thinks that the"Indian technology shogld
be "improved" or Europeanized anéﬁ:?eir life of subsistence made stablémand"
comfortable. At one point Miskobenasa bares his chest and shows hié scars.
Arrows are one of the most important of Indlan technologies, and what the
chief says about them could be applied to other technologies of the1rs-
"An arrowhead . . . does not4understand the use for which it is intended.
. But when it has imbedded itseig, then the body will absorb it if it must,

and find the means to carry it" (p. 219). He could paQe added that if the

! .

. r - ’ o
body cannot absorb the arrowhead: death occurs; the body can absorb only so

much before it is utterly overwhelmed. Perhaps he is too polite to say

o

this. But it is true that the technological devices have no understanding
of thelr 1ntended use. They themselves are neither good nor bad; it is

. their use by man that determines their beneficial or harmful effect.

4

In his conversations with Miskobenasa, MacKay admits that \his
greatest fear are of dishonour and failure rather than of death. To

Miskobenasa it|is all the same. He insists that MacKay's greatest fear -

A
- o

is the fear of \cieath:

I see that you are mad, and will strive to escape your
death eve for a little time, and that you will cause
the death Bf others, and of the birds of the air and the
creatures of the earth, and even of the earth itself,
which you will lay waste to keep at bay your fear of .
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. death. You are all wabenos, you whites, maddened by’
fires. You flee the enemy within, and fleeing, burn
the plains and woodlands. I fear you more than death
itself. I fear for my land when you walk upon it, and
for the creatures when you cast your eyes upon them.
(p. 218)

To prolong his own life the white man is willing to destroy other life,
and with his highly developed technologiesmhe is able to do this.

Miskobenasa claims that the thite man even smells ot death, or perhaps

-

. more accurately, ot the fear of death. When MacKay\denies this :and says,
"I smell of the Comgnny and its goods," Miskobenasa's son-in-law shouts

angrily, "It is the same thing!"™ (p. 218). The Company and its goods are

¥

the white man's way of outﬁitting death‘for.the time being, of erecting

honour and success as the ultimate goals of the good life. For the

»

IndiaE3 the Company and its goods signify the death of their way of life.
The’éu¢cgss of the Company depends on the rape of thé wilderness,
. and people with the attitudes and values of MacKay are essential to ensure

- that success. MacKay voices the Company policy when he says, "I am

v

resolved that.there is no beaver in the land but shall leave his hide“in

‘my store-room!" (p. %59). Thus,’ the goal of his "journey in" is beavet:
. » \ .

: ]

"So I have narrowed down my purpose, and beaver are c¢nstant1y in my

thoughts ) (p. 160). Because the Indians are not in the habit of killing

@

~more than they néed, his problem will be how to induge more killing of -
animals to make more profit for the Company. Profit is the key: 8

this curious animal has become for me a sign of how I must ’
grasp. the country and extract from it the wealth . . .

we get our price and make our profit--for these reasons we
have skewered this -country like a fat ham from Quebec to
Athabasca. . . . I perceive that sxmp11c1ty prevaiks, that
crooked lines are best made straight, and intentions
clarified to a single point. Therefore I am determined on
beaver and success, and shall do Qhat I must to obtain them
both. (p. 160)

To Miskobenasa, the beaver and all other animals are his brothers, and when
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he must kill them for food and clothing he does so sparingly and with

gratityde.

)
Besides their refusal to exploit animals, the Indians seem to“‘ .

lack other qualities that are essential to an appr‘ciatlﬁn of Buropean
e’
civilization or to the development of one like it. For jnstance, the

children are indifferent to MacKay's stories of ships, cities, and palaces.:

y

Time, too, in the accurately measured sense, is meaningless as is the

concept of progress:

-

Men, women and children lack the sense of order provided
by a belief in progress, for they share a naive and vague
doctrine of repetition, linked to the regenerating earth;
this prevents their acquiring a proper history, or forming
more than the most simple expectations. (p. 220)

The Indians are mﬁép/{ike the voyageurs of whom MacKay wrote: "Like
children too they lack th§ true sense of continuity and sequential time
. . Written records And true accountings mean nothing to them” (§_ 50) .

They live for the present moment with no thought of the future:

Such an outlook I find prevalent among those who have

lived long with the Indians, and I perceive that it is

in the Comphny's interest to encourage such simplicity

in them, since it increases their dependence. The

present can be bought cheap with a pipe, or a pint of N

rum, or, perhaps, a woman. (p. 158) ' g
The European idea 6f success in business depends on people having a concept
of future ;ime and regarding that concept as important to their lives.
However, those simple people who do not have this sophisticated concept
can easily be. taken advantage of by the successful businessman. If the

hy ;

Indians had a "sense of time" and knew how to keep accounts, MacKay would
consider them Eivilized in the European manner and respect them. A "sense
of continuity and sequential time" is.necessary to a concept of history -

and progress, and on a morée mundane level it is essential in business

enterprise as we know 1t. Written words (for letter, orders, journals,
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etc.) éﬁd‘ppok—keepiné are needed in business, and for MacKy business

succeﬁr'seems equivalent to civilization. “The orders om -his company
e A == ‘ : .

are "to trade with the Indian at all times in the ﬁpaqy's best interest,

¥
5

. 3nd at all times tb ieep a true accounting of hig transactions," and

« .

MacKay intenas-to¢carry out these ordefs (pp. 5-36).
. o SoH R , ‘
\ Rationality, as we have seen, is important, and another quality.

that MacKay thinks negessary to the civilized man
: = "
than complain like a pig led out to slaughter, Aureliu

stoicism. Rather

says, "It is a

. prerogati&e bestowed oh<thé f?tional life aloﬁe to yield Voluntarily‘to
whatever befgﬁls us" (p. 158). MacKay célls this attitudg to life

. rational, butf it could, just as well be called stugié and [fatalistic. why
yiéld voluntarily to sdmething that can be changed wiéh some effort, and

‘what is wrong with showing ‘displeasure with -an existingd state of. affairs?

Why not dt ‘least go down fighting like® Gustave does? { In any case, MacKay

 does not regard the Indians' stoicism and fatalism in\the face of hardship

‘as admirable or rational; in his mind only his own stpicism'and fatalism

‘are.‘ Ih fact, MacKay's own attitude toward effort afid acquiescence is

ambivalent; he himself sometimes favours acquiescgnce and sometimes exer

. °

effort to change the way things are to what he seds as a better way.
E | 4 - . r PR ’

v

Aurelius' advice concerning Miskobenasa's stﬁbborn
teqhnélogy would be: "When you have, come upqn-a_true:man living in harmony

_w%th Nature, kill him if you cangpt~endhre him; For he will choose death

o ] ‘ ©
-rather than change the manner of his life”™ (p. 222). But even Aurelius

. : - A C
as an authority raises more questiéhgsziifszg answers. What good does it

do to kill that man? It'would be more sensig?é to imitate him, or learn
N - .. . i) . .
from him. Also if .he is living in harmony with nature, -he is doing no one

-~ any harm that must be'"%pduredt" Because MacKay bases his philosophy of

A -

°
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life on such vague, faulty pronouncements, he does no better in finding
a satisfactory way to live than if he had no guide at all.

Miskobenasa's life in harmony with nature is not to MacKay's
liking. To him imprbvementé are necessary, and improvements require.
Europeanﬁtechnology. After a few:ﬁays in the inéian camp MacKay comes to '
the idea of "a middle ground" which is an indispensible element of
pastoralism of the classical type.  He,observes that

| .

these [Indians] enjoy an independence from the Company and

its goods . . . and yet their subsistence ig so primitive

that their conscipus self-deprivation of evén the most

trivial amenities, such as metal utensils and woolens, must

seem wilful even to an impartial observer. Surely a middle

ground exists between the savage state to which they have

reverted and gdamantly'maintain,and the abuses and excesses

of civilization which they deplore. (pp. 219-20) :

W ..” ' . °

But the question here 'is, can the Indians accept the good things of
‘European civilization without having the"bad things thrust upon them too?
' It never enters MacKay's mind.that European civilization should modify
itself by taking the good from the civilization of the North American
Indian; even thoygh his motive- for suggéstipg "the middle ground"'seéms
admirable, he is still guilty of imperialism. In éddition, although the
balance he suggests would probabl§ be best for everyone, perhaps it is not
~ possible for most people to achieve it. While he and others would be
enjdyiﬁg a life of "the middle ground," what sort of 1ife would the makers

of/the woolens and metal utensils (and'the miners of the metal, too) have

n Erilgland? MacKay doesﬂ't'consider questions of this kind.

_'Although MacKay has run away from his responsibilities as a
company factor, he cannot leave his values and culture behind. He sees a
small plateau and wants to explore it because it looks like a good place

to build. The Indians don't build. He notices that a good harvest of
. ~ . : -

“ .

" wild rice would mean food all winter:

>
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Yet‘they will do néthing to cultivate this plant in
shallows whefe there is a likelihood of its 'flourishing
. _ but where Nature has not seen fit to propagate it; by

such means they could ensure a surplusrof this staple,

and their refusal to do so appears a childish improvidence.

(p. 256) o :
However, the Indians don't believe in "hélping" nature. They do not seek‘
to change the land; they want to live with it aé it is. Although’SOQe
‘tribes;chh as the Hurons had more permanent Qillages and did some'émall-
scale él&gting,\these pébplg are a wandering “tribe tha; take;_up its ten£s
- and goes where thé food is. Farming would change their way of lif;
drastically, andrit would entail an entirely"differeht philosophy of the
' reiation Betwéen man and nature. Miskobenasa sees that simple food- l
gathéring is the best way'df life and that togfarm isﬂtp beégme a slave to
the land. \Bﬁt, of cotrse} no civilization as Qe‘knéw it would be possible
without permanent cities andkthe iarge-scaie farming that they: depend on.

. MacKay's ideal, "a middle way . . . between this savage life and

the décg@encé of ﬁuzope," is an admirable oﬁe (p- 257)!; It is oﬂe thét
we can'wholeheartedly endorse perhaps bécause we; like MacKay, are all
“ﬁalfway men"’w;nting the best Qf both worlds--the simplicity of the
romantic pastoral life ana the ;meort\and security of é life improved by
technqlégy. Ihe worst of both worlds is not ﬁo ourvliking-—thé rigor ahé/‘
harshness of.life iﬁ ;he wilderness and the impersohai, crowded, ofteﬁ
polluted existenée invurban centres. Long before the present timé, as
givenbin‘the journey of bauliand-iiv Henry ihto the wildgrness, Miskobenééa
sees the i@poésibility of "a middle way ," aﬁd he  seems to pﬂderstand the
philosophy behind European man's desire for such a way of life. It stems
from the practice of dividing everything into é;b and then assuming a
conflict between‘them that muse be‘reconciled. The Indian tends to see

-]

the part§&2f a person's life as necessary elements of ‘a whole; in f;ct, he



24

might never see the parts and ccnsidervonly the whole. For‘instance,
when MacKay'quotes Aurelius, “tf a man were sane his every action would
be in aceord both with Nature ané with reason," Miskobenasa replles,'"If
a man were sane . . i he would have no need to reconcile these two!"
(p. 255),lFor a2 sane man, or a sahe society,;there would be no division
Or opposition between nature and reason with man having to choose betweeh
them or to reconcile them. According to r1skobenasa, MacKay has been
unable to make a choice ang wants to pursue a klnd of life that cannot
ex1st- "you have gone apart from your people‘and their dream of reason,
hut you have not yet come to us. You are'arman'journeying in_a fog. . . ..
Stayiif you will, fcr You are welcome. Or go. But let us not speak
further of thlS path which does not exist" (p. 257). MacKay doesn t
lagree.i He separates himself and his woman from therrest of her people}and
tries to make "a middle way“ p0551b1e.> He tries to do what the narrator's
father in Surfacing attempts: 'to make an island refuge. MacKay's aim is
"to conduct his life in a manner neither so perllous as the way of theb
Indlan nor so’ smug and corrupt as that of white men and their women!"
(p. 258). h ’
, »
The plan is that MacKay w1ll bulld his cabin with the tools he
has, and hlS woman will hunt for nuts, berrles and roots for the w1nter.
She is incredulous when he" starts toppling trees with his axe in prepara-
. tion for bulldlng the cabin. She says that she prefers a<portable lodge i
of sklns "which was not a cage, which did not require the kllllng of great
» trees" (p. 258). She doesn't even llsten to his exc1ted plans for bu1ld1ng
and for storing foodkfor the winter so the two of them can be self~

sufflcient. To her this seems like a destructive way of. life, and as a

gesture to tell MacKay what shefthinks, she presents him with a basket of
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toadstools: . Whaﬁaheﬂcpnginues'descfibing his expectations for the
finished cabin, she tells him that his building and writing for posterity
spoil theitr life in the present. She haé ho "expecta;;gqgi/for»the’”’/'
) future; she simply lives. Whenvhe explains that he "laboured for her
benefit as well,asjforr[his] own," she énswers:'

No. It is not for my well-being that you would imp:isdn

. me, and so imprison yourself. . It 'is not for me that you

must build sueh things to continue after you are gone,

yet never live. It is very sad, that you must write in

your books what you believe has happened to you. It is

very sad that you cannot see the evidence on every side

of what life is, and strength, and pride, but you must

invent your own ideds and exist by them and die. And it

is sad that you-cannot see what a woman is, but must use

‘ her as you would an implement, or an excuse for. the
| evidence of your-own disease. (pp. 259-60) '
lHer’views show primitivism'in the extreme. To her a permanéqt,»straiqht;
Asided cabin is a prison and his journal is a wéy to “téllvlies.to your-
" oy 4

self (p. 258),

) Western civilization is baséd largely on things that last
(ﬂuildings, books, etc.){ the civilization of the nomadic Indian tribes
of North America does not. The differing concepts of civilization, of
course, require different technologies.b The Indian woman believes that
life in the presen£~is devalued if one is always thinking of being Yemem~-
bered after death. Also, she feels that to a ?an of MacKay's ideology she
‘is no more . than a food-gathéring "implement” or a living body updn whom he
projécts his own prejudice and n"jisease." MacKay can't bear to be "brought
to task" by one "whom I had sought tomeiéyate in some degree above the

] . N : - ’ . ~
savage state"™ (p. 260). It is clear that he hasn't learned anything from
the Indian woman and that he has never really felt that she has anythinél

to teach him.k By vauSinq her of "reducing" him to animal state, he

régresses to the position he maintained before he met her. 1In his anger
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hé tries to rape her but finds that there is no way that he can debase her.
.However,>this act shows the woman Qhat MacKay 1is, and she leaves him £6 go
b#ck‘to her people. /

| After she leaves, MacKay goes through stag¢Sjof‘"degeneration" ana

[

_He .neglects his jouﬁnal for six weeks. He

he loses his “civilization-i

vgets to wind.his watch; if.stdps completgly, hehldsesltrack of time,
and all days become fhe séme to him;- He works to.thé point of exhaustion .
every day énd even works at night by the light of fires. Bécaﬁse‘winter
is upon him.ana he is without help, the bﬁziding is not‘aé planned; it
- does not. meet his;"expectatibns." He h;d blénnedié two- or tﬁree-storéy
structure, but what‘ﬁe finally makes is a hovel close to the ground, with
n§.chimney bécauée-of lack of material_and téois so the smoke rises through
E'hplebin the roof as it'doéé in an Indian lodge. To judge by the Eﬁilding
he'might as well‘have stéyed with Miskobenasa's peopie.‘ He, must realize
fhat*he has failed to bring civilization ﬁo‘the wildern;ss and to create
“"a middle way" for hiﬁsélf. He ends by burning"Aureiius because the
A Sfoic's‘answer;'are found to-pé insufficient: - "Reason and Nature!  How
glib‘was his p;attle’concerning‘thém; haﬁ fo:ced were his reconciliations!”
. (p. 262),

Héwever, his fime with the Indians in the wilderness and theh b;

himself has not really changed his life»and values.  Wheﬁ Elborn reappears, .

-he says about the cabin,

©

"I might have expected more from you; my poor
fellow" (p. 263). And yet’the{building is more like a "little prison" or
+an animal's lair with MacKay "like an animal burrowed deep for winter, in

a state that is neither life nor death. . . like an armoured animal"

(p. 263). As a counterpart to the Indian woman's indifference to MacKay's
i

- "expectations," Elborn provides égzkefy and points out that,MaéKay is

x
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, short of food, out of tobacco, and is dressed in tatters. Elborn taunts
him about his poor state-' if MacKay were with Miskobenasa s’ tribe, he .

~would be eating deer meat and have‘intelllgent company an% the love of

~ the woman . 'Alone he has ndthing. 'Perhaps, then, civilization depends

on groups of people and their ltfﬁ tbgethetwratne;‘than onvbui{dings‘and
artifacts, but MacKay can‘tllive w@th'others, and he does not seem to
value this aspect ofihuman esistence, | |

| BecauSe'ne is "afraid to choose" onevway of 1ife over another, 1‘

he left the company and then he left the Indlans (p. 264). Angry at his
v -
powerlessness and the futlllty of hls life, MacKay retreats to his

3

earliest position:_ . . ﬁ B

i They are fllthy,‘wxlful savages! . . . With nothing to

" tewch me! Nothing! For they lack al} interest in their
own betterment! They are devoid of shame and reason!
Their women agé no dtfferent from the rest, mere vesgsels
of depravity and lust. . . . they 'shall be ‘destroyed!
(p. 265) " -

Elborn replles, “And tell me, MacKay, when- that,higﬂgzegfacoomplished, as
I have no doubt it will be, will the Company then be v1ctor10us?" MacKay
has no.answer, in despair he thinks;, "I saw it woudd go on as 1ong as llfe.
Yes.. As 1ong as life and men" (p. 265) He probably means that the
confllct between the two ways of llfe—-between two sets of values, between

v H

1iving with nature and living outsxde,rt“ani ex9101t1ng it--would contlnue
:

forever, or as long as man exists. The stx ggle would go on as long as

passion, isolated and repressed, is dlvorced from reason or untll a tlme

when this fbastion of mind"“and the technological world it creates

- destroy themselves (p. 188).

)



reading, and the place where he built his cabin is now a rectangle of

28
1.4 Nature battles for survival against modern (nineteenth-centurg
mechanistic) technology in the twentieth-century part of brew's novel.
The' enemies of nature are legion: eéxcept for Miro, most of the male
characters accept the values of technological progress and success in

business until death--death that is blamed on modern technology--strikes
someone. close to them.

The modern part of the novel shows that this conflict‘cannot go

on foneyer, that white man's technology has largely destroyed the possibility .

lpf choosing a way of life similar to that of Miskobenasa's people. Now
the wilderness is used as an escape from urban life and a place to make

‘ money. Cars and "antiseptic" hi%hways make such an escape possibie for -

mahy‘people, and nature becomes a "green divefsion" {p. 5). In northern

© _Ontario there is the "bliéht of Sudbury" and Sault Ste. Marie which seems. -

_to be an oasis of'civilization, but on the_whole the wilderness appears to
have the upper hand in the battle against man-made "improvements":

The buildings hunker down; nature moves back against them,
sending skirmishers of blueberry, hazel, hemlock and Jackplne‘
in through unkempt fences. They surround broken hulls and
discarded machines; they push up through forgotten auto rims;
they skirt the fringes of last year's brave garden. This
autumn the milkweed will sift its seeds against the insulbrick
walls of the house itself. (p. 6)

However, the pall of smoke from the pulp mills and the water pollution,

‘ Wthh is caused by the mllls, mark the price one has to pay for newspapers,

B . soosq s
maga21nesrand books. Here civilization 1s_seen to be the enemy. At other

Al

tlmes in the novel the reader gets the idea that no matter what man does
the wilderness will survive. What Drummond MacKay left behind, his plstol,
his cabin, ahd his journal, amount to nothing when compared to the strength

and endurance of the wilderness. His pistél is a rusted relic which no one

" can uSe,'his journal is burned page by page or scattered in the wind as

thbugh it is definitely too late for anyone to read it and profit from ths

newer growth.
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The wilderness may endure, but man will not unless he modifies

his destructive behaviour; and World War II marks the beginning of the
. TN ‘

end, Drew suggests. In The Wabeno Feast World wWar II proﬁldés the'backdrop‘

for Paul Henry's boyhood and that of his friends, Miro Balch, Gerry
Rattray, and Franklin Hook, as well as the lives of other characters in
the 1. For inétance, Narah Hale, the scoutmaste;‘s wife, keeps a
sc'apbook of the war and 1ncludes ' .
[

only the photographs of blasted earth. . : . She seemed

compelled by ruin and by the landscapes of disaster . . .

Here, the remnants of a forest fuzzy in drifting smoke,

consisting only of shattered stumps and grotesque. arms

pleading to a black sky; here a vineyard uprooted and

strewn with rubble; and there the earth -itself, the raw

earth churned seedless by treads, by wheels and engines,

by the scurrying boots of infantry. (p. 13)
The war gave meaning to life for both soldiers and civilians; and although
peace is declared, Narah knows that war will go on: "she knew .the game
would curve insidiously,-and adapt itself, and continue under a different
'name, perhaps, but with the same players. With exactly the same players"
(p- 14). The war now will be against nature, an all-out war to get what ¢
can be gotgqout of the forests df\the'north. The scenes of war are not
much different from downtown Toronto with its "gouged earth ([where] nothing
would grow in that earth again; not ever. At least, not until the buildings '
themsélves_came crashing down" (p. 141)_ Going into the heart of the city ?
~is like entering a dark mine; and beneath the trees of the northern forests
are mlnes from whlch profltable materials can be extracted. -

It is rather strange that Narah is the one who functions as the
voice of doom early in the novel since she is a klnd of embodiment of
passion and sexual vitality, but perhaps that is precisely the type of

person who would see that no time will be wasted in introducing war

technology into "everyday" life simply because it is the same peopie, with
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values unchanged, who were ‘at war and are now at “peeEe:" Thie is what
Drew seems to be suggesting. Narah's special function is indicated by a
birthmark on her throat "the shape of a small frog's foot and the colour
of shore mud and humus" (p. 48). When the foer boys return ffom a
dlsastrous\eanoe trip organized by Fred Hale, she ‘is worried that they
will always "fear the wildness" and never "ge back in againf (p. 49, p. 48).

s The trip out into the unepoiled wilderness northwest of Lake °
Superior in August 1946--a place of "vastness, mystery, treasure to be
won"--is meant to teach the boys, in Fred's words, "to seize leisure
manfully, to subdue the unknown and wrestle into submission whahever
threatened them" (p.‘l6). His words, "we';e going in, eh? Finaily? are
an ironic echo of,MacKay's ahd Elborn's (p. 35). He is even less capable
of "going in" than hacKay was} he and the feur boys go in and get
hopelessly lost e;::§though they have the aid of maps and compass, and
finally they have to "burn en island" tw1ce before they are rescued by
pl&he.‘ It is on this trip that Paul flnds MacKay's rusty pistol and the
outllne of a rotten cabin hidden by moss and trees.

This trip, however, does not seem to ceuse Paul to he afraid of the
wilderness'as Narah feared, qn1ess fear can be seen as the basis of
exploitation: He becomes a pulp mill executive. His career sgarts first
as a summer job at Bob Mansfield's pulp mill& "He ran a machine that.
stripped the barkv}rom‘logs - « . Each day his machine ba{ked scores of

; g
logs, and his days were full of its threbhing and of the‘smell of torn
spruce" and the "screaming of the‘machine" (p. 60, p. 62); If he égrees
to study cogmerce and finance aé university, Mansfield guarantees Paul a

job during the summers and after gigduation. Mansfield says, humanities

are fine for a "hobby" but are to be kept separate. from work because "I



want a businessman and hot a bloody poet!‘ (p. 67). Paul acq
judgement, and his suggestions for nodernizing the mill witl

new equipment, trucks, and selling policy make the business

successful than it was before ’

At the university in Toronto Paul's professor of E\glish

literature is Kenneth Malcolmson, a man who knew his father|1
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epts this
\ chemicals, [ ]

even more *

in -the war.

Paul's mother had described;her husband as a “gentleman"'aJd a "poet,"

but Mal&elmson calls him a "half-way man ," "only half a dr

to go the whole way" (p. 121, p. 122). Perhaps Paul is a h

without knowing it. After all he is the only commerce stu
. - - ' ~

Thoreau as the subject of a term paper. In any case, it i§

’ . !
Paul must repress a part of himself to be successful in th
business. Later Malcolmson tells Paul, when he is becomin
the‘Mansfield mills, "There's nothing half-way about you,

on the spiral staircase.‘ Racing down" (p. 164). To be a

business is not important to Malcolmson; in fact, such suc

He values his pooks and manuscripts and at one point has t
~against attack by young hoodlums, but he does not seem 'to

proéress or the permanency of civilization; wWhen Paul say

<

is there?

Toronto, for instance, the old man replies: . i

eamer, reluctant
a1l f~-way man, too,
jent to pick
clear that
> pulp and'paper

y a success at

You're

success in

cess is a delusion.
o defend them
believe'in |

s that he likes

No

. Ever the optimist. The blind optimist like your}father
. doubt you would also have enjoyed the other triumphs of
‘progress, convenlently forgotten. . . .What was dhichen Itza
against the forest? . . . Imagine the sands drifting through
Persepolis. (pp. 123-24) _ _ 5
He is suggesting that the same thing will happen to North|American
c1v1lization and that people l1ike Paul are hastening the process. In his

opinion ClVlllzatlon is a fragile thing in the face of chhos, a chaos kept

at bay only briefly by technologies of various kinds. People in the city
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are !prisoners. . ... All busy in separate cuﬁiciee. Measuring. Organizing.
Terrified by chaes. éretending it doesn't e#ist, in them, all around them"
(pp.v122 23) Druﬂhond MacKay had the same ‘fear out in the wildernesgs and
went mad, but such madness is equally possible in.the wilderness of the
modern city. It takes Paul time and a perscnal tragedy to unde;etand this. .

while Paul Henry is becoming .a successful pusiness executive, his
friend, Fraﬁklin Hook,\is making a career as a cinematographer. His
obsession with Faking pictures started when he was a boy, and as a TV
cameraman his work is his whole life. It seems to. be more important to him
than his wife 6r son, and it‘is\no surprise thatfhis marriage ends very
quickly in divorce. His wife is a beavtiful médel, and he uses their
honeymoon to photograph Mona "mostly in natqrai settings, stressing:the.
affinity between woman and nature . ; . The ﬁﬁéme of alluremene_ana

- . LN
regeneratioh“ (p. 143). Mona is simply camera fodder: he sees her as a

7

creature of nature, a role she definitely does not want, and he seems to

marry her mainly so that he .can have a professional photographerﬂs model

on hand. Franklin is always the cool recording "eye" preoccupied w1th;
technique; even when he sees the newscast announci®g his son's death, \\\
he watched the editing of the Cllp, watched the timing,
assessed the tone of the announcer's voice, saw how the
segment might be improved, and only then, through a spread
of technical considerations, did the name of the school
settle on his consciousness. (p. 207) .
He does not allow his feelings to show in his camerawork. ' As he films the

demonstration which ends with Miro being shot, he and his camera become one:

you kept cool, didn' teget involved. . . . Don't think . .

Just react. Just get the action. . - . That was what you had
to do if you stayed in the business. You didn't worry about:;
causes- - .You recorded. ‘Coolly, ironically, uncritically

as if you were the lens itself, you recorded. (p. 244)

Franklin's specialty is wildlife documentarles, and he prefers @/g;ng
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movies abeut animals rather than about pqdpla. The headmaster tells him
that his son said,. ’

v

you were]the best cinematographer of wildlife in North

America, and that someday people would turn to your films

as they do now to history books, to see what those animals

had been like. . . . if you ever did.decide to make a film

about people, you would show them like lemmings, going to

the sea. (pp. 211-12) '
Franklin had once erjoyed hunting animals, but one day he simply couldn't

' .

kill any more and stopped being a hunter and staxted photographing them
instead. Perhaps when all the animals are killed, people will have to
resort to pictures and movies in order to see what they were like; it is
horrifying that Erﬁnklin's son assumes that such a sﬁ.uation is inevitable.

After etudy;ng lgw'in Toronto, Gerry Rattray hecomes a very
suCCessful Iewyer. His gomplete self—inﬁereet‘makes him a ready student
of business law whlch teaches that "your competltor is your enemy. Ideally,
you would kill him, but the Law restrains you. . . . *Ethics' are shadows in
which weak men hide themselves” (p. 119)1i It is Gerry whom the company
chooses to defend its interests at the inquest that investigates the deaths
of twenty—seVeh boys (Paul's son and Franklin's son are two of them) from

. * - * .

gas poisoning. Emphasizing.Gerry's moral failings, Drew makes him a lover

of technology--his car especially--aﬁé’a man who refuses to grow up.. It

-
e ;

. seems ﬁha; Gerry loves his Austin Healey more ﬁhaﬂjﬂ%ﬂloves any. woman. He
hae "a love affair with miiliseconds" and thinks: f"Synchronizationi How
eeautiful that was! . . . To perceive ﬁhe/ﬁoment;’the_instant, the
splietering second when the time was. right, and to give oneself utterly to
it, to subordinate oneself and ;et control”™ (p. 180f. Miro.oﬂce accuses
him “of éerversity. Automobile necrophilia," but Gerry‘points out that

"1t is very lmpollte to criticize other people’ s methods of self-

destruction" (p. 179, p. 200) In his 1ife the "right time" was when he
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was a young man playing football at Qniv.ruity. fhat's what he wants .
\:aqainx to be an adolescent playing a game that has simple, easily-
féllowed rulasi His nostalgia forbad01¢|con¢e, a time when life seemed
siﬁpler, extends as far as him wanting his wife, Janet, to be an eightgen

“

year-old cheerleader agaiﬂ. Gerry does "not believe in suffering" so when
life in the city becéme;funbéarable he plans his own death (p. 182). He
wants a graceful death and skydiving, which is anmgf his hobbies, makes
it possible; "We'll do this like an ordinary jump, QIEF“EVGtYEﬁTH& clegn.
He wanted a free sky, empty of all but the Cessna and his own body,
gliding home" (p. 224). When he jumps, "the earth spun around and over
him; as winding him in a grey cocoon of Qind"; and as he plunges down, he

recalls the most vivid experience of his life (p. 227). He remembers his

‘youthful sexual experiencerwith Narah (the same as Paul's with her) in the
\ ,

. ~

woods! of course, in tﬁé manner of D.H. Lawrence, and there was nothiqq>
ever so good again, he says: "To have been eighteen. To have been in
love, complete. And then to have let it go, let it go in fragments and
become unsure" (pp. 228-29). His last words are "unity" and "Nargh."
Clearly he is a person:who cannot acgépt growing up and growing old and
facing all the problems of life.

If, in their own ways, Franklin and Gerry»and Paul can be seén ¢
as lovers of téchnology, Miro Balch is a hater of technology with an even
more” virulent hatred than the narrator of Surfacing has. One vivid example
of his hatred occurs when he watches Julie, a professional model, pose
for nude photos; for him it is like a scene out of Hell: "Suddenly the
lights Swarmed upon Miro as if they_had come alive ané ravenous. On their
laddengthe technicians swayed like demons" (p. 147), 7o him the cameré

is a "goddam d-dildo!" and Julie is no better than a prostitute who can be

o
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a4,
o «

enjoyedygy @any men (p. 148). .Miro is a dedicated scholar in'a "marvellous
glass world" who is interested only in biology and Kropotkin.{(p. l38)g
‘:When e starts ou;, he believes that’scienge‘tan create a utopia, but hg
_sooh-bec es disillusioned.>'Because.his field is biology, he becomes
"éonée;ned about;pollgt;on; when he examines an osprey dead from‘DDf, hé
/conclﬁdgs that "the bird had.died SO ;hat fat men could be fatter,-so that
crops could be harvested’wiéh less in¢onvenience to macﬁlnes"’(p. 174).
But man's inventions willwcatch up Q%th him, énd it is only a matter of
time.beforelwnat‘haépened to the gird wili happen to people. In his opinion
it is too iatelgo taig;about solutions to  the prqblem: "There has been no
way . . « since oﬁr g;eat agricultﬁralcrevolutién; our finé>techndlogi;ai
advances, our gigat breakthraughs.in'médicine. ..« . There is‘ﬁothing we
' canido bgt speed ;t ;ll up!" (p. l74i.i |
' " To hear Miz? speak one wbuldﬁthink thai_there‘ﬁave‘never been
teghpologicalxdevelopments that haveyhelpéd mankind, but Ae is»probably
correct in his overall aﬁalysis; éven some teqhnoiogies that benefit the
. « ‘ 4
indivi?ualjcan be seén to be harmful 'in the long run to people as'a whole.
;e comes(to a point wherebhg sees that ethics, good manners, individ&al 
right54 £feé éntefgiiée,ihumanism, énd;law are fakes; they are'simply ways
of keeptng the "illusion of choice" wher; there is no real é%oicg, "w;ys
of spreadiné-degth through'time",kp. 200). Above all he wants "aﬁclean
~land," but he and‘the students who sUppbéﬁwﬂim are very romantic ih seeingm
that the‘only value is Qhat is "away fggT ﬁen" (p.'201,°p; 202) . Perhaps
théylare guilty of "a mere excess of idealism," but as Paﬁl says, "At
least he a‘ctedc.° At least he outgrew éonscience"‘(p.-203, p. 175). When

tﬁéy are holed up in the Zoology Building pn campus "Dedicated to the

. . ®
Understanding of Life", they are attacked by tear gas; sharp shooters are
. P
)
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‘spapibned at strategic places, and a man in a helicopter with speakers
‘#.gays, "Listen to reason, please" (p. 243). However, Miro is past

listehing to anyone ‘and is shot resisting his attackers. As the ambulance
takes him away, his last words are "m-master of moﬁsters" (p. 246). 9

Perhaps he means that as master of the universe, man is no more' thah the .

ruler of monsters. : ' )

v
BN

What makes Paul Henry realize that his work and his wayhéfxlife
arewrong, that the implications of such' a life are indeed monstrous, is the
death of his son. He is one of the twenty-seven boys who die of hydrogen

sulphite poisoning during a temperature inversion as they play in the

schoolyard of their'private school in Toronto. Gerry, representing the
. «
company whosé plant emitted the deadly gas, explains during the inguest
that "in the processing of essential gases such accidents are, regrettably,
‘always possible" (p. 196). Liv Henry (Liv=life), the Mother and Life-force,
"stands like an exclamation mark after our cbmplicity" as she speaks at the
inquest:
people are consumed this way by the things they have made
essential. I know that it will not stop, that it will go on
and on, that we shall make new horrors, thinking we can contain
them¥. . . What happened to us? What kind of animal have we
become that in all our wisdom and culture we create and cherish
the very forces that destroy us? (p. 197).
“In her opinion we have become slaves to our technologies. However, ;t is
.only once they are invented that we see that they can get out of hand.
There ,are many technologles\that we could not and would not -do without, but
it is true that foresight in regard to possible dangers isAoften lacking.
Liv is the voice speaking against reason and technoiogy. We are told that
the people she speaks to find “heg perception . . . inadmissible to any

civilized system of logic" (p. 198), 'Her vision of the endiof‘things is

"a perfect machine, a suépended sculpture, perhaps a sphere, immobile and

i
)



S

\

A 4

37
o\

alone on the sterile earth” (p. 198). - “

v'ﬁ‘if Who, tnen, is 'responsible? Franklin says, "We ali killed them,
didn't.we? . . . With poison. With tole;ance. With apathy" (p. 199).
Eacn‘one of the people at the inquest is to blame because he or she was
not concerned with the problen of poilution until a pefsonal loss occurred.
‘Howe;er, they do not realize that every 51ng1e da§ more than twenty-seven
children die tragically of some preventable cause and nothlng is done.

Paul and his paper company are poisoners, killers,."one'of then (p; 199).

His SOLution is to quit and "go ba¢k" somehow; "and we must forget," Liv

adds (p.199). Such a solution seems impossible and, if possible, wrong.

E,To forget or escape from the horrible’ present by going back in time to where

the technology is 51mpler and the mlstakes haven t begen made yet—-a

vseemlngly un1versa1 pastoral urge-—is probably 1mp0551b1e, and since lt is

1m90551b1e, the strong de51re for such an escape into the past (or to a

place removed from present problems) does nothing to solve the problems

*

And could even add ﬁovthem.

"1.5 _ Uzban industrial society crumbles after the ensuing ecological

crisis, and Paul and Liv Henry escape to the wilderness in northern Ontario.
On their way they meet several people who represent the various ways that
human beings Have chosen .to interact with the natural world. It is clear
that both civilizations, Indian and whzte, have been destroyed, but whether
an escape to the wilderness is the only’ or the best answer :to the problems
of modern technology is doubtful. Drew evades the” questions that such an
attempted escape brings to the reader’'s mind.
5

In the four months after Michael Henry's death it seems that
everything has become poisoned, and°Liv and Paul decide to eScape to the

- ° . - \J/

northern woods. Toronto is not a safe,élace to be. The streets are
unrepaired, lights are broken, subways are closed because there is a
shortaée of electrical power, public clocks areosfopped, the few private

carslthat are still operating don't stop for anyone. Older pedple continue

finding some meaning in old commitments,. but youths turn' to drugs and

2
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~ violence; and because ‘they ‘don't value history or time, the end of

» -

civilization.is at hand. For ihstance, at one point Malcolmson sies
in a park and three young hoodlums attack him and.wrench frob him one
volume of MacKay's manuscript ahd maiicieusly tear it up. They cafe .
nothing about "one een's truth” (p. 239). Drew doesn't say whether. these
young people will form Indienflike tribes,for survivalJop‘whether death is
inevitable.. Qife in the city has become a matter of each éerSoﬁ for
himself;’-“people - . . passed with heads down wiéhing to avoid all contegen‘
even a meetfng of the eyes. They moved af a seampering‘pace that was ‘
'eeither’walk nor run, bpt which feminded PaLl of the trotting of scavehger'
dogs, each with his private meaf""gpp; 268469). There ie much unemployment;

- . ‘ - .
and flooas promise a bad crop.' BeCause of pollution in'ﬁhe:upper atmos-
phere, the “temperature hai;been 901ng down four o? f1Ve degrees eech year_

2 o ad

for several years. The world birthrate is reported to be one every .8 .
secends and accelerating. °'All b1rth control programs are a failure, and .
an expert preeicts that the underdevelbpeg countri 511 invade‘North
America within a aecevde (13 181). | ' |

" With such grim prospects faciﬁ@fthem, Liv and Paul decide to ge

"all the way" north of LakevSuperior, tﬁe only "territory" left to "light

i

-outﬁ fof in the old Huck Finn way. This man and woman are expert cahoists,
»in gooé health, and eot‘old. .Their-elternetive te staying in the city
would not be available to most people. In their canoe they have a.tent,

an axe, éwo rifles, matches, aednfood for a couple of months: "everything
[Paui] held important from ﬁhe oﬁher world‘and all he would now take from -
it" (p. 150); They wear mocca51ns, but it is not clear whether they know
enough about’ Indlan technology to live like the Indians d1d once they get

to their destination or whether they will live like tourists camping_out.
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- They go as far as they can by train and then centiﬁue by canoe.
o

They pass deserted bulldings and burned settlements. They avoid most,of
them and keep out of sight by paddllng far from shore; that must indicate"
; that they fear attack by people on shore or don't want to be asked where
they are heading. When they get to Sable Creek, they notice that it is
"already dead . . . Dead ‘and beginning to crumble,ﬁ but they stop here to
,see_gf anyone they know remains alive (p. 68). The ttain no longer goes
to‘éable Creek. No gas is available in town, and cars are left abandoned
everywhere. Shops'are boarded up or left open to anyone. Many people
cook food over open'fires. There is a smokey haze hanging over the silent
,igtown, and the machines at the pulp mill are described as gross animals:

Hulking machines frowned as if maddened by the inactivity.

Their bared thighs and sinews gleamed in readiness, and the

switches which had once activated them held a crisp, clench-

fist salute in ranks along the walls. A nest of cables

sprouted from the head of each and twined lasciviously into ‘

the upper shadows. But all was halted, hushed, the monstrous '

revels frozen. Gross teeth, upraised paws, curled fins, tlssues

of web and meshing, winding ligaments, all the stark and

skinless shapes of a diseased 1mag1n1ng hung listening. (pp.68-69)
In these shadows they meet an old man who appears to ‘have "a groteSque
swelling, a tumour” at his waist which, closer up, is ‘seen to be a watch-
man's timeclock (p. 69). He is devoted to his clock and believes that the .
"bad time" is temporary; and even though-there is no work being done, he
falthfully makes his rounds and punches the clock to keep up his "perfect
record." -Thus, he malntalns his hold on c1v1llzatlon.

. o

Rose Stacey, the seventy year—old llbrarlan and former mistress.
of Paul}s grandfather,-stlll keeps the library open. As the custodlan of
culture and civilizationvshe refuses to allow anyone to burn books to“cook

rabbits. ' She takes this last opportunity to tell Paul about old Michael

Henry's discoVery of‘Drummond MacKay's cabin and journal. Henry had wanted
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- to exeavate-the'site—prbperly, but "he certainly dldn't want it all exposed
_agaln, measured. dated, catalogued, bathed, mounted with neat labels in
glass cages saying look! Look! We dldn't really dle at alll Look how we
live on/ safe from aature" (pp. 77-78). That had indqu been MacKay's
motive foribuilding and writigg, but Roee.pointed out to Henry that "the_\\‘
cases are in your mind" and advised him taT;stt let it be" (p: 78). He
went back a few times to see the site, took away the journal but, on the

whole, "was content w1th”ﬁls restraint" (p. 78) . Now fer the time that

remajns to her, Rose will stay in the llbraryﬁ "I shall stay, and read,-

and keep my books together, and drive out vandals for a while longer. . . ,

é

v

I shall go on giVing books to anyone who asks" (p. 78). Loving and.
respectlng both, Rose is the balance between c1v1llzatlon and nature.
That both are equally fraglle if not cared for is indicated in L1v s and
Paul's last view of Sable Creek: °
' Behind them, the town lay in the shadow of hills, covered in .
light smoke, ash-grey like the campfire of a hiding monster,

or the char of a, failed experiment. Small dark figures sprang,

.and danced ... . Their cries, sharp but inchoate, grew ever

1ess distinct until they fluttered out 'like broken mayflies on

the lake. (p. 79)

Just outside town they meet Fred Hale'paddling<his canoe, but he
does not see them at once. "His eyes were fixed on some internal
calculation" (p. 107). He rows on the lake not because he wants to see
* . . B . 7
the water and trees or wants to get to another place. He practisesxin
order to beat the paddlyﬁg record of the voyageurs, and his best tlme, ;8
seconds, equals thelr tiﬁe yThlS lS an obse551on with him, and he resents
his practice being interrupted by Liv and Paul. Although he talks about
“keeping order," he seems quite mad. Next they meet Ben,»the outfitter,
who tells them that no one whé.“goes»in"'now will ever come out. He

himself has stocked up with fuel and food "like a seige [siege] was comin"

1
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(p. 154). Everythlng at his camp is in readiness for tourists "so he can

pretend as long as possible" that there will be tourists coming aqain

(p. 153). - Along with the conventional trophies ofvhuntlng and fishing the .
-4 N

Outfitter«has collected dozens of clocks and watqhes--all running, all

e

'8

indicatlng'the same time. He has found them in abandoned cottages and
cars, and what puzzles'him most is'why in some cabins he's gone into the
only thing smashed is the clock. Paulvhad given\away his‘wateh long
before, but now Liv gives hers to Ben; "there'was a part of her which let
it go reluctantly, although 1t was agalnst all reason to keep it" (p. 158).
Where she is going there is no need for a wrlstwatch, but she parts Wlth |
hers reluctantly‘because measuring tlme is a foundation stone of western
¢ivilization, and even though she doesn't consclously know it, she has
been holdlng on to past habits and walues._ycolleeting clocks and watches
is Ben's way of holdlng on to c1v1112at10n, on to a belief in a future
tlme, and he is upset when Paul suggests that,:51nce there is no.out51de

authority he can check with, all the. clocks cduld.be telling the wrong
tiﬁe and Ben wouldh‘teknow it. a

‘At the river mill they encou&;er Bob Mansfleld. 'He has enough -
food, 0il,and whlskey for winter and patrols hlS fort—llke mlll with a-
rifle. He is determined to survive and thinks that what Paul'and Liv are
doing is committing slow suicide——going into ehe wilderness wlthlless than

two months' suﬁply of food and winter coming. ?Even though Paul did such

good.work for the pulp company, Mansfield agcuses him of being a half-way

‘man 11ke his father. "you were never'reallx wit s. Not all the.way"

(p. 249). Whatever will hapgen to Paul and le, ansfield is sure that he

will survive and work the mlll agaln becaus e has

Faith in man. I'll see this mill omeiback. . . . And next
time we won't‘make the same mistakes . . . We've learned our
lessog. And we can adapt . . . we'll keep doin it, s'long

-

(59N
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as we want to live. But you go this other ;ay, gi&in .
up, not using the edge Nature gave us, then what hope
is're?.(pp. 250-51)
In % way he is right;‘ Liv and Paul are éiving.up on civiliz&tiqn, byt he
doesn'fxsee ‘that man is in a desﬁgrate éituation because he has used "the
edge Natﬁre dave us" ;gainst natugé and aéainstﬁhimself. Alone in the
kyildernéss but barricaded'from it, Mansfieidlseemé to be going mad. He
hears the laugh of é:woman in the forest, sﬁébts’in thé direction of the
voiLe and crieslout "a single cry of negation in the night" | (p. 251);
By implicatién, then, Paul's and Liv's way is to be seén as positive in a
. world where everyone is dead of preparing for death or finaing escape in
aicohol and madness. .
During thgir joﬁrney into the wi;dernesé, Liv is haunted’by
memories of Michael's death even though éhe tries to fbrget;. At oné péint
she has a dream relatgd to her‘son's aeath, or to deaéi\in generél. In
it a man, wielding a two-handéd mallef, makes a coffin which tuin% into
‘a book, "a huge 'bodg, a reéofd‘or ledger” (p. 136). This image seems to
condemn mbney—makisg activities by as§ociating account books with death
and perhaps‘indicating that Micha;lfs death was caused by cépitalist éreed.
Then the dream shifts to a scene with Freudian implications: "She Qas
hloné‘with a machine of the tyge used to drill weils;.aﬁa its hammer rose
and fell and pie;ced the earth with yards of steel. And yet the wéll was
stérile"‘ (p. 136); Perhaps itlis the macﬁinevwith its hammer that causes
the sterility of the earth. ‘Coqside:ing‘Liv;s state of mind and the anti-
"~ technological stand of the nével,‘such an intérpre%ation is a likely one.
If man is associated with thé victimizing mﬁchinesfand womanvwith the i

victimized earth, it takes only a ‘slight shift to the next part of the

dream whefé Liv becomes a hunted victim herself:

®
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Men thumped their feet on hollow boards. They were
‘muffled hunters searching [for] her, but she was beneath
the ice . . . Their shadows crossed above her. They were
enemies and she was a hunted thing. They were chopping a
hole to reach her. (p. 136) ' ‘

Here she seems to become a trapped animal at the mercy of man, much as

Marian in The Edible Woman feels herself to be a pursued rabbit.

In her grief, and now carrylng out the decision to abandon
civilization'for the wllderness, Liv becomes rather sinpliStic in her
thinking. She remembegs Michael's doctor saying that schools are medically
undesirable, that "they would crush anything which suggested the animal
nature of man" (p. 59) But without schools how0would one get to be a
doctor with the knowledge to help people? And if they are not satisfactory,
why notvimprove the schools? These questlons do not occur; to le, and she
is sorry that she sent'Michael to schoollat all: "I wish we had said no'

to:them, and kept him" (p. 59). It is impossible, however, to keep people

from the dangers of life, better to prepare them; and to externalize the

ST

dangef and place it in a vague "them" might be personally comforting but
harmful in general. . X ‘

Chance, the idea that much ds beyond human control or individual
/

-

: control, is one of the most dlfflcult things for people to accept; and
technologles of varlous‘klnds are an attempt to minimize chance and to
lncrease conttol. Perhaps this is the reason why Liv takes her son's
death so hard;h the accident to Michael was random and completely beyond
. her gpntrol. Systems of thought are like technologies and operate with
’/;;; assumption that to know is to control, but Paul Says, "No matter what
systems we impose to console ourselves, we'll always know them to be

placeboes, finally" (p. 105). Liv clings to the idea of control, and late

in the novel she confe%ses to her husband that she has brought along some
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‘ Pills thinking "they would make the ch01ces easier" (p. 256). He says,
"Too easy," and she burns them. But if they are going to die anyway, why
not ease the death? Paul, however, seems to be a purist and an idealist;
he seems lo viey a “natural" form of suicide as soperior to one aided by
techno;pgy——unless he really thinks that they can s&rvive, the two of them,‘
and continue living in the wilderhess. But actualiy the likelihood of
sutvival is slight because they'lack the technology and skills that the |
Indians had, and there are only two of them.

And it is clear that the Indlans themselves have lost what they
had and cannot survive. The last person who sees Paul and Liv is Charlie
Redbird, a drunk whose brain has been destroyed by years of drlnklng
shoepolish, perfume, and Ste;no, these have left him in a world of his own,
"beguiled by visions™" (P. 2). He may be a descendent of Miskobenase, but
none of that Indian's civilizatiop remains to Charlie. Miskobenasa would
weep to see this twentieth-century Indian weafing a thin plaid jackettand
torn boots apd eating canned spaghetti. Charlie lives in a shack at Frog
Lake Post from which the ;hlte hunters_and fishermen have gone for good,
leaving him completely alone. He is waiting for someone to come and take
him home,to his people, but as he ‘waits, the only thlng he sees is Paul's
and Liv's canoe in the distance, so far from shore that they can;t hear
hig call. His gesture as he cal;s out the magicalﬁname "Miskobenasa" is

o

at once a greeting and a fare&ell (p. 280). Left to die alone, Charlie

ma¥y well be the last of Miskobenasa's people; and living out a romantic
idea in their retreat to the wilderness, the Henrys could be among the
last of the white people. ’

Whether these three people are the last descendents of two

civilizations is not clear; but it is probable that the author intends us
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to think of that possibility. Ceré;inly..unless extreme meaeures are
taken immediately, the human race faces ertinction; and acoording to Drew
there is little reason to be optimi;tic. At one point in the novel Paul‘
muses on how portages had come to .be started by animals and then used by
human=-like creatures and finally-by human beings, and states, "We had no
right. . . . Yes we did. We made the right. We followed and are followed"
(p. 267). In the chain of evolution man ie preceded and superseded by other
living creatures, Paul thinks, but although this idea is opt;mlstlc
regarding life as a whole, it is small comfort to anyone. who is 11v1ng at
presentand trying to see how best to continue living. .

Drew himself is very peSSlmlSth in hlS ana1y31s oﬂ the future
of our technological world; and because we are quickly lelrng everythlng
in the natura; world, we have come to the point where we muet ask:

how far should one go? Surely there were questions which

should not be asked, trips which should not be started,

tangles which should not be simplified. Surely some

confusions should be left to generate, and if one were

wise one would not always look for the way through. (p. 140)
Drew's eince seems to be: “It'e better to leave'thlngs alone’sometimes,"
tgeft let it be," and be "content w1th SR restraint" (p.‘133, p. 78).

-

However, it is not easy to Know ghgt_to leave alone, when. tq be content

\ #
with reetraint that is the crux of the problem that arlses in the meeting
of nature and technology. Probably a balance between the tWo is the
desired end, but only in retrospect is it possible to know when that

balance has been upset. If the Ojibwa saying "The frog does not drink up

the pond,in which he lives" is heeded, it becomes all right to drlnk the

water of the pond but not to drink it up (p. 202). However, this provides
no guideline when considering whether the pond should be made deeper by

using machines of various kinds, whether an alternate water and food

>
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’ éupply ghould be developed by.techno;ogy, whegher any technology should

‘be available to the frog to increase his lifespan’and‘general well-being

o to coht;bl.the number of his offspring, and whether he shoﬁld“be aiio&ed
any technologicai defence in case\some other frog comes to takF over his
pond. When étated in this way £hejimpossibili§y‘of an acceptable answer

to the problem becomes apparent. Drew sees the problems and dangers of a

certain type of technology. but he does not éive any satisfactory solution

in The Wabeno Feast.

1.6 Drew's short story shows, in a way that the novel doesn't, that
extreme nostalgia for a past technology can be futile and even harmful. '
Here in "Wood" the old technology is the crosscut saw and the new technology
is the chainsaw, an example of mechanistic technology. The narrator's
obsession with cutting wood with a crosscut saw (even though he has no
choice but to use a chainsaw) cuts him off from other people and from the
changes involved in living; it imprisons him in memories of his happy
childhood, which are closely connected with that outmoded technology. If
there is any solution to the problems of modern (mechanistic) technology,
Drew sees it as a rather mystical revolution in attitude. nCértéihly,

2

indulgence in nostalgia for past technologies and past environments‘iswﬂot'
the answer. C ‘ ' :
;n?"WOod", however, he seems to suggest-that;ncstalgia for
outqued te;hnologiéé and past environments is not the answer. Here the
narrator. recalls his past life while'he is cutting wood. What he remembers
with most nostalgia is cutting wood with a crosscut séw with his grand-
father forty years ago. kAs a means of récapturing his happy childhood
(a frequent feature of the péstoral) and memories- of the harmonious A
marriagé that his grandfather and grandmother had, the narrator moved to -
the COuntry, built a house, bought a woodiot, and now cuts wood whenever
he can. ﬁe would iike h;s life to be like that of his grandparents, but'
the flaw in his expectagions ié that the wo;ld'is not like it was then,
and ﬁis choice of_life in the country alienates his wife and children.

Vera, his wife, hates the country and'would rather.live in an

apartment in the city. She calls her husband's project, a “harbouring [of]
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“ e . pre;ious atavisms."s He has probably tried to press her into the

mould‘of his grandmother, and she hasvrebelled. Knitting socks by an opeh
fire is not her idea of heaven. Even befaig/the birth of their son there
.was.a rift betggen husband ;nd wife, but he had hoped that the "magic" of
country life would heal it. Buﬁ over nineteen years of marriage they havé
grown further apart. He makes his living in the city and éo must commute,
and it ‘seems, too, that he has had time for cgtting AAA spli;ting wood but

little for his wife and children. When~the‘narrator's.son is old enough

/
to help, he leaves. He wants to live an independent life with no help

from his father: "his hostility [was] cold as iron" (p. 8l). And his

eighteen year-old daughter ignores. her father's advice and marries or goes

off with a man. Claiming thaﬁ eiéhteen of the nineteen years'of marriage
have beeg a pretense for her, Vera alsq leaves.

Like the pastoraliét that he is, tgé narrator had taken it fﬁ:
granted that life inithe countri is good for cﬁildren because it is a place
where there is no "c;ime,’drugs, crowded school#, édllutién, lack of'rootsf
(p. 8l). But once his children have growﬁ up and gone, he has to admit: |

that .

- moving out had made littlé difference. Rural schools aped

. the city, part of that homogenizing which sent gross cars i
past my woodlot, gross aircraft overﬁead,'visions unspeakably
inane wriggling across the screen, and perhaps the city's
defences would have been better after all. (pp. 81-82)

B -

Since the city is, the place where the children will’probably end up,- they

’

might as well have been prepared for, it,
He is not ready, however, to admit that he has made other mistakes.’

The«nérrator would like to be able to labour exactly as the grandfather did

”
e

.. to feed the fire on the hearth, but he is forced to use a chainsaw:

~

\"although I abhor its functioning, its fumes reekingwlike a city street,
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its vomit of chips against my leg, its fascist speed and practicality, °

yet it lets me work alone" (p. 77{. At first he used the chainsaw because

, -
he was alone and a crosscut needs a community of twé people. His son was

too young and all the neighbours had oil furnaces and didn't need wood .

- ow he continues ta use it because he is {11 alone.. The situation was
k
different for the grandfather; he alway iéould get someone to work on the

other end of the crosscut saw. However, even the grandfather, either

because of age or maybe because of the changing time; no longer used th;g‘
¢ {
saw at the end of his life: "he had electricity and a space heater, and
v
the wood" (p. 78). It is evidenbx

the pipe-legged fuel tank had répla‘ 
that even during the g;andfather 6 1$E; technology was not static and that

o

he was not obsessed by nostalgia’ technologies. But for thé , »

narrator the trosscut saw has come to symbolize everything of value that
he has.lost. B

Now he is left alone with only fantasies of what might have been

and his obsession with cutting wood. He has enough wood for two winters

)
e

stacked, and yet he keeps on cutting more. For him;"alman's work" impligs

using as l%ttle modern technology as possible. To'b{ihé in the wood he

wears snowshoes ana useé a toboggan, never horses‘or tractor. ‘His

obsession keeps 5im from facing reality. Whgreas he would never have

asked his grandfather the rquon for their work together, his young son

once asked him, "Daddy, wh?QAre we doing this?" (p. 8l). To the boy,

cutting wood seemed to be a sénseless activity probably beéause there

: seemed to be no need for it and because no one else did it. 1If the father

could have honestly admltted his reason for cuttlng wood, it mlght have .
-

been, "So I don t have to admit that things have changed since I was a boy

. )
and that I should make adjuétments in my life to make room for-such change."

& . -
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Once when he mourned the death of the elm trees in the area and

) . . -~ N .() .
said, "Our_grandchildren might never see an elm," Vera replied, "I have

)
/ ’

" never expected to pass on the world intact™ (p. 82). Vera's attitude

could be‘dalledvthe‘realistic one perhéps, but it is one that could be
. p

dangerous; - present generations can enjoy and consume 'the world's

~ resources and then say that "the pqoplé-coming after can have what is left.

On-the other hand, her view admits the inevitability of cpﬁﬁge and his -

doesn't. As the narrator recalls all these memories while he cuts more

3
6

wood, he seems to be struck by the first paihs of heart attack, pains like

a fish-hook in his body. But evenithis change in'him4does not dispel his

.in case the neighbour sees him and steps: 6 "I shall smile and say 'No

s

.fantasies. _He sees a-truck approaching on the road and prepares an answer

v

IS

thanks.' T shall wav%. " 'Thanks all the same, I'm just.waiting for my

"son. For Johnny. You see, he's coming up to help me with'this wood '"

s ‘ -
}p. 84). He will not accept change in any area of his life and, therefore,

’ w

must continue living in fantasy or die.

ObViously the kind of pastoral life that tﬁé narrator of "W
has - managed to establish for himself is not the answer to problems/brought

6niby technqlogy or by changes in technology. Judging by Drew's eSsay
. ; : . - o
"Wilderness and limitation", if there is ‘any answer, it is more like Paul's
. / : ‘ S ' \

and Liva'thoice of withdrawal except that theirs probably occurs too late
in thé ecological crisis. In his essay Drew says that what we need is the

"emergence of a new Biology"--a revolution of attitude rather than a

. ' . - ) ;
revolution of a political nature (p. 16). First of all, man must recognize

. ¥

that he is an animal: -
We are one animal among many. We are.not‘the centre, not

~® the measure. Our power, that unlimited power to inflict
death, distingtiishes us like a gross disease.- In urging us

r—\_'



to reject it, ecologists rebel as much against the
diminishment of man as against the debasement of the
world in which he finds himself. (p. 16)

Drew suggests that man is not iﬂfinitely adaptable and that protection of

Eimature is in his own best self-interest:
'There exists a,pbint beyond .which surfogates'fbr the
natural environment, no matter how cunningly designed,
will prove inadequate. On these grounds alone the proper
defence of man involves protection of nature in all its
abundance and variety, for we have not yet begun to
understand the psychic and emotional needs which it
fulfils. (p. 16) '

Contiﬁued growth is a danger, and "no ideoclogy of technique will;effectiveiy
oppose it“ (p. 17). He recommends a life of contehplation and tﬁe rL—
emergence of "nbn—iransbendént man, man lodged in nature" {(perhaps like
,tge North American Indian) to break "the hungry symbiésis be;yeen technology
,{gﬁa the maingtream of Western philosophy and re}igion" that resulté in the
cénqqest of nature (p..17). These ideas are appealigg, but it is clear

that without a re?élution‘of aﬁtitude occurring on a véry large scale none
of the prdb;e@s can- be solveé. With the withdréwalyinto contempiatioﬁ of
"thg few who see the danger and see what to do, the probldms will only gét‘
worse. .7 )

Drew recommends as a first step toward genuine limitation the.

consciqusyfhnilateral actioh by one country to end industrial growth. He

. recommends that thé@”country'be¢6anada, a country in'whicﬁ "wilderness . . .
aqd hot mere égstora}isd, ié q}ose to the national psyche” (p{ 18),.>
b%iously, he definé% "mere paéforalism" (that is, classical pastoralism)’
as the attempt to balance:nafure and technology and judges such an aétempt
as fufile and misguideé: better to opt fbr wilderness—nature (th;t is,
romantic pastoralismi. In nature's figﬂt”against history, he claims, -
"Nature will certainly triumph. Whéther i£iwill triumph over us or in us

o &

<
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and through QS‘remains to be seen" ip; 19). of allyghe seven writers
-chosen, Drew is the one most vehemently oﬁ the side of natufe and against
technology, and he uses strpné arguments in érdér éo win us q;er, to
peréuade us to make the c;uciél<chbice. éecause the arsenal of arguments
is so massive and perSuasive and\begauée his éutibok has so much to

commend it, only the critical reader will be aware of “the negative

aspects, or even danggrs, of his extreme romantic pastoralism. But because

'
- -

he chooses nineteéhth;;enturyAmechanistic technology instead of twentieth-
bcentury electroniq technolggy as thé‘prime ménaée( he seems somewhat
‘'0ld~fashioned (even though often’correct) in his‘criticism of our §ociety
and our values. As a result, rathe; %hén-probing the really~new.technologies

to whose social implications and dangers the reader may be blind, Drew

tends to point out what is already obvious.



CHAPTER II [
ROBERT KROETSCH ; S

Robert Kroetsch, in

. . ’ -k ‘ b \‘ ' fgv..“ ‘.
technological horizon. Ihls‘{: indicated by Jeremy Sadness's

tape-recorder, which dominates Gone Indian. -In his first four
novels Kroetsch's characters provide a contrast between the

"natural” man (man in an older environment-and associated with

outmoded technologies) and "technological" man (man who is
. _ : ) - ,
pkebccupied with new technologies). Kroetsch seems to be a

romantic in that he favours the natural over the techﬁolpgical
(although this favouritism may be merely an attempt to redress

the imbalance that he sees existing between the two). He shows

‘the conversion of an'older environment into an-art form in

The ‘Studhorse Man where Demeter, the man of technology, sets about

writing--or inventing--the life story of Hazard, the natural man,

who iSvideﬁtified with the passing of aﬁ old‘ﬁechnoiogyA(the
horse) and its related_environment: A simila¥ process occurs in
Gone Indién whefe the académicvn;rragor attempts to'retell‘(or
rearrange fér his own‘SAtiéfaction) the story of Jeremy, a man who
tries, ironically by mééns of a tape-récoraer, to relate the
’e;periences.that are‘changing him ihto a natural man. |

B
o
,
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2.1 . Two characters in But We are'| ‘ives show«:;;\division a copflict
between the natural man and the man Of .technology. As befits romantic
bastoralism, nature is presented as the avenue of escape from the problems
of civilization and human rela nships. However, sometimes .th characters
exhibit an ambivalent attitude toard civilization and nature, and through
images of nature and technclog bert Kroetsch shows that even in the
wilderness there is no escape from human nature.

Robert Kroetsch is a romantic pastoralist somewhat 1ike~Way1and
Drew} Eut Kroetsch's scope of attention is particular rather than general
and\hls mode of writing is often comic rather than propagandistic. Through
partlcular characters and sxtuatlons, whlch are often comic, Kroetsch
reveals to his readers his conviction that modern technology is often’the

enemy of the natural man. The way . he does this is '‘quite simple: he

divides human characteristics into two antithetical parts and has a

separate character embody each part. As’Johnnie Backstrom in The Words of
i : . Ly .

‘my Roaring says, there are "always the old dualities," and what he remarks

upon in pa551ng makes -up the skeleton of Kroetsch's novelistic concerns.l

o

In hlS empha51s on opp051tes, on dualltles, Kroetsch reminds us of |

Miskobenasa's statement in The Wabeno Feast regardlng the typlcal w lte—

man's practlce of d1v1d1ng 1nto twos and then assuplng a conflict be ween
them that must be recon01led In Kroetsch's novels the division is ﬁetween‘
the man of nature and the man of technology. The natural man trusts

instinct and passion and livés.a life of action: he is associated with

outmoded technologies and-past environments. Opposxng him is the man who

values reason and new technologles, thls man is a "thinker" rather than a )

i

"doer" and can cause the destructlon of the natural man. In general this

‘pattern applies to all of Kroetsch's first four novels, but his third and

'fourth, The Studhorse Man and.Gone Indian, are more concerned with the
process by which an o0ld environment is turned into pastoral art than are

.,‘)

the first two.

/
Y
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In But We are Exiles Michael Hornyak is the natural man and

Peter Guy the man of technology. Michael is already dead when the novel
opens, and Peter is of the walklng wounded in that he feels incomplete
and is looking for something that will make him whole. The characteristlcs
that.Michael embodies are what Peter lacks. Peter Guy is a kind of
: harczssus with Mlchael Hornyak as hls reflected (in mirror or water) ' *
image; - Peter is blond, Michael dark; Peter is the man of 1ntellect who
once studled law, Michael the man of action whose main concern is phy51cal
pleasure. As Peter looks for Michael's body in the Mackenzie Rlver at the
~ beginning of the novel, he is reallyblooking for an understanding of
himself7 of the dark non—rationalrparts of his being that he has long_
denied. In his search Peter "looked down again at the water and this time
saw his own face watching him :,. . He studied the;reflection as it not

% . . :
sure whom he might s'ee."2 This time he sees his own face; by the end of
the navel his face and M1chael s are lnterchangeable, and he takes Michael's
place in the canoe-coffln. Peter has hated Mighael and wanted him dead
and in a way Peter is responsible for Michael's death because he allowed
Mlchael to use a lamp with an unprotected:- bulb while cleaning out the barge.
“Here is the first instance of the "thinker" killing the "doerQ" However,
it takes Peter a long time to recognlze that each man had been looklng for

.

the other as though each reallzed his lack of/wholeness,and that what
Mlchael represents lives on in hlmself after the accident. =

| Ehe antagonlsm between the two men goes back to .the tlme six years
before when Mlchael plcks up Peter who is hltCh—hlklng to a summer job in .
the Rockles.where his glrlfrlend, Carollne "Kettle" Fraser, waits for hlm.

The two men take ‘nine days ,to drive drunkenly across the pralries. Peter

"was flrst scared and concerned and reluctantly drunk, and then fasc1nated,

G
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e

not only by Michael Hornyak but by himself" (p. 10). The man of 1nstinct
&,
and impulse comes up against the man of intellect and . responsibility, and

the second *5 never the same again. When Kettle sees Peter after his
'trip across the prairies, she sgys, "Who are you? . . . Is Mike the stranger

e

or are you?" (p. 143). Peter seems to have changed, and yet to Kettle's
\way of thinking perhaps not enough. When Peter discovers that Michael has
become Kettle's lover,.he retreats. Without a word to anyone he escapes

north, but he never escapes ‘the ‘memory of that traumatxc n;ght. When Peter

opens .the door of Kettle's room the night of his discovery,

" he ‘lopked into a hotel room, started to walk in and saw them,
this(woman and what he thought was his best if very new -

d . . . he believed he did not.want to believe what he

» the eloquence of flesh and desire caught dispassionately

n the glass mirror inside the door; and even if he tried not

o believe he turned and fled and kept on fleelng north and

gain north. (p. 48)

Michagl has the nerve to do what Peter only vaguely longsbto do. Peter's
st iﬁpulse‘is to kill‘Michael, but instead he runs away from that impulse
{(or he thinksvhe does) as he runs north. The ufgé to hill,isvsimply
- repressed, never faced; That murderous impuISe’then surfaces when Peter
.meets M1chae1 six years later—-as does the sexuai lmpulse when he meets
Kettle again.
At the end of the novel Peter fihds himself alone on the bar§é~
_that carries Michael's corpse, and he replays the discovery scene one last
_timeE opening Kettle's door he'“lookedgin on a mirror and the image of two
raging bodies, a tumble of dark hair. And he was caught. He fled and fled -
and was caught there, trapped, doomed in that‘long mahogany frame. . He fled
and went on searching and oould not see*ﬁﬁnself" (p.7145).- Wanting

3 : ] . :
protection from the raging blizzard, Peter pounds on the barge door and

imagines Michael's voice saying “stay out." But this time Peter walks in



56

and confronts Miqﬁael. Previously Peter "could not see himself"; he
could only see Michael Hornyak in his plage with Kettle and cbuld not see
that the passion which resided in Hornyak and which Peter saw there was

also in himself. 1In the act of toppliﬁg the corpse. overboard and taking

-

its place Peter shows that he recognizes his inner nature and admits his

guilt in Michael's death. It.is not clear whether he is rescued or dieé
4 ~

out on the lake in the blizéard, but Peter has. taken the one step possible

ess when he changes place with the"corpse.3

in his search for psychic wholen
. (J

It is ironic that Peter, a man identified with. civilization and
: ) ‘ ,

'technology} fhinks that he can escape the natural man (Hornyak and the
oy . _

natural aspeété of human nature that he represents in Peter) by‘fleeing

into nature. In making this assumption he makes the °same mistake that

MacKay made in The Wabeno Feast. ‘Peter's attempt to escape, in addition,
mirrors the flight of Gordon Fraser, Kettle's father, .which took-place
years before. Fraser can't abide "the outside" any more ‘than Peter can,

and yet heShas to drown his hatwed of the North in drink: Actually he has

4y

a double view of the North: °

¢ A

The outside was suffocating . . . But it represented all he,
wanted his daughter to have. . . . He wanted his daughter to
remember nothing. .” . . the wilderness she had been exiled
from was a forbidden land, yet a world to which she dreamed
of returning, for it had become freedom and excitement and
utopia to her. (p. 33)

Kettle was born in the'North, but Fraser exiles her from it and doesn't
. .

even permit her to come home for the holidays. He behaves as though the

freedom he has found in the North.is someghing that he will not allow her
to havegf Actually it's because Kettle is a reminder of her dead mother

that Fraser doesn't want her around.. She reminds him t

& » R . N
% he "killed her

mother" by bringing her from Scotland to northern Canada (p; 46). He tells
Peter, "Now I hate it. And I.can't léave"_(p. 44) . And later, "A man is

. o
A T -



] . ' 57

free here. . - - He is Qqnfrée that nothing elﬁe in the world is ever as
. .
good again. ‘Never. B&t it's a screwing jail, this place, I‘ggglg leave.
e o I;m a free man down here, because YOu énd your punch can't get atl
me" (p. 46)i He doesn't want Kettle arodhd to seé that his freedom has
~ turned into drunkenness. ‘obviously freedom is where you £ind it; and judging
by Frasgr's 1ife, one could be just as free in. a city as in the wilderness.
Fraser is‘free, he c1aims; and yet he has tp admit that he is not freevﬁo
vleaVebbeqause‘he doeﬁh't fiﬁ in anywhere else. He is an example of a man
who ﬁaS'méde the mistake of equating a life in nature with a life of
freedom, an assgmption that i§ frequentlyAmade in romantic pastoral
literature. . : . o ¢
Kettle, also a romantic, has made the same mistake.  Perhaps she
has a false sense of what‘the.Nbrth means‘if she tﬁinks‘that it is a place
_of "freedom and excitement and‘utopia;" but Her view~of‘civilization is -
-equally shallow, although itudbes ;ombine.the pastoraivand the technqlogical.
ﬁéhe seeﬁs disgppoin;ed with her trip nérth and vOwWS ;pe will never come
pack: - - . o ‘
I'll'hever comé pack. I'll find a‘sensible man. You two
(Michael and peter] have been crazy. and I'll have kids and
take them for rides in the country and take them to movies.
When I'm awake that's-all T think about. Taking the kids into <
. the country and to see movies. And I'1ll teach them to grow B
- up like civilized peqple. (p. 111) © :
Th; last remark stems froﬁ a:piece of her father's advice "about being
civilized or making a mess=-" (p- 111 ?raser thiﬁks he has made a ﬁess
of his life and wants to make sure his daughter is civilized. Kettle
ﬁhinks that her ﬁarriagévto Michael "was all cockeyed'somehow“kand that she
has messed up her 1ife; so she ié deﬁermined to create some civilized
children (p-. 111) . Petef points out to hef, "I went for drives’in the ~

&
country. I went to the movies," and he is one. person whom she considers
) ry ; ; : Ade
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to be uncivilized (p. 111). Obvious;y,,going to movies and driving in
]
the country do not make people civilized. Later Kettle repeats her vow,

t

"I'm.leaving. I'm starting over brand new. My house is brand new. The
trees are brand new. My fence is brand new. Even the lawn--" (p. 123).
His experiences have matured Peter, and he realizes that he would spoil

her "brand new" world: "I'd track in the old world . . . I'd mess it!

up. . . . There you'd be, raising your kids to be civilized, .and in I'd

3-

come" (p. 124).
| Petergéggsﬂ't belong 'in this world, but really is it worth
belonging, to? ;Qen tﬁough he has separated hiﬁself fromvhis past life by
throwing the box of family photos and worthless shares into the river, his
memory-of his childhood'home is a more appealing; although nostalgic,
pictufe of civilization:
. . . an old brick house in Ontario and qhina‘in the windows.
A story for every cup. A fence out back; a stone fence-glder
than the house; as old as a farm that was older than the town.
Apple trees and oak trees gone crooked with age. The stories
his mother told, of apple trees and fences; of the sprlng-
tlme of the dead. (p. 137)
This picture shows the beginning of the end, of,something dead or dying
but something that had"at least lived. Kettle wants everything “brand
new{ (on the trip across the prairies Peter discoveré‘that all M%chael's
"traditions" are instant and 5rand,néw also), without history and, £herefore,
without civilizatién. Pefhaps she does vagquely realize that her vision is
distortéd when she begs Peter to "break the mirror" for her, but smashing
everything>and starting again won't help civilization, which sﬁe seéms to
care about maintaining (p; 124);

Perhaps because Michael‘is dead and already passing into Petér's

private mythology, and because Kettle is not a convincing literary creation,

these "natural" people are not as interesting as Peter, the man who values



|
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technology. Peter wants order, but he wants freedom from human

relationships, so hethas‘spen; s8ix years on the Mackenzﬂe River. Unlike
\ .

Michael who threw out all his maps on the prairie trip, Peter s job as
pilot involves mapping the chaos of the river and followmng those maps

carefully. Although Peter has attempted to escape from civilié/élon into
!

the wilderness; whether he knows‘it or not he has not cobpletely abandoned
civilization. Like a Conradian hero he clings td techn%hue, which is a |
" mark of civilization. Hé'is described a# "a whi‘e river bum with ﬁ river
in his head to keép‘everything.else out" (p. 103). This is an accurate
but negatiVe view. More positively one éan see that "at least on the

river he had the dignity of his skill,” and hé has his maps (p. 103).

. ' / . ‘

Off the river he might have much less. /

In the wilderness and on the r;éer Peter has been free from human
/

entanglemehts:

- he was glad the skipper had insisted they’depért [from Norman
Wells], for they were running again. Leaving that tiny blotch
of civilization and the shore people and Kettle Fraser behind.

Running was the essence. . . . He alone knew where to go;
his eyes, his hands, were pitted .#gainst the deceptively bland
surface of the water. . .». Eleven hundred miles of river in
his head . . . A man at the wheel and a man in the engine-
room. Joined by an indicator hand and the jingle of bells.
They did not have to hear each other's voices. Here the
pilot's eyes and hands were in isolated yet absolute command.
Pure. He wanted to shout the word. This is mine. Storm, ice,
wind, rock--those can challenge me. But here a man is defined
free from the terrors 6f human relationships. A man's function
is so clear .that each is simply called chief, skipper, second,‘
pilot. . . . No confusion about who is to do what and who did
what. . . . and always out beyond the wheelhouse the thin band
of shoreline and trees, separating water and sky. An order
malntalned as precariously as that maintained by the hands on
the wheel. The chaos held in check. (pp. 18-19)

The image of nature mirrors human nature: chaos is held in check in both.
Peter wants freedom "from the terrors of human relationships" and so

escapes into the wilderness after his one traumatic experience with people.

§
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Here on the river the men‘are.not persons, only functions, and Peter finds

the freedom he wants in such a place. On his own, he does not willingly

-

contend with chaos, unlike Michael. Peter recalls their trip across the

prairies: "Instead of a pérk they found a burnﬁ;off country . . . And

. . ‘ Sty
the sun blazing down . - . 'Chaos,' Mike said. 'We've got some chaos to“’
contend with.'" (p. 135) Given the chpice. Peter would rather contend

with the chaos oq nature'than with the chaos of human relations.

The,technology under his command makes it possible for him to contend with

™

nature, but only once he is freed from being the pildt in' control of the ~

»

boat can Peter come to terms with himself.

.

-Once Hornyak, the natural man, is killed by technology and has

freentered'his natural element, Peter must contend with the passion and

darkness in himsglf: "The runhing had iong been a running away--from land, ;

from people, from the confusion . . . a _running away. from the setﬁlements "Q
. . ’'From home. But must he now run away from the river too--" (pp. 19-20).

This is the question Peter asks himself. What Hornyak stands for, however,

was always thg¢re in the stream of Peter's llfe, whether in the city or 1n

the w1ldern ss, and he never saw it. Now he must stop'running. Now with

]

the body in the river "he realized he h;d something new and frighteniﬁg to
1earnvabout the river" aé pe does about himself (p. 29). Nature reflects
Peter's bsychological state,:and oncebMichael has died in the river, nature
becomes more difficult to cope with. The ambiguity in human nature is also

found in nature: "“Illusion and reality were confounded in a softly shining

landécape, the sky upset fnto its own reflectién™ (p. 30). The ldﬁdscapé

t

becomes alien and uninviting:

Man intruded only occasionally on'thls blur of landscape
" . . . The chaos had not yet been resolved into form; men
could find no cause fqr stopping. They did not map the
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+ shifting channels; they did not count the sandbars that
grew like mushroom- in the night. (p. 31) :

Once Peter meets Kettle again and is again attracted to her, he feels
‘#"‘;F»

imprisoned by tho landscape:
It was he who had burst back to life. And the birth was a
throbbing awareness of his isolation. The sea and the
landscape fading off into a grey mist of frozen rain made
a giant cage in which he could notgﬁrasp the bars to shake

- ' them. He was alone. (p. 57)

The'ohysiegl world of fog is equivalent to Peter's mental and moral state:

"They were afloat in a pool of water that was somehow suspended in a world

.of fog" (p..61). He remembers a time when he saw nature differentlyi‘
Ahead of the boat a loon dived, surfaced, dived again
when the boat approached, and he remembered trying to
guesB where the quick black head would surface next; he

guessed: wrong each time and thrilled to this new unknown
within an unknown. (p.- 123)

L]

The loon is an unknown within the larger unknown wilderness, and here Peter 54

relishes the mystery and unpredictability,'thejfggggagg;haps7mcf—naeuier__‘___

For a moment the man of technology becomes a : natural man.

13

a limited degree. Hornyak drives hlS large car across the ptuirlqs like a

' maniac in search of water: here technology is coupled, thh VLtallﬁy agﬁ

» zest for life. He is the new owner of the boat that Pe&er pllots

~ by the new boats with more efficient barges. The Nahanni Jaﬁq.h?

fact, been serving as a conveyor of aviation gasoline alonﬁ'ébegﬂackenzle
E
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season as the Nlhl;;i Jane (p. 17).1®Th¢ new boats with sophisticated

new oquipuﬁnt probably don't h;ve to work as late because they had -
already transported sufficient goods to make a substantial profit for
thoir‘oyherl, and the additional trips into September would b; roqlfdéd
by those owners as more dangerous éhan they were worth. Hornyak seems )
to value old technology only to the extent of having a clipper ship the
subject of his tattoo (p. 6). This "young baron’of the trade that
supplied frozen fish to Chicago and New York" hag decided that after tﬁil
last ﬁrip the riverboat will be turned into a fish-packer. As a vessel
used for hauling goods she doesn't make enough money for him (p. 3).

This doecision‘,s an“'.jmsult to the crew who regard a docked fiéh-—packer as
a lesser breed of. vessel; and as the men search for Michael's body, it is
clear that they "were pleased as well as horrified" at the death of this
capitalist baron whose life of pledsure depended on the hard work and
hardshipé of ﬁhis crew of poof half~breeds ang\transient whit;s (p. 4i'
Neverﬁheless, it would'takelmoré tﬁég tﬂe death g} gne'man to stop ﬁhéw.‘

e
replacement of the old technology by the new; lifé and work on the river-

boats are passing phenomena. However, -in But We are Exiles the process by

13

which the older environment and technology become redundant is not._Kroetsch's

prime concern as it is in some of his later novels.

2.2 The radio is the main technological innovation in The Words of
my Roaring, but Kroetsch's use of it makes it clear that to rely on
technology for answers to questions about human nature and human identity
is a mistake. Neither will the garden, the typical landscape of the
classical oral, provide more than & brief respite in the quest for
answers. ; - ‘

Although it does recur in his third and fourth novels, the idea of .
R WK‘“\\_,‘-:_’.-.M)L = ! i v
an older technology being sugslanted by a new one is not found in Kroetsch's

second nové&} The:Words of my Roaring. In this novel the radio, which is

now considered to be a past tecgnology and thus often the focus of nostalgia,
. i :



\

N

I . . . . . i
@®

63

2 '
- ',‘,.

\\ 1s the- main technological innovation; and Doc Murdoch's garden¢sérves as

N\ N
N 3

‘,*the timeless ‘but artificial image of nature, an important image in

j

FKroetsch's examination of the pastoral impulse. "The old dualities" are
not as evident in this novel as in the other. three.‘ Johnnie Backstrom is
the most realistlc of all Kroetsch's protagonists and in him Kroetsch

attempts to combine "the old dualities. However, even in, thig case

Johnnie has‘a minor. counterpart in the figure of Jonah Bledd. 1In this
‘novel it is Johnnie, the natural man, the man of action,.whp Causes,
although indirectiy} the death of another. donah‘s.hroken arm is the
result of Johnnie's drunken driving. The broken arm makes it impossible
for‘Jonah to get a’job, and he drowns himself invdespairi , . : /

o . ‘ 7
Jonah is not the only person in despair, however. The novel is/

v

set in the depression of the11930's,-a time when conditions were so bad
.that “theggophers had to kneel down:to get a bite to eat" and peophe were

forced to hook horses onto cars because there was no money for gas or
: - "

flicense plates (p. 76) In the midst of this desfalr, hOWever, there is
; [ 9

i N
fhope in the form of a voice on the radio. Because Johnnle s supporters

*can t afford radios and/or batteries, they meet in his funeral parlor to

. listen to Applecart's radio program. ‘Applecart preaches every Sunday on

the radio, and for many it is the "biggest event of" the week " (p. 33).

The power of his rhetoric’via the medium of radio is so great that some of

“the listeners even‘crylﬁith emotion. Applecart. is very effective on

.radlo in his mixing of pOllthS ‘and fundamentallst evangelical rellgion-

-

- "He was the volce of the prairies speaking“ out against Toronto, "the

Who—erbthat srtteth upon many waters"” (piﬁ37, p. 36). The trouble with a

14
°

radio, however, is that the speaker speaks ‘but cannot llsten, the

compunication is all one way.: Johnnie talks, to Applecart as Applecart

. : I
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_ / . it :
speaks on the radio; he wanta advice and gets only platitudes. Applecart )

wasn't listening. He was a Vvoice blasting away into the darkness. He
51 W

~didn't seem to have ears. He was oné big blabbering mouth"(p. 94).

That's radio: a voice in the darkness. But Johnnie expects more from

that medium than 1t can give.

I shouted at the tiny plnpoin‘ _ light;“the solitary
red pinpoint out of which boomed a voice that filled the
funeral parlor. (p. 95)

- - . there the radio was standlng, a console model,
where I usually put the coffln, .and the voice was coming
out full blast. . . . "Explain! Explain'” 1 shouted.

Follow me, is all the voice would say. That hollow
voice. (p. 96)° .

Out of the console model;-Johnnie«expects an answer to his questions, some
;consolatioh,‘advice. He gets hothihg, loses his temper, and smashes the
Lo . .

'radio with one biow. "The voice went off. That little pinpoint of light

went out. ‘That pin prick" (pf 96) . There is no enllghtenment for gshnnie
in that plnp01nt of light. vaxously the novelist 1ntends that Johnnle

‘not rely on technology'for his answers: he is to find them within himself.

4 }

el wr Johnnie Backstrompys 4 natural man in a‘dry land What has

attracted him to seek the job of MLA is the ”green” of the money that goes

with it;- getting elected wquld put an end to his f1nanc1al drought.
Inadvertently he promlSes raln to end the prairie drought if he is- elected

Like an Indlan medlcine man he promlses that the prairie will "look like

!

one big garden" after the/raln (p 20) The pralrle is flat‘and dry Trees

"don t grow ‘here by nature but have to be planted and tended " but even a

j
.

w1ndbreak can t completely stop the wind (p. 54). " In the West "Nature’dan ;

€

be so damned unnatural”--that is, not pastoral in the classicalysense
‘?b. 59)  But perhaps Ontario, although "natural " with 1ts blur of greeg

‘and blue, is the unreal place. The green of money is not the only green’

o 8 L

(]
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that Johnnie has seaxched for in his life. When he di&;'t get a job with

the railway after he fin1shed hiqh‘school he tozskthe train east to find

work harvesting the crops there. Even though hé ‘went east to 1earn to be

an undertaker. (1ronically, he had»Wanted to be a docgbr and save people

"W

but instead becomes an undertaker whose life depends on people dying), he
ended up worklng on a lake stemner for ten years instead. After livxng
on the often parched.praxries "he couldn t stag away from all that water"

(p- 25). To him Ontarlo looked like a garden with tts “steamxng rich' hay

fields" (p. 24). He "didn't kno¥ the world cowdd be so green™ (p. 57).

When Helen Murdoch _swent east to university, she was similarly lmpressed.
g HVer! .

'« . . those huge trees. Instead of little poplars and

willows and balm of Gilead. Those rivers and streams all

over the place, and grass up to the cows' bellles. Corn .
‘that was taller than I was. and fruit on trees 'instead SN
of in boxes. And the pig lakes. (p. 57) -

\

ontario, "the green lush old Eded,™ is what heaven must be like: '

The smell of clover rich and sweet, scenting the whole
air. The grass fallind heavy and green when the sickle .
hit it. Water--so much Water in the air and grass and
ponds and brooks, it blurred the whole world a blue-
green, (p. 58) ’
o

Ontarlo is a land of abundance, too, with its sausage, cheese,ané’cream

productlon. Paradoxxcally, " however, Johnn2§ went to this place to learn
undertakn.ng, to learn to coge with death in pa.radﬂ but kept avo:l.d:.ng

that confrontat:.on with death untu he came home to the West.
;

‘Even at home, however, this natural man tries to keep fallure and
mortallty at bay——ma%nly by maklng love to Helen Murdoch in her father's
garaen. The first 41me we see Helen, she is “the glrl who poured water
at a pOlltlcal meetPng, a totallY positive image in times of drought (p. 47).

I

‘She drives "a swanky new Chevrolét " a symbol of success to those who drive

Bennett buggies (p. 47).- HelpiQQ Doc campaign, she hands out "littlée green’

+ \



66

pamphlets“ to the’people in the relief line (p. 48)- Her car is green,
too, with blue—green seats and chrome decoration,and is compared to a

boat. It is rather oLt of place in the midst of drought—ridden poverty
but provides the stuff of daydreams for the poor. - Helen is obviously
named after the most heautiful woman in ancient Greece for whom the Trojan
War was fought and so many people destroyed. Along with beauty gqes power
for destruction, in this case perhaps the destruction of Johnnie 8 marriage
to Elaine. Johnnie sees only the.beauty, however. He thinks Doc should

protect his desirable daughter w1th cannon, hothzer, moat.and wall, but

)

on the other hand, sees an orchard as the fitting place for ‘such beauty

(p. 155, p. 57). Helen in her father's garden is Johnnie's vision of

paradise on the prairies.
W1th‘the help of technology, Doc Murdoch has been able to create

a beautiful garden, but it is a work of artifice (as are the typical

[ :
gardens or island retreats of cla551cal pastoral) and4 not really "natural "

.

Johnnie s efforts at gardening when'he was younger came to little because
of frost and cutworms, ‘only squaSh surVivea'and no one wanted them. Doc,
on the other hand, imported hlS ‘plants and wrapped his trees and shrubs

to protect them against —40 degree weather. Most surVived because of his

care, but thls loving care can be - seen as selfish—-Doc waters his garden e

while the drought is killing the crops and gardens of his neighbours. In ;)

-
3

it he has roses, cherries, plums, apricots, crabaPPles, cactus, and R

)

goidfish pool. However, it is enclosed by a hiqh hedge so that only those -
within can enjoy the beauty of the garden. ,Johnnie is an outsider who ’

manages to get within the enclosure to be wg@h Helen. In the midst of his

A
s

campaig an he manages- to spend seven‘hights W1th her:
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S T _gﬂ I have never been so happy . . . I had a suspicion wr

: then that thq Hanging Gardens of Babylon must have looked a
lot like Murdoch's back yard. . . . in that garden I felt I
was in anothfr world. (p. 186)

The snell of that garden at night; it wasn't a prairie
smell, dry 'and stringent, parching the insides of your nose.
It was an/Eastern smell; it was lush, a green smell, heavy
enough tOrbe seen. . . . He's managed to create it right.
here in his own back yard--a l1ittle bit of the East. . . .

It beats a potato patch . . . with bugs stripping the leaves.
(p. 158) ’ 3

A

o
4

Johnnie thinks that an orchard or garden (that is, cultivated nature) is
the nnst sultable setting for the beautiful Helen, but once he describes
her in more primitive, "uncultivated" terms-

Little H. P. She was the garden, the forest of my’ soul; a

forest tangled and scented. A forest wild. ‘She was the turf

and torment of my raucous love. My own wife, that bundle of

consistencxeﬁ, s all straight hair at one end, a twist or

two at the othéx H., P. was the paradox of my dreams. (p. 208)
Perhaps 1nstead oﬂwmeetlng in a cultivated garden they should have met in
wild nature whlch would- mirror their paSSionate love more exactly. Here
he seems to recognize the duallty inherent in Helen's second name. In Greek
.legendPersephone, the consort of Hades, spent half the year as queen of the
‘ldead and half as goddess of vegetation and growth. There cannot be birth
and growth w1thout death, and Johnnie has not wanted to see this truth about

, -

; he has equated nature only with beginnings, not with ends. .

1
h Johnnie is a man: of paSSion and nature, he is also a man of

nature and 1if

_ thought and‘consu'ence. Helen Persephone‘s garden is a place of mystery to
‘hﬁn,'and also a pl ce of escape from ordinary day- o—day life and responsi-
bility. He recogn zes the garden as "another world" where he comes to make
love to Helen (lov -making is an. expected activity in pastoral literature),
where he wants “time to stop, and when he is away from her, he can see that
‘she and the gardeR are not the real world, "I looked at those poor people,

starying and hoping, their_crops burnlng up, and I thought of Helen in her
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father's gaxden: marigolds and nasturtiums. Zinnias and phlox" (p. 163).

Y

The real world is the one outside, and that is where he belongs°

The’

green was almost gone from the countryside. The'poplar

groves looked dry and withered . . . The birds themselves

. had given up hope. They were silent. . . . hope was

faltering. The willows in the ditches were dying too early

b The stinkweed was shrivelled and small . . . even the

thistles . « « looked stunted. . . . The wheat fields
themselves seemed to be praying for water. (p. 181)

The conflict between the pleasures of the garden world and the duties of

the world outside can be seen most clearly when a bird in the garden sings

in answer to the telephone ringing in the house (p. 166).

answer the

Persephone'

phone call)

TN

s flower associated with the dead--in his hair) splash in the

.pool instead. \However; Johnnie can't ignOre,the call of &nty‘for long.

must be picked up and prepared for burial. Althgugh he hasn
. . . S \

wanted to see it, death is present at the moment of birth, the end is

implied in

L)

the beginning. : ¢

Technology,may intrude lnto a pastoral dream world, but in this

technologif;

‘ away and buys a car that supposedly runs on water (p. 85)

offer,while at the same time sees in himself the de51re to get away from

e

“ the world of duty, worry, and technology,and escape to one of sensual

pleasure.

and the’man of nature.

t

novel there is no condemnation of that fact. Johnnie's desire for a

o

At a farm auction sale, for instancE, Johnnie gets carried

3

’

Here in~one character Kroetsch combines.the man of technology

phone, and Helen\aha\Jdﬁnnie (compiete with asphode1~blossom-v

Helen doesn't -

' Death enters-even into the garden, and the dead baby (the reason for the

't

. pastoral retreat is recognized as a part of human nature, and in spite of

, the incident-where'he destroys his radio, he is'not,presented as a hater of

This man seems

" to be the type of person who wants the advantages that new technologies
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Kroetggg/ third nqvel, The Stndhorse Nan, laments the passing of
an old technology (the horse) and an old way of 1ife, the life and work
of the studhorse man on the prairies. The conflict between the natural
man and the technological man is again an important theme, and the
reactions of the two main characters to new technologies teveal their
values and their stateu of mind. :

[ -4

Unlike‘The» e o%\my Roaring, The Studhorse Man is a novel that

"lamentslthe passing of a way of life, the passing, as well, of the natiural

‘man who is superseded by the man who loves new technology Hazard Lepage,

the hero, is a studhorse man who has fallen on hard‘times, He came west:
in the 1920's to work on a. threshing crew and stayed on to be a studhorse
man and raise his own line of horses.' At first he did very well:

He had of his own in the valley along the lake a herd of
forty horses, as well as a waiting list of farmers' mares.
He travelled two purebred stallions in addition to his own
excellent breed: a Clydesdale and a quarter horge. By -
1928 he was planning to build barns around the isolated
mansion in which he lived. One year later he could harxdly
afford zhe feed to see his herd through the terrlble winter
of 129,

Q

1929 was terrible not only because of the weather;‘it was the beginningﬁof

the Depresslon, and the economic situation and the gradual mechanization of

' energy -and transportatlon meant the decline. of horsebreedlng. Now years

~ farms is gone: "Who ever thought . « « that screwing‘ would go -out of

later at the time of the novel -3 action the need for studhorses on Alberta

: /
style? But it did, it is," Hazard mourns (p. 11). 1In Years past dozens of
mares wére serviced by Hazard's stallions; but now he is penniless, lives

' - . . 4
on ﬂorridge, and.plans to collect and sell bonee in order to buy a mare so

that the Lepage line of horses will not die out.

Hazard . . g ‘wag desperate. In an area centred on a. strlng -
of seven towns ‘hé was the only remaining studhorse man, yet ’
in the previous season; he W@
of dirt roads . ... leadin*w
v1rgin stallion--and he had ‘found not one farmer with. a mare
,that wanted coverlng. (pp.gY—B)
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| Hazard's most despe"ry.te circumstances occ‘during the years of World
"War II, a’ time that marked the change on farms from horses to tractors
and other machinery and that ushered in the population shift from the
country to the city where_there was work. These years were a time of
great‘change for more people than Hazard Lepaée.~ The question of the
extinction or gurvival of Hazard's line of horses provides the plot of
the book, but tne question can also be applied to the state of rural
j be

life in Canada. f e ) o R

L BecauSe of mecnanization‘ﬂazard's life as a studhorse man,.a'life
in nature, is even more reckless and unpredictable than'ever before. Tadh
Proudfoot, who came west as a blacksmith and had an interest in liVing
horses, now is a bone buyer and has an interest only in dead.norses, he
- informs Hazard that horses are obsolete. Once the war is over, a car Wlll
be som;thing that everyone will have, and;on the\farm "once gas rationing
is over and tractors are back on the market, you won't be able to_cive a
ihorse away,"‘Tad says (é. 14). And,‘indeed, now that the war,is almost
0ver, in one day in the Edmontonislaughterhouse corrals there are a
‘thousand horses that will be killed for pet food. In a world of new
:technology Hazard is an anachronism, people think he is crazy and regard
"him as a "maniac who peddles horse cock from farm to farm when nobody wants
.hérSéS"(Pt 16) . I1f one is not i: tune with the times,'one can easily
‘§ggg to be crazy. 7 , ’ . . | .

However, Demeter Proudfoot, the narrator of the-novel, is muﬁﬁ// !
; more in tune with tne times he lives in, but he, indeed, is actually crazyi
While Hazard is assoc1ated with nature, Demeter finds his identity in

technology—-not that he is’ particularly interested in machines, but he is

]
obsessed w1th facts, echnique, order, and history. As Wayland Drew has.
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pointed out in his novel, an obsession’with sdch things is characteristic
of the western technological mind. Demeter is the possessox of such a
mind; he is obsessed with the past, with turhing the present into
hlstory, with "the making of his [Hazard's] present into hlstory (p. 11).
Demeter .is upset by Hazard: "he injured me deeply. He denled the past"‘

(p. 11), "Hazard's peculiar little aversion to the past“‘ls certainly not

shared by Demeter (p. 31). Demeter thinks of himself as a historlan, a

.seeker after truth, and he is not satisfied with the bits of information

Hazard gives him regarding,his escapades: "We who assemble fragments
lono for a whole image of the vanlshed past” (p. 33). £"

It could be that Hazard w111 not admit that® times are changing and
that there is no place for him in the new horseless world, but more likely
he is so busy: 11v1ng in the present moment and with an e to the future
(that is, theffhture of Poseldon_s llhe, and possibly of his-own 1f he can

marry Martha) that he has little time for remembrances of things past:

, , i . ’ S
that he leaves to Demeter who seems incapable of action. Rather than

choosing the'futility of.seeking for the "whole image of the vanished'past,"

Hazard, as his name indicates; seems content enough with the fragmented

present, which is what one expects of a natural man. However; Demeter

fihds in his investigations of Hazard's past that “all 1nd1cat10ns are that gf’

L

the Lepages of Rimouski were great dreamers!about the future: cette mauvaise

habitude qui sépare les Francgaise des Anglais" (p. 117). Dreaming of the

~ future can be utopian, and here Demeter is implicitly condemning such

)

act1v1ty as an escape. from the past and present, but surely he 4

Hazard dreams about the futute only in terms of the past and ptesent. The
6
5.

world of horses that he knows and 1s comfortable with is the wbrld that he

wants to survive with a little help from him. It is the old technology

LY
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(the horse) that he works to perpetuate into the future, and thus in his

‘gwn way he.links the past, present, and future.
‘J,

Demeter, on the other hand, could very well suffer 1'habitude des
. Anglais--that is, .dregming about the past as the repository for all that is
worthwhile. He valuéscthe past because it is something ended and orderly.

'As editor, biographer, and interpreter of Hazard's life, Demeter probably

distorts Hazard in his search for the‘“wholevimage“ and the "truth";

however, it is difficdlt to know to what extent such distortion occ%rs

because we get the whole story filtered through Demeter's‘crazy mind.
Demeter seems to be scientific and businesslike in researching Hazard's

past, and his measuring, filing mentality is contrasted to Hazard's free-

v

wheeling, non*éétegorizing mind. The fact that Demeter reduces all his

information on Hazard to fit 3 x 5 file cards makes one suspicious that
\ . . :

he is making order of Hazard's life where there was no ordsr at all (p. 39)..

The‘making of order is wﬁs;“distingﬁishes art from Life, and Demeter
prefers art to life. It is even possible that, instead of turning‘the
ﬂifragments of Hazagd's life into a coherent historical or biogfaphical
account, Demeter weaves those fragments iﬁto fiction—-iﬁ’?ﬁis casehﬁéstoral
fiction that is,‘by definition, backward ldoking.k If this is so, Demeter
becomes a paradigm of the astist who takes whatever "facts" are oﬁ hand
and‘tu;ns them ints-art; thus, Demeter would be as mush Hazardfs creatsr

as hiskdestréyer.
Besides the order of art, technology is also a protection ;gaihsﬁ
chaos for Demeter: "I sit contented in my slean white ;ub,'the radio
turned iow, square‘and protective'on'the:winaowsill, glossy against the
+ : . :

dark night beyond" (p. 18). Sports, too, makes order out of chaos (and

in sports as in sex Demeter'kfefers to be the spéctatdi rather than a
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garticipant). Demeter enjoys ;ecalling the hockey players of ﬁis youth;
the world of'hockey (and the world of childhood.in retrospect) ia simple
‘and orderedszut real* life is messy and complicated, and Demeter,wants
nothing tofdo withvit‘and rétfeats into madness, an escape from past,
present,axé future.  He ié the opposite of the natural man} andvthat,
Kroetsch seems to spggast, is the reason for his madness.

Demeter, who loves order and confined spaces (such as his bathtub),
is a'direct contrast t§ Hazara, who "abhorred cramped spacesm (pi/§4),
Far Demeter "the confrontatian with mere space can be so ap?alling“ that
he withdraws from all such confrontations [p. 61). Demeteg cannot under-
stand why; once Hazard is in Edmonton,ra city that offers/"a bright embrace“

and "arms of sane comfort," he is willing to leave it for the dark, silent,

rugged land (p. 59). While Demeter searches out mental ﬁazes-éo:\QiTSelf

~.

and chooses confined spacesf'Hazard doeg everything he can to free himseiﬁ
from all things that confine. The, boxcar which donveys him to Edmonton ig
like an immense coff;n full of bones, but. he is not yet ready to be burled
and so escapes it. When Poseidon is released from the~boxcar,‘Hazard
endures a nightmare search.far'the horse through a maze‘of boxcars with
steam issuing from the locémotive to make the searcﬂ even more weird and
frustrating: (p. 25). The baseﬁent of the oldvpeople's hqme where Hazard
plays cards to earn his keep is also a maze and a trap that Hazard must
escape in order to ensure life for himself and hla horse. Hazard is the man
of action, and the one time that Demeter decides to take action-the resu1t 
iskthe death of Hazard; perhaps for the man.of thought to usp:g.tha role .
of .the man qf aation inevitably leads to death and destruction.6

Because of his dependence on his radio to blot out the nothingness

or chaos of space (physical and probably mental, too) and because of his lack

. .
A
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of desire for freedom and love of confinement, 6ne might suspect that
'Demeter wodid heértily approve of other teéhno}oéies. Hazard, on the
other hand, would be expected to Hate ail new technologies that supersede
the horse and interfere with the freedom of the natural and unconfined

‘life. The évents at the Eshpeter ranch are probably éhe most important
-

‘

in trying to sort dut Demeter's and Bgzard's responses té technology.
While Hazard enjoyably recuperafes from buckshot wounds at her ranch,
Marie Eshpeter is having Poseidon's semen collected for use in artificial
insemination. All the supernatu;al‘events Demeter experiences ;t the
suppOSedly haunted Eshpéte: ranch are nothing c0mpafed to artificia@
insemination which is the real "supe:~ﬁatﬁrér'evgnt. But the queg;ioh is
whetﬁer to reghrd‘"supér~natu;a1"'és,being against nature or being above
'nature.. It is not clear whether Hazard is horrified or qerely surprised
when he sees what Marie is doing to Poseidon.7. Demeter'é iﬁteréretation
is that Hazard is horrified at the unnatural act and runs to a priest to
get adviée. But it may be thq; old, blind Mrs. Eéhpetei can see better
than Demeter; sh; says that Hazard "was a man éf-utter genius. He sgﬁlini
a flash that his one horse could serviqe not a dozen mares a week but a
hundred‘iﬁ one day" (é. 135). iIt‘miéht take an utter genius to see the
possibilities oftartificial’insemination; but because of Hazard's untimély
death, it is left to Eugene Utter, the oppoftuniéﬁ,,to reap the benefits
of Hazard's vision. After all, Hazard's gréat fear waé that Poseidon would
have no offspring. Now with the helébéf the "super-natural;" Hazard's
fear-becoﬁes groupdiess.

Even if Hazard's vision of the multiplication#%f Poseidon's offspring
iﬁclﬁdeé artificial insemination, it is not likely, if he remains true to

the values of the stereotypical natural man, that his vision of technology
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in/aid of fertility goes any further than that. Dameter. however, as a _

man who loves new technologies, claims to have had the foresightgto see - .

w

that the fertility of the horse can be used in a new way; he says; Suref;%é
those PMU farms that dot the plains of Alberta are memorial enough to my
foresight and courage" (p. 166). He maintains that horsee‘were almost
extinct in Alherta until he set free Martha's five mares and brought them
to Poseidon and that how it is Poseidon's offspring that are being used
- for the production of PMU (from Pregnant Mare's Urine is extracted the
'female h;tmone, oestrogen, which is used in birth control pills). There
is now much demand for stud service because the mares in the PMU barns (
‘must be constantly preénant. Thus, in a .way, Hazard succeeds in his plansh
for Poseidoh, but the success is‘itonic because the horse's~fertility is
used agaiﬁst fertility in human beings. ’
" Another irony is that Demeter (nameoxfgs_;hé)creek'goddess in
charge of plant growth but true to his role in the novel) takes his etand
fihally on the side of anti—fertility{ He is ﬁery pleased with the new
Ause of the horse s fertllity. and because of PMU Demeter thlnksv;oseido\\\~\~—
is happy, farmers are happy, and people in general are happy:
Thus you see that for a modest profit to the enterptising
farmer, mankind has been delivered from itself. . . thanks"
to me, dear Poseidon was shortly after his master s demise to
become the busiest creature in all of Alberta. (p. 166)
‘ Scurrilous, barbarous, etinking man’ would soon’be able,
in the sterility of his own lust, to screw himself into

B oblivion, to erase himself like a ‘rotting pestilence from the
.~ . face of God's creation. (p. 167)

-~

7

It seems here tZat Demeter in his madness‘hates mankind and is pleaeed to
\ : think that man's technology is being put to use against mankind itself.
. Within the scope of the novel there is little evidence that people have

1 v

been nasty to Demeter, but in h1s madness {and he has been 1nst1tutionalized
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‘for about fif;een years by the tima this story of Hazard is tqld) logic

is toc much to expectaé It is clear that bcneter thinks that mankind is

no better than @ermin and should be congratulated if it extexminetes
itself, ironically, through the very act that formerly multip!ied’the
‘hunmn race on earth. As an ironic met;phor copulation as “oraaure"infh
effelktive, but Demeter doesn't know that in actuality it is not working‘ .
to the end that he desires: all the PMU barns in Alberta have not'reduced
the poculation explosion: Sti}lf his hatred of the irrational, of cheoe

and disorder, dethe fragmented'present, spills over into hatred of

, . B '
people, those messy irrational creatures, for whom erasure (by whatever
technological means ai%ilable) is ‘the deserved end.

w NP o ¢ ‘
'2.4°  Gone Indlan has as its main character a man, Jeremy Sadness, -who .
mist free himgelf from dependence on technology and become a natural man.
f}onlcqlly,.ﬁe ‘does this by recording on a tape recorder all .his thoughts
about the'exberience of changing from an urban academic to an Indian.

- Madham, thé'd1v111zed, over-rational academzc«kls the technbdoglcal man
-and;is the. ehamy of the natural man,. Hodever, it is he who is entrusted
with the,cape recordiggs, and his man;pqlation Oof them p0sszbly converts
Jetemy s expegzéncea fnto pastoral "art.
, PN g;t ¥
fa In xroetsch s fourth novel, Gone Indlaﬁ, “the o1d dualities“ are
'\

L P

A

represented xn(the pel
' 'xa ﬁf‘, £ - £
"Jeremy SadneSS, his student. As his name ihdicates, ‘Madham is a madman,

fark Madham, the professor of English, and

: and, follow1ng the pattern established by Kroetsch, he is ‘on the side of

:_new techhology.. Jeremyuls a romantlc and, in the manner of Peter Guy,

‘ chQOSes an escape into the wllderness away from techﬁology.‘ Unlif%’Peter,

! 4 -

.however,gJeremy is the natural man (or one-who is trying to become natural)
. " 8, . B ]

in thls novel in search of a lost Eden. The motif of a lost Eden is

lmportant in some pastoral 1iterature and is common, Kroetsch thinks, in -

_North.American lxterature:

L]
-

. « . the eense of’a new possibility when you went out there,
to the wilderness and the frontier. 1I think that in Canadian -
literature there's more a sense of irony about that Eden--



i

“mayhe because the sense of the old world is a little stronger f
in the Canadian pioneer. That sense of irony is sometlmes [

1
4 |
i fatal, hut it's always present,9 , o Al

- ¥

&hat sense of 1rony is not present in But We are Exiles but is in Gone

o/i

Indian—-ind perhaps is the réason why the latter rs @ more interesting
! .

.

novel. xroetsch takes a young American and puts him on the last North

'American frontier,;one~that hé“has spent*hls adolescence. longing. for and,,
i -

insfact, creatrng—-a 51tuatxon.mhat begs for ironlc treatment.lq i

At first Jeremy appears to be anything but a natural man. He is al%_

P

[ af\, I
graduate student who cannot write more than the'first sentence of his | !

. ‘,
: o

dlssertatxon,_a sentence about Columbus and new beglnnlngs, and whose sex i
life is a disaster. But transfer him to northern Alberta and he becomes

a.natural man; his sex llfe lmproves tremendously and his disse

i

atron

i becomes completely unrmportant to hxm. Ironlcally, it is Mad am,-the«man
. o i

$ o
I

iew and thus
N [

of technology, whgﬁ)ends Jeremy to Edmonton for a job' 1nte

' putswln hls way chances’ for his transformatron into a n ural man. Ean

whrle on his trlp to the Northwest, however, Jeremy

trme, since he is unable to write thlngs down on

s not to waste hlsly
=
|

’per, Professor Madham \

: suggests‘that he speak his’ thoughts regardlng is dlssertatron into a tape-

machine for, however; 1nste d,

reCOrder.' This is. ‘not ‘what Jeremy usrs t

he speaks his thoughts on what happer

to him in Edmonton and Notxkeew1n

i H

. i
faoe»value, dlts them for us (p 2),‘ i

bsﬁ‘ Jeremy s w1fe, Carol, however, thrnks that everythlng on the tapes

:
o il
. . N 1,

1s a 11e, that" Jeremy is "faklng everythrngﬁ (p 2) True, there are trmes

-

|
t

y . 1
' {

IS
R

. P
when he doesn tNhave hlS tape recorder w1th him and must depend on hls P
"4 ;’

i msmory to recreate later his ?mpr2551ons of hls experlences, and that

. memory could be faulty.\ In addition, it 1s 1mposszble to know whether *

[

~
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i

B

7

s, is 1y1ng, or is ﬁelllng the truth.

i

remy is mistaken in his impressi

Alggbugh spoken in his own voice, . hls wo can be undérstood to be exther

v

lies or truth or a mixture of both. WOrds spoken directly or words on o
paper ‘can certainly be “faked,“ and technology, no matter how SOphlStlcated,
doesn't eliminate the possibility of fakery or the element of the subjectlve

feceiver. ' &' :

Al . \ : !
Because the tapes take several days to get from Jeremy to Madham,

they enable Madham "o encounter, after the act, the thought that was

father to  the act" (p. 60). These tapes make Madham a kind of peeplng Tom

.

(approprxately his other name is Thomas), a peeplng Tom w1th a dlfferéﬁce

. o

nce he peeps through time rather than space and uses the ear rather Qﬁ}n

the eye Madham acts as‘edltor of Jeremy s, tapes and what we know about
Jeremw is what Madham chooses to tell us; it is possible that he is wrong
in his lnterpretatlon of events elther because of lack of perceptlonﬂor
because of malxce.‘ 1f either of these is the case, it.would be easy to
fa151fy facts by selecting certaln detalls and’ omlttlng others. Another
p0551b111ty is. that Madham chooses from and- arranges what is givén to him
L

by Jeremy toomatch Y&s@wn 1de%_o£ w‘hht a young man sheuld experlence agi
feel as he heads out for an alreaay ldeallzed (that is,. by Jeremy) Ag
wllderness - Take a man like Jeremy and hls dlssatlsfactlon w1th hlS urban,
:academlc life and place hlm in a w11derness that has been transformed by&

"the (romantlc pastoral) 1aterature that he- has read, and certaln behav10ur,

thoughts and feelings w1ll be expected of h1m by one" (Madham and, perhaps,

»
o

‘ ”
‘the reader) who . is certarnly famlllar thh pastoral rmterature. Therefore,
Madham could‘be castlng Jeremy in. the role of modérn shepherd, although of

the romantlc rather than the élassxcal type, and .presuming ?h h1m a »s \

0nostalgla‘for_past technologles and an»older env1ronment. Madham, llke {

o < Cn

# "l
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Demeter in The¢ Studhorse Man, becomes the mad artist who creates pastoral
. : 3 .

- art out of e perierices that could be interpreted in a different way.

Thus, the accusation of "fakery" could be levelled at him just as easily’
' ‘ ]
as at Jeremy. ‘ , . e

Nevertheless, whatever view is taken, it is clear that it is
ﬁﬁdham who regards the tape recorder as truly important and that to

become a natural pan Jeremy must get r1d of the machrne.' Begdides hlndering
. . : ”,h'l

" the transformatlon to. "naturalness,“ in this novel reliance on technology
'{s sometimes presented as a kind of Faustian prlde On one occasion

y

Roger Dorck mistook¥a cliff over a lake for a hummock and»with his/snow~

-

mobile "leaped up and over; like a dream of hrmself he cllmbed, into the
dnxght.alr,,free of the earth at last"(p. 26) . Later Jeremy re fer3~to

: Dorck as having "kicked himself~loose from gravxty 1tself? (p; 73). When

1

Jeremy rldes a snowmoblle for the flrst tlme, he)feels as he imagines Dorck
. ) 5 )

to have felt before he’ had his accrdent- "I was beglnnlng to understand

-

why Dorck went out to the edge: of a cliff and took a crack at flyigg. The

N "

earth was too small.b I wanted the sky as welf”-(p. 39). with the help of

modern technology such as airplanes and snowmobiles Jeremy can be a»

2
pB sent-day Icarus or Kurtz,« ' SN

,At first Jeremy is a man dependent :on technology. When' he arrives
R . ‘7.,._‘ . .

at his destination by plane, he finds that the suitcase hé retrieves is
. N . L .
\notihis. His immediate response is to jerk‘"IOOSelthe microphone of his

portable tape recorder, as if he mlght be drawing some maglcal srx—gnn

,f\
that must solve‘tQ\ problem p. 6). “Jeremy wears hls tape recorder on his

. . ¥
};thlgh and draws the mlcrophone 11ke a gun on other occa51ons, too (p 62) .

.

: on.- the Amerlcan frontler, at least in the mov1es, a 51x-gun was often used

as_the.sdlutionﬂto a problem. Dependence on‘technology,raléhough in this ‘“
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case electronic, exists on the new frontier; but although the technoloqy
< N ' V ;'J

. is new, the way Jeremy uses it reveals his nostalgia for“past'teChnologyr;l

L)

On one occasion"he "shoulder|(s his] trusty tape recorder"‘lxke a rifle

L4

(p. 11). He also uses his tape recorder as instant confessional. Madhgg

the absence of the priest Jeremy resorted“to his tape

recorder and, in ‘Ris fashion--if I might put it bluntly--used the micro- g
phone to masturbate" (p. 36). Here Madham seems to be equating'a_solitary ‘

Y

' outpouring of pointless words and emotion with masturbation;,.solitaryvsex’
and solitary confession are both mechanical'andiperverse, Madham suggests.
:Unowever, Jeremy's sel¥-expression does seem to depend on his tape recorder.

-He-says,."Without it I'd beslost," and when it comes to saylng anythlng in

i

the absence of his tape recorder he is indeed lost: "Elven the miero-

1 4

phone, I ceuld have made a,fi

I turned %way" (p. 64;§§ 73).

M

mickophone in his hand.y'wnen;he is in trouble,
his tape recorder: "I reached for my microphone,

desperate to whfSper into its ass's ear" (p. 145). Whenhe is judglng'the
8
_ beauty contest, _he feels ‘the need’of his tape recorder before he can

~speak: "I took the microphone out of her [Jill's] hand. A great ca&m
‘washed over me""!p. 121)§ Clearly“ﬂeremy is very dependent on this b}
'partlcular machlne, and at the end, if one accepts Carol's 1nterpretat10n

‘of events, Jeremy hangs the tape recorder on the brldge because he is no
W

‘ longer dependent on.it. He has finally become a man of nature.'

» It ns Mark Madham who 1n51sts that Jeremy take a ‘tape recorder into
'»the;w1iderness, and it. is Madham and the machlne from whlch Jeremy must
free himsefgmoy the end of the novel. Madham is a mxddle—agedbEngllsﬁ :
:vprofefso: who has comt from the' Canadian prairies:to llvesand work in |

- T

N



81

. -

Binqhamton. " He is Jeremyis'“doﬁbieo and'the confiict between them again

Wiy

shows Kroetsch's {nterest in the conflict between action and intellect, .
between the natﬁraéyand the technological; Jeremy says to Madham, "You do
" nothing, I do everything: we arrive at the same predicament" (p. 56).

. . -~ s .
Madham sets himself up as_the rational man, although how rational he really .

is is hard to determine since he is the narrator and we have nothing

against which to measure his opinfohs of himself. One thing is clear:

: ‘ : 8 o
he is like Demeter Proudfoot in that the freedom of open spaces is not for

him. The New York that Jeremy finds ugly, violent, and confining, Madham
. ) ) . \ : .
finds beautiful. "I am a western boy who ever 'amed east," he says of
. ) N ' ’ ‘ . A ‘ A .
himse}f’ﬂp- 95).° Because he has lived his'yoﬁth on the prairies, he thinks

I

as g; exgert on the w11de;ness, but because of his hatred of the
Prairi_es. and his 1ntense dd’ﬂrg to esie from there, he is a one—sxde&; |
‘exéert at best. He says" “Jemum@ gfowxng up in the eest, felt ccmpelle&
. to play Indlan, I can only asgure you [JllL] T higé been Indlan enough

R do recollect the sense of belng .t fﬁ ragge in theﬁg&ank

: . "
indifference of space and timelessness" (p. 124) Madham is wrong in this
, N . o . :
gndgement of himself. . He has never "been Indian": a true Indiantwould

‘never feel trapped by space and timelessness. Here he calls himself "a

. patural man," but all evidence in the novel leads;one to conclude that he

is not a man of nature at all (pr‘124);12

" Although Madham probably doesn't face up to it, he is everything
N ' o .

that Jeremy despiees and wants to escape from. Jeremy callsahim a

“ciVili%ed" man, a "transcendent“‘man, a "m1nd~fucker“——one who denies the

-~

body but uses 1t for the- ﬁ{tlllatlon of the mlnd (p. 49) He is just the
rlght man. for Qarol Scull who (approprlate to her rniame) - doesn t llke a man

' who is "too phy51cal (p 113 -Althopgq "buffalof?is a-positxve lmaga

- E . -
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everywhere else in the novel; Jeramy appliesvit negativefy‘once to ‘Madham:
"Who are you, you pompous ass? Sittihg there indgour.offlce « « « chewing
your cud, tﬁe grass you.cropped ofr’tﬁe green flelds:twenty years ago, "Eq
‘vomiting it up iﬂ&o your own mouta, chewiné it agaip. And a;ainP (P-719)p
'Aocording‘to Jeremy, Madham is one of those "morticlans of‘knowledge"‘of
which the university is full (p; 68)."'.A1though it is Jeremy Sadness who

L4

is named after “the ultlmate professor,“ Jeremy Bentham, it's probably

Madham who resembles h1m more: "That hero of our‘reaQQQab‘

M,.

ordered hlmself stuffed and embalmed. he had.bec-h’f‘ (4 . sitting

1
[

in a chair.in a fing display case. In University . 3 5] ‘~~n]“€ﬁ! 51)

The ratlonal m@pd 1saﬂ%dham s i . Jeremy is ou¥ ";Herthrow it.

‘the embodiment of the free and
: Ironzcally, however, both Grey

2.5 Jeremy belleves that Gr*
the natural and attemp to .be
‘Owl and Jeremy have gazged thy
from literature. In thi§ novel Yl uffalo serves as the 1mage of the .
- non-rational and vital (as the’ riﬂféldoes in The Studlhorse Man) and as an
idote' to new -technolo y and reason. Agaln the pleasure garden I,
®roduced as a ‘témpting| alternative to the world of technology, but Jeremy

must abandon both the garden and the tape recorder for either llfe or deatt -
in the wllderness. an apprOprzate end for a romantic.

When Jeremy arrlves in ‘the Northwest,*ants to dJ.scard hlS present

-~1dent1ty and be someone else, ‘he wants to be Wrey Owl, the embodlment of
‘his lmage of the natural man and of sge "dream of" hlmself- His professor,

S

' who expects hlm to flnlsh hxs Ph D. and get a job, and hls wlfe, who wants
" a bagﬁm~aeh%5§e5and a car, havewnoxrespegt for his dream. The values of

these two'people mean nothing to Jeremy: he seeks “transformation." He

is a romantlc Huck Flnn, enamoured ‘of the idea of frontier, an idea that

he got out of books. As aocity boy he knows nothing about,country or

,.wilder‘x‘iess 1ife buslas cho_sen Gre'y Owl.as the model for ’his. life (and, of
o course, Grey Owl in turn got his 1dea of wilderness out of books).' Madham

¢

; 1nterprets Jeremy to us:



-of Maphattan, born and bred

LY

The Northwest of Canada s the last frontier in North America where man

can tes

83

Jeremy believed ‘that his whole life was shaped. and governed
by some deep American need te ut the frontier. ‘A child
e dreamed always a far interior
that he might in the fles inhabit He dreamed northwest.

et

t his strength against nature. This non—political motive may be"

¢

the reason why Jeremy chooses to emulate an Englishman, Archie Belaney,

who pre

tended to be an Indian and who lived like one, rather than tq '

v

emulate Thoreau. Both were natural mern, but Thoreau was political and

Belaney was not. "Transformation" was not Thoreau's motive for his

temporary w1thdrawal from society. Grey Owl, on the other hand, left

'England for the Canadian wilderness, about whicﬁ%ﬂﬁ had read as a boy,

and.bg'gr emerged from it with an identity acceﬂ!éd as Indian. Jeremy

"believed that his life's predicament found 1ts type in Grey Owl"'and so

vchooses

to be transformed like him (p 7) Jeremy's "predicament," as he °

sees it, is to escapeairom an over-technologized, over-rationlgih

‘intelle

- one of Beaver's sons' p01nts to Jeremy and asks, "why is his hair that way?" *

in Edmo

is dressed like an- Indian—-buckskin jacket, ‘braids, moccasins--or rather

&

ctgalizing world (everything that Madham represents) He arrives

nton outwardly transformed but 1nwardly with a long way to go. He

o

like what he thinks an Indian is. When he ﬁeets a real Indian atgz L

v

S
v

Not1keew1n Winter Festival, Daniel Beaver, the Indian has a brush—cut, and

(p. 65)

seems outlandish to the Indians.

a childr

s;. Indian.

here is that the bigger children were merely playing at being cowboys and

Jeremy s Indian outfit, probably modelled on Grey Owl's " attire,

— "

3

Jeremy'recalls playing cowboys and Indians in‘yewvxork when he was

‘ A .
SN .

there were,"theibiggerﬁkids playing conboy and me ‘being the

T didn't want to be bthe Indian at all" (p. 94). Thq suggestion

.‘v'



o

.4 ' . : §¢
: : ~ : a . ‘
never intended to be mistaken for them but that somehow Jeremy wasn't

‘vplayinq‘at being an Indian; he was one even then although it wasn't his -

A choice. For him it seems more as if his identity were: revealed to him

by the other children and he rejected it at that t:ﬂe uLs mother s
friend, a tailor, introduced him to Grey Owl's books' ~"He gave me his
dream of the European boy whg became .’. . pathfinder - . . bordermanl. .

the truest Indian_of them,ali" kp.“§4),u Again identity is imposed on.

Dyl

‘Jeremy by others} perhaps‘the tailor's dream was to be like Grey Owl, and

hwhenjpe kﬂﬁ@ pengewer would. he passed on the dream to Jeremy._ Because‘of

"‘W . ‘:1~«n~‘

‘the tailor, many hours of Jeremy s youth were spent reading and dreaming

7.

about Grey OWI (p. 59), As he watches Beaver deliberateiy losesthe doqewww* o

sled race, Jeremy uses’the same7phrase in his musinq about Grey Owl: he
was "the truest Indian of them all, that strayed Englishman——that corpse °
carried north « e inéo the bush. Into the wilderness" (p. 80). But
surely in»some ways Grey Owl was a fake. For insthnce,.he refused to hunt
and kill at the end of ablife of‘huntiha and killing, and turned to
conservation. _The'nhole iire_of a "true Indian,“vhowever, is that of a

. &

conservationist‘who hunts and kills with reverence while recognizing that

" his %&fe depends on the death(of other living creatures.

-
° %

[ 'There is a danger .that Jeremy, too, will ;ransform_himself into a

P

"fake" Indian and'that,{because of his romanticzbookish expectations of the

wflderness, he will not be able to recognize the true Indian and the true

w11derness when he sees them For“instance, Daniel Beaver, even with a

s

i brush-cut,:is at least as true an Indian:as Grey Owl. When Jeremy asks

~

Beaver why he threw the sled race, the Cree answers, "I saw I colld.win"--

"wipning 1tse1f had then become unimportant" (p. '96). It is the "magnificentl

1ndifference" to winning of ‘Beaver and his nine dogs that makes Jeremy
. o f .
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B!

deqide to enter the snowshoe race (p. 8l). He wants éo show the Cree that
» winﬁingfis important,‘but for\Jgremy the‘race turns out to be more a raée
to find his identity. He throws away his buckskin jacket.to make racing
easie? ;nd forgets to take his suitcase keyslout of the pockef. He thinks
that he will come back to retrieve the jacket but doesn't. Perhaps the
race.is the eq%ivalent 6f a medicine dancé, Mrs. Beaver's grandfather
. danced % ﬁ%%idinéidanée, "dancing . . . until the flesh'. . . tore free,"
to gain Q»visignﬁ?p. iOI). Perhaps a similar thing happens to Jeremyiﬁhis
ol@ self tﬁ;@?%ﬁéie and he musf‘become a new person. WHe;(onelman later

:;’!‘J'ﬁ’;..' ¥ . 'Q"“ - 3 i N . & . "' ) ! | s N )
33— xﬁasks hl%, "you part Indian or ain't you?", it comes to Jeremy.that "when

Rt 24
I might have gtpq;ined,'l.sbw instead the potential truth of the observa-
tion" (p. 91){” seems to he becoming Indian: "When I might have saved

. St : o
N

myself, Simply by speaking. But I would not speak. For if I had tried,
Zit?wpu;d have been a tongﬁe:I did not understand” (P. 93). He thinks of
himself as an Indian here and is treated the way many Indians are. treated:
he is beaten up by a&gang of white_mgn. Perhaps this is a better indication
of Indian identity than‘is the wearing of beaded clothes and braids.
Jeremy-is re5cue§ by,Baner who outfits him in his old jacket and “@n old

pair of moccasins. (Jeremy's were stolen while he was unconscious.) These

0ld clothes givén to him by a real Indian éompiete his outward transforma-

N

tion. To Jeremy,Gréy Owl is a'maﬁ "who died’into a new 1life," one who may
have fakea his death but "woke up free ne?grtheless?"(p. 62). Like Grey
Owl, Jeremy éuffersva death and a :esﬁrrection as a new persoﬁ;'and ﬁis'
sn§§sboe race,'the beating by the white men, and his,dreém of riding with
thé Indian warrid?s to triumph over the modern wor;Q make Jeremy's
idegtificétion with what the Ihdians”stand‘for complete.

In the back of a truck nestled among Beaver's sled dogs Jeremy
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L}

departs even further from his past life as a person who valued technology
and reason. Once Jeremy has come to identify himself as an Indian, he is
ready to dream of the buffalo coming back to the prairies and of riding
with the Indian warriors to destroy Edmonton. There was no room on the
‘ prairie for buffalo and Indians once the land was fenced w1th barbed wire
into square fields where wheat could be grown and cattle ra;sed. The new
technology of wire fences imposed on the land wiped out an old way'of life.
'Now in his dream Jeremy sees that "the barbed wire fences fell rusted into
‘the greening earth, were gone. The squared fields were hardly a trace on
the burgeoning grass . . . The wheatfields were gone" (p. 102). ‘Showing
nOStalgla for a life he never knew, Jeremy dreams of European eivilization
____destroyed ‘and the Indian wa; of llfe restored. The city must be destroyed&
because it eats up what is good and natural: "Fort Edmonton, become a
city, was holding out against its own origins. Its greedy houses ate grass
and trees" (p. 104). :Once. Edmonton is destroyed and burned,rthé“grass will.
~ grow. back and the buffalo will thrive once more: that is Jer;my‘s‘pastoral
dream. |
For his”participation in the restoration of Indian civilization

Jeremy s Indian friends rename him Has-Two~Chances. Perhaps<in his dreams
and maybe even through 1nd1v1dual effort Jeremy can have two chances, but
in the conflict between European and North' American Indian civilization
thene is no second chance forAZither one. And even;for“Jeremy it is

possrble that the 1dea of ‘a second chance (a‘new beginning in the manner

of Columbus) is anzfllu51on, even though it did more or leéss work for
[4 . . ‘

Archie Belaney. Nestled among the: dogs Jeremy “found himself in a dark so,
: : LN

dark he might have been in a wombm Dreaming the world to come" (p 106)

Through dreams he can project his nostalgia for the past into the future,

g
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thus ccmbining the Golden Age with Utopia; but he does not want to, or
,perhaps cannot, cope with the present. Like the}pcrfatcr of Sur fac;:g.
this dreamer considers the possibilities and dreams of the world beyond
the dark womb preferable to the actualities one nust face. And like that
narrator,'Jeremy becomes an: animal rather than accept the actual.

In Jeremy's‘case, however, he Beécomes a1buffalo only in his dream
and while in that state finds and makes love tchuffalo Woman. And in a
storn on his wa§ to Bea after ﬁoger revives, Je:em? imagines himself a
buffalo: "I was strlpped down to the animal endurance tuaﬁ enabled a

w:k v , '

buffalo to survive"  (p. 144).‘His dream has carried over somewhat into

.
e

his 1life, and Bea becomes his Buffalo Woman. It is evident that Jeremy

regards being a buffalo as a great, natural, and positive thing. If the

horse serveg as the image of the past, of “the non-rati ertility

and vitality in The StudhorseuMan, in Gonevéadian the buffalo serves the

same purpose. In Binghariton a few buffalo are kept in a paddock where
only in the memory of the animals doés buffalc gras§ exist} in ncrthe;nw*
Alberta herds of buffalo live.in Iarge fenced parks; cnl? in Jeramy's'
dfeams are they tne'spirit‘of the prairie and thc essential food for a
nomadic way of\lifegs Pcrhaps Jeremy is indeed "the tragic figure of our
unﬁappy daﬁs, embracing the.shadow of His imag'inedv.self.13 Dreaming his
universe in his own little skull" (p 108). "ietﬁeating into paétoral
dreams or into a ccmpletely 1nternal world is the ultimate escape, but for
Jeremy 1t is temporary and he tries other, what he thlnks are more
permanenc, rOutes of escape: sex and either life or death in the w11der-
nessd v O ' : .‘ ¢

The "bleaﬁ and haﬁnté& landscape" of Aiberta in winter‘is an

~ appropriate scene for Jerémy‘quuest4for identity (p. 13). The space of

L3

~
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‘the prairies impresses him, but he feels tnat if he dozes, the space
" would enclose him and he might "he gone forever" (pQ 15). Edmonton‘is
on the far edge of North American civilization, and Bea sunderman's farm,
which 1s located further in the wilderness, is fittingly named "Worlds

End". It is "a dark house in a dark wood" out on the prairies with no

’

other farm houses near (p. 145). 1t is a place of temptation for Jeremy,
temptation that he is glad to give in to. It is the home of an extensive
clock collection but not one of them is ticking: time has stopped here.

Amazingly, the house is a hot smothering jungle inside. 1In the same/ﬁay

that Doc Murdoch's garden provides a~p1ace of sexual temptation and a
‘I ' . -
contrast to the drought-ridden prairies outside, Jeremy's Beatrice has her

3ungle-garden. It, too, is a place~of escape. Madham's rem&nks on the
, ) i
occasion of Jeremy s sexual encounter with Jill, Bea's daughter, on the \

|

High Level bridge in Edmonton—-"beyond your hot joining, the empty and
dread air held nothing for you but nothing"—-could not be appliedvto ‘ \
Jeremy ] encounter with Bea (p. 59), She isva kind of earth goddess nho !
"gave to the whole room the smell of earth~ not of flowers only but the N
dark breathing silence of ferns in crevxces of rock. . #he smell of a

; northern,forest“ (p- 147). Like Helen Murdoch, Bea lives in a garden

, The interior. of the house was an imprisoned garden. House-

plants of every ominous shade and shape crowded the windows,

crept up and down the walls, hung in green tentacle from the
ceilings. Begonias, Geraniums. Mistletoe cactus £ Iing

like chain from a brass pot. |- Philodendron reaching .4 wn from

a basket. A ‘spider plant co&ilede with spiders. Potted palms.

A rubber plant. A cut-leaf p ilodendron climbing a post. Ivy T
climbing up the railing of the stalrs. The whole downstairs

was a jungle. (pp. 31+32)

\ -
\ ) "

i : --:\,m' i

The air here is anything buﬂi“empty and . dread " but Stlll this house doéiﬁ

appear to be a place of enchantment and 1mprisonment1(11ke Doc Murdoch‘

garden or the Eshpeter ranchl, it is an “1mprlsoned“ garden, !nd somehow

.
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we agsociate gardens with beginninge rather than endings. "Woxldl End"
as‘the name of the garden souhds ominous and unsuitable. 0£ courlo. if
Bea - can stop time, 'she doesn't have, to worry about beginnings and ondings,

she can remain young forever,’and in the dark Jeremy can take the place'

'of her long-vanished young husband, Robert. Perhaps when Jeremy bumps ",,

aqainst some of the clocks and sets them ticking, this nlrks the ltart o’

a real: (that is, within time) relationship between him ané/?fg:*/////

However beautiful Bea's garden is, there is a feeling that such
luxuriant vegetation on the prairies is somehow unnatural and ensnaring.
'Vegetation can bq seen as a trap; it can prevent one from seeing "where.

he stood, whor‘ﬁhe"wastqo;ng" (p. 87). During the snowshoe race Jeremy '
. L '
ol °
meets men who look like muskrats in their parkas; they

crept up from-mysterious.weters that I had not seen, had -
-not ever seen; but those waters were full of lilies. Lilies
ﬁ;gzen into thewice--and deep below the frozen surface the
]
. Jong stems of: the lilies hung . . . ready to enwrap, ready -QJ
to-ensnare the plunging swimmer. (PP. 92—93) : h

/ . ) P

Bea's jungle could also be such a\glace of enSnarement. The beauty Jeremy
sees in the space and snow of the prairies as he snowshoes seems free of
these negative implications:

The snow was.a. garden. Flowers of light and shadow bloomed
out of the banks of the frozen river . . . A broken crow's
nest in a crooked poplar had sprouted petals of light. . . .
A patch of fractured and reset ice was an alpine meadow of
varied white .. . the bent grasses were fzxed in blossoms

" .~ of translucent glass.,(p 84) oo-

Coe

PerKa§§ this is why it is 1nev1table tﬁat Jeremy and Bea leave thglr

w3 e

‘Lk ‘"31A 7 ~ ‘gg.,hg ,
Eg‘ \"‘ 3 'cialféuhgle-llke retreat for thé reallty of snow, w1nd and. cold

outside' thexe in- unlmproved nature they can flnally be natural

/

OO : \ 'ﬂ
o rOne of Jeremy‘s last words is a vow that he will never leave his R

,1..‘\'. .

bed at WOrlds End and that he will never. be parted fﬁqm his recording

)
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LM
machine- "I am going to lie here for the r :’gpofxmf life, taxhinq.

.o

of ndthinq that I do not npoak. .

recording everythinq. Until ; can thi‘

" Speaking. Until thc inaide and tho oufside are one, unitod' (p. 149).

a

“In aesuhing the identity of an‘fndian, in eaming ho was a buffalo, .~ .

Jeremy triod ‘to unite hia insido and his tside. Now again with Bea {n

e

her'jungle—garden he boliovos that has achieved thid\delirod fulion, ‘ -\\;

- e

and he wants to preserve an ele ' onic account bf his achiovement. But

N il

even the ¢arden of earthly del ght is not immune to interference‘\~Someone

¢

'phones saying that Roger is alive, and Jeremy and Bea set out on the

-7

snowmobile in the blizzard. .

Their deatination is not clear, but if it is Notikeewin where the
Winter King has awakened at last, they never make “it. They‘vanish leavin9’”k ’
. *their wrecked anowmobile on~the cowcatcher‘of a loc tiveﬁthat crossed
the Cree Rivex. qn the trestle bridge ~and- Jeremy -4 ?ape recorder hanging on ..
a bridge timber one hundred and forty-four feet directly above th?’river.

(There is no trace of their bodies ) This machine provides Jer;7y',last

. words, but it does not solve the question of their disappearanc

remains a mystery., Madham, hawever, has a 2 theory that Jeremy
the train coming as they approached’the middle of the bridge ndgjuhpedv‘lhe(”
1nto the river below. Madham has foudd out that the train ‘ 1
and u51ng a different track because of .the blizzard so th “
possibility that Jeremy was expecting a traln to c;oss

did. Madham ? lieves that Bea and Jeremy were, lost,and discovered the

railwa§ tracks by hccident but stuck to.them because they needed ”the

, 7_ .
4»assurance of steelirails that must and do go somethre" (p. 157) ”They

(

' l

c 8

¥ide-out onto the narrow bridge as 1f theyyare‘levered into ‘the very shy. R

g0 T

T —
o ¥ -

h ’ & T ,4" " .’ :,
. itgelf . 7 . they are freed of the earth, airborne, flying free." Then

SR r o T C L —
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the train comes, "indifferent., Into the indifferent storm. . . . Thew : e

’have time to see the unbearable indifference. . . . The water below is‘-
indifferent“e(p. 157). So, clinging to each other. they leap into the‘ -

N Nature is an image_ of freedom and yet a place of darkness and

~

“death. 3echnology, too; has its positive and negative features. Hadham
believes that, caught as’ they were between nature and technology, geremy
and. Bea chose to be destroyed by Lature, much as Paul and Liv in The

‘Wabeno Feast .chose to ‘die naturally.14 This romantic thEOry adequately -

explains Jeremy s end. Howeven, his w1fe, Caroci, doesn 't agree with N

‘Madham's th@ory and belmeves instead that the accident was faked so that
'Ya .
beremy could run off w1th Bea to be free to.do as he w1shed, “recklessly”

and irrationa}ly heading for the true Wilderness,"‘"making a. clean break«

Jlnto the 1ast forest" onceﬂthey get off the train next day (p. 153).. This“

1

P
' equally romantic theory is as satlsfying an explanatlon as “the first.

'Whether Jeremy is dead or alive, his llfe and idéntity “are fit material for
a romantic theory- elther he chooses to die by nature or to continue

living in nature. Either way he abandons the complex technological world

-~

for nature.

At the end of the novel Madham says that Carol being an easterner

who “grew up protected by hills and by trees,“ f‘ils to grésp‘the consequence

Q

of the northern prairies to hd&an definitlon:f "the diffu51on of personality

1nto a complex of possibilitles rather than a concluded self" (p. 152).

Madham hlmself has long ago left the pralrles and has,"concluded“ hig self

as the ultimate professor. After Jeremy's disappeadrance Carol gives up
her job in the campus Xerox Room and now llves with Madham; and her

"conclu51on" is as ultlmate duster of his anthues. But, 11ke Hazard .



" complex of possibilitie

-

[

Lepage and- Johnnie Backstrom, Jeremy Saness is left wrth a complex of
possibilities .even though Madham has destroyed Jeremy's tapes Tnd a
Y S 4
verification of Madham' s-account of themiremains forever impossible.'
: : .

"Robert Kroatsch's fixst four novels,‘however, do Jnhot really givev”

e

"; rather, they often aim at conclusions/ that

a reader is pressed in . To borrow Frank Davey s words, they -

'_r\

can be summed up as follows i ’

~ All four of Kroetsch's novels deliver partially crippled men
‘from fajilure by means of cataclysmic immerson in natural process,
—-particu rly in carnality, passion, and death. . .. « they o,
‘ find in the. green world" of the wild northern landscape and of
unbfidled human sexuality the healing forces which can counter-
. act the paralytic effects of a pragmatic, mechanized culture
and thus return meaning and joy to individual life. . .. TOo
Kroetsch mechanical centralizing technology is man's enemy and -
. the land his friend.15
i P

Although it seems at first that in Kroetsch's novels the natural

' .man is destroyed by the technological man, if the matter is/locked at in
' /

[

another way, it would .be equally correct/to say that the technological
. :

~man, because he feels incOmplete, "creates" the na;pral man to prOVide a

W
kind of psychological completion. Theﬁﬁechnological man pro;ects all thaﬂ

he lacks or has lost into ‘another " person (the natUral man) and invents a

suitable landscape (the Wilderness of romantic pastoral in this case) that l‘

w111 reflect the values and_personality of the natural<mam. Here we have

4

" the kind of process that could occur each‘time a writer composes a pastoral.

Seen in this way The Studhorse Man and Gone Indian, for instance, show i@

an oblique way ‘the pSychology and processes involved in. pastoral writing
)} .
in general'L the man who lives with new technology in a present enwironment

v
> '

full of problems from which he would like to escape remembers or imagines

i

what a past environment and its related technologies used tovbe like (or.

b )
could have bepn like), invests that enVironment with values he finds

RIS
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lacking in his own, SecbneP nostalgic for it,‘aﬁd turns it into pastoral.
Thhq, in spite of the tomedy, parody, and irony, in spite of the ambiguous

. ends of his protagonists and the madness of his narrators, all of which

& /

‘undercut the impulse toward romantic pastoralism, Kroetsch's novels

"

provide us with good éxamples.of pres‘ent-da‘y pastoral iiterature.

1)
w .
) . - . L
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‘ Like Kroetsch. Margaret Atwood seems to be a romantic in her

favouring of the natu;el over the technological. but her work‘

sometimes verges on satire, and ultimately it is probably more'

[ o

akin to classical rather than to romantic pastoral in that
\

neither of her first two novels advocates escape to ‘the wilder-

ness as the final solution to personal proplems and as the goal"
~in her narrators questS'for identity. Modern technology seems

to effect the relationship between h fmmen and\woman (or “she

fchooses to describe and dis¢lose the ersonalities and values
of her characters and their relation to\\jch other in terms: of

technological imagesf. In"The.Edible'Womah Marian} who is

' metaphorically a part of the natural env1ronment, is v1ctimized

by men and their technologies in a piastic, electric world (a

o kind of-urban technological wilderness) ~ In Surfacing that

older (older because it 1s associated with,childhood and with

the primitive) natural environment comes to the fore and is

-

seen to be exp101ted by Jmen and new technology against the.
-w1shes of the narrat r who 1dentif1e§ w1th that v1ctimized
landscape. The technological horizon here is séen" by the

narrator as ideﬁéical to the 11ne separating childhood from

adult Iife arnd respon31b111ty and the line separating.good

from,evil: ‘it is a line that she'does'nqt want to cross, but

v ~

bthe end of the_novel‘implte; that such ‘a crossing is essentialA

» N

to the process of finding an 1dent1ty as a mature human being.

- - ¢ . v
. 94 / .
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3.1 .r In 5@9 Edipla Moman nhrgaret Atwood QQscribes the plastic,
unnatural, urban world in which the*harrator must search for her o f

. ‘identity: it is a veritable electronic jungle. Peter, the "plastic”:

man, with his Varioua weapons, is a 'danger g& Marian and her search.
She is identified with small, vulnerable animals--part of“the organic
world; Pete;’ia described in, terms of destructive teghnolqu .

On one occasion Kroetsch compared Canadian and American writers

.

and remarked that "in both countries there is a great’ concern with the '

+

“problem'cf identity. The quest, 1f you will, in ‘much of ‘the lit'erature

b

of both :ountries, is a quest not for truth or the holy grail, but a

quest for . the self nl In xroetsch's noyels the duest for the self is a

'quest for the natural man; the self is at least partly identified through

a relationship with,nature—~usua11y wild nature rather than man-made -

2

nature in artificial gardens.'-The same applies to some extent to Margaret.

Atwood's character’s. much more in facing than in The Edible Woman, '%

'howeVer. In The Edible Woman an actual relationship with nature is not

/

part of the hqr01ne s experience, but her identity within the novel, and

‘that of other»characters, is given to us in terms of images of’ nature and

kS

technology. Using the pattern‘that isfdsual in romantic pastoral,'Atwood

describes the'hegative characters’in\terms of technology and‘thé more

sympathetic characters in terms of nature‘.2 However, although she seems

L

to distrust modern technology and gives it negative'connotations,:she does
) , | A \ , - , N
satirize’some»aspects of romantic pastoraliSm. ) v

In The Edible Wwoman Marian McAlpin s search for identity takes

J'place in a plastic, technological world, one that is full of cars,.

-

u

telephones, supermarkets, lapndromats,and high-rise apartments and office
buildings.3 Even the images of ndfure that Margaret Atwood uses in the
. e - : 3 : ‘ ‘

novel¢reinforce the idea that technology is destroying nature, that

technology is a strong hegative force pittéd against weak, defenseless

-
v



totally destroyed in this city.' Because of the crowd'
" ‘because of pollution, living inthronto is "like being in a fish-bowl full
of dying pollywogs," but in this novel going back-to—n ture is never
'presented 45 Marian' s salvation (pp. 258-59) . Living in a“bowl full of

- living pollywogs is not the image of the'good life here. The negative
aspects of city life are satirized to some degree, but no solutions are
presented. The air-polluting buses, the electric—eye doors ‘and muz k in

, 4
"the supermarket, the brend—new, austere apartment buildings are commented

* AN |
upon, but no one has plans for getting rid of them._ Pres

as everything works, people will accept city life. For insitancd, the

fac111tated by its use. On the other hand. the existence of the telephone

_makes p0551b1e the obscene calls of the Underwear Man. Telephon s make it

possible for people to have contact with each other or to avoid t; they
. ' 1
make life 51mpler and yet sometimes more complex-




" up to a stereotyped idea of what a "media person" does) by being "sort of

Seymour Surveys, a market research outfit. The job has no meaning for.

»"the 1ntelligence men,' who do no work with machines (P- 97) . At the

w

1

By' the time she [Marian] had got matters straightened out ¢
with Peter she had felt as though she had been trying to :

; unsnarl herself from all the telephope lines in the city. - '

; - They were prehensile, they Were like,snakes, they had a
way of coiling back on yoy and getting you all yRappe
(p. 134) |

1
|

The image here is of the city as jungle and, thq;;i}:a w";
fdangerous snakes: an electronic jungle.- ek

However vivid_ thfb particular image is, the olty in The Edible
WOman is not presented as the place of evil and the c0untry a place of

pastoral refuge (and even in Surfacing ‘the dichotomy is not that simple).

On the contrary the characters in the novel never questiom the existence

~ oA M =

of Toronto as the home of opportunity but, at the wdme time, mark time in
vdull, tedious work. Part or.their‘identity comes with the workhthey do.
Ainsley tests defective electric toothbrushes, but she is bored working
‘with-machines and longs for a‘joh in.an art‘galiery, Len Slank does TV
work, but he feels that he must add excitement t;ihis life (or else live -

“ |

a seducer of yodung girls" (p. 33) Marian makes ‘up questionnaires for

her, and because of the rigid hierarchy, she knows that‘promotion from her

» L4

second level job to a better one on the first level will never'occur. On

the top level of Seymour Surveys, are the executives and psychologists,

bottom level of the office bu11ding are the mimeo and computer machines

run by.“operativesf who work in the midst of "factory-like clatter"

/(p. 19). In the middle--Marian's level--are the interviewers who take care

of thea"human element;" h

v

Such Specialization'and separation of functions is a character-

-

istic of highly mechanized societies. So is standardization. Even in.the -

X o J ' " -
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graduate school of the“ iversity of‘Tbronto English department, adplaee
one does not think of in cpnneetion with maehinery, these same character-
istics ef society appear. \In fact, the wﬁole eetcation ~system at that |
‘level, and perhaps at othe levels too, is a factory, machine, or
"braingrinder Duncan explains that Fish and Trevor "used td have accents

but now you can t tell anythinq froqplistening to them; after you've been

in that braingrinder for a while you don't ‘sound as though yeu re from

. anywhere" (p. 98). Besides this required uniformity, a dangerous degredee?

of specialization is ineyitable once a person has gone as far as graduate

-6

school. Duncan compla%géiéy// “ AN

Once you've gone this far you aren't fit for anything else. o

Something happens to your mind. You're overqualified, over-

“sSp c1aq}zed, and everybody knows it. 'Nobody in any other:

game would be crazy enodgh to hire me. . . . .I'll have to be
A a slave in the paper-mines for all time. (p. 97)

“Just 'as Duncan is a slave to his English studies, so is each character

to the work he or she does. For instance, even if Marian quit her job

S

at Seymour Surveys, a B.A. would insure that her next ]Ob would be much

e Q3thé same, Everyone is in a rut like "a frenzled armadlllo « o . going

]

around in figure—eights . . . it's a form of psych051s, and even if you

LY
s

set the animals free after they go llke that they'll just ¥Yun around in

the same pattern" (p. 95).. The ifplication is that it is the’ techno- \f‘

logical environment and the kinds of work it values that make people into

i

crazy animals.

“ . /
p

. Even though Peter Wollander does not-at first strike the reader

as being "a frenzied armadillo," what we se€ of his work and leisure makes

it clear that he has in mind‘a ttern of success into which he wants to

fit hlmself--and Marlan Peter is a young lawyer, and the images that
{
" Atwood uses to descrlbe him make 1t clear that he is the type of man that



v
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she labels "American” in"SurfaCing. His job is impditant to him,‘and he
uses it, just as he.uses evqrfthinq that comes his way, to his own

'advantage.‘ Even before Peter makes hié first appearance in the novel, we

find out that he lives in an expensive apartment at one-third the official
\

" rent because of his part in "a piece o£ contract manipulating (p. 57).

The apartment that he has obtained in this dishonest manner lS a totally

appropriate habitat for a “plasfic man 'T:\IE’égngbrand new building

near a slum area that is grad ly being torn down to make way for high-»
rise apartments. The buiiding is described in terms of a living body,
an embryo because of its unfinished state, yet plastié and hard:

¢ the shiny syrfaces . . . " which would later give the building
its expensive gloss, its beetle-hard internal shell, had not.
yet begun to secrete themselves. The rough grey underskin
of shbflooring and unplastered wall-surface was still showing,'
w-wires dangled like loose nerves from most of the
sockets. (p. 57) :

+

N
> Byt

Gradually the building is completed, the raw material is "transmute
an invisxble process of digestion and a551m11at10n" almost.as thoug it
feeds‘on the workers_who build i% (p. 22?) "Within the shell of thgq
high-rise Péter'lives in hid'own\neat, austere apartment--a contrast to
Ainsley's "muskeg" of a bedroom and the mess at Joe's and Clara's house.
He is so far the only resident, and/this 51tuation prov1des a kind of -

~ visual metaphor for Peter's emotional state, for his\identityfas plastic,
technological man. Everyone else in the novel lives with someone glse
either in a state of temporary or permaneng involvement--Marian with
Ainsley, Cléra with Joe and phei;{childxen, Duncan with Trevor and Fish,
the landlady with her daughter, and even Len Slank, who lives alone at
’first,umoveé in with Joe‘and Clara?during a crisis in his life. Not

Peter, however. VMge lives completely alone with not even a neighbour
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nearby, and with no apparent need of one.

Peter is a "nicely pacﬂ‘;ed.‘ good-looking man: 4 "ordinariness
raised to perfection,” as Marian obse:ven (p. 146, p. 61). Everything
about him is neat and tidy; even the hairs on his arm seem to be "arranged

v .
in rows"” (p. 61). At one point Marian notices the "functional spareness
of his badz,".f.(:#.--'fﬂl-ﬁmnike a p.iece’Ba_uhalu fumiture, thete is nothlng
extraneous about Peter; he is made up of only what is absalutely necessary\
and uyseful. He %ﬁ “a’"plastic" man, ;:d even his relationship with Marian
could be called "plastic” although the word veneer is‘used instead:
fdver the summer he had become a pleasant hab%;,\ehd as we had been
seeing each other ohly on weekends the veneer hadg‘t had a chance to.wear'
off" (p. 61). However, the veneer does wear off ‘or, perhape more
accurately, Marlan sees what is lurklng behind the fa;ade of c1vxlization
that Peter wears with such elegance.

Peter's real identity is revealed gradually by means of images of
technology: weapons such as rifles, pistols,end'ﬁeiveé, car and camerae.
He is an educated lawyer, an apartment-dwelling man, but he collects

rifles, pistols and knives,and\dlsplays them on a wdll in his bedroom. He

never uses them during the course‘of the novel, but they seem to be

P

souvenirs of past hunts. When Peter tells Len abou;.the time he went
rabbit-hunting ﬁith Trigger,<he'reveals the savagery and violence that are
not ordinarily apparent in him:

One shot, right through the heart. . . : I whipped out 'my
knife, good knife, German steel, and slit the belly and took
her by the hind legs and gave her one hell of a crack, like
a whip you see, and the next thing you know there was blood
and guts ‘all over the place. (p. 69)

”

Perhaps because of Peter's use of the feminine pronoun,_"her," Marlan

begins to see herself as the rabbit victim. As he talks, her mind withdraws
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from the immediate situation and becomes a movie screen upon which ima

»

&

.

. of the lleuqhter are projected:
I saw it as though it was a slide projected on a screen in a
dark room .. . Peter stood with his back to me in a plaid
shirt, his rifle slung on his shoulder. . . . the ‘sunlight

. . . fell in shafts down thrduqh the anqnytoul trees, splashéd
with blood . . . I couldn't see the rabbit. (p. 69)

Mariaf can't see the rabbit Siceu.c in her mind she has become thc'tabbit.‘

As though she is hersi@f the corneréed rabbit about to be slaughtered,
"something inside [her) started to dash about in dithering mazes

of panic" (p, 70). In the Ladies'’ ‘Powder Room she projects this 1dent1-
fication with the rabbit onto the éoll of toilet paper which then appears
"helpless and white aed furry, waiting passively for the end” (p. 70).

¢

Marian, however, cannot wait passively for the end; uneonsciouely

'she rejects the identity of passive, glaughtered rabbit and EG;;’ENay from .

Peter. His response is to get his car "to head hexjoff": "All at once it

was no longer a game. The blunt tankshape was threatening. It was

threatening that Peter had not given chase on foot but had enclosed himself'

in the armour of the car" (p. 72, p. 73). Peter has declared wax on Marian,

and in his mechine he has an unfair adyantage over Marian whe is unarmed
and on foot. Nevertheless, Mafian c gly dodges the pursuer, and*éeter
is forced to 1eave.the car and “stalk" he; on foot. Later at Len's
‘apartmept Marian- again identifies wlth small endangered creatures “and
attempts to escape by crawling under the bed- "I myself was undergrqund,

I had dug myseif a private burrdw" (p. 76). .When Peter‘and Len lift’the
bed, she scutt;es out like a crayflsh with her drese "furred" w1th dust.
Agaln she tries running away and again Peter pursues her in his car, which.
becomes as destructive as a bullet released from a gun:  Peter's yes

v

narrowed as, though he was taking aim. Then he gritted his teeth together
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. ment. (He is opposite to Duncan for whom only the present moment .exists

» ' ma\

t

and stepped murdercusly haxrd on the accelerator” (p. 81). He doesa't

hurt Marian, but he does ruin someone's front lawn and hedge Dy using his
car as a missile. |

Guns and cars are obvious weeponl, but in Peter's hands so are
cameras. A!ter tho slaughter of thn rabbit, Peter stopped, he says, to
qnt “some good shots of the uhole mess” (P. 69). The camers makes it
ROteible for him to pre-ervn“ the destruction so that he cun re-oxperiene.
the everg nnd enjoy it over and over again. At his party Peter spends half

his time taking pictures preserving the present mgment for future enjoy-

\and who would never take pictures to prosorva that present moment for the

future ) Marian beconeupmnicitricken when Peter wentn to take her .

i
\

\pict?te. The same word, "shots,” is used in connection with camera and
q?n and to Marian “shots of you” seem equivalent to "shots at you." At
i \point Peter "raised the camera and aimbdd it at her; his mouth opened in
a én&rl of teeth. There was a blinding flash of light" (p. 244).

Fort \ately th}s is a picture of a friend acrogs the room, but Peter
promises to "get"” Marian later.

\.%he reason why Marian &peen't want her present self preserved in a

photo i% that she is "afraid thet her appearance will become her permanent
identit\yv‘. Wir;h her “enamelled hair," her elaborate make-up, ‘her new red
party dress, &er borrowed jewellery, "her flnely-adjusted veneers," all

of which,are "not her,” Marian fears that a picture taken at this time
-will make‘sure that she will be preserved in that form--and the role that
gees yith is-—and be traéped forever (p. 217, p. 229): "Once he pulled
the trigger she would be stopped, fixed indissoiably in that gesture, thar

single stanceé, unable to move or change" (p. 245). She feels.like a

i
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threatened, hqntod animal again: “She should never have worn red. It
. made her a perfsct target”! but to get out of Peter's apartment and make
an escape she relies on her dress to "act as a protective Sa-ouli;q.
that wuld blend her vith the soenery® (p. 244, p. 245). She imagines
Peter's face "with 'its hunting .;Cl' as he follows her "stalking her
through the crisp empty streets . . . That dark intent markssan with his
aiming eye had been thers all the time, hidden by the other %ayorl, e
waiting for her at the dead centre: a homicidal maniac with a lethal
weapon in his hands®™ (p. 255, PP. 245-46) .

Peter's identity has been revealed to ﬁlriln: he is a "normal” man
and yet a "homicidal maniac" at the same time. He is a imn"frutgratodhw

complications, he wanted simplicity"; and violence, especially violence

that is inflicted at a 3éstancc through technological means, is simple -

h ]

(p. 149). Tachnology can be co-plicat.d and the consequences of using
technology may lead to unforeseen complications, but violence in 1ts§1£

can be seen as a pfim{tivt urge for simplicity and order. Machines enabl.
a little muscle to go a long way, enable man to see himself as supo;man

or even god-like, and enable him to snooth‘away many of life's complica-
ttgéd: "His satisfaction with what he considered a forceful display of
muscle was obvious. It irritated me that he should appropriate as his
6wn the credit due ﬁo the back wheéls of his car™ (p. 81). Such an
asséciatién with machines on Peter's part has an interesting, although
unfortunate, effect on Marian. The day after their engagement Marian
notices that when Peter talks to her, "he sounded as though he'd just

boﬁght a shiny new car. I gave him a ;ender ch;qna—p;ated smile; that is, 4
I meant the smile to express tenderngss. but my mouth felt s;iff and bright‘

and somehow expensive"” (p. 88). On another occasion she feels that
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he was sizing,her‘up‘as he would a new camera, trying to
find ‘the central complex of wheels and tiny mechanisms,
the possible weak points, the kind of future performance

' to be expected: ‘the.springs of the machine. He wanted

v to know what made’ er tick. (p.-150) '

\ Peter values cars and cameras; and’ when Marian is appreciated or “observed

. A A v . =
identity on her. Even marriage he views as a kind of machine or system.

-

in a speciali:;yiby-him, she feels that he is pressing an alien, mechanical

_ Marian suspects that Peter has bought a marriage manual when she finds
him looking at her'"almost clinically" (p. 149). It would be another ' -
"how to work it" book to. add to his collection of books on cameras, his
law books, his detective novels, and his car manual. - 'I‘hey all fit into

e

"his brand of logio™ and identify him with technology (p. 130).

\
. 3,2 Marian tries to escape an identity as consumer and consumed and to
\choose a new identity that is neither killer nor victim. That Duncan is
.,also a danger to Marian's: 1denti¢g (a%danger/which she probably does not
see) is e clear in the.technological _imagery (and the iuagery of death)
that" lS used to describe him.

BN Subconsciously, if not consciously, Marian feels that she is a
commodity to be usedfand devoured by Peter, and at the same time she sees
_her own part in our éestructive consumer soc1ety. An 1dentity as’ consumer

~and consumed is not one that she is happy with, and she tries to escape
ffom it. Her body rebels; gradually she stops eating :most of the foods
that she has been accustomed to eating. As Duncan points out’to her, she
might be "rebelling against the system” by starting Wlth the digestive

" system (p. 192). This withdrawal from food starts when Peter sits in a

. restaurant'cutting and eating his steak, and Marian thinks, inolence in o

n connection With’PEEEk\seemed incongruous" (p. 150). But, indeed, he is a ~

very destruaéive person\as‘narian realizes once her mind makes the

\
. connection between Peter and thefPremoved Violence“ of the sniper who

akilled nine people: &
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He wasn't the kind who would hit anyone with his fist or

even usé a knife. When he chose violence it‘was a removed

violence, a manipulation of specialized instruments, th

finger guiding but never touching, he himself watching (the
* explosion from a distance; the explosion of flesh and Pplood. |

It was a violence of the mind, almost like magic: . thought

it and it happened. (p. 151)

<

Although his hands are "bloodless{; there is a kind of distanceéd violence

in Peter who sits there "operating on" and "carving" his steak and eating

with such’ enjoyment. It is quite likely that in her present statefof

I

»mlnd Marlan would rather have seen Peter hunt an anlmal or kill a cow and

eat raw flesh than he an accomplice in hlS "bloodless," c1V1llzed
dinner. It is the “bloodless." "removed” quallty bf the v101ence that
appalls her; and; of course, it'is through sophisticated dev1ces llke

airplanes, bombs, rlfles,.and other guns that violence agalnst people and

anlmals can become "bloodless“ and "removed“. And even more SOphlstlcated

a technology is the d1v151on of labour, the speclallzatlon (the “manlpula- :

tlon of specialized lnstruments“ by specialized people), that is 1nvoiVed

in getting us the food we eat. Marian realizes that she has never kllled
the cow from which come the steaks she's eaten or even pulled‘the‘carrots

that she's enjoyed. All the primary violence has been committed by - -

someone'else.> When Peter says, "A good meal’always makes you feel a little

more human,"” Marian's humanity rebels, and she staops eating her steak
b .

- (p. 152). Eventually her body refuses to take in any food that has been

living (such as meat‘and carrots) or.lboks as though it is livingv(such
as synthetlc canned rice puddlng and sponge cake)-.

In order for Marian to.try to find her identity (and to eat agaln)
she has to run away‘from Peter at thelr engagement party However, that

can be seen as a negatlve or incomplete action, and she must return to

-

confront him. She asserts her identity and refuses to continue being seen
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by' Rgter as a commodity that exists for his pleasure and convenience,

R . " ) N v
and she offers him the cake-woman as a substitute for herself.5 He

- rejects the awareness that would go with‘&he eating of the cake. As a '’

]sign of the reintegration of hexr own identity, ﬁarian eats the cake-
woman herself (with help from Duncan), but'ironically' t of that
identity involves being a con_si.nner.» As Duncan tells hi(tef, "You're 2.

' _back to so-called reality, you're a consumer” (p. 28{1/- She accepts

her role as consumer within a consumer society, a society that would need
a major vevolution to do away with such pﬁlﬁs; quer;all,‘one must eat
to live, and food is there to be eaten: "that's what you get for being

food," Marian tells hei cake-woman who is no Ionger woman but just cake

~now (p. 270).
j : : .

In addition, even while seeing Peter for what he is, she htops

being afraid of him: "Peter was not the enemy after all, he was just a

~ Yy,
-

ﬁormal human béing like most othér people. . . . Ié wés Duncan that was
the,mutation"l(pg 271) . Probably,this‘a5§es§ment bf his ideﬁtity is true,
but Péter is déﬁgeroué although."normal“ and like‘so ﬁany other meﬁ;
"It was easy to see him as ﬂbrmai and safe in the afternoon, but that
didn't alter things" (p. 271): normality'can hidé daikness and violence
which canﬂsﬁrface anytime, Marian,rgal}zes. After Peter ieaves fér the
last time, she has a nostalgic picﬁuré of him as though he were a photo-
" graph hung on ﬁhe wall, a photograph of "a style ;£at.héd goﬁe oup of ©
fashion": | -
-J she could see him in her miné,;posed jauntily in the foreground
+ of an elegant salon with chandeliersgand draperies, impeccably
dressed, a glass of scotch in one hand; his foot was on the
head. of a stuffed lion and he had an eyepatch over one eye.

- Beneath one arm was strapped a revolver. . . . He would
-definitely succeed. (p. 272)
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But althohgh‘in this picture Peter looks‘harmless‘enOugh; a kind of fake

‘hunter whose revolver is more a stage ﬁiop than a weapon, the noVel
'suggests that he remains*a danger>loose in the world. ) -
| Marran has learned- from her expegien e with Peter that "normal"

'men can be violent, dangerous, and destructiw f her identity. Because
she shares the cake-woman With Duncan, however, it 1s ‘not at all clear
whether she has learned that "mutat1ons" like Duncan can be equally
‘dangerous: thus, the endlng of the novel is more amblguous than
triumghant.6 Because he is an unusual and fascinating person and treats
Marian it \ nahner that is very different from Peter's, the similarity
hetween the two men isvnot-immediately apéarent. However, Duncan, like
VPeter,'is a man "frustrated by‘complications, heb[tooi wanted Simplicity"'
(p- "149)s This desire isvdemonstrated ln his associatlon with irons and
laundromat washers. 5Marianls and Duncan's secone meeting'takes place in
. a laundromat where he e*plains: "I watchzlaunaromat washers the way other
people watch television, it's soothing becanse youvalvays know what to 6'
expect and you don't have to think about 1t" (p 94). Por similar

reasons he loves to iron clothes: "I 11ke flatten;ng thlngs out,‘gettlné

,rid of the wrinkles" (p.'95). "He claims that he is not "a chronic >

elroner" but 1s subject to blnges of ironing (p. 141). Put in‘this way,

an addlctlon to 1roning can be compared to addiction to alcohol or
g

both are attempts to escape reallty., (when Marian brlngs him som clothes

ugs;

to iron, Duncan greets her at the door with "Got the stuff’"—— b 136.)
According to Duncan, ironing relieves tension: "Ironing's nice and simple
. . . I get all tangled up in words when I'm puttlng together those

interminable papers . . - and 1ron1ng--well, you straighten things out and

get them flat" (p. 142). o

o
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He likes flat suffaces, ‘no wrinkles (that is, complexities) in°his e
life, and it bothers him that nothing that he does is final (that s, the
: clothes get wrinkled again). As a defence against complexity he would
like to be an amoeba, the lowest form of life, because it is "immortaL
. . ; and sort of shapeless: and flexible. Being a persofi is getting
too complicatedﬁ,(p. 201). Duncan will‘not allow Marian to become a
,complication inuhis life, and for the time being Sheidoesn't.mind.him
using her "as long as‘she knew what for" “(p. 183). He admits that she is
Just'another substitute for the laundromat," and at one point during
Ytheir night at' the Victoria and Albert “he stroked her with his hand
\gently, straightening her .out, almost as though he was ironing her"
‘(p. 145 P. 254). On the surface there is a” great deal of difference
between Peter s "stalking" Mar\an and Duncan s "ironing" her, - but actuallg

each man wants her to "fit” into the pattern of his life and each is a

\ ©

. ] N
threat to her identity. For instance, as a unterpart to the occasion

when Marian ang Peter ‘make love in his bathtub, D suggests once that
he and Marian make love inside. alclothes dryer at the la o@a\\(p. 248) .
OccaSionally Duncan is described in animal or mechanicai terms,

but to reinforce the undeSirable, unhealthy‘quality of Duncan, Atwood ’
,usually describes him as a corpse Oor mummy. Although, when wearing a
.shaggy ;weater, he seems to have "a furry skin" and nuzzles up to Marian
like a starving dog, at another pointjhe seems to be a robot, and he and
Marian kiss because "someone had pulled a switch" (p. 171, p. 100). at
the movie he nechanically eats:pumphin’seeds, and Marian hears_him make

a "small cloch—like sound"\\(p. ;25)“ If he could, he would give upfhis»
identity as a food-eatingahnman being; he would,"nrefer to be fed through
the main‘argeryf\ﬁp; 192). In fact, he'iooké‘as though hensubsists on a

™
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diet of bread crusts and water: he is‘"cada>Erou§IY"tHIh“ like "an
. M,

i ("‘ N Y i

) emaciated figuryuin a medieval woodcut™ with skin the colour of old
linen,, ' "almost skeletal ribcage," and a body like:"tisaue paper or

(e
\parchment stretched on a frame of wire coathangers (p.‘48, p; 256,

\ .

. prIOOL He is a night creature ‘who can't bear close scrufiny in the
'light of day, under fluoréhcent light he appears unearthly, and his’
dry, cold fingers make Marian think he is a living skeleton .(p. 95).

It occurs to Marian that "if she were to reach out and touch him at that'
moment he would begin to cﬁﬁmble" llke a mummy, and Duncan reassures her

‘.3by sayxng, "pon't worry\ . « I'mnot going to return from the tomb"
;(p 187, p. 188)., Another pOSSlble 1dent1ty that he presents is that of

a supernatura&“ereature or a changellng ~"yeally I'm not human at all, I N

v v 4

come from the underground, " Duncan says of hlmself (p. 141).
The images of death and of the mechan1ca1 that supply Duncan's

'ldentlty are’brought together in the descrlptlon of his ideal landscape-
I have thls great plan for permanent leaves on trees, it's
a waste for them having to produce a new lot each year; -and
come to think of it there's no reason at all why they have
. to be green, either; I'd have them white. Black trunks and
. white leaves. .I can hardly wait till it snows, this city
in the summer has- altogether too much vegetation, it's
stifling, and then it all falls off and lies around in the
gutters. . . . the place I come from . . . has no vegetation.
A lot of people'wouldn't like it. It's the smelting plants
that do it . & the chemlcal fumes have burnt the trees for
miles around, 1t s barren, nothing but the barren rock, even
grass won't grow on most of it. (pp. 143-44) ' o P
Because he finds the variety of nature 0verwhe1m§ng and offensive,

! \
Duncan would take the colour out of the landscape, and in his desire for

51mp1e, static,. and deathllke perfection he prefers that trees have

permanent leaves that ‘never w1ther and fall. His 1deal landscape, which

resembles a flat, white, ironed sheet, is not/far removed from the actual d

L)
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hides the junk people throw into it and when

\ o } 110

. “\ “‘
) covered with snow. Ing

. : \:
Toronto he likes to visit his favourite.ravin in.winter wheu the snow

-

e thick summer vegetation

" has gone. His favourite place in this ravine is the larqe pit’ especiallyv

1now in winter, .it's so close to absolute zZero. *t makes me feel human.

- )

- By comparison. . . . in the snow you're as near af pOSSible to nothing

(p. 263), Here it ‘seems that Duncan wants to remahn a human being but

¢ .

barely so. .At one point at the Victoria and Albert Hotel‘he Seems to be

i

no more than a patch of snow to Marian: - Duncan is described as a

“seemingly—passive surface, the blank white formless thing lying insub~ -
stantial in the darkness beforé he;" (p " 254). In the ravine they lie
down and leave two body imbrints_on the- snow, but before he shows Marian

how to get out, Duncan steps on the imprints "first on his own and then

: , ' : e ' ' .
.on hers, smearing the snow with his foot" (p.- 265). He is trying to

egpoth‘out the "wrinkles“ in the lancscabe,'but‘he refuges_toihave a hand -
in smoothing out the comblicatighs in Marian's iife-- her‘problems he
leaves to her. When she turns, he remains "a dark shape against the snow,
crouched on the edge.and gazing into the empty pit" although she half
expected that he would have fevaporated 1nto the white expanse of the
ravine” (p. 215). ‘Duncan is an eniématic c¢haracter, rathet ehapeless and
hard'to pin‘down, one uho Ieavee no ttacks--aod perhaps is more dangerous

(the’imagery associated withupuncan is as negative as that associated with

Peter) than Peter precisely because of these qualities.’
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3.3 | In spite of using imdges taken from_pature and technology to -

identify her characters in a conventional romantic fashion, Atwood's

romantic pastoralism is a qualified one at best: for instance, she

satirizes romantic notions that are-often assoclated with the search for

. identity and with romantic pastoralism. . : : '

Unlike the narrator of»Surfacing,.Marian never tries to £ind her

identity by means of a sexual experience in nature. A seedy hotel room

is ih@ scene of Marian's only sexual encounter with Duncan, and. her -
affair with Peter takes place almost enﬁf?aly'in qis-apartment bédroom:—

or bathtubT One.of the few exceptions that she recalls is the one time

[

they drove out into the country. 'i; took four hours to-find the perfect
place, but this pseudo-Lawrentian encounter was'spbaled for‘hgt bf a
‘"scratcﬂy blanket" and "thoughts of far‘gré and cows" (p. 60).° Obviously

Marian didn't enjoy this experience of sex in nature and feels free to

comment wryly upon it; pPerhaps it was an idea that Peter got out of a

novel or magazine-~a second-hand idea that has become a boring'éliché."

-

The tfaditional linking of sex and nature is'also satiriged through the

\

-use of i{bleak, unpastoral,vwintry landscape. For instance, since Marian

s

feels that she can't meet Duncan in a,place moré public than a laundromat
or a‘movie theatrg, parks provide a kind of retreat from people. 'The:%»
park that they go to is spoken of as'an island and a "calm open eye of

silence, a place of'escap :  "The city, the time.outside the white
circle o£ th§ Park, had almost<vanished” (p. 12}); However, because of
the cold, the’escapeuis momentary5andbunsatisfying to Marian. The same,
can be saia of’her’walk,with Duncan in the ravine;aand when she lies down
theré on the cold, white‘sheét of snow,uit:is at ar@'s }ength from him.
(It is evidenf in this noVé} that Atwoqd refpses to ﬁse_the’clichéa
romantic ass$§iation'of sex and nature in a serious way.

"Pregnancy and children as means for a woman to find her identity



ealso viewed in a thoroughly unromantic way. Clara in the seventh
. . . ' . '
nth of her third pregnancy is described as looking "like a boa-

onstr{ftor that has s&allowed a watermelon" hnd "like a strange
. .. . . '

N .
egetable growth, a bulbous. tuber that had sent out four phinwwhite

rbofs and a tiny pale-yellow flower" (p. 31, p. 32). She describes the
| ' : ' :

_ children as leeches, barnacles and limpets-—she being the ship they

. ciing to. A "tide of dirt rose around" Clara in her messy home, and

-

her babies are a part of that engqulfing tide (p. 37).. Up until now she
.had been against the use of the pill but vows to use itifgqprevent \
further pregnancies. Perhaps she sees that the technology of birth

control will enable her to cope ﬁith what nature has thrust upon. her

1

-(that is, the capacity to produce a baby every vear). In the matter of
,having,childrén Clara seems to be the realist while Ainsley seems to be

the romantic., From literature and the media Ainsley has received the
A .

J

idea that having a baby is "natural" apd,good,'and will serve the

Creative Life Force at the same time as it fulfulls ‘her "deepest

femininity" (p. 41). she believes that becoming pregnant and having a

baby will give her an identity as a woman. However, her ideas sound
programmed; that is, she says what it is Cur:gntly in vodue. to say:

Marian observes that "when she [Ains¥?y] says that 'Every woman should
have at least one b&ﬁy,' she sounded like a voice on gpe fédio saying
that every woman should héve‘at least one electric hair-dryer" (p. 41).
HAving a béby may very well be "natu;él,"'buf the way she goes about
getting pregpant”isvra;her "Unnatural" (and hiiarious):becausé she is
excessively concerned about the genetic make-up of the man. What she is

doing is "natural® in' the same way that a pitcher-plant can be called

"natural" as it lies in wait for a poor unsuspecting insect (p. 75).

-
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She uses Len "in.effect as an inexpensive substitute for artificial

insemination witﬁ a devastating lack of*.oncern for his individuality"

. _ : , . ®
{(p. 122). 1In fact, the result will be a kind of test-tube baby even though

it is nof being prodééed in a test-tube (p. 154). Ainsiey cémpletely
ignores the fact tyat she is subverting the idéntity of another pérson, -
and the effect of such a person as Ainslgy on.the identity of the baby
that she will produce is lef? to the reader's imagination.

That Ainsley has a programmed view of what is "natural"'and that

RN S e
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Margaret Atwood finds it necessary to satirize commonly held assumptions
about nature is not surprising. These false assumptions are prevalent in

. society and are created Primarily (as seen in the context of this novel)
N J)

- by popular psychology and sociology and by the advertizing industry -

/ which specialize; in évoiding "calling the housefly by its actual namg"
{p. 28X Nature can be unpleaéant, unclean and messy so it must be
disinfected, sterilized and maaé unreal and acceptably artificial before
it is served ;p'to the public as a saleable commod%;y. In the Mbose Beer

commercials
“the fisherman wading in the stream, scooping the trout into
his net, was too tidy: he looked as though his hair had just
been combed, a few strands glued neatly to his forehead to -
show he was windblown. And the fish also was unreal; it had
no slime, no teeth, no smell; it was a ¢lever toy, metal and
~ énamel. The hunter who had killed a deer stood posed and
urbane, no twigs in his hair, his hands bloodless. Of course
. you didn't want anything in an advertisement to be ugly or
upsetting; it wouldn't do, for instance, to have a deer with
,~—/w its tongue sticking out. (p. 150) :

& A N :
This image of the wilderness is a clich€ which is used to sell more than

beer; it is used to sell men an iéeﬁ%ity they wish they had, an identity
_ ‘ P ,

as great hunters and lovers of the outdoors, The beer is advertized as
) » Tl i e —

. being capable of enhancing the man's enjoyment as he hunts, - fishes or
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relaxes on "a real man's'holiday" in the wilderness, and by implication

the urban man who doesn't know how to hold a gun, who doesn't own a
fishing rod, and who has never been north of Orillia can vicariously

experience the manly pleasures of the three activities mentioned simply

by drinking Moose Beer ~ (p. 26). All it takes to "put the tang of the

wilderness in YOUR life today" is a glass of Moose Beer (p.'26).'This

.

suggests that one who lives and works in an urban centre far from nature,
the source of revitalization, finds it essential to escape“from that
plastic world now and then. However, although-the identities of people
who live in a, technological ufban world are made narrow by that environ-
ment, Atwood's satire makes clear that it would take more than drinking
~a glass of Moose Beer, having a baby, or Having avéexual experience out
in the country for them to‘find new identities and’enhance theié lives.
3.4 In Surfaciné;the narrator's search forvidentity involves the
recognition that her hatred of technology is connected with her reaction
against her fatﬂgr's belief in reason and his (classical) pastoral ideal
whose image is the garden. Romantically, she sees her mother, who

represents the non-rational, as.a better guide in her segrch.

In The Edible Woman Atwood seems to be making fun of some of the

activities ﬁsually associated.with romantic pastoralism; .However, ghe'
main activity, which is the‘search for one's ;dentity in the'wildernéés,
' is one that she deals with in‘Sﬁrfacing, and here it is difficult to know
whether she favours the narrator's search for identity or undermines it

in several ways. In Surfacing)the finding of, anvidentity; or perhaps

the recognition ;fban already existing identity, is thé érucial experience
for the unnamed nafrator, and it seems to:depend oﬁ what shé learns about
her relationship with nature and technology wh{lé she searches for her

missing fatherain the Quebec wilderness. She has spent most, if not all

of her life searching for an identity that she can call‘"géod." The ,

|
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trouble here, however, is that she has assumed that the identity of a
"good" person is predicated on one beinq innocent and powerless and,
thus, on being against technology, which seems to her to be inevitably
linked with power and evil. Her search for identity involves escape' .
rather than confrontagion until near the end of the novel where she does

-~

‘have momehtssofr;nsight and until the very end where she is left at the
momeﬁg,of decisﬁon that could give her search for identity a new
'direct;on. However, if yilderness“io itself can be seen as dnsufficient,
although important, in the narrator's search for identity, Surfacing is

s - N
not the romantic pastoral it at first appears to be,

The narratdbr's escape from the kind of identxty that she has
decided she does not want 1nvolves a rejection of her parents!' values
and\later a withdrawal from a life 1n the city whlch is characterized by
highly complex technologiesfyo a retreat in the wilderness north of
Montreal. ~Life in-the'citQ, a place of "electricitj and“distractioﬁ;v
is talked about by the four main characters, but they have already lefr
the city when the story starts and at the end the narrator lS left on the
brink of deciding whether to go back to the city or not.7 Therefore, the
focus'of the story is the narrator's search for ideotity in a wilderness.
retrear.8 Actually‘there are two types of retreat described in the
novel: the one in the present time is the narrator's and can be labelled'
'romantic, primitive,ahd wild; "the one that was establlshed in the past by
tﬁe narrator's father is classical, rational,and tame.\?The narrator s
espousal of the w11derness pastoral retreat can be seen as a rejection of
everythlng that her father's, garden retreat stands for, but the narrator's

extreme stand, extreme to the point of madness, puts some aspects of thls

deﬁiaf into question. 1In order to understand her reaction against her

Ly
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tathor's pastoral ideal and her'related hatred of technology, however,
it is necenlary to -xamino the life lnd ideas of her parents, o.pocially
of her father, and the ways in which she think- they were failures.

As far as we can judge, the narrator's parents were city people
(even though the father miéht have bo;n broJ;ht up on a farm) who saw the

,wilderness as a refuge,*a place of simplicity and goodness. The father
. » . ‘l

was a scienﬁist, a botanist, who seems to have /divided his ‘working life

. between a large city in winter and the Queiec wilderness inlsummer-—at
least when his two children wete of school age. After tetifemenh,'he and
his wife moved pgrmanently‘to the éedaf cabin on the island. He was a
"voluntary recluse" and desired isolation above all. (p. 11). It wasn't
th;t he hated people, his daugheer explains;.it was that he found them

irratiohal and less consistent and predictable than animals (p. 59). So

|

-

he withdrew:

he split us between two ‘anonymities, the city and the bush. . . .
Even the village had too many people for him, he needed an
island, a place where he could recreate not the settled farm
life of his own father but that of the earliest ones who arrived -
when there was nothing but forest and no ideologies but the ones
they brought with them. When they say Freedom they never quite
\?ean 1t, what they meen is freedom from 1qkerference. (p. 59)

" On the island the parents Built a cabin ahd made a garden. The
house is ten;mlles from the nearest habitation and is hidden completely

by trees: '"camduflage was one of my father's policies” (p. 32). It was

.\

built of cedar, and the father explained the reason for his use of this

. ) v . N
type of material: "'I didn't bui{g/it/éo last!forever' and I thought
o
then,jWhy not? Why didn't you?" (p. 34). He was wiser than she was--to

S .
4ﬂ;, -

\

build u}th "forever" in mind is to impose- oneself even more on nature A

AN

than he has done, a thing he he51tated doing. The garden, however, is a \

kind of improvement (and impqsition) on nature. . It is a sign of order, :,\\

T T

NS

A\
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and the fence is the border between order and chaos. The natural soil

on the island couldn't grow anything so the father and mother brought
)
in begter soil and fertilized it with compost) they also built a fence

-

and gate: ‘ ) ’ /

The fence is 1Q§:cqnnblan it can keep out everything but
bir

weed seeds, , insects and the weather. Beneath it is
a two-foot-deep moat, paved with broken glass, smashed jars
and bottles, and covered with gravel and earth, the wood-
chucks and skunks can't burrow unhder. Frogs and snhakes get
through but they are permitted. (pp. 179-80)

The narrator condemns such improvements on“nathrox "The garden is a
stunt, a trick. It could not axist without the fence™ (p. 180). The

) .
garden, however, aided themi in being more self-sufficient and less

"

dependent on €1nned_£g2ds for survival; and they required more than

fishing and gathering berries could provide.

b
It is true that such a pastoral life is artificial and doesn't

A

exist as an ideal for such real country people as Paul, who "justified
for him ffather] his own ideal of the simple life: but for Paul the
anachronism was imposed, he'd never éhosen it" (p. 23). Perhaps,
however, it was the only satisfactory compromise that was possible for a

, -
man of the father's temperament gnd beliefs during World War Ii. 1Althou:;f\
by saying that he would ﬁavé fought in the ;ar "in defence of science
perhaps," the narrator suqéiggg that her father was forward-looking and
"modern," in reality he himself can be seen as a kihd of anachronism

# L 4

(p- 59). He was a twentieth-century scientist, but he was also an

)

eighteenth—céntury man of reason--and perhaps, at bottom, the two are

really the same thing. Like Drummond MacKay in The Wabeno Feast, his
jidentity seems to have depended on a belief in rationality, self-

sufficiency:and perfectibility: "he believed that with tHe proper guide
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. books you could do evervthinghyourSelf" (p. 38). He admired the

LW .

S

‘'eighteenth~century rationalisﬁs who knew "the secret of the golden mean,”

the balanced life" (p. 38). In his collection of elghteenth—century

'w;itets (Burns, Boswell, Thompson, Goldsmlth, Cprer) it 1s 51gn1ficant

P

) that Sﬁift-is misSing: Ghlliver s Travels would have been a correctlve

. ) '
to any complete reliancéaon‘reason and logic. Also, if he had read more

, : : : o o oF e T . :
,extenSivelyp he wouldvhave discovered that there was something wrong with

-all his favourite elghteenth—century wrlters, that thelr lives were

) v‘
:anythlng but balanced, and that they were really the dlsaffected children

of the Age of Reason. However, he dldn t, and his belief in reason
¢t - : . :
,remained 1ntact>at that time. ' ‘

-
-’ b] o

Nevertheless, at the end of hlS life he saw the lncompleteness of
a llfe of reason and became 1nterested in Indian rock palntlngsthat mark

the sacred places where one i”could learn the truth" (p. 145). Ironlcally,‘

°
o

. in -his search for these'paintings, he drowned in the lake with'his camera

7‘welgh1ng him down, almost as though the world of unreason (helped by a

9 a
plece of human technology) were gettlng revenge upon a ratlonallst The

vnarrator has a vision of "what [her] féther has become" after staylng

alone in the w11derness-for years (p 187). She comments that "he has.

-

reallzed he was an 1ntruder, the cabin, the fences, the flres and paths

~were violations . . . He wants it ended, the borders abolished, he wants

- e

the forest to(flow‘back into the places his mind cleared: reparation”

(p. 186). It is impossible to know if this is the.verdict the father cape

to about himself, if he indeed regarded "logic" or reason to be a total

- failure or simply incomplete in showing pe

how to act" (p. 153).

"nét only how to see but
o i

*hlthough the father and mother are similar in thelr pacifism -and
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_ anéﬁtheir concern for theygardeg,r;Heir'daughter ?eems to see a marked
difference petween the two. While the father stands for the rational
part of man, the mother seems to be identified.;ith the irrational or
iﬁstinctual part. The ﬂar#a;gr comments, "My father explained_eveerhing

- but my mother never'did, which onlyAcoAvinced me that she had the

answers bﬁﬁ wouldn't.ﬁell" {(p. 74). The mental‘pictgre the narrator has

of hef mother ié of the woman sca;iné,off a beqrr“as if she knew.a fool-
pr&éf magic formulé; gestuIe and word” (p;‘79). Th%imother is not

A 8 % ‘
restricted by reason or logic--as a child, she had tried to fly and broke

.

" both her ankles. (The father would never even have'tried.) Her

’ L . :
' illnesses weme séen by her children as “only natural phases, like

o

cocoons” (p. 35). She always recovered anaigéemed the same‘aSubefore,

~

until d& struck"heridown and the narrator felt disappointed that there. -
was no return that time. Whereas the father "knows.the bush," the mother
can be said to have loved it (p. 19). -When her work in the house and

ggrden was finished each éay, she spent hours wélking in the forest, and

the_birds trdsted her to the point of eating-out-of her hand. Howéver,

, ¢ y S
‘the narrator -£inds that her mother's diary consists only of a record of the

weather and work done on each day--to provide a guide to future yeafs'

" planting. There were "no reflections, no emotions" recorded, and again
P ; A

‘

“the narrator is disappointed (p. 22). éhe had expected her mother to

éuide her in her search for an identity, and her mother seems to have
. *

’

>provided hgr‘with nothing.
The n;:rapor considers both her parents as failures out of touch
with the world: "prehisto;ic,“ "remote aé Eskimoes or mastodons" (p. 144),
At the time she neeaed them most she felt unablé,to call on them. After
‘ " g

" her abortion nine years ago, she never went back home again and never

’
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told them why. Qhe reason is ‘their “perllous innocence; closing them

ih glass, their art1f1c1al garden, greenhouse. They didn't teach us.
abOut evil, they ‘didn’'t understand about it" (p. 144). It is pOssible
that"they did understand much more about evil than she suspects and that
their underetanding was the cause of their withdrawal into a garden -
retreat.' However, it is likely that they can be faulted w1th over-
protectlveness of their children, especially of thelr daughter, and w1th
provldlng little help that would enable her to relate posrtlvely to modern
technology and to grow from Chlld to. adult.

3.5 - The ekxistence of evil, especrally in herself, is something that
the narrator refuses to reCOinze as a component of the "good" Hhuman
being. She identifies evil with reason and technology and feelsherself

to be a victim of the men who wield these weapons: such a stereotgped
1dent1f1cat10n is frequent in fomantic pastorallsm.

-

The narrator and her rother had to learn about»evil from other
people. -The hrother, bel‘q older, learned first and taught his sister.
Life in the Quebec wil rness was peaceful in wartime; the bombs,
concentration camps, and death were not real to her because she never saw

" the newsreels. She learned of all this by meaﬂeaof her brother‘e drawinés
which were full of vlolence, plahee, tahks, spaceships,and rayguns. (Here
were of happy rabblts, Easter eggs,and fashlons ) Her brother Qas the ohe
who imposed moral dlstlnctlons on living oreatures- "There had to be a
good kind and a bad klnd of everything," and the bad.kind could, and'ehouhm
Be killed (p. 38). The brother caught small animals.ahd kept them in jars
ahd sometihes.forgot to feed them. The narrator once threw'out the dead |
‘ohes andvfreed the still 1ivlng ones, but because her brother was so angry
with what ehe had’done, ehe never did it again: "I was afraid to let,them

out again. Begcause of my fear they were killed" (p. 131).. And on another

occasion she was deflnltely anﬂgﬁpompllce in catchlng and throwlng the
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"bad" leeches on the fire even though leeches neve# botheréd them (p. 131).
The actions of the two children show the failure of their father's belief

~ in reason. ‘Obviously neither parent taught the boy to trap animals and

had . RN

be cruel to them, or taught the girl‘to be afraid of releasing them oncef
. she khewvwhere'they were hgdéen. Obviously theoboy knew that his pa;ente
would not approve of hisflabOIatory because&;eftook pains. to keeplit hidden.
~ The parents "prohlblted cruelty,"” but that didn't stop the children from -
being cruel (p. 132) The school and the rest of the world outside their
home can be partly blamed for their knowledge of ev11 but even before
they went to scﬂool the "two children played at being animals with the’
parents in the role of human enemy, and once they killed a doll and threw
her/iuto the wéter even though they had beenltaught that kiilino, except
in the_cese of food and enemies, was wrong. V
It ie clear th?t evil is inborn. The brother accepted that fact
anq was ready for the worlo by  the time he left hqme to become a.geologist
or mineral explorer. The narrator, however; was "not prepared fox the
éverage, its needless cruelties and lies, ﬁy brother saw theAdanger eariy;
“
Tb 1mmifse oneself, join in the waf‘ or to»be destroyed. Though there
~ought to be other choices " (p 189) ﬁer ch01ce_was to develop an identity
as‘"an.escape artist of sorts" and escape into false memories and‘.
_irresponsibility (p. 72). As a child the narrator escaoed intovdrawino an_
Easter—égg wofld where it was always summer and everyoneﬁwas hépéy;n Andﬁ
even as an adult she is unwilliug or uhabie.to face the fact of evil.even
though she is as guiity of.it as anyone else; She has been an accomplice
in the death of her brother's specimens and in the death bf the fetus in
, . ‘

her womb. Likewise, she associates the leeches that she helped her brother

burn with Anna,whom she does not help, after David makes Anna pose nude for
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the camera‘and‘shepescapes.hin by jumping into the lake: "her skin
wae covered with sand and pine needles like a burned~leech" (p. l3éfb

— e \
Again the narrator is an accomplice in an.act of’irrational cruelty

' because she avoide confrontation at all‘cost.. The essential difference
between the‘identities that the narratorAand her brother haveichosen is
indicated bp their different'ways of fishing. Whereas he fished by
technique, she‘fished by prayer:‘ "He got more fish but I could pretend
mlne were w1lling, they had chosen to die and forgiven me in advance
(p. 64). The father and brother relied on reason and technique, but the -
narrator.ﬁelt that her non—rational, "good" methods were superior.
However, in her relationship with’a third‘man, a.middlefaged art

/ : o ) . ’ e

teacher-who.became her.lovery she seems to have lost faith in her own

g - .

methods and felt. herself to be a victim of reason. She‘Changes her_story .
about this man from\accusing him for making her. an unwilling human et
ibcubator‘in which he/has made "a replica of himself; to blamingkhimlfor

yqaking away her lowed child (p-v34:>P- 48)-:?ghe seems to have felt that

there was something-wrong with their relatibnshipé' "he was ‘an idealist
\\ N . ¢ N

. . « He didn't want our relationship to influence anythinc; i} was to be
kept separate from life. h certificate framed on the wall, his proof that
" he 'was stillhyoung“v(p;i l48-4§)r .She admitsvthatVShe wOrshipped and
idolizedithis man, but she never realizes that she should blamebherself
for choosing-such a man as a lover in the first place, a man with a wife
and chlldren whose primary commitment._ COuld never be to her. She does with
Justiflcatlon blame him, however, for steering her away from‘"real“ -art to
:commercial art. She doesn t say that'he was wrong to. stress the useful,’

‘but by making hérself useful to him and to the publlshers who hire her as

illustrator, she has prostituted her body and her-talents. lee ‘her father,

-
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this man is a "voice of reason." Her ‘pregnancy was "an accident;" he
said, a prcblem to be sclved, and he found a solution that did not
consider her feelings; and she, in acquiescing, confirmed her identity

as a #ictim.(p; 138). - | L

[N

For the narrator, her father, her brotheﬂ; and her first lover

¥

“come to stand fcr the dangets cf "tne severed heed"—-inteliect_eevered

from emotion and from‘;ecognition-qf the powers of. the irrational. - When v
~ she trieeito remember her'fathet's face;«for instance, sne can't; 'she'can
only rememberithelcardS‘with.which he‘used\to test het a:itnﬁetic: "His °
way; Everytning-had to be measured" (p. 104). ‘Because her.feelingsqare

dead, she treats Joe, her present 1cver;'as‘a thing'and the words used o ey
describe her attitude to him are mathematical onés: "I sum him up,
dividing him into categories" (p. 42). Her living death is caused by the
. L
amputation of her body from her head: - ) v
The trouble is all in the knob at the top of our bodies.
I'm not against the body or the head either: only the neck,’
which creates the illusion that they are separate. . . . if
s the head is detached from the body both of them will die.’
(p. 76)

At some.point my neck mnst'have closed over, pond freezing
or a wound, shutting me. into my head. (p. 105)"

'To the narrator excessive reliance on the head, on technique, has led to

all our problems——national (including soc1a1) and personal. 1o For her
- . ) J - o °
the national and‘the personai‘are connected in the person of her father,-

t

- a man whose language wds the language of "numbers, the voice of reason"

- (p. 185)- Her gearch for him is;lin a way, a search for a way to forgive

him for what he has‘done.b Only near the end does she put into words what

she considers his great crime to have been: "order is made with knives.’

1

. o . ' ' ' \ ,
His job was wrong, he was rea(ty a surveyor, he learned the\trees, naming

~ and counting them so the others could level and excavate - (p. 1186) .

«
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Before this the narrator referred to her fether as a scientist or a
“ botanist. That he was "really a surveyor is an entirely different ,

thing; he was a technologiét who put his knowledge)and technique at

L Y
the disposal of those who ected against the wilderness in the name of
N\ ’.‘,T'-w
progress. THe narrator has refused for a11 these years té acknowledge
| ‘ . .
her fatherfs true identity ﬁnd her own identity as daughter of such a
N - |

%..3.6  Hatred of technology, especially new technology, and civilization
" based on technology is deeply ingrained in the narrator's personalfz
She suffers from nostalgia for past technologies and an older'environ-
ment, the wilderness of her youth. The heron serves as a symbo} of the
gratuztous destruction of this. wilderness.
- :4

Perhaps the father, by the end of his life, knew how wrong his
job had been, to what destructive ends his knowledge of the wilderness
hadﬁheen put, but as a young man who believed in improvrng nature these

ends* would not have been self-ev1dent.11 In,fact, "iﬁprovements" may.

,-, o’

have' been a word without ironic overtones for hlm, for instance, strong

- ~

' motors»bn the boats and a ‘good road from the village couId be seen as -

positive technologies if his sick children had to be taken to a doctor.
However, in~spite of positive aspects of technology, which~undeniably do
exist, the narrator ln her ertreme romantlc reaction against_reason‘and‘
technology sees only the negative aspects.‘ Because of freeways and
faster cars, one can get away from the-city and lnto the country much
faster, but it seems that there is less country to get to,lzk OneJtravels
through the countryszde rather than belng in the co&ntry, and the effect
\/

on the traveller is no more profound than watchlng rural scenes on-TV-

"I watch the side windows as though it's. a T.v. screen," the narrator

[}

{ k The narrator's identity seems to be caught up in memories of the

T
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| 3
La?dscape of her childhood. The North-country has become'?‘place to.
\visiﬁ-rathér than a place to live in--a result of the new,‘st:aight, |
pﬁved road which encoﬁragés gpeed. .The old dirt road respeéted the
landscape; it was Jfﬁll oflbumps and potholes, it‘followéd the way the
lépd went" (p. 14). Even befofe she left the area, the piéturesque
Fovéred bridge ﬁad been torn down to make way for a concreﬁe bridge, and
a éam, which had been necessary to raise the Levél of the lake tokfléat
_logs. ﬁpw liiple logging iL done, and the area ferves tourists who "play
at fishing" .(p. 17). Paul's cow has been replaced by the milkbott;e and
his horses by cars, and his wife has an electric stove. The ﬁarraﬁor is
rather paéroniziqg in her attitude té them: "I fe1t15et:ayed, she shoulé‘
have reﬁained lbygl to her wood range" ahd yet mentaily,criticizes Paul - |
s » :
and hiﬁ wife for not keeping up with fpe times in regard to their
". appearance: .“I'miannoged with them fér looking éo much like carvings,
the habitant kind they éeli iﬁ(tdurist handicraft shops” (p.>20). She
can't make up her mind whether technological improvemgnts‘aré for the
peasant§ or not;u Her emotional allegiance.seeAs to beloﬁg’to past
technology, and such noétalgia for an older envirbnﬁent ﬁakés her an .
adherent of paétoral ideology. |
. Except for Paul‘s_garden, people live in éhe ¢qﬁntry bﬁt not off
the land: "no one keeps hens or cows Sr piés anymore, it's all imported
froﬁ_more fertile disﬁfifts. The ptegd-is in wax paper wrappers, tranch&"

(p.. 26)- In the narrator's opinion\roéds, cirs, and tourists are destroying

. . » . . -
_the country: "Summer cottages beginning to sprout here, they spread like

measles, it must be the paved road" (p..30). Seaplanesiare used to fly
: . 6 . :

ltoufisté to the lakes where they fish with power boats and dragnets. The

boat§ leave a,film of gasoline on the léke, and the sound of the motors
‘ ‘ , r | . :
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disturbs the fish. .The lakes are becoming fished out, and the tourists

want'access to lakes further north. The narrator notices that there is

- now a bar in the village which has a fake marble counter supported by

»

carved fish and a picture on the wall, a

blown—up Photograph of a stream with trees and rapids and

a man fishing. It's an imitation of other places, more
southern ones, which are themselves imi tations, the original
someone's distorted memory of a nineteenth century English
gentleman's shooting lodge. {p. 27)

[

a

Pastorallsg often depends upon an imitation of someone's dlstorted memory

of a place Oor a past time; and the narrator momentarlly remlnds herSelf

in the mldst of condemnlng the city) and lamentlng the changes she sees

in the country, that the horrors of the city are matched by the fears of

the w11derness (p. 73).

~ The narrator S negatlve attitude toward technology seems to be of

long standing, from the t1me she moved to the city as a child:

" Flush t011ets and vacuum cleaners, they roared and made thlngs

vanish, at that time I was afraid. there was a machine that could
make people vanish like that too, 'go nowhere, like a camera that

. could steal not only your soul but your body also. Levers and’

buttons, triggers, the machines sent them up as’ roots sent up
flowers; tiny circles .and oblongs, logic become v1sib1e, you

Ccouldn't tell in advance what would happen if you pressed them. -

(pp. 117-18)

By rights, however, if the system of machines is logical, then one should

once. The narrator s s1mpllst1c'anti—technological position is most

evident in.her attitude toward fishing: "If we dived for them and used

our teeth to catch them, flghtlng on thelr own grounds, that would be fair,

e

but hooks were substitutes and air- wasn t their place" (p. 126). Man with

has known this and made simple "machines" to help him, to extend his

no technologlcal aids wouldn't survive long, and man from earllest tlmes

feeble power. Man is a tool-maker, and this is one characteristic that
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distinguishes him from other animals. The narrator does not drive a
car and hates having her picture taken; to her ﬁhe car is a "lumbering-
monster” and the camera is a "bazooka or a strange instrument of torture"
kp. 8, p.'136). She objects to the birth control pill because it makes a.
woman "a chemical slot machine" and condemns ﬁeople who want "love without
‘fear, sex without risk, that's what they wanted to be true" (p. 80). She
seems to believe that it's not enough to have emotional fears and risks
in relationshlps between men and women--they must be physical too-—and
‘seems to share Mailer's view that an "element of chance" makes love and
sex better. .Also,-in a simple-minded, romantic way she refuses to see
that interference with conception is neoessary as long asgthere are Fhe'
numerous methods of interference with death ehat.modern medicine provides.
However, to her cpedit, she does_symbathiee with her mother who doesn't
want to be put/in‘a hoepital and have her life (one should really say,
her death) pleonged hy artificial means. Still, the harrator ignores
thg>dozens of timesvbetween birth and death that a person needs medical
(that is, chemical, surgical, etc.)‘interference and is grateful for it.
O% course, if we accept her general philosophy that the best
approach to nature is to "leave no traces" anywhere, then c1v1112at10n as

°

we know it would not be possible--neither the evils nor the beneflts of

.our largely urban civilization would exist “(p.'129L This is nogsto say

that the narrator is wrong in her condemnatlon of the ills that excessive
rellance on reason and technology has caused. If c1v111zat10n is measured‘
by the amount of garbage one leaves or the amount of territory one covers

at the fastest possible speeo, then ciwilization is to-be condemned.

ﬁnfortunately, this is as far as the narrator gets; and because the novel

is so one-sided and persuasi@e, it is easy for the reader tJ'agreeland
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condemn technology.as vehemently as she does and 1ong‘£o¥ the "gogd old
days." | kﬂ)]
Most effective as a symbol of gratuitous déstruction‘of the
wilderness by rational;techﬂblogical man is the dead her;n hung upside
down by a nylon rope. Since heroﬁg ari:nqt eéiblé, the killers of the
'pird must have killed it simply to prove that "they had the power to
kill" (p. 116). Accordin§ to the narra}or, people relate to nature in
three ways: as "food, slave or corpse“.(p; 116) . The aead heron fills
the.tpird‘category. At first she blames its death on "the Americans,"
"the friendly metal ki%}érs," but ﬁhén feels "a~sickening‘compliqity"
in the Aeed (p. 117, p. 130). Becaqée she never said anything or tried
to stop them, she compar;s herself to the silent Germans who didn't
protest Hitler's evil. Perhaps, also,¥she woulé claés herself among the
people who accepted the crucifixion of Chrlst w1thout a word of protest.

°

 'At firstAshe tﬁinks that human evil has martyred the bird who hangs thére
"dgsecrated, unredeemed," but later ;éioccurs to her that by its death it
has beché a creature of redemption itself, an upside-down Christ:‘
"anything that suffers and dies instead of us is Christ; if they didn;t
Kill birds and fish they would have killed us. The animals die that we
may live" (p. 130,.p. 140). ‘Animals serve as scapegoats or victims pf
human aggre551ve 1mpulses, and, of course, as food. The narrator suggests
that we need to kill to have food--both anlmals and plants—-bu£ that ‘we
shbdld kill and eat with reverence and thanks: "But we refuse to worshipi
the body worships with blood‘and muscle but the thing in the knob head
will not . . . it consume; but does not give thanks" (p. L40)113 ‘The -

_redemptive aspect of the heron comes to mind when she sees an airplane

one morning while she is thinking about her own past acts of cruelty.
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Th? plane is a machine "threading the cities toéether with iﬁs truii
of smoke; an X in the sky, unscarred crucifix,” the same shape as a
flying heron, a "bluegrey cross" (p. i40). The airplane can bgihg
destfuétion; unscarred itself, it can cause wounds and sqars;.bht’ubrm
likely, since it is a machine, the‘narrator caﬁ assobiate no redemptive
qualities with it. _Although it §s cross-shaped, it has ésséntially
nothing fo do with humak suffering, unlike the heron which is both the
cross and the christ—figuré. Th; heron haslall the marks of the

crucif;;ion--the scars and blood serve to redeem mah's evil. The
s ) _

¥

airplahe, having never lived énd\suffered itgelf, cannot die and thus .

cannot redeem anyone.

3.7 Those people who have killed the heron and destroyed the wilderness
are labelled "American"” by the narrator. They.embody for her all that is .
evil in technological civilization and all that she wants to deny in ’
herself. David is an example of an "American," and -his marriage to Anna
shows how destructive of identity a relationship with such a person can

be. s : '

That the' narrator blames “thgiAmericans,“ a kind'of people she

» ! N

doesn't identify with, for the déath and desecration of the heron in\

important. She sees the influx of Americans into the Canadian wilderness .
N

v BN

in terms of a creeping disease or as an invasion of ma;hine-like creatures. -
Her hatred of U.S. imperialism predates her rgturn viéit té the wiléerness
wheré‘;he grew up as a child. It is eVidént, in d‘sgﬁised form, in the

first séntence of the nével: "the white birches are dying, the d%se;se

is spreading up from the ;outh” (p. 7). ’Latgr when she is at hér father's
cabin, éhe thinks, "the disease hasn't yet hit this part of.the cquntry}"

but it-will Gi; 36). ‘The-end, sﬁe‘feels, is inevitable: on White Birch

N

Lake "the white birch grew in clumpsAby the shore'edge, doomed evéntually.

":/
danger is clear whern Malmstrom® from the Wildlife Protection Association

by the disease, tree cahcer, but not yet" (p. 117). Tﬁe nearness of the

~
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of Amerlca offers to buy the narrator's island (hers to sell if her
father is dead) because ‘theiw place on Lakéd Erie is "giving out” (p. 94).
They are not concernod with protecting nuture: they have kjlled their own
lakes and now want Canadian lakes where members can hunt and fish and
"observe . . . the beauties of Nature"” (p. 94). Their attitude toward
nature is far from the narrator's belief that to ;leevo no trace" is best.
They would need to put in a power generator and a septic tank before they.
could fully appreciate the “rurafrcharm' of the island (p. 95). " Their
wilderness retreat would probably resemble the nuclear installation at

La Macaza which "looks like an innocent hill, spruce-covered, but the
‘thick power lines. running into the forest give it away'(p 9). The
narrator wants nothing to do with such people.

When the Americans are described in‘animak terns, the words “*dog"
anf/"shark" are used, but usually they are compared to machines and are
associated with destruction. "They’ re the kind who catch more than they
can eat and they'd do it with dynamite if they could get away with it,"
the narrator thinks to herself when her party encounters two Américans
flshlng (p. 66) She gets to feel paranoid durlng their stay at White
Birch Lake and is sqre that there are Amerlcans in the tent she can see at
the?end of the 1ake. éhey are watchlng/her from their "bunker"-
“Blnoculars trained on me, I could feel the eye rays, cross of the rifle qﬂ}_
31ght on my forehead" (p. 118) Next da§ they seem to her to be Martians:
ugaygun fishing rods, faces impermeable as/space-suit hé&gsts, snipef eyes
« e guilt glittered on them like tinfoil"™ (p. 121). She continues to
_condemn them for killlng the heron: | "

That was their armOur, bland ignorance, heads empty as weather

balloons . . . straight power, they mainlined it; I imagined

the surge Of electrlcity, nerve juice, as they hit it, brought

g S " ““\
N /
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it down, flapping like a crippled plane. The innocents get
slaughtered because they exist, I thought, there is nothing
inside the happy killers to restrain them, no conscience or

/,m-“/ piety, for them the only things worthy of life were human,
their own kind of human, framed in the proper clothes and :
gimmicks, laminated. (pp. 127428) ‘ )

The twe "Americans® turn out to be from Sarnia and Toronto, and they in s
turn thbuqht the four peoplo in the narrator's group were the Yanks.

The narrator is furious because the two men had "disguised thenaclv.-;"
Q

but in fact they are no more disguised than the dthgf\?roup {p. 128).

Evidently the two groups have a similar identity. "

‘At this point the narrator;Segi;s to generalize and make gonnoctionsx
it's not what country one comes from that's important--it's the values,
one has. These two Canadians are "american® because they have the valugs
of that country:

: +
they'd killed the herpn anyway. . . . they'rd‘still Americans,
they're what's in store for us, what we are turning into. They
spread themselves like a virus, they get into the brain and
take over the cells . . . Like . . . creatures from outer space,
body snatchers injecting themselves into, you dispossessing your
brain, their eyes blank eggshells behind the dark glasses. If
you look like them and talk like them and think like them then
you are them, I was saying, you speak their language, a language
is everything you do. (p. 129) 1 , .

‘

Americanism is a disease, a syétem of values that destroy,"ahother name
for evil. After making these connections, the narrator admits (ona of.
the few times that she does) that she is ore of the evil ones: "How ;;;
»
we get bad," she asks (p. 129). 1In her search for an identity she has
found one that she doesn't like. Later when she is accused of hating men,
however, she thinks of herself as the exception, the good outsider:
it wasn't the men I hated, it was the Americans, the human beings;
men and women both. They'd had their chance but they had turned
against the gods, and it was time for me to choose sides. I
wanted there to be a machine that could make them vanish, a button
. I could press that would evaporate them without disturbing any-

thing else, that way there woyld be more room for the animals,
they would be rescued. (p- 154) —
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By “Americans she means all North Americans, and, by 1mp11cation, all

8

people who have Heen influenced by western ClVllizatlon e.essence
is exploitation of nature <e£§_~e benefit 6f man. But hek imaginary

"rescue" of the animals by nsing an evaporating—maohine is very
R - e T 4 ' ‘ oy ; _
_/fAmerican}Kcand she is'not aware of this discrepancy in her thoughts.

'She is not willing to admit that she is as bad'as everyone else.

R :

What the'narrator means by'"American" on a more personal rather
than purely political level is evident in how she sees Dav1d. “Second—
hand American was spreadihg over him in patches,. like mange or lichen"
(p; 152). "There s‘something'm1551ng'in him," .and he is unable. to love -

o

Apna or to agcept ‘her 1ove for him (p 122)."  For David,sen is/a means

of. revenge and retaliation against Anna, Ehe narrator comments that lt oo

3

vwould be enough for’him 1f our genitals could be detached like tw0'

o -~
<

kitchen appliances and copulate in mid—alr, that would complete his

’equation (p. 152) To the narrator he seems to be a robot with his
. , , N , .

: wristwatch servxng as a sw1tch to turn him on and off.. Perhaps one can
even_éo so far as to connect 'his "Americanism,"” his anti—human mechanical
nature, Wltﬁ\}he science and feason of the narrafor s father because at

" one " point she seee that Dayidgw "eyes oleamedolike test—tubes" (p. 152)
:fhat'is his identity:" technological“man. He was once a radio announcer
handlnow teaches Communicationsfeven though his own- form of comnunication
is borrowed-slang;and cliché. His'idea of reality hae been conditioned
by .the media:»‘éhe thinks this is reality: a marginal ecaﬁdmy and grizzled
elderly men, 1t's straight out: of Depre551on photo essays," his wife
COmments {p-. 30). ‘HisuideaS.are "trendy : he says the country is better
than the city and thinks about starting a’ commune on. the island, but he

doesn't know how to balt a hook or kill a fish and couldn 't possibly.
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2y
survive in. the w1ldéimess alone.‘ He. would consider a’ stuffed fish or
a deer head over the mantel an example of clichéd middle-class vulgarity,
but his shots of fish guts rearranged to form "better angles ‘are.51mply
a new cliche (p. 69): his movie of "Random Samples" is not essentially
- |
different from a stuffed flSh, only the technology is new and‘more~

sophisticated. His opinions about Yanks and capitalists seem to come

out of his mouth automatlcally, in a time when Canadian nationalism is

‘ becoming "trendy,“ David says the expected words. He may mean what‘he

says, but because "a language is everything you do," his actions in
general undercut his words and make them sound 1ns;ncere—-and "American "
Being married to such a man has cost Anna a great deal: her

o

identity. Anna's and David's marriage seems to be an example of true

"emotional commitment." the narrator thinks at first, but then finds out

it is no more than a continual power play between two relatively empty
people, a kind of sado-masochistic construct, a kind of performance put
on for an unknowing audience (p. 47) . LlVlng w1th Dav1d for nine years

© . -

has made Anna's "artificial face . . . the natural one" (p. 43). Because

-.David puts ‘a high premium on youthfulness, Anna doesn't dare be 'seen

without her mask of makeup. Her makeup is a vxsual metaphor for her

divided self, her Pneck leldlng body colour from applied face colour" -

(p. '1105). In her gilt compact resxdes "her other self * her “souln" her
perfect or Platonic self -which is a "folded imitation of a magazine
picture that is itself an imitation of‘a'woman who is also an imitationg
the original nowhere . . . captive princess in someone's head" (p.fl65).
Whether the head is David's or dugh Hefner's doesn't matter. .Because‘

she is not a real person, sex for her is a mechanical act, the narrator

supposes: . "she copulates under strobe lights w1th the man's torso while
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his brain watches from its glassed-in control cubicle at the other end

of&£hexroom, her.face twists into poses of exultation and total'ahandon‘
ment, that is all™ (p. 165). Like most of her contemporaries, she is |
"split into parts" (p. 134). .She loves David, but probably because of

the nature of her relationship with him, she has’ldst.her identity as a

person. To the narrator, Anna is half-dead: , "she has crystallized, The

~machine is gradual, it takes a little of yeu at a time, it leaves the

shell" (p. 165)" As the narrator retreats into being an animal,; the

judges the others: "they are all Americans now" (p. 169). Everyone
N v _ ;

except herself that is. _

713,8 The 1mages of- Ehe-frog and the fetus prov1de a focus for the

narrator's chosen‘:identity as powerless victim. Related to this desire
for powerlessness is her .close identification with a. past environment
that she sees as VlCthlZed by new technology and her severe case of
nostalgia for childhood, a time of life when one is free from responsi-
bility.

€
On an even more personal, non-political, level the narrator s

[}

hatred of machines and the whole world of reason is crystalllzed in her

"abortlon. This event in her life, one that she wants to take no

-

responSLblllty for, SOlldlfles her identity as an innocent, powerless,

technqlggy hatlng victim. Even at the moment she is trying to become

: pregnant again she fears that "they w1ll do that to me again, strap me

.tevthe death machine, emptiness machine,vlegs in the metal framework,

. already admitted that she had a back-street abortion--not in a hospitai

\\\f\

o

secret knives. This time I won't let them" (p. 162). 1In fact, she has

S . e |
) I

and not in any sort af machine. She must realize that the '%th maéhine"
is the same as the "birth machlne“ because in her animal madness she is
determlned that she will have her baby by herself in the forest like a

cat (p. 162). What she is doing is inventlng her victimization by a

!
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nefarious "they" and connecting them with powerful, hated machines to
make her powerl ssness and 1ack~of responsibility for the act ccmplete.
Or, as an alternate version, "they havé succeeded by the peration in
making her liké them; her identity, thus, consxsts of héing "cut in
two," "nothing but a head"(p. 108). Here she is;talking of her
bschooling, but in her‘anti—intellectualism she connectS“the gradual
desensitiziﬂb of. education with the sudden death_of feeling'that the
~abort10n produced in her. ' | |

One of the most v1v1d images in the novel is the tadpole or rrog

in a jar. -‘In her mind the frogs trapped and dying in jars seem to be

assoc1ated ylth "an unborn baby . . - [who] can look out through th walls

of the mother's Stomach, 1ike»a,frog'in a jar" (p..32) For her, frogs

are- connected with dissection in high school biology where they died a

martyr s death in the cause of science (p. 120). They are connected, too,

in her early experlence ‘of passivity iﬂ\the face of ev1l when she became
an, accomplice in her brother s cruelty to animals. Except for one

instance, her rescue of those animals was 1mag1nary, and her acceptance P

-
1

of guilt is infrequent. So is it w1th her abortlon. : PN
it was in a bottle curled up, staring out at me like a cat

~ pickled; it had huge jelly eyes and 'fins instead of hands, ~

fish gills, I couldn't let it out, it was dead already, it

had drowned in air. It was there when I woke up, suspended -

in the air above me like a chalice, an evil grallf (p. 143)

¢ i

This is not a memory of‘an,actual event but an 1mage‘1nvented-to disguise
reality and express her_hatred oqucienceband reason. "I stretched my
hand up to it and it vanished. The bottle had been 1og1ca1, pure logic,
remnant of the trapped and decaying animals, secreted by my head, ’f
eﬁClosure, something to keep the death away‘from me" (p. 143).  She had

tried to rescue her brother's specimens once and wouid Iikevto think that

*
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she‘tried to save.the fetus. However, she does gdmit’her'responsibility
here: "I killed it.~'it wasn't a<child but it could have been one,'I -
didn't allow itﬁ" but then retreats from this avowal: it was enough
g reality for ever, I couldn t accept it, that mutilation, ruin I'd made,
I needed a different version" (p. 143). She.blames "them" again: "I
was emptied, amputated .o . they had planted death in me like a'eeed“
(p. l44)vﬁVEry seldomhdoes she‘admit that she could have said "no
’ .
Sometimes she feels\as though she were the one in a bottle looking out
'bthrough the distorting glass walls: everything had been glancing off
me, it was like being in a vase .k. . Bottles distort for the observer
- too; vfrogs'in the jam jar‘stretched wide, to' them watching I must have
appeared grotesé%e“’(p.'loso. As reparation for‘the frogs she didnlt
rescue. from her brother, she lets out of the bottle those she has brought)
as flSh bait for David; and to make up for her previous lack of concern
for Anna,‘she throws "Random Samples" into the lake:
I unw1nd the film, standing full. in. the sun, and let it spiral
into the lake. . . . the 1nv1§1ble captured images are swimming
away into the lake like tadpoles . . . hundreds of tiny naked
Annas no longer bottled and shelved. . . . everything has
escaped. (pp. 166-67) '
This xelease" doesn t. seem to make any difference to Anna,'but the act
.servee as another example of the narrator s hatred of technology and her
belief in the Z?:ansing; redenptive power of nature--a common combination
in romantiC~pastoralism.

In attempting‘to reate for herself the identity of a "good" .
person,her rebellion against technology and reason takes two forms--
nostalgia for chlldhood {to an extreme degree) and anti-intellectualism

v(again to the most extreme’ degree possible). she longs to’ recaazizzfggy
1t

childhood even though she doesn't find the way of life her fathe
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for hisjfamily viable for‘her. She has made a mess of her life in the‘r
city; and her search for her father in the wilderness is more importantly
a search for answers, for a way that she .can understand herself and live
her life. At one point she says that "if you te!l your children God
doesn't exist they will be forced to believe you are the god, but what
happens When they find out you are human after all, you have to grow old
and die?" (p. 104). This seems to be what happened to the narrator~0 she‘
has made her parents into gods of a kind Her parents, perhaps, made a
mistake in letting hegﬂ#hihk that they knew all the answers:; now with them
gone she must look: elsewhere. It takes her to the end of the novel to
realize this, but in the: meantime she keeps hoping that they have left
herj”answerS" that will end her search. for an identity.

Even at the beginnlng the narrator is suffering a severe case of
nostalgla for her lost childhood At one point she‘resents her parents
for getting old and wishes they had died when they were young so she could
rememher them."unchanged. She wants everything to’ be - the same as it was
when she was a child, her parents frozen‘invtime;

I could leave and return much later/and”éVerything would be

the same. I thought of them as llVlng in some other time,

going about their own concerns closed safe - behind a wall as

translucent as ‘jello, mammoths frozen in a. glacier. All I

would have to do was come back when I was ready but I kept

putting it off, (P 9) o Fo
Even though her desire for permanence is a universal one, she has_no right
to expect such a thing of her parents; she has no right to lock her parents
into an lmeginary garden_even more artificial'than the one they have |
created for themselves. The loss of childhood is especially evident to
her when she gees the changes in technologies that have taken place during
her absence She wants Paul's wife to have the ‘same old ~wood stove rather

than a new electric one, and when she sees that a‘new road hag replaced

-
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“the old one and broughtbtour;sté into the wilderness, she is extremely
upset: 5N9t;ing is the same, deo;'t know the way any more. ; . +» he
shouldn't have allowed fhem to do.it, I wané ta turn around and'gohback‘
 ‘to the ciﬁ& and névgr find‘out what happenéd1to him“.(p. 12); ’She
Ayster%c;lly blgﬁesyher father %or the cﬁangés she Sees-—and we find'oﬁt'

later/that he, in fact, was largel? responsible‘for these changes. She

would rather not face up to the inescapablé unpleasantness of life:

\
¢

ichange, age and death. Her nostalgia is so extreme that it<appeérs crazy.
For instance, when she's not carsick on this trip as she frequéntly was
as a child, she feels cheated: "the first view of the lake . . . blue
and cool as’:é&emﬁtion, should be through -tears and a haze of vomit"
(p. 15). This suggests thaf the narrator believes that suffering mﬁst‘
precede redemption, that'if"she‘sﬁffe#s ndw:in the same way as she did
'when she was'a child, somehow she can regain/the gbod that she associates
with childhood. In the village—she‘waits_"fbr the nostalgia té»hit,“
but it can be seen thatvhef whole present life is filled with noétalgia
for the past (p: 18). The éxpected moment of ho;talgia‘doeS'occur, .
however, when she is at some dista&ce from the vidlage:

At the right moment I look ovei-my shoulder as I alﬁays dia

. and there is the village, suddenly distanced and clear, the
houses receding and grouping, the white church startling
against the dark of the trees. The feeling I expected before
. but failed to have comes now, homesickness, for a place where

I never lived, I'm far enough away. (p. 30)
This is the gssence~of pastoralism--a longing for a time or placé that
never really;existed for her, or else an actual time and place glorified
by selective memory. ‘Later she recognizes the danger of false memories:

L

I have .to be more careful about my memories, I have to be
sure they'xze my own and not the memories of other people
telling me what I felt, how I acted, what I said: if the
events are wrong the feelings I remember about them will
be wrong-too, I'll start inventing them and there will be
no yay of correcting it. (p. 73) : :
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Through the use of false memories she has made her childhood an escape,

g

- but gradually as she remembers what she and her brother had done as

children that retreat from reality is closed to her. For two—thirds of

the book she has been seeking her 1dent1ty as a "good“ person in

' childhood but finally must admit that it's not there. A child is no

s

better than a barbarian, and she was no.exception:

It wasri't the city that was wrong, the inquisitors in the
schoolyard, we weren't better than they were; we just had

- different victimi. To become like a little child again, a
barbarian, a vandal: it was in us too, it was innate. A
thing closed in my head, hand, - synapse, cutting off my -
escape: that was the wrong way, the entrance, redemption
was elsewhere, I must have overlooked it. (p. 132)

., @
Perhaps that is what her mother's legacy, a picture the narrator

drew when she was a child and her mother saved for her, is all about--

a fneans of cutting off the escape into childhood and putting a stop to

her desire to be as,protected and irresponsible as a baby in the womb.

K

In the crayon-drawing

. was a woman'with a round moon stomach: the baby was sitting
up inside her gazing out. Opposite her was a man with horns
on his head like cow horns and a barbed tail. . . . The baby
was myself before I was born, the mag wa God . . . if the
Devil was ‘allowed a tail” and horns, Go needed them also,

) they were advantages. (p. 158) :

After nine months the baby must come o

with the dangers of 11v1ng in the

devices such as horns and a b/rbed tail but perhaps with the help of

3

whatever'"advantagesn (possib1y>tech7ologies of various kinds) it can

find in being a human creature. I

14

of the womb and be confronted

rld--without the aid of supernatural

seems, however, that the narrator has

never regarded an identity as an autonomous mature person as preferable ‘

1

to an identity as a baby in thHe womb.

The narrator is much like Peter or Duncan in The Edible Woman in
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her de;irqbfor siﬁplicity and her retreat from the frﬁstrating complexities
of‘life. "Being a person is . . . too complicated" forzhér,uénd she would
1£;e to-be a'cﬁild ag#in.. One of her first memories is a tfip home from
the villgge in thick fog and the remarkablg calmness of her parents in j v“
the face of aadger: "what,gféyed in ﬁy head was only the mist.whitene4é,
the hush of'ho&ing‘water and the rocking.motioh,‘tétal‘safety" (pp; 17;18);
This feeling of "t&t;l(safety" is possible only in very early childhood,
in the womb above ;il, and in death. From this desire for "total
safety,"” which is provided by someone else, develops her aversion to
taking responsibility for her own iifé, ;hd this attitude is embodied in
her vision of fhe‘ideal way fo live: "I felt that wou%d be the best way
to 1live, inbé'floating house carrying everything yéurheeded with you and
some othér peoplg you liked:when you wanted to.move somewhere else it
wouid be easy" (p.'40),.'She doesn't realize at'all that:this."perfecf
Qay" with a "house unﬁﬁéted and floating like ; boat, rockingkand rocking,"
self—sufficient'and.cug off from people, is another version of her fathe:‘s
garden retreat 'in the wilderness-%a way of_life that she thinks she has f
totallly' rejécted (p. 119, '13.-174)///. ' |
3.§ } Madness islanother form o% escape from adult responsibiiity; but
because of her experience with madnesi, the narrator may become sane and
may be able to choose not to continue seeing herself as a powerless victi .

and hater of technology. : éZL'
| '“Alongnwith the romantic idea fhat the child is in a faveured
position éloser to nature goes the notion t@at the mad person, divorced
as he or she is from reason, is also somehow closer to the truth--a truth
thatfis, by definition, nonrational. 'In Suffacing the desired escape into

a protected childhood might be cut off for the narrator, but the escape

l 5 . \-‘{‘\
into madness remains open. For her, madness takes the form of an attempt
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to become an animal in the wilderness without the aid of anything from
the “civilized“ world. This extreme anti-intellectualism is closely
related to her desife’fo return to being a child, even to belng an
unborn child. It becomes evident at first in her antagonism toward
language. Very early she says, "To be deaf and dumL would be easier"--
and’ tp be an animal might be best of all (p. 11). Later she says that
if she has a child she w1ll never teach it any words (p. 162) |
"“Language divides us 1nto fragments," and her desire is to become an
integrated, whole person again (p. 146),1§ As she looks at the plants
in the forest, she finds "the names of things fading but their forms
and uses remaining, the animals learned what to eat w1thout nouns"”
(p- 150). "The animals h&&e no need for speech” (p.v18lj. People have
found, however, that words are necessary to communicate tovothers
knowledge gained through experience. This is one advantage people have
ouer animals although, ‘as the narrator observes,‘"anlmals don't lie"
»(p. 153).. Along with the beneflts of belng human come the ev1ls, and this
is somethlng she doesn't want to accept. -Unlike her father who’ valued
only the Houyhnhnm qualltles in mankind, she has come to see only the
Yahoo'quelities as good. .

Before she can learn "not only-how to see but how to act," she
‘feels tnat sne, llke Jeremy Sadness, must undergo a “transformatlon »
an 1mmer51on "in the other language"--tnat ls,:ln the non—verbal language
of anlmals (p. 153, p. 158). W1th no concern for Joe's 1nd1v1dua11ty
or for the fate‘of the child, her first act is to try dellberately to

17

conceive another child.” - Sex this time i$ not "educated, crisp as a

typewriter" or "intrica as a computer"; this time it is not for pleasure:

"pleasure is_redundant} he animals don't have pﬁeasure" (p. 68, p. 16l).
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Thinkiﬁg that she has divested hgrself of ¥eason, a quality animals do
not share with peoble, she does nét have to-consider the irresponsibility .
of her act. -Still, her reasoning power is not dead; it becomes a serQant
to her emotioné.andrmakes falsefconnections: "I can feel my 109t.child
surfacing within me, forgiving me, rising from the lake where it has

been priSOned for so long" (pp. 161-62). She doesn't realize that

maklng another child does nothing to. redeem her abortion—-nothing can
cancel that act—-and never considers the possxblllty that giving birth

is not necessarily a good and responsible.. act. Also, only she can
“forgive"'herself. In this as in other things, she‘wantswsomeone'eISei :
éo provide "the answer.” Even at the -end she makes'a f;ise assumption

of a similar kind: "It might‘be the.first one, the first true human; it
must be born, allowed"” (p. 191). Much more likely is the possibility

that ﬁhis child (if there is one) will be as evil as any other»(spe.is
still "not prepared for-the average"), it is very unlikely that she will
be the mother of a savxér.A In one of her more lucid moments she has
observed that'“saving the world, everyone wants to; men think they c#n -

do it .with guns, women nith their bodies, love conquers all, conquerors

-

love all, mirages raised by words" (pp. 163-64). Perhaps she herself
confuses what is real with-what -is a mirage, what is "good" with what

is "natural.* However, for artistic reasons it may be a very good idea

for the narrator not to have learned a11 ‘that she needs to know. Her not

-~
having learned all the lessons prov:Ldes an open-ended endlng to the novel,

a human conclusion after which we suspect there will ?e as much back—
sliding as movement forward.

The reason that the narrator has osen Joe té be the father of
this "god" "with shining fur" is that he'is the most unformed, animal-like
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“unjAmerican“ man available (p. 162). "He is thick, ﬁndefined, outline
but no. features," a man who can still feel love and pain: "For him truth
might‘sﬁill be possible, what wi;l pPreserve him is the_ sence of'words;
but the others are already turning to metal,‘skins galv:jizing, heads.
congealing to brass khobs,‘componqnts and intricate wires ripening insidq"
(p.'161, P. 159)f Unlike David, Joe is not an’imposter, not a machine ¢
pPretending to be a human being. 1In facé, to the nhfrator he is no more
than a male body: "Everything I’value'about him geems to be physical:
the rest is either unkﬂown,'diSagreeable or fidiculous" (p. 5?). He ;;

a kind of primitive man, a dying breed that should be pre;erved in a
sanctuary; 1ike»£he buffalo#e is "shaggy and blqu-snéﬁfed, with sm;ii'
clenched eyes and the defiant bht insane look of a speciesvonce.dominint,v_

\

now threatened with extinction" (p. 8). He is a hairy man, somewhdt like

a teddy-bear, who makes "mutant"\pots with his "peasant hands" (p. 57,

p. 8). "SpeechitO'him was a task,! i{'thé narrator considersythié
charaétériétic to be his redeeming feature (p; 77) . At the/end'ghe says .
of Joe, "he isn't an American . . . he isn't'anything, he is only half-
fprmed,‘and for that reason I can trust him!" (p. 192{.

At one point th?‘narrator‘imagiﬁésAher father to have become ﬁadvor
"bushe&" from his sbiitary life in the wilderness and says, "madness is
only an amplification of whaﬁ_you already are" (p,‘lOl); We never know
if this judgement as applied to the father i;»éorrecé, but.there~is'

evidence that it is correct when 5pplied to her. She is a roxm:-mtic'whoé\J

attempts to retreat fromithe,moderh, urban, technological age‘she lives in,
R SR O M ] B . E

and,hér madness is an amplification of what she already is. After her

three friends leave without her, she proclaims that "the truth is here,"

that is in the wilderness away from the "catacombs of. the city" f(p. 170,
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p.. 168), That "the truth#\could exist just as well in downtown Toronto
is an idea that a romantic would not consider. The narrator tries to
'become as much a wild animal as posaible. She tries to "abolish" all
'those years that ‘hex parents, aided by social institutions such as the
schoo(; attempted to make her "civilized at last, the finished product"
(p. 108). "I tried for"all those’ years to be civilized. she says, "but

I'm not and I'm through pretending (p. 168)./ She’ equates civilization

eason and condemns both: "From any rational point of view I am

/
surd;. but there are no longer any rational points of view" (p 169)

and

rtainl? for her there are no longer any rational points of view. . From
e point where she considered herself a ”severed head,” she has'now come
to deny the mind cOmpletely to become all body.

She tries to get rid of everything tainted with 01v11ization even
though she finds herself feeling now and then at a‘loss without tools,
such\es a screwdriver, axe, kniﬁe; hammer, and nails. She burns her'workL:
(illustrations for a book>o£ fairy.tales) and oainting equipment and the
.‘wedding fing she received from her "non-husband"; and since "everything
from history must be eliminated,” she destroys her childhood drawings and
her brother's, het father's maps and chart§,~her mother's photo elbum)
an@*?ng"page from each of the books in the'cabin:(p.~l76). In all this
felséhess, she has to "ciear a spaceﬂlfor‘"the truth" (p. 177). ‘She
smashes all the glass things in the cabin and slashes the clothes and -
bedding. She goes barefoot ("shoes are a bar:ig; between touch and the
earth"), wears a<Blanket "until the.fur'grows," and goes back to nature
with a vengeance (p. 161, p. 177). The shelter and tood of the cabin °

*

and the use of the outhouse are "forbidden." Garden vegetables are

~

permitted at first, but when they too are "forbidden," she must gather
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roots and plants in the forest in tho belief that "provisions, they
. will provide, they have always favoured survival"™ (p. 180). She expects

n}
that any people who come will "mintake (her] for a human bqing,“ but

she feels that in her "true form" she is really a wildfanimal, a horon
perhaps {p. 183). ‘Her truo‘identitﬁgvsne believes, will be found in the

» non-hﬁman world. e |

This experience‘of,madness seems necessary to the narrator in order °

for her to become sane: "crazy people can come back, from wherever they

go to take refuge" (p.r103). Like Lear who, mad and naked in the gform,

learns a "truth" and emerges on the qqhzr side of madQiies, the narrator

of Sur fa01ng goes through the last stag s of madne;” e forgst as a

Mor the possibilifty

T

preparatlon for her visions of her father and jgthe‘>

of sanity and reconciliation withlife. Her parents can finally be dead

: for her once she has seen them and once she has dreamed.about how they )
were when they were alive. (Up to this ooint she has been unable to
dream. ) "i.know‘they have gone finally, back into the earth, the air, the
weter, wherever they were when I sumiwoned them" (p. 188). The visions and
N :
the dream probably are indications that the unconecious }eYelg of her mind

have been reintegrated with the conscious levels, that reason and instinct

‘can now reside together in her.

3.10 By the end of the novel the narrator may have found a new identity

as a responsible adult who is ablé to return to an urban world full of
troublesome new technologies and human relationships. “Such an interpretation
of the ending would emphasize the classical (and complex) aspects of
pastoralism over the romantic (and simple) aspects.

”~
A

" In the last two chapters tne narrator seems'to have finally gained
o 'll LE °
(not regalned,“because her madness has started before the novel opens) her

1

Y

sanlty. and she llStS tngzéknrtant thlngs she has learned and how different

¥

reality now seems to ‘her. She remembers David and Anna’without rancour~and
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her "fake husbarta" withtsornow._qShe':ealizee that_he wasn'twyhat she”
‘thought him to be: “he)was'eniy a“normai-man, middlefaged, second;fate,'
: ;dAiselfish and kind in the'average proportigns“ and,that it was‘het fault
u fok not being ready to accept "the average" (P; 189). The’pragmatic
/: takes ove; from the romantlc when she admits that the feod will run out
“h and that she won't be able to stay in.the wilderness in winter hut must
fetutn.to the cityi“ On' the politdéai leyel‘she:is no longer hysterical
, but perhap ‘has become too sanguine when she says that there is some hope’
_;} thatCanad1ans wi 1 not become “Am%rican" although "the pervas1ve menace

X e [doés] exlst, v re/advanclng, they must be dealt w1th, but

p0551b1y they can be wat ed and predicted and'stopped wlthout bexng

o

copled?_(P..lSQ), ‘On a meBgphysical level she recogn;zes that, once her

madnesSQhas passed, no supernatural aid is at her disé%gurb\ The gods‘she

had been in touch with are now "theoretical as Jesus," and she will "have
P e - v ! . o

“.to live in-the usual way" without\theif?help(pg_lq9).‘ She realizes-- -
: . r N ‘ S ‘ T
_andait is very important that she does--that "they give only one 'kind of

truth" (p. 189). Perhaps the other kind of truth is available through the

powers of reason; if %o, she can combine the rational and the irrational

P

"in her'life'and stop'seeing techngiogy as:ﬁholly negative and herself as

an’ 1nnocent v1ct1m. -,

T : Also, she can reconcxle herself to the memory of her father.
She . learns thax'there is "no total salvateﬁn resurrectlon" and(that vo-
praylng to her father and mother and expecting them to provzge ;answers"
‘won't workn(p. 189). They never were more "than human, as she had
' mlstakenly thought.- Now she sees them as they were and admlts that "their
totalltarian xnnocence was my own".(p; 1903 She was the one guilty of g§

'destructive innocence,,not they. . <Now sheﬁsees'them in.the'way they must
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o o . , 147
I“- .
have really been: //l - &

our father, islanding his life, protecting both us and

himself, in the midst of war and in a poor country, the

effort if must have taken to sustain his illusions of

reason angd benevolent order, and perhaps he didn't. Our

mother . . . [sufferinq] pain and isolation and whatever

it was she was ﬁighting against. (p. 190)

Once the narrator can see what other people are really like, she
T t : ’ -

can see what she is really like. She sees herself as "a creature neither

IR

animal nor human"--perhaps a combination of both--as "a natural woman"

who is "a new kind of centrefold," she-'says with a sense of humour
(p. 190). But probably the most important thing she learns is the true

relationship between power and goodness. Early in the novel she says,

"if I'd turned out like the others with power I would have been evil®”
F . [ ’ﬁ‘

and, of course, technology increases power, and we have seen numerc;ms-‘~

W
examples of the resulting hatred and fear of technology that she feels.

However, she now sees that her equatlon is false. Now she must "refuse

®
to be a victim" and "give up the old belief that I am powerless and -

becausefpixlt nothlng I can, do:w1ll ever hurt‘anyone" (p. 191) 18 - Beli:.

Ln the goodness of such powerlessness and victimization is- wrongheaded,

h

erespon51ble,and even dangg&ous.: Once she admlts that she 1sn't a

powerless victlm, w1thdraw1ng is no lon§@& 90551b1e"5as a way of coplng

' 1
c_all these new 1nsights$she will now stop. 9

"spyh; perhaps he offers "capt1v1ty" or perhaps it's a "new freedom" (p. 192).

w1th 11fe (p. 191). That s what she's always done, but presumably w1th

:‘sk

'a'/‘ Her fxrst act_ls to put on clothes again. - Then comes the moment

of decision with which the novel ends. She hides from Joe when she hears .

5 o R o
8}h1m comlng to look for -her again. ’Perhaps he's a "mediator" or perhaps a

e/ -

g
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She's not sure. Both emotion and reason are operating in.hei at this
moment. She admits for the first time that Joe matters to.her--chat
shekloves‘hid. She realizes that theif old fype of relefionship is

"obsclete" now that she knows more about herself and ogher people. If

q

she chooses to go with him, they will have to talk and that will mark a

new beginning. The "intercession of.words" is necessary to a new

s ’ ’ T

4 relationship‘betweee them, and yet there is e risk of failure in spite of
good intentiods;, dhe dgeSn't knoﬁ»if-the risk is worth takihg'or if she
cap'depend od Joe. "To trust is to let go,” she thinks; and wexleavey

her teetering on the br1nk of decision . Ap. 192) Her dilemma is made
clear ih the flnal sentence: as she hears Joe calling hef, she cotices
that "the lake i§ quiet, the trees surro;nd me, asking end giving nothing "
(p. 192). Because nature is nonéhdman,vit doesn't fling "demands and
questions" at herlas.doe dces. >Once when he was asleep "demacding

ngthfhg,“ she felt that she could love him, but can she love him now
. . ' )

. O
‘when he doesrmake demands? (p. 124).  Can shefmoderatevher romantic view
~ of nature and technology, of emotionAand reason, and come to terms with

the complexitles of urban 1ife't$at will face her if she chooses to“gc
back to‘the citf with Joe? Alsojkcan she forgive herself for being en
"average",hum;; beicg, a’soﬁetlmes rational toolé&siﬁg creatuxe?’eWill
dshe reﬁember‘that her identity as victimvgaslself—defined and that:djpew .
'identity'is HErs,tc ChOOSe? Now that she hae "sﬁrfaced,“‘ﬁqybe she will,

3
R

ICE e
i e

21 o : c
»learn to swim. : : o

»

There  is no questlon that*th n&rrator of Surfacing 'is a romantic
5 TG % ’ 3 .
nqu that her values«and‘her attitudes toward 1ifé oould be called pastoral.

5

A; we have seen, she 1dent1fies the w11derness landscape of her chlldhood,

o o '
e

29@“\jng exp101ted and changed by new technology, as the, pastoral
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landscape. She associates the technological horiron with the line !

separatihg the innocent; erless'child from the'responsible, powerful
adult, nature from echnology. the nOn—ratlonai from the rational; . gOod
‘from evil, Such a dichotomy of yaAlues fits the pattern of tomantic
pastoralism. Her antipa y ard new technology and her nostalglc
idealizing of an older wilderness environment make her an ideal. protagmist
‘for a romantic pastoral.’ o : . i

<

However, probably Margaret Atwood herselﬁ

' ]
st advocate such a
romantic pastoral ideology. She uses the devic~“‘jf?mjdwharrator to

distance herself from her work and to put in doubﬁ the~ideology that her

r

cﬁaracter espouses. And even if one- could say that Atwood belleves that

/

madness and other experlences in the wilderness are essential to the i

w

-

“discovery of a mature and responsxble adult ldentlty--a romantic idea--

she does se 3est through the evénts in her novel that, although

such experfiorm ‘ght_be essential, -they are not sufficient. After all,
. q N

Hdehle Woman does Atwood question the fact thatAMarian will
need to s X iﬁ’a technological, urban environment without anyieScapd_"
' 1nto the wilderness to. help her solve her problensi/;Furthermore, although
the. personal llberation of the narrator in surfacing seems, on flrst |

reading, to depend entlrely on her experience of madness 1n‘the W1lderness,

upon closer examination it is clear that her ultlmate llberatlon or

’discovery of identity depends much more on her relatlon to people than to-

place. Her 1dent1ty depends on how she will relate to Joe and oth X
people if and when she leaves the w1lderness.22 If seen in this way
Ssurfacing resembles more the complex and classical model of pastoral wheére
'a return to c1v1llzatlon is at least implied rather than the 51mp1er

romantic nodel where the individual'sarelation with wrld natureis What is

'important.23



~F

.« .
W
EY

N

who favour>alretnrn to nature or a past environment as the -

‘an older environment into pastoral art. 1In The Peacock Papers,

’ CI-RPTER Iv
- LEO SIMPSON
. » Y
Leo Simpso%>is critical of technology, but the scope and

manner of hisfcritiéiamaresomewhat different from those of

Drew, Kroetsch, and Atwood. Wﬁile Drew attacks the whole ’

philosophical framework of western civilization andirites
propaganda in favour of pastoral ideology, Simpson chooses

to write satire that is'aimed‘botn'atfpeople who believe that
new technology is man's salvation and at-romantic-paetorelists
g

answer to problems that they think aie“Creetedﬂor enhanced by

‘new technology . Unlike Kroetsch and Atwood@ Simpson does not

favour the natural man over the: technological man: especia ly

in his story "The Savages" he examines bothfcritically and

;"&

decides that, human nature, not new technology, is the source of‘

human problems. His novels}satirize (and satire.may be a tech-

nique of acceptance)-the process by which new technology conyer

for inetance,ﬁthe'computer nakes the eignteenth—century world

AR

- of literacy via the printed word the object of nostalgia and a

& , . o
fit subject‘fot?pastoral art. Simpson is keenly aware of the

'technological horizon,'and as a satirist he can deal critically

and intelligen with aspects of both new technology and

"pastoralism without providing simple answers.

150



151

4.1 To recognize the existence of the technological horizon is not
necessarily tbinsist that one must choose between new technology and an
older environment with its attendant technologies. In Arkwright Leo
Simpson satirizes many aspects of our society, one of- which is the
considerable influence that TV has over our lives; and the computer and '
.those people who believe thdt this and other technologies are a positive '’
feature of our soclety bear the brunt of Simpson's satire. However, the
people who have an irrational hatred of technology are also criticized.
Leo Simpson is a moralist who is "willing to utilize the-didactic

possibilities of literature." In ight he has "a vision of a fallen
soCiety based on a distorted system of values. R {and] create(s]
modern-pafables about the capitalistic technocracy gone awry. "l He
ranges on both 51des of the technological horizon tilting against any

«trendy notion; the technology that he satirizes is both old and new

‘ (that is, meohanistid and.electronic), and he also aims his barbs at
those people who put their faith in technology of any kind. 1In the
tradition Jf satire faulty human values, not technology, are blamed for
the mess in which people find themselves.z"Usually satire, like pastoral,
sets up'an opposition between two sets of values, and one is advocated
at thekexpenseyof the other. In Arkwright the positive values, which
could be called commonsense, seem not to exist at all in modern North

. ot
American society; thus, perhaps by 1mplication they reside in a wdrld
that is far away either in time or geography, a world for which Arkwright
is looking. Such longings are pastoral even if that lost good place is

not’ prec1se1y associated with outmoded technology. However, Simpson does

not give hlS protagonist unqualified support in his search since the‘
desxre to escape to a pastoral retreat is also satirized.

iIn this novel he sati;izes'many things: new religious cults,
speedreading{ self—improyement, ronantic loye,-modern poetry,vSynthetic

food, the influence of_Tﬁ,’but especially industrial developnent and‘the

use of computers in business. His unheroic hero, Addison Arkwright,
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‘wants desperately to be a rational eighteenth—century man like the
bessayist after whom he is named, and his»constant'preoccupation is'the
thought:oflescape from the modern world, which is :ull of complexitiee
that he can't handie, to Crete, where he imagines life will be‘simple
and pleasant. The villain of the piece is Caspar Arkwright, Addison's'h

"uncle, an incredibly rich man who is the embodiment of "energy that
' functions without control "2 He operates from an eighty-storey concrete
huiiding in Manhattan which is served by electronic circuits so that he
never has to see or write to anyone. In his office are photos of his
manufacturing plants belching smoke; they are lighted as though they )
were-coetly art (p.’29L _Addison wants to escape from the kind of world |
that ‘the Caspar Arkwrights_have created; his uncle simply wants to make
~ more money.. The conflict hetween the two men‘provides the context for
‘ éimpson'e satire. ‘
" In kwright Simpson has several humourous incidents assoc1ated |
»jw1th TV, but Che implications of all of them are serious. For instance,
early in his career 6aspar bought a° TV station and then dec1ded he wanted
" to get rid of it quickly without gaining a profit on hlS investment.
Instead of selilng it, he decided to "kill" it by feeding the audience ’
the worst programs he could find. However, bu51ness boomed. Then he ran
only commercials and‘the’people still watched. His next step was to
allow only locai programs, but this'plan gained himv93% of thelpossible
audience. It is clear that Caspar's methods were misdirected; when he
switched to‘"high-Quality" programs which consisted‘of readigg? from
Herrick, Ovidy etc., he lost all his audience. The person most affected
by this loss was Sig Caffrey, the program ditector of Caspar'é station.
He was a farmer'e son who left the farm and worked for‘Caspar in the hope

/- 4
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‘of reaching the big time in the TV world. After he left the farm, his

. father refused to speak to him, but "his mother continued to send letters

with news of crop prices and the heaiih of the stock, hoping to entice

her son back tc reality" (p. 242). When the TV etaticn failed, sSig was
forced to leave the city and éo back tc this "real" rural life.

B‘es.idesv conmenting on the "taste" of TV audiences and the lack
1t in, gimpson pcints

L

ough Addison is married-

of connection with reality that TV work can re

out the negative effect, TV has on viewers. a

to the ‘beautiful Eleanor Davis, TV.and dg;‘ -star, they have been
separated for eight years, and he enjoys the same relationship with her

that.everycneldoes: "The only perfect relationship with her was that

enjoyed by eéverybody: admiration from a distance, an enchantment

:

-promising more on closer contact. ‘Then néver to have the closer contact"

(pp. 40-41). &t s not that TV stardom destroyed a once satlsfactory

relatlonshlp, 1t é‘more that Eleanor s’ desirable face and body are now ,

P

'avallable to Addlson only as they are ‘available tq eva:yone else. Eleanor

J
on TV is an icon rather than the living woman*whdm Addison loved; but,

]

~sadly, she is actualiy no more than her image. She is~the image of

female beauty and sex in.the same way that John Wayne is the image of

‘male confidence and proper soldierly behavior. Addison's’ friend, Walpale

Wilson, is drafted into the Viet Nam war, and cnce he is there he notices
that the soldiers behave like movie soldiers. He decides that "either

. . : v ’
the movies were exceptionally accurate or the men around me saw too many

of them" (p.. 205). He writes to Addison: © .
I expected to witness bloodiness and bone where the metal g&’
and men intersected and not the clean TV deaths, but I

didn't expect the mess of what actually happens . . . .
Even now, out here, if somebody mentions the word [war] I
get a picture of John Wayne handsomely stalking forward
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with his submachine gun, muddied and in great shape. ...

Never underestimate a cliche. (p. 206)

,‘But there are no John Waynes to lead the soldiers, only the same ordinary

4

people, the same people with the same "old adam" in them:

The savage in us is loosed and fed here, Addison, that samé

old wily savage we've been trying to starve and suffocate

since the sun first flickered to life. . . . I'm afraid he-

has been nourished by our fantasies while we thought he was

‘a-dylng. (p. 209) . .

TV has helped nourish fantasies and has not helped people at all in
coping with evil in the world. The "good guy" in the white hat always
comes out on top in movies, but in real life there is no ea%y way to
distinguish the good from the bad and no way of knowing in advance who
will win.

Besides the influence of TV prbgrams, there are the harmful
effects of TV commercials to be considered; here Simpson seems to think
that reformers are on a pointless crusade. Master McGrath's mission is
to blank out TV advertising: "I want to bring the message of silence

to New York before I hang up my screwdriver," He,says (p. 201). He is

an extremist, a crusader against the pernicious effects of TV commercials

4

on the mind. He goes with his "tools to fight swamping materialism . . .
] .

the soft thrilling woéds‘of‘the serpent offering the:pleasurés of earth"
(p. 211) dne of the funniest incidents’in the novel occurs when McGrath
goes to the Cunllffe home to put a special switch on the ™V so that they
can cut off the sound from their chairs when the commercials come on.

One problem ié that.the obhoxious ten yea;-éld Stadley know; all the words
of the coﬁmércials and provides them when the TV is siienced. A bigger
problem,(however,‘ié that everybne depen&s on commercials as filler;

once they are silenced,. the viewers find that they must £fill the void

with talk, and they have nothing to say.

&
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At first Addison is a supporter of Mchath's crusade, but by
the‘end of the novel after considerahle success in.installing his TV
device, McGrath seems to have changed,his mind about his mission. After
a Visit to a ‘poet friend who does not need to -turn off the commercials,
whose mind is open to nonsense and yet unaffected by it, McGrath becomes
unsure'of himself. By this time Addlson has come to doubt. McGrath'Sl'
sincefity and calls his mission a "dime rebellion, a "storm ln a tea-
cup ," no more than a fashionable grievance (p. 413, p. 414). Addison
sees Mchath's_project‘as paft of "a tradition of‘equably accepting
idiocy from intelligent men" (p. 414). McGrath has decided to stop
being "a crawly\do-gooder“ and now instead of fisking less, he wants to
risk more and do bold, risky thlngs on a cosmic level. Placing switches
on TVs to cut off the commercials is not a big enough soc1al crusade for
ﬁhim; he plans to take up physics once more, a subject at which he did
‘brilliantly at Cambridge; and construct "a far more.complex devlce, to’
'counteract the deuices which are--let us say, ethically unsound”

(pp. 416—17). He muses upon the creation of aAgouernor to limit all
-objects to a speed of sixty miles per hour. Addison by.now regards
McGrath as a gentleman idealist with 1mposs1ble fanta51es and can see
that such a devxce would be both good and bad. It would take days to
cross the Atlant;c by air, but cars wouldn't need such powerful and
wasteful englnes, no modern weapons from the smallest bullet to the
largest m1551le would be p0351b1e, but peOple would suffer and d1e when
ambulances could not travel faster than 31xty miles per_hour,l Obviously,
Simpson is satirizi:g the do-gooders who tilt against technologicalv

windmills. But it is important to note, too, that a wider view of

technology is finally developlng;in Addison. It could be said to be
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merelf beginning near the end of the novel, but in the context of the
entire novel any decfease in hié complete hatred of all technology is
notewprthy.

Excepﬁ for adding to the file he keeps of his uncle's villainies,
Addison is unemplo;eé: -Even,though he has inherited wealth and doesn't
need to work in‘ordervto 1§ve, when he was yohnger’he had wanted to work.
_ at something socially useful, and he remembers the’timeqwhen he loqked
.for a job.‘ The sugar refining factory that he'Qisited was like a hell
with "swéaéiqg demons" tending the vats and the "press room, an up-to-
‘date illustraggon of thé Inferno" (p. 168, p. 169). These presses are
\described‘in deéail, but what apéalled Addison most is the appearance
of one of the workers:

The nearest man ran past him, mouth open and breathing hard,

and dear God, thought Addison Arkwright, he's only a boy.

Nineteen? Younger than Addison, his rib cage. visible and a

face drawn in agony; eyes widened by effort. !There are four

more levels below, sir, four more levels. There are four

more levels. (p. 169)
Addison wondered: "Can I bear to connive at this?" }p. 170). The.workj
was hot and’horrible.and hypnoticélly r§petitive; and Addisoﬁ"saw that
automation would dgliver many of these wo?kers froﬁ their work, but the
manager, while cbﬁceding,‘éointed out that a new plant would then be
necessary. Addison could not face taking a job in such a place and
in&estigatéd a diaper service plaqg‘next. Here machines and chemicals -
did the job of washing énd finsing dirty diapers. The managér found his
_work completely futile (the clean diapers are always dirtied again) and
sought to escape in wérkinngith wood in his basement shop. He was

ecstatic when he heard that he was -to be fired and could devote all his-

.time to his hobby.
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Although-Simpsod‘s'criﬁicisms of tacﬁor& work are valid, the
account of Addison'e segroo for job gives the author a chance to
satirize those people, whom Addison represents, who have an irrational
antagonism toward mechanistic and ‘electronic technology., In his -
‘wanderings from factory to factory'in search of a job thaﬁ‘isn't fu;;;g’/’ﬁif‘
or trivial Addison discovered that he had "been infected by strong
luddite - tendencies" (p. 181). His prejudices,'"the despetate, the
primitive and unreasoning hatred," were released mainly by computing
mac%ines kp. 181) .. This aﬁtagonism toward technology was revealed in
“his encounter with'Languin Sabeo, a luscious woman who wae in customer
researqh for a perfume business. As she talkedvabout business her face
became an ugly mask; aﬂd although she was smilrog and polite to men, she
reserved her warmth and sexuality for the computer in her office. oOr,
at any rate, this was how Addison viewed the situation:
Addison lustfully eyed Mlle. Sabeo's superb thlghs, and found

himself cold. Sweet and splendid thighs, empty of feeling,
as if owned by a creature from a far planet. . . . He saw . . .

a computing machine 'in the corner, squatted darkly and facing

the formerly beloved thighs of his spoiled angel. . o .

Addison matched the machine's blue finish closer t e colour - .
/\\‘~\—\“r\_g§_§l£$\7Sabeo s dress . . . now I seg’fgg/connééiion.

I didn't need to watch Mlle-—Sabeo 3& suously fingering the =
control switches, or leaning her warm body agai the . o™
computer's\ cold front . . . For Addison, _the-computer was ———
" born as th scapegoat of prejudic /qafﬁerlng all the unrelated
sins o i O 1ts recognizable frame . . . I have noticed
the threat, the plot, none too soon--already one of them has .

- —taken-a girl. ...~ When they get legs they'll want to use our _'v
washrooms. (pp. 183-84)

T

,Here.we have the comic situation‘of a man jealous of a dark,-squatting
machine and philosophizing about the time when machines will‘haée human
body functiOns and will need washrooms. However, in this essentially

comic situation Addison seems to make a confession with implications‘of

which he is not aware; he admits that the computer is a scapegoat upon
o - : :
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thch he ha?pq thoA"uinl of 1life," probably thﬁ,sins of hin'own~li£;.
Computers Aﬁé other forms of technologg, electronic and otherwise, can
easiiy be blamed fpr'cqnscquences tbat are really a human roapdﬁsibility.
As we have already seen, Surfacing, too, brings this matter of responsi-
bility to the reader's attention.

| Add£30n'§ millionaire uncle, Céspar,-says that all bus;n;s;m?n

are eager to have machineqwin their officeshand factories because they 4
believe that machines can 60 bep;er wgrk than peopie can. The key word
here is "believe," ané CaSSar takes"idvantage,of this belief and makes a
fortune renting and‘seiling computers. ?He knows that'machineé c;st morekp
than human workers and that machines aren't more efficient, but wh;t
battracts bus%pessmen‘to machines is thét they don;t,haVe thaﬁ ;eakest
human co/ffkéi;, the emotions: "ghé'sﬁern—Vac's grandmother‘nevei died,

and %j%ﬁever wanted to discuss private problems, nor was it ambitious

fawning” (p. 187). If this is the case, a businesSm;n'whO‘aisliked

coping with human emotions (and the impiication is that they all do) can

. get rid of 'his human workers and replace them with'computerst‘asimpsdn
aevelops'this idea into a comic situation. The computers that Caspar
| rents and sells arggnot feally qpmputq;s;_'gach one is actually a man
N o ‘ - * i

¥

7 inside a metal casing. Only the presidenés of the companies 1easingqﬁ
Caspar's ﬁcompute:s" know what is inside, and they pawaopglﬁimes the
man's salary for the idea of afcompu£er in‘thgi£36ffice§;3;yﬁisuis because
they believe in machines:. "Théy'll make every a}idwapqe‘f;r aJmAchine
. e . They‘ll accept limitations in”avmachipe the; woulén‘f tolefaté ggg
5 second in a human. They Erefér méch?nes"L(p. 342)- Qf coursé1}he

’ "machine" works at the same speed and makes the same mistakes as. the man

it replaced, but that doesn't matter: it's the idea that counts. What
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finally spoils Cnpur'- ocnpuur a-pir- is what ho calls "tho old adal .
TwO cases come up: conputcx in london, Ontario, seduces n ucroury
and leaves her "in an intoruting gondition, ‘and one in Sm Francisco
gets drunk and insults the boss at .an office party (p.‘ 340“) . These

.

incidents raveal the man in the machine and mark thc ond of tho "h\man

.

computer. " Later Caspar analyzes his failure: "A mchina doun t have

viceg. Lochorx and drunkanm 8 _are HUMAN VI ns, that'l whére we t

+

wrong. We had them pulling in the money nicaly. yes nicely as machines,

L -1

and then bang. WE LOST OUT TO THE OLD l" (p. 344) Perhapa this is

true in the us& of any technoloqical deviqe\x it's "the old adam" that
~ . ! \ *

+ Spoils’ the project every time.

© ]
.

Another incident where the human element ‘wins out is in the

"proof” that Master MgGrath imothy Elmtree. Such proof is hecessary

1

for Addison to spoil his cle's plans to esbablish a "religion’bf

a

%}lure“ in Toronto. .The Timothy Elmtree church is run by co?f\ter-- ¢

"‘1 f&%toce@?hg membershigﬁ‘ ‘tracking down credit ratings, et!c. When
§ *’5“7 . .,”Vaﬂ" RPN et p

r, he thinks of the computer as a dangerous

his badk turned to it: "The computer

- ’

g,l.xfe with ‘its monkey chatter, sending the reels into their

K c Fal # ’

o

‘ vfsiblef law. I was aware of my’ludd:}te "resenmnts mutt_ering" (p. 316).

a

‘In "a ceremony of machines" this computer' is used to find out if the -
. . . . [ ) i
odds are':in favour of McGrath being Elmtree (p. 328). “Compﬂter proof"”

R

B e R o . s »
is the only kind, of proof thatrCaspar will accept° "Caspar would be]:ieve

the machine. Because 1n men who wére Caspar Arkwn.ghts the respect for
@
other men had per;.shed at the very beginnmg yet, yet they needed a place

to go for truth" (p. 329). The ma.chlne can give proba.?illty, not

*

b
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'\\\ pertainty, h/;“probability is truth enough for Caspar.. However, Addison

/// can See that the doctor who examined HcGrath/lies ahout his- findings.

-
H i

‘ -Thus, the statistics that come out of the éomputer are based on false

o

‘ ‘information.l It is clear that the doctor lies because he.actually :

&

fbelieves that McGrath lS Elmtree, and his belief influences the "facts

:

‘that are fed into the machine--\:nother case of "the old adam" at work :

~

and of Simpson satirizing the so-calied objectivity of machinee.‘

4. 9 Simpson suggests that the blame that is beaped upon ‘new technology
‘really should: be redirected. at’ human nature which is. ultimatelg responsible
. for such evils: as pollution.  Addison Arkwright, like other people before
- him, wants. to escape the complexities and the responsibilities of urban
~life and live on an-island isolated from people. This desire to leave .
- the technolagy and "mess” of civilization behind ‘and turn (or return) to
- a simpler life in @n older environment (all characteristics of simple /
fpastoralism) is matked by 1rresponsibility and even by misanthropy. _ //

o "’"The old adam" (or what Walpole Wilson called ‘the "old wily /"“

bsavage“) is the»irrational element in human nature. It affects man s
: -/
.relatipnship w1th other people. with technologies of various kinds-—and

. /

e .
with nature. While Addison is 1n a cabin on a lake, two men in a motor—\
. boat, one with- a rifle, spoil Addison = beach and swimming place when they

accidently drop an .0il can into the 1ake.' Addison meditates on the

'ipollution caused by'the o0il: "The Oil had subdued énd conquered the

water, having come from no womb of nature, and the act was, to Addlson,
?51multaneously stirring and repulsxve, a figufative expre551on of power

and its balance in weakness“ (Po 375). The two men suyggest detergent to

)

clean up the pollution and ofﬁer money as restitution, but they won't.

¢ -

\ ) leave until Addison lies and Says that he, too, has a motorboat and that

the accident could have, Just as eaSily happened to him. Only when "a
pomradiship of guilt, the recognition of the exidtence of "the old adam
in everyone concerned, is established do they feel free to leave (p-. 376)

- . | !
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' complete w1th Muzak in the 1evators. A 1ong, low,”"turdish“ gas

month dead fish were seen in the lake. To keep up appearances Caspar.
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This incident is important because it brings to Addison 8 mind ;
"the dead, the murdered watersgof ste. véronique s, Matawaza Lake and
Caspar s remorse at the pollution he has caused (p 377). Before

Caspar and hlS peoplé came, Ste. Veronique was a pleasant village in

Quéhec, twenty miles from the nearest high&ay and eighty from the
nearest city. It was 86 small and unimportant that it was(*omitted

from the gas station ‘road maps"” (p-~282) It was a really backwardv~

place: it had nO'motels,brestaurants, movie housas, Kentucky chicken,”

. or Coca Cola signe; Caspar happened upon the village when his. Lear Jet

was forced down there because of mechanical £ailure.. The minute he saw

it, Caspar knew how -to make money.fromwthefpicturesque'setting of the

yillage. He.cou&d do this&because, as Addison comments, Caspar."uas,

always a Janus touard the ethiCS/hf moneynaking:' he found it easy to
/

v forgive himself for violating‘pr}nciples in practice which he might

stoutlyvdefend in theory (p. 235) Because'“we can't stop progress,"
Caspar brought into Ste. veronyque bulldozers, concrete mixers, and
giant trucks loaded with buildlng material. Roads were bUilt, and Caspar
bought out the local paper so he could use it to conv1nce the Villagers

N

to be'"progressive," rather an "conservative,"'and vote for industrial

expanSion. old houses were ripped up to make room for apartment ‘b 1dings -
factory
was built in such a way ‘as to separate the village from the river a‘d

leave an expanse or "ravaged earth“ around it. (p 378) ‘ Twelve lar
pipes ran from the factory to 51nk ‘their "snouts"” in the river._ ‘Altho gh

3

Caspar promised that no qpllutants would leave the factory, within a . : i

circulated'memos about “keeping our own nest clean,ﬁ'bug nothiggjwag‘r =
‘ : ' e ‘ ' R S \

) 'oxﬁ" £ L \



pulp and paper, soap, and textile industries. L

. |
- motives are c?ear and the consequences ofﬂ:he&reactions are obvipus.

N\

vegetation along the shore shrivelled and died. Although the\steﬁﬁh,
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actually-done to lessén the pollution (p. 380). Willowtrees and other '

over the factory and village made the air unbreatheable, the Fstanda d .

of 1iving was rising" (p- 379) St. véronique could now boast a nej”*ﬁ
school, hospital, better roads, apartment buildings, good hotel and

theatre—-also a supermarket and a Kentucky fried chicken outletl! |

. L3 I |

Ty Wwhat so firmly dreéw much of the new industry was that Ste.,
Véronique, obviously, could not protest against Violation.J
‘With her dead grey. waters, her grey dusty landscape, her
ever—present foetid smells, her prosperity, Ste. -v&ronique,
in her role as a devastated old whore, beckoned to those
whose practices were dubious and not everywhere welcomed. | -
. . . Factories of unclean habits settled on Ste. Véroniqu
like flies on a dung heap. (p. 381)
‘Later Caspar. admitted to Addison that his Arkwright Gas factory

prodpced nothing except the pollutants that were. pumped into the lake.

‘His .real buSiness in Ste. Véronique was feal estate, not gas: "Our job

was to increase the value of the location,“ he explained, "if you re-

e
g ¥

selling industrial Sites they must look like industrial sites, Addison,

{
; Prosperity gave birth to more prosperity, and soon the Village attracted

and not like a picture postcard from Killarney (p. 383). fﬁ%he old adam

T g 7 .
-a buck, that s our basic fault" (p- 383) In a manner of speaking,

R

,§trikes again--in the guise of greed?this time: "We'll do anyt? or -

Caspar "cleaned up in Ste. Veronique“ but- left it incredibly filthy and ‘

despoiled, and those in the village who were all for progress could see

the horrors that Caspar thought essential concomitants of industrial

growth (p 381) People like Caspar can only pretend ignorance, their

\

Most the consumer items we make our greatest sacrifices
for . |. . -are jnessential. Nobody stops to think ahead ahy
S mOre. {o o . We'll destroy a pretty landscape to make a b

@

« .
_<
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- ‘
chemical coating for a stunson oblong. we'll poisgh our )
water to make more than we need of tempered thrites. We'll i
foul the air to manufacture umligot sprockets . . . But N
' nobody objects. e e . We re shitting in our own nestl (p. 284)

Althouqh this is daspar speaking, it is probably Simpson' s opinion as:
well. Caspar is not shifting the blame for pollution. totally onto other

people and denying his own part in 1t, he is saying that since we all

v

live in.one‘nest, we~are all responszble for keeping it clean orbfor

M' making it an unbearable mess. Still, he has not done his’ part in keeping
A . . : \ ) g R
it clean for himself and others. o '

'Addison Arkwright, too, is not the type of person to take such

respon51bilig%}upon himself. His main desire throughout the _novel is

to kidnap hlS daughter ‘and flee to Crete. This desire for escape from

i

‘urban North. America§ life is realized when Addison does managelto rescue’

-

Jennifer from her_summer camp for rich girls and take her along with
fLarry Washington, %1s ‘first and thereafter idealized love, to a cabin on

a lake north of Toronto. This two week period is his happiest time and
(‘

provxdes the obligatory "sex and nature 'encounter. Rural Canada as a

whole is ‘'seen as positive: "The place sounds clean and pure.< Eyerybody

s

thinks of Canada as pine trees and-snowy whiteness, and a bear.or a nolf

- now ‘and then.‘ A clean and uncompromised place" (p} 3);'iBut7actually

~ this 1s not Addison's ideal env1ronment. Neither\\\garden nor a ‘wilder-

ness retreat is his ideal. Instead the island of Crete serves ‘as his

"place of escape and refuge,“ a place where he plans to take his daughter

and save»her'from the corruption and ev115 of the world and act as a kind

o

of modern-day Prospero to ‘her Miranda.‘ He wants to rescueﬁ?erhﬁiom her
&)

"good“ boarding school, the 1life of sophistication and cqiruption that

he sees in store for her if she is left in the custody of her actress

- mother and the vile dgent, Henry Veeley. Addison'has “great expectgtions
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of the pure island 1ifé; the girl growing like a straight sapling
| )

(p. 81) He wan "to wave good—bye from the ship to the millions

bleeding fromathe wounds of civilization. The people of crete lived

in villages,[most of t?em, on the heights of the mountains" (p. 227)
l

Althought Crete had once‘been the site of a great civilization, now it
is the home of simple peasants, Addison thinks, who are n-rally superior

because theyxlive in a modntainous country._ He wants to go and 1ive with

these people, or perhaps dne should say he wants to: 11ve near them; there is

no indication that he could- be like them even if he . wanted. Then, too,
N / .

°

his imag of them is extremely s ntimental-- even. in this pastoral )

setting a.Cretan: Henry Veeley,,a kinde }Faliban, could exist, but such
- b »r . 3

pOSSibility never enters Addison s m
~ The man Addison admires above all is Larry s father who lives

.'alone in the northern United States- “he s cut off in the northland, by
his own hand, in the woods beSLde the stream, with no lines of contamina-

.

tion from the mess outsxde (P 99)- He is indeed cut off from con-‘

IIQ'
“tamination, but he has cut the lines of communication as well. He spends ,

"his time making wine and growing vegetables in his garden. His dog is

‘his only companion. Here is a true indiv1dﬁa1, Addison says, this man
: N, » . W
"prefers loneliness to self*delusxon" (p 101) His "life alone was all ,

1 o

" he needed, kand ‘his happiness depends on the -absence. of other people
.(p. 257) Really, it is difficult not to pity him because he has. achieved '
- his desire—-complete separatioﬁ from everyone. But his existence in the |
v novel is. essential to 1ndicatezfow strong Addison s antipathy toward
9 . , v
f”civilization and his desire to‘escape are. S ' ' ;ﬂ’_

The story of another "hermit“ is insérted 1nto the action of the

‘novéi»for the ‘same reason. Addison s Toronto mansion has an interesting
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history in regard to hermits. It was built by a man who also wanted to
distance himself from people in the way that Mr. Washington and Addison
do;m Even before 1845 when the population of Toronto was 9 227, city

B
developﬁent was considered to.be a "cancerous spread” (p- 124) Henty,

‘a rnisaﬁt‘ ic Ehilor with a large fortune, "wanted to balance the satis-
o faction of u@eting as few people as possible against the inconvenience of
living in a total wilderness" so he built the Roanoke estate well north
of the city and yet only a short ride from the source of "fresh victuals

and goodbclaret" (p. 125). he chose a site "green,ldesefted, and
beautiful," surrounded it by a fence, and installed iron gates which were
locked and guarded by a man and two cannons (p.‘125) However, Henty
; was soon surrounﬂed by city development, and he was "trapped like a
‘ provoked beast within the enclosure of his estate"” (p. 127), He had to
leave it and escape northeast to another perfect spot where "the nearest
taint of civilization was hlS supply centre, Bytown, within a convenient
r1d1ng distance (p-_128) ‘We are not told what happened to him there,
_but it is p0551ble that his second refuge was swallowed by an expanding
Ottawa. It seems that such an extreme desire to escape from urban life
v f%€a5 at least tinged with, misanthropy The term is used to describe Henty
but could also be applied to Mr Washington ‘and Addison Arkwright, and
- to other advocates of pastoral ideology. |
By the end of the novel Addison realizes that it is wrong to
"put "exclusxve blame" on Caspar, and people like him, for the state of».
- ‘North American c1v111zation}(p. 420). He sees that his private life
ileaves much to be deSLred and that "a lifetime of self-examination lay.

? pg

ahead," but he Stlll ‘chooses Crete,’ hls 1sland refuge,«as the place

where his self-examination ‘can best beldone (p. 419). Not§§§r*h1m are -
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‘the skyscrapers and busy streets of the large North American cities.
. He flees these to begin a simple life in a stone cottage. He says,
. _,'qq . .
. 4 T'can now stand with my daked feet on an ‘earth where the
- g&_“fu consolations of buildings en wiped out by efficient
: ,gw :ﬁvtime My sense is of the . in a future, feeling the
4 ,grass. As a man, when our own ¢consolations have been taken
away,,will I believe know the earth again in the meadows of
New Yoyk, and thé’city above the lake when the concrete has
" been ‘erased. . . . Here the buildings that lull the mind
are long since gone, as a warning I can heed, and Cape Bejna .
is a beautiful harsh landSCape that survived them. (p. 442)

His consolation, when he remembers New York and Toronto, is that in time

LS

they will crumble and disappear like the cities of ancient Crete, and

!

nature will survive. He seems to see no value at -all in urban life and

puts all value in a pastoral life far from cities; but if Crete fell ¥

and was succeeded eventually by New York and Toronto, when these North
Americanpcities'disappear,others in other placeegwill surely‘be'built.

It is not likely that the future for many people‘will consiet ofakfeeliug
the grass" with bare feet. But because of the negative features of
liﬁihg iu>cities,‘such a desire for a pastoral tuture is understandable
.just as nostalgia’for a pastoral past is. .However,_to couut‘oh the rural

5

3cene‘to provide spiritual growth—e"Cape_Bejna.".v. is, anyway, an;
appropriate birthplace of the world to see, in .my need of greater spéii;;
than my poor share,: the up~to-date struggle of the next great Addison
Arkwright reformatlon“--is futlle and perhaps dangerous (p. 442). The
‘need is unquestionably there, but nature might not be the source of
fulfillment.- Addison has often st,rted on projects of self—improvement,-

and thlS trip to Crete might be 51mply anotherl"u

inptng" in. an endless

. i & "
series of beginnings; Simps'on has shown -us that ‘a ‘-*of Addison‘s past

o

Mreformations™ have come to nothlng, and the clue }o yet another failure .

R TR . ~",

e %
miiht be his 1nflated rhetoric aqF his excessively romantic vigy of: the';

% 18
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", . ainstance, -as well as the place of reading are different. Because machines

iy /

i

167
pastoral life. : ' o )

| i contai 2.
4.3  The Peacock Papers examines the conflict between t logies of
the past (represented here by the printed word) and of the present ‘
(represented by the computer) and the consequences of that conflict en
the life of the protagonist, Jeffrey Anchyr. :

D

Arkwright closes with a view to the future, however sentimentally

the hero regards that future. The Peacock Papers, a novel that deals
with the conflict between tecpné;qgies of the présent and of the past,

also ends with a view of the future but perhaps a less optimistic one.

:
@ «

The technology of thevpresent, in the form of electrénic computers, winé-
the battle over the technolog& of the past, which takes the form of the

: Ao , g
printed word. This novel is a good example of‘pastbral literature that ’

Pe

shows how a new technology changes an older envirohment ?nd its tech-

" nologies into an art form. Simpson seems to want us to take sides with

. I

Jeffrey Anchyr, who is nostalgic for the time when the printed word was
. A { . ' . -

respected, and against Hatiisoﬁ'Royce; who favours computers over books.

The novel is a retrospective.account of a new version of the

battle between the "ancients and moderns," and the winner 'is known before
the novel really begins. To anyone who loves pooks this adds to the

poignancy of the defeat of the old technology. We know that the Brad-
B ' .

farréw Public Libfary is now called the Bradfarrow Municipal Data Centre;

and since there is no use for a librarian in the eleptronic age, he is

. i C .
now called the Data Retrieval Assistant. Instead of books there are-

computer tepés. The computer machines are like inanimate monsters tlat
| ' : . 5
eat the books, digest them, and reduce them to the nsize of a pinhead."

But the book put on a computer tape is not really a book any longer even

(tppggh the infprmaﬁion may be the same. The method of reading, for

A

are.nééded to help one read a tape or .a microcard, reading is public much
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as it was in the-time before the invention of moveable type and the
mass production of books was made possible. - No longer can one take a
pocket book and read in bed, bath, or garden., The nostalgia in The

Peacock Papere is for a time when books were“valued and readers of books

were regardeé as.civilized people. With the chahge in technology those
who can "read" TV pre§rams and coﬁpetef fapeg.are regarded as civiiizee,
advanced peoplé. The Prologue and Epilogue of the novel consist of two
people watching TV news and the Elmy Crunkle (probab1§ Pierre Berton)
Show. wThe two TV viewers still séem to read books; they are fagiliar

)

with those Crunkle has written, for instance, but perhaps like most

. . - L4
people now they depend mainly on TV for information and entertainment.
3y : . .

The_geest on the Elmy Crunkle Sﬁow is Harrison Royce, the "media
pundit,” a satiric creation Simpsgon has‘modelled on MarshaIlMcLuhan. ‘.’
Royce ‘can nheither read nor write, and he would-be qgite upset if someone
called him "literete": "This is alwaysAa'shock to the limiti? literete
mind. The concept of illiteracy is'acteally a complementatioe myth
created by specialist literacy . . . Lineel fragmentation is the assembly-
line»of the mind" (p. n. At one time Royce needed secretaries to write

down what he wanted to say in books and readers to read to him, but now

with tape-recorders he is self-sufficient. With electronie technolégy

the need to read and write never occurs, he says; but it seems somewhat

contradictory that he puts out;his own theories and opinions in book form
for others to feag. Crunkle wonders if he has trouble shopping in
sdpermarkets, for inseanee,_since he can't read the labels. Royee
explains that he ﬁsually has no trouble because each package is "™ideo- :

graphlc," but sometlmes because the packages confuse medium and content, o

/Z,

he buys spaghett1 sauce: when he thinks he is buylng canned spaghetti. (p. 8).

. . ! ~
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According to Royce "labellideographs in supermarkets are low-definition
aod‘cooll ,The prodgte section is hot. - A tomato is purevinformation"
(p. 8). Here Simpson is satirizing the language that McLuhan uses as
well as his ideas.

‘To exglain the new ;echnologyrto("literate" people is difficult.
People 15 Bradfarrow have demonstrated‘against the change from booké to
computer topes. Thgir ailegiance has been‘to éfint, and they don't want
such a change imposed.oo them. -Drastio tﬁings happen when a "new visual‘

N,

environment" is imposed on such people, Royce explains. A man who§e
alle;iénce has been to print is used to living hisnlife "in sequenoial ’
fragmented form instead of ingtantly" becéuse reading the phouetic .
~alphabet in clﬁmps called words and sentences haé instilled.the habit
(p. 220\ If hio mode of perception took the form of non4§equentiaf
"iostants“ or gestalt ygé}es; presumably hi; life woold‘be different from’
wh;t it is. It would be'mo;é«like that of a primiti&e "pre-print" man or
\ »

of a child who doesn't know how to read. However, because of the shock

of being unable to cope with the new type\of envirohment, which electronic
technology has brought, the person condltloned to see things in "11ne-
vsequence" could go 1nto shock or what Royce calls "lacunar amne51a"(p. 220).
Wheg a person suffers lacunar amnesia or future shock, his "lostants" can
become misplaced, Iost;‘or misinterproted. What happens, basically, is
thét the events in his life lose their expectéd seéuence--muoh 1iké
shpffliné a deck ofbphotographs where each photo is part of an event in
his life. The outward symptoms of lacunar amnes%a, aogording to Royce,
are avfdll in blood pressure, glowing’of'heartbéat, and coldness of.hands
and feet. The afflicted person is like a duck flying upside-down: "He

quacks' up". (p. 221). This, in effect, is what happens . to Jeffrey Anchyr,
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and the first cﬁapter of The Peacock Papers is called “Cfacking Up."

| Simpson seems to want the reader.t?°sympathize with the plight
of the unfortunate hero of the novel, Jeffrey Anchit. At age forty he
is successful in the,cattle feed buéiness; he has a devoted Qife,TCathy,/,
and a beéutif&l hémé. However, in spiﬁe of appearing to have everything
a man could w;;t, Anchyr is miserable and ill. He iooks older thap_ﬁis
age, and people thinkheissick or "on the bottle" or "cracking ﬁp.“- The

‘ | )

first idea we get‘that something is seriously wrongCWith,K;chyr is at a
Friday meéfing with his salesmen; he thinks, "I mawﬁnot mind so mgch
re~living Fridiys from my past.‘ The horror is in’£he inevitabilié\:

tﬁe p;eliving of next Friday" fp. 19). The suggé;tion is that thiikEQ\
what happens when.one lives one's lifé in a series of seven-day sequences
--one gets to be a'brisonet of that sequential:pattern. Anchyr feels
that he ha; béen dying for the last few months and finds that he seéms

to see only the bad in people.(p. 50).  In his misanthropy "evefy fair -

prospect suddenly has its snake," but he has no idea why he feels

this way (p. 51).6

Anchyr is a .man devoted to the printed word: he feels that "his
humanity was defended by print" (p. 17). He is fond of works from the
English Regency period and drama and philosophy of classical Greece.
Sophotles is his favourite writer. However, because the pursuit of success
in business is ' almost sacred in Bradfarrow, he reads only in the little
‘spare time he has.

In relation to this, his addiction to print was no more than

an occasional withdrawal from reality, an act of curiosity and

relaxation, and he was utterly isolated from any persuasion

that reading a book might be a primary occupation in itself.

He had developed no literary affections, because Bradfarrow
would not tolerate them. (p. 84)
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The men at work, for 1nst¥nce, "would guess ﬁilton to Sé one of th;_
' Kraft cheeses," and Anchyr feels no bond with sﬁch peoplg fp. 87).
OQtwa;dly he appears to be # typical businessman "except that the weed
of his imagination had been allowed to flourish unmolested outside of
officg hours, feeding greenly on printed ﬁages“ (p. 41). Once Buntz
Oakes has announced the end of_;he world to him, Ancth feels frge °f>¢
time, and almost ;5@ first thing he does is ¢go to the library. ‘He no
longer has to care abaut Susiness succeéss and can déQote himself to
‘reading ﬁgoks: "I canghappily wallow in pri;t for years," he says-
(p. 85)7 He feels a new f;eedom "now that he'had been demobilizéd as
avsléve of time" (p. 82). No longer a prisoner.of sequential time, |
Anchyr says, "I'm wide open agéin. Everything I've ever learnt since I
was two years old seems to bé either wrong or unimportant.v I,have.thisv
feeiing that I'm starting again from‘scratch; with a cléan:slate. ;
have a second chance td get it right" (p..109). Like Arkwright, Jeffrey
Anchyr'feels'fgaéy,féﬁ new beginnings., ‘

| The firét strange event, the first incidéncé of lacunar amnesia,
occurs when Anchyr is talklnﬁ to his bookkeeper, Herbie, and notices that
when he speaks there is no sound until a minute later when the words are
actually heard. 1In a bar several hours fgter,»a bit of the conversation
Anéhyr h;d-with Herbie'reeurns: "Somghow, a piecé had beenAsnipped from
its proper place in the. fabric of hi; life, leaving an empty minute,
then neatlyvpatched in again a few gours later" (P( 40)." Only he héars.,'
the conversation;4no one else in the bar do;s. Anchyr calls thlS st:rang%r
mlx-up in time the “Herble effect"--named for his bookkeeper and,

presumably, for Marshall McLuhan whoéé firstAname is Herbert.‘ The name

gives the reader a hint regarding Simpson's intentions to satirize
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McLuhan's jdeas about the eftect of technology on human pcrception.

4. 4 Thomas Love Peacock, a ninetaenth—century -qtirist, is a fitting
defender of literacy (the old technology) against the computer (the new
_technology) . At the toot of his disagreement with Royce, the head of
 wthe electricity gang," are their differing theories of humun pature.

As the chiet antagonist to Harrison Royce and "the electricity

‘gang“ Simpeon introduces Thomes ‘Love Peacock, & satirist from the past,
into his novel. peacock wrote in the first half of the nineteenth
century and worked for thirty-seven years in the East ‘fndia House in
Londonw As a former colonial administrator perhaps he will find scope
for hie‘telents in Canada; and as a writer devoted'to the printed word,
he is a fitting defender of literacy in. the epic battle with Royce ‘and
vhis cohorts. For Peacock the enemy consists of "the parbarians ; . .M
who would enjompass the end of the world, and life as we know it" (p. 94):
The end of the ‘world seems to have coincided with the decxsion_to mehe :
- the library‘into a data centre; and looking at the two events from
'Peecock‘s point of view, this is only fitting. For him Hell is.a place
'Where poetry, fiction, philosophy,and music are»not'as he knew them in |
his lifetime and re'huce\public libraries'don't Hace a single .work by
Demosthenes,) for ins ce, in Greek for him to read. For these reasons -
an Ontario c1ty in the early 1970s is'a.hellish place: "I rind'myselt
in a‘place where scienoq has triumphed peyond dreams, to»nightmaree,”k
Peacock says (p. 95),1 vexy likely he . is not against science for itself,:

but what he objects to is thé decreasing importance of the arts and

humanities. 1f, scxence is not balanced by a healthy concern for arts

B

and'humanities, he would judge that a nightmare ‘of technology would be
the inevitable result.
T '&x'the‘dinner at Dogmatic Manor there is an "epic verbal pattle"

-



Mﬁnm M“‘"‘ Peaeock which revealn the \mdexlying lnplication- of

M~the library beéeninq'a data centre }(p. 126L » Peacoek is "a man ot
viqoroul prejudice“ and arques hie Cl!’ very. well aqainet the ethos of
our time (p. 128). since only 5t of all library users rfead tietion and

poetty} the Bradfarrow city council has dscided that ‘these peqple\ean bny.

9 . . .
their own bodks and not have, their enjoyment of literature subsidized by
taxes. Rofée,approves of the council's vote for change, .for a e&sten.»
that is cheaper and more efficient:

the resistance to slavish lineal coherency in fuhdamental
democratic organisms is always egqouraging. . o o [YOu are]
.rejecting clichfs of perspective. . . and the dlscipline
of serial thinking forced op,us by tbe phonetic alphabet
(pp. 75=76) : s

-"

Even though Royce hae pugiished bookslhdmeel;i ene like a primer 35 )
typestyles and another wuere every;second page is a magazine’ ad,’he thlnns
that books are obeolete:. He blamesgthe strangest things on tne phonetrc

alpbabet: for instance, Mf Tector'sﬂneed of the toudh—anQ—feel '

!

philosophy (p.. 130) And when the appalliﬂgly bad "Old VbzAQer, Canadian

Sherry“ is served. at dinner‘he é&plafne: "The 1abol. of course, is the

medium, and the wine is the mesgage._ The productien of wine has become.

information-movement, and so tﬁe,wine tastes as it does ‘because of the
\
phonetic alphabet " (p. 136) k third example is ‘his explanation of the

“connection between pain and tbe phgaetic alphabet.
pain itself, unlike electricxty, was a sequence, existing
- between the brain and the- nervous extremities; and all
‘sequences, Or non-orqaniq phenomena, are derivative of the ~
movable-type wachine, hence mankind's pain was traceable
ultlmately to the invention of the phonetic alphabet.
(pp. 138—39) ' .

It is impossible to believe that people did not guffer pain before the

phonetic alphabet was invented; 1t would be as enliqh!eninq fo say that
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, : ) ‘ y .
‘ // because the pain people suffered was a kind of sequence of impulses,
‘ /

/their perceptions were elso sequentiel, and thus they invented an

I

Sy SR

. _f/ elphabet that was seqwential and a mechime that would print this

’ ‘alphabet.

B

'

Peacock, the secona combatant in the debate between literacy and -

) )’electricity. views the invention of the alphahet as one of mankind'

' greatest achievemente: . r:/.: ,' B

. ‘
.

¥

w4

. The phonetic elphabet has bsen man)sind's only eftective .
civilizi.ng force, 'his only method of. accumuleting a wealth )
- that is beyond the price of empire, the only transmitter of .

'conscience from one age to the next.. ‘We are now, asked to

choose, ‘ihstead, electronics, a system of infernal machines

vwith so’'much ‘ethical. sensibility that it is man's most- -
.- eager accomplice in his demented urge to destroy himself. .
_(p. 144) O :

. i
! e

Peacock's belief in a civilization of literacy is ev1dent hersr/ It is .

of great importance that conscience" (and by that he could mean moral

teaching or ‘even consciousness itself) be transmitted through the ages, ,

ERN

that knowledge be accumulated for e enlightenment of future readers. ‘

-/

Howev&er, he mot see that knowledge and conscience can now be trans-'

x l ,
v mtted by means other than printed words in books. Film, records, tapes,~

etc. ;" can also serve to tra.nsmit d accumulate whatever knowledge is.

valua.ble. Peecock s entipathy toward mach“nes--xn fact toward anything "

that is different from \what he is used to——is part of .the pastoral

—— 4

att:.tude which is voiced here as extreme cOrxser.fvatism.9 ‘He 1s so ‘

N A . P

1_‘ F conservative, in fact, ;that he even objects te machines powered by steam.

L v“Also, his projection of evil onto 1nanimate machines (a practice commonly

“3‘__v:,vviemployed by'writers o romantiég pastorals) does n t he,lp matters at all.‘,

I

' Hschines are not "man s most eeqer accbnplice ; they are simply tools\

B " ' ‘_ " :’A, . « . = "“‘ 174 .

v

'J;that msn hae creaced to_ help himneke lite more comfortable. end if el
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but for anyone who cares for literature it is impossih}einot to be

Z'As\for'noyce, his faugurite book @s Finnegans Wake because it "has the';-\
o R - ﬂ:.,,. ; A

— "4‘\\; ! . " . L
ST ‘175
P . . 7 ‘ e
these. tools help mankind {they are not to. bl 'fb expect
machineg,to have 8, of ethical sensibility is naive in the ’;,

systems of technology is mi guided. Lo ‘K ‘ o @
o - !
There is no question O«fchoice involved; rather, we are
overwhelmed by a techpo ogy, and must live: with it, _
independently of our/seatiments and preferences. We are
living now in the electr c age, and no amount of sincere
nostalgia will return us to an earlier one. We are

;=;;uaaed”§long willy—nilly. (p. 144)

A

- what . the argument between Peacock and Royce comes: down to at this point

-f :
1s their opposing Views of human nature. Royce claims that in such .

matters as choosing one technolOgy over another, people have no choice <

| o i S
at. all. What happens simply happens because change is inevitable.

'iPeacock counters with the view that ”man [isl a creature of soul and of

-t

'nohle.strength, "and not a piece of rudderless flotsam" that is at the

mercy-of thelcurfent‘of change (p. '144). In an argument of this type

where both of these men seem to he righ;,”ii,is diff&cult to take. sides,_h
¥ Y e

\

convinced by the rhetoric which Peacock unleashes in its defence.“ne

“will fight to the death against "" T

a raoe “of non~literate savages, superstitious worshippers of
gods they ‘had constructed themsalves, fact-drunk technicians,
the visually ‘oriented or- picture—people who had progressed S0 ¢
o far beyond inefficient words to field perception that they :

- had regressed to kindergarten, men. uho were able to: wigit the
 moon but’ could not describe it except 4n- amazed wows -and” ,

- §runts . .;A[people who] thought of literature as-a. specialty,

- ike gardening or. harness-racing, and: not as its most v1ta1

R 5 nourishment, its- only unity w1th past men. (pp. 150-51)

\ L "‘-,\\7 |

‘}“a,



'any line in it can be used to support any of his arguments (p- 221).

‘:o \glorify the comon man zor the anti-shero or even "human derelicts“'- ‘

»_mutants, fellowa who kept their brains*in strange communal hoxes which

3

they consulted when tha’ had to make a decision" (p 151) 8 a lover;‘
A3

of- clad%ical literature Peac%ck sees much wrong with twentieth—century

writing. For instance, in his opinioﬁwit is the height of perversity #

‘”the most modest reguirement of a hero, in life or literature.
‘mast be that he be more successful than other men at
civiiizing the barbarous inclinations put in him by natu e. .

o Your modern literature is full of hulks, which have in comion
;e an inability to float, and do not differ remarkably in ther .
ways. (p.,l73)’m o a SRS O ~,

S0 S -n....‘

. He has nothing'good to say of the romantic notion that the hemo can be’

+

an ordinary person.» Instead he accepts the eighteenth—century idea tg?t

S

B what is” ”natural" is not "civ111zed. : For him a hero is the most

civ1lized person, one who' makes his way successfully in the worldl-not

"hulk“ that sinks. However, such enviable civxlization is diffiéblt

EN

tO’instill'in people.‘aPeacock says that very little; if any, progress é’

‘has been made in this gard “In my age: the concern of seriousness wa

the rapid diffusion of intellectual light, and indeed it happenef but

we had no 9°°d Of jen (p 175) This statement somewhat reduces his e
m .

' clalm that books were the way to- acaumulate “conscience"'and pass it on
_to readers. In the’ nineteenth century a great many people learned to v
iiread, but in his opinibn thef“diffus‘en\of intellectual light“ did not
y-help these people atﬁall. ‘He " seems to be suggesting that aniaristocracy'
J‘of spirit\and intellecteare inborp, and only those who have it will
t.lbenefit from literacy.' Thus, if1one follows Peacock's line of thought,, y

ozf might suspect that this ‘ite still ex:.sts, although perhaps in

ERTRE
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-‘sﬁaller‘nunbers, and can gain "jintellectual light” even from media -

other than the printed page:
R
4.5 Simpson satirizes the xce;sive romantic pastoralism An Canadian

. literatuxe (the canoe, the pi tree, ‘and the Indian are examples) and -

the current use of apocalgptic enjings/in novels. (His is a kind of

. _-Mcz.uhanesque apocalypse )

Having the confrontatiou hetween Peacock and Royce oafur at” - b

Dogmatic Manor gives the- reader a chance to meet the local Bradfarrow ‘”

.poet, Jonathan Farrow, and gives Simpson a chance ‘to satirize canadian

poetry and ltsjﬁse of the" popular concept of the wilderness pastoral.

'Farrow lives in Dogmatic Manor, a high-rise apartment\building in

‘ gradfarrow, in the summer because 1t enables him‘to be clese to the

’I‘ E o hd

Tbronto, the res- S

\Bradfarrow.‘ He had once Eried to entertain his friendsiat dinner at

noxses drowﬁed out thei '=: fﬁr help. The walls of his apartment

liVingroom are “coveredawith expensive paintings of lakes, pine trees, v
A

- and canoés navigating foaming rapids,” and the poetry he writes is also

. of the "canoe school (p 126) His favourite topics are. "soul" and .

14 AL

"the national psyche" (p. 118) “"Soul" he associates with the content—
. o T
ment Whlch "occurred unfailingly in the eummer months, at his wilderness -

. retreat, ‘where there werh trees, lakes, rivers, several amiable species

"~of wild animal, d al birchebark canoe" (p.: 118) Since he knows that

‘t:the history of Canada and a school of Canadian art are concerned with

P

_these thinqs, they must be g’gresentations of “the national psyche,

3

'-,Farrow believes. Thus, to be tﬁuly Canadian, Farrow writ%s in pralse of’“‘

I

l‘canoas or pine trees,Qand he 1s proud that 1n a collectﬂfn of sixteen of'¢

: N E EERE A

P
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his poens there are nd less ‘than twenty—thrae canoes (p. 133)4 Peacock '
_ w3 L :
thinks that these poems are unhelievably bad. but Farrow has no. troubla*

‘

getting them published since he has shares in periodicals and owns a
' publishing company. This poet is the epitome ‘of the type of writer who ,t
is- so nostalgic for technologies of . the past that he completely ignores o
- writing ahOut what is immediate and within his everyday experience.10

Besides canoes and pine trees, the other element of . nature that -
. & \. .

is romanticized in Canadian 1iterature is the Indian. Simpson introduces_

Vﬁthe Cumrum Indians into his novel in order to satirize the prevalent

il vm

: "search for psychic ancestors" in. Canadian fiction that is part of ‘

4

._cu.rrent Canadian ﬂationalm Hec,;.or Jorgg’nson relieves that the Cmnrum

'Indians came from Quumrun the Dead Sea and residpd in the Bradfarrow

’*‘ ) PN
area for the twenty-eight years from 1778 to 1806iJ They re dedicated

. to a religion of non-violence and were distinguish?d\fipm all other e
"’people by their clipped ears. Besides their nonfyiolence, thd otheé‘ﬁ"
‘ remarkable thing about them is that they kept records. their suf%ival

!

,depended oﬁ this, according to Hector, since oral traditions die easily”
il(p. 86L In spite cf'this aspect of their culture, they do not do batile
“‘on the side of literacy when they return to Bradfarrow in the 19703.
'}It seems that they choose this city because they had been [T humiliated
“‘and v1ctimized there, and’ when givzgpghe chance, they return from India .
,xand gain vengeance on. the present resﬁdents ‘of- Bradfarrow (p. 165). By'

shOWing the Indians as vengeful and good at killing, Simpson hopes to

v 1 T
dispel the romantic view ' we have of Indians._1 Also he points out thatay'
. o ,

‘lj'when these Cumrum Indians actually were virtuous and non—violent, they :

';a5fared very badly, they had to beéome like everyone else in order to

He impliesthat those people who -




o

- o , 179

- would have the Indians as "good" Indians really are wanting them to (
- ‘ N ! . . m .

<

be dead Indians.12

AThe-presence of the Indians, who erupt out‘of the footnotes and

kill everyone except Anchyr, gives Si!pson a chance to satirize the
‘concept of‘apocglypse. Here we,have an xanple‘off"an anticlimactic
apoc‘alypse."13 The operators of‘ﬁeaven eem to have?planned the end of
the world on a McLuhanesque non-linear ime schemg,ﬂbut things qot out

of hand. In the midst of ‘the massacre unty Oakes pops up again and

. . we had to collapse a lot o

explains, "about the end of the world .

stuff to do it . . . speeding through hfﬁtory. That?s 1ike running the®

J

clock down fast, and using up all q.e plays._. + . Yelmemeiainding her

do " (p. 208) . Those who have scheduﬁed the end o ﬁ;‘ hld have
% .
‘x Ehanged their minds again, but someonel"forgot to; Ne frigging

i Indians" (p. 209) e whole epic battle, complete hiwlbbcoh—shrinking -
machine as Trojan » booby-trapped with tear gas, seems to be another
a;g;gﬁerble effect," "an imposition on the chronology of his life,“ that

t occnrs while Anchyr stands at ‘the door of the Victoria. Hotel tal*
prhis mother~in—1aw (p. 187) : What he thinks took several hours hdﬂﬁened
.‘1n an 1nstant. . And what people take to be Anchyr s deatqﬁmight be an

[

attack of lacunar amnesia, an unusually long “Herbie effect "

It lS ironic that ﬁ@he ?egapck papers, Which“are presented as a

factual documentary of Jeffrey Anchyr s last few months, are in novel

form,, According to Roy e, TV has'marked the end of novelsgas we know

vthem gecause,a novel cannot "contain electricﬁty" (P- 9).
. a . - ,
_ ‘ ‘The novel has PR become inte r in competition with
e X-ray. - e outdated forms, suc as ,novels and poetry,
- . will prove ‘their own obsolescence .« .-In¥ormation 'units
'that .do not cOnvert easily to, electricity are obsolete.

. .‘ i
e : s
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Poetry is the very poorest form of infgrmatiOn-mcvementf
Novels are anti-information, in the sense that the¥ are
all fabrications, which is o say, myths and fablee..(p. 10)

Perhaps it would be more,suitable (if we. agree with Royce about the f
novel) for Anchyr - story and the ltory of the change fronkprint to
electronic technology tc take the form of a TV play about the %akeover
~of print by electronics or to, exist not as printed pages but as .a -
microfilm or computer card. As it.is, it seems impogsible iP believe
completely in the conversion of the print media to electronics while we
have M"
possxble that Peacock s vision of a Hell on earth is imminent while .

AL\
1ibraries, schoole,and homes have books which peOplewread. However, Wx

k, The Peacock Pagers, in our handh 4, It does not seem

.,.v,. 0

dgb.ending on whether-none {a&s an optimistic or pessimistic vievz of r#
changeover to a new tEChnoIogy, one can see the future of mankind as "a-
new golden age of stability and philosophic contentment" or as a fu&ure
'where "we have no basfs whatsoever for eve‘@bhe tiniest flicker of hope

(p.r 224, p. 225), ihe first view might make us "feel warmer toward

Jsogtware" (that is, toward TV sets, etc )pfbut the second view might makel

us, s'ﬁar at TV programs or even take an axe to the set (pp. 225—26). A-'
position somewhere between these’ two‘might be most_realistic. Tge
-epilogue to the novel, however, does not resolve the problem for us;

whether we should glddly‘accept new technologies or iive in gl@pmy‘

hostalgia for technologies of the past is a;queStiOn Simpson raises but

does not answer.. T :

’ .A . ' l 180-
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4.6 The protagonist of "The Savages", a computer operator who believes
'in reason and technology, constantly escapes into fantasles about the
wilderness. Through his work and his fantasies, he attempts to evade,

. facing up to his own essentially irrational nature. The intruding teen-

' agers share Polson's dangerous vision of the wilderness pastoral, and -
Simpson clearly indicates that both Polson and the teenagers are N e, Y
"savages.” Thus, according to simpson, romantic pastoralism of any type "~
is not a le ideology in a technological world. Ultimately, he does -
not take. sides between old and new techndlogies, he presents the issue
and leav”, dt to us to decide.

#

a‘; : ‘ B
+ The. immediately noticeable connection between Sqmpson s two novels

‘Z;fgxw‘ﬂgrtstory "The Savages" is the importance of the computer in

each work. - A8 in the noga}s,n@he.quputer in “The Savages" can be taken

. ’""*

- Lo represéﬁi the entire electfonic technology. Much as the train was T

seen as the mechanical monster, the technological enemy of the good life "

h

in the nineteenth century, the computer fulfills that role for us--or so
t LI . DN .

L]

'~ Simpson suggests in Arkwright and The’Peacock-Papers. "%ﬂ: Savages"

follows the same pattern in regard ‘to Simpson s attitude toward technology,

but his view of romantic pastoralism is even more negative in this story.
{
That is, 5he desire to escape into the WildernesS (or, by implication,

to Crete or into nostalgia for past technologies) is seen as an even less

. v

Viable .alternative to urban life. In this rather grim story Simpson is

5ua‘ “al ‘of technology and pastoralism. 4

| ' Charles Polson, tha thirty-seven year-old protagonist of "The

Ao n " v
Savagga_, is enamoured of technology. _The secret passxon of his life is

3\

‘his roomful of modelutrains which he keeps locked away from everyone. °

] 'i‘ 4 B
H&ms, in fact, to value ‘his train-set above his young w:.fe.‘ In the

age of electronics the train has shrunk in significance to the size of a

.

toy, and Polson s passion for his toy train reveals hlsnostalgia for past

technologies.~ Howevery his nostalgia for the past does not interqué
B hd .

: with his job as computer operator for an electronics company-- his

)
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train-set ie hisiweekend indulgenca. During the week he is‘the.most
conscientious pt the five operators; he.en}eys his worh! and his machine
is never idle.: Polson, a believer in technology and system; regards
himself as a civilized ﬁan.' But where the computer problems originate

N

or what is done with them once they are solved does not concern him.

*

The moral or social implicatizns o ,@ﬂp woxk do not matter to him, and
NN,
this attitude toward ‘his work is notewo;th“ because his computer is part

'\ "‘u;

of government defense~research proj ct ;. He may be a "ciV1lized“ man in,

ity
some ways, but he. hasw o%greater&a so ial consq%enbe than a crossword
. ":\m’- ‘ \ \

Bnzzle addié“é ) Ny

N

. oo The idea of "value" and its ref?& to machines supplies the
introduction to the story. The notice inﬁghe\nachine room says“that the

. \
electronic machine is the servant of man and that\the value of the work

v .

‘ done by the machine dis to be decided by people, hgt\qaimer, the boss, is

"a prfést performing a der\mony 1nvolving
\

s N \

like a monk or a wraith or

blood’sacrifice" as he coor inates the work n the officew ?" It is clear
that Jaimer regards thegkatt ndants of the machines" as\seryants of the
machines, not their masters, and himself{asAthewpriest of higt:r power,
. which is the compnter (p.liihhv There is no doubt that work ng in such

an environment has affected Polson to a considerable extent.

One of the effects of his love for his work is that. Polson l: never

free of his work. Ewen on weekends at his cottage computer proble:

N

thréugh his head in anticipation of Monday morning. Solutions to

-problems come at the most unlikely times almost as thOugh part of hi

mind is constantly occupied with these solutions and his total atten‘ioh

\

is not there to be given to 301Ving the problems of his life. For in: tance,

when the four teenagers invade his property and at the moment Barbie l’ses

~ ‘ . - . C \
: N

$

\
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her towel as she tries to go into the house to get clothes, the solution

'to a computer problem at work pops into. his mind. Then, when Polson
gets knocked down by one of the young men the same thing happens:

Montgomery stood over him, holding the rifle like a club.

We must know the valug of the variable responses in F. 18
before we can pro nd we ‘must first distinguish variable
from arbitrary.  These\people are savages. They could have
killed me. -(p. 154) o . :

His'work seems to be the reason for his existenco. Since.he's thehohly
one whofﬁan work out certain problems: at the office, that‘seems reasenv
enou%hﬁgef Polson'to\think that Eric "can't possibly kill me" (p. 156).

: @thother of the effects qf Polson's urban, technological life is
hls constant escape into fantasies about the wilderness. In a manner of
'sgaaklng he does escape from hisvywork in Toronto to his cottage 140 miles
from the city, but the dlfferenoesbetween his belng in the c1ty or in the.
country are minimal. . Thoughts of his work accompany him wherever he goes.
His model t;ein—set‘istet the cottage for his amusement, and his car and
27-foot crulser are at his dlsposal. The cabin';oeks like a pioneer

esidence, but it presents a false appearance; it is ieaiiy e five-room ;
house with all ‘the urban conveniences. There is no indication thah'he
would ;ike thlngs less comfortable and cenvenient and more rustic.‘ Perhaps ,
" because the wllderness has become totally urbanlzed (probably through

»
. choice), Polson's pastoralism takes the fmrm of nostalgia for the true

w1lderness that existed more than a hundred years in the past. He wishes
that he‘had been alive a hundred years ago Hzcause he is so sure that he
could have c0ped bravely and xndependen;ly with the w1lderness then. He
lmagines ‘himself . as a klnd of Etlenne BrQ1&: |

A Etienne prQl1€, that's the life. The scenery and Indian women.i

Unsp011t country. Unspoil “untouched, the trees and lakes.
o ihe young women, the sun./( I could have made it then. . . .

-




Love for the wild country is combined with sexual vitality and the

184

A great fighter, Charles Polson,‘respected even by the

Iroquois . . . alert, aware of the tracking Iroquois, a ‘ \j o
young girl in my sleeping-bag, the beautiful country. _ta
(p. 147) , ‘ '

gability to destroy Indians, the three being the essential elements in

*
N

' ‘Polson's vision of the pastoral life. He wonders why he can't think of

himself as a hermit in the wilderness enjoying nature for itself and
comes to the conclusion that his fantasy requires an eneny (Indians) to
‘fight and a woman to make love to.- Being alone in the wilderness would -

i

not allow for any opportunit1€§*to enjoy, these twoRinds of macho "moments

e o

of glory" (p. 162), Alone, he- would;be less -than a hero in the Hemingway

~

style. hpd, of course; glory»wouldmalways beyassured because in his

M ‘

\i‘

" hands is a more powerful weapon. In his fantasies 'Polson always has a ' ‘

,rifle while the Indians have only bows and arrows; and, presumably, any.

32 N X
woman would be glad to submit tefthe man with the superior tech;ology
# However glorious his fantasy life, Polson s:real life is'quite '

different. Simpson seems to suggest that Polson'S'work and‘the type or 9
_personality'he has, which 1s admirably suited to his work, makes h1m A
completely unsuitable tobe Barbie's husband His wife is a Barbie—doll,
as her name indicates. She is much younger than he is, and for him she’
_seems to be a playful puppy or "a ﬂhild of. nature“ (p. 148). Later'we
are told that she has "a lovely and unreadable face" dﬁa that "her
prettiness was always a kind of mask" (p, 170, p. 168). It appears that
she is a complete mystery to her husband. Polson seems to have married
her for ‘her physical attributes, but work is too demanding for him to
" make love to her often. He needs Saturday for rc;t, and then 5unday 1s~
"love-day“ if he.feels in the mood. After three months ofbmarriage he

" o ' . C . . q ’
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thinks this state of atfairs is not .totally sae}sfactory and puses upon
‘the polsihility of setting up a system of love—makinq linoe “ev.rythinq
falls before a system" (p. 148). On the whole, system or no lystem,
Polson aagears to be a failure at sex, and perhaps this is the reason for
his sex-and-wilderness fantasies. However; the fantasy of sex in a
natural,setting'remaina just that—Qa fantasy. The one time Polson and J
Barbie’ actually try to make it a reality, they are defeaeed by nature:

Barbie was excited, and excitingly eager to please him.
But in spite of her willingness they were defeated by the
sharpness of the Pine needles, by nature's sounds, which//i
counterfeited the approach of strangers, and by Barbi&' ‘
dread of insects. (p. 157) |
Except in his imagination Polson seems to be a cold, unemotional man‘
It could be that his obsession with ﬁechnology-makes it iﬁpossible for
Y Lo i
him to be a loving person. At one point where Barbie has emerged fro*

|
”h@r sw1m, she }neels provocatively by hlS hammock and kisses him passion—

( ately; "he held her head as‘if only her head existed" (p. 149) Any \
:Se;ual advance on her part Polson sees as an attack that he wants to flnd
OEf with "a swift chop on the‘windpipe“ (p. 149). It is doubtfulthatjf
any system of love-making that he mighb come up with will change his |
‘basic attitude toward women and sex.

There is conSLderable evidence that rhe romantic or primitive
v151on of the pastoral life that Polsgon holds 1s shared by the intruding

teenagers in spite of the generation gap Their vision of’the perfeet
/A
/

life is to take food, cars, and ything else‘they;want and "go back to‘i'

A
:

a natural system" (p. 154)- This tural system’ would enable the young
and strong to take anything away from anyone whqbcouldn't defend himself

or herself The "best" man would be the strongest man. The boys' 1dea
.
of freedom and pleasure includes the existence of s;aves and a. harem.

o

>

U
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What seems to be happoninq when Hontqonofy and Francis "sort ot rlpo

Barbie is that they are loting out thnir tlntaliou, and :cx il ¢o£initoly
a part of their 1dea of life: ih tﬁe wildornoss. This idoa they lhare )
with Polson. and liko the oldor man, Montgouory is nostalgic for the

far-off past and the unspoiled wildernollr if the bomb tnlln, ho plans

to escape into the lorest:
' -

I'1l be in the forest. That's the lifo, the wiﬂdernesa.

I'11 be there with a‘gun and a boat. . . . trees and .
rivers and animals. Lakes. .-. . the Sioux and o;ibwayT’///a
they- loved it, living om their stuff, their pemmiqan and

wilﬁ rice. (p.'15%) - . o .

.o RS

, Y,JBoth Polson and Montgomery*play fantasy games., Very likely even with the
- £y

help of guns and boats (in their hqegn.canoes-and bows'and arrowd'

'probably would be useless) neither.‘ghld survive in the real wilderness.

E ‘0
Perhaps that is one of the main points of "tThe Savages” Simpson seems

K @, 2
--to be saying that the desire to go back to ‘nature is an impossible .
Ay,
2 ¥y ﬂl
,]fantasy,.not a viable alterhative o urban life, and he uses people from
¢ v O

" two generations to show how prevtlent the fantasy is’ 16

The.reason the young poople give for invading Polson's propérty

%

’ and attacking him, and perhaps it ia the reason for their particular type
of pastoral fantasy, is that the- technological world has gone mad.

fgﬁ Montgomery ;ells Polson, "We can 't .come back later because by then every—"

\body might be atonic ﬂust. .t s the threat we.of the younger generation ‘

C-

live under, you know " (pp- 1 51). The four of them are playing at being

‘1

" anﬁﬁﬁgetcising power over tbem. Later, when things ’

& - hand they'explain that they were only fooling around u

e | '“judt, layiné a glNe (p 1664 p. 171) For them the fantasy enemy" is
; not the Indians as it is for Polson; it is the middle-aged men Who have



:
P .

b "uth i‘t‘" in the tichnoloqi.daf wbtld. M: oné poine !r,tc u,yl 3

llkc to kin Polsqn bocaun yon quyt Q:o tuiﬂixﬁq?‘uwrythinq. . ., .' '
; ‘m-ro nrc too qnny ot you baitard ati.nkcra, md Wry hat.u Pohm
bopaun he's .‘ "-t:lnking mohoy-bagl" (p. ‘1853, p. 168). - o

'rho f.nntuy about wimcrncn t.hat m shares with tho younqor

serous because the mqo of héroiss thiat u hmivn fmﬂu in

dsatructive acts. When Bric takn Pﬁscﬂ 1m:o the forut A\ny !ron th’ .,;
?

.group, the grept white hunter" inagc enters Polson'i mind and‘ﬂis termu
is in ironic contrast to At:  "His courage and - alartneq keep .hiu alivi e

’ in the wild land. . .. . /His wholn body was woak with terror " (p. 157) )
When - he manages to get l!:ric‘s )mife away f.rom him withont him knowing, S
the terror lessens. 'men, althougkt Barbie finds Erqi.c 's advances con\pleteky-l——;
acceptable, polson_beconos Jealdus _and stabs him’with his ovn knife L
Presumably an: attitude of possassivbne)l and jea?‘,ousy is part of Polson s o

image of himself as hero, and he mu:t lj.ve up bb it-or suffer tl(e shm

finding his real self. the man he knew in the vildemuns. &

~ ) SR

. Polson qt the xmnsns " (P 154) HNe /mst kill to f.ulfill hi idea of |

4

in his hand. In a Jgind of powoz'-

P

in reducing Polson 8 ego, gmtgomery

v‘-M'< I T

vl

tens ﬁo shobt th. elde manx
[ v
‘ i

Polson sees safety in hm\iliation And begs tor s life. ‘ Howtver, whexﬁ

" he acc:.dently knocks Montgomery, over ana get:s t;hp rifla. he : teol.s he\ has

e [

B
the upper. han(q e "Hé took it as a QWTMif as :he }ni.racle\ ﬁm

.",‘fy
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&

. you can only cut it”‘

.-heaven' he had ‘wﬂited

'aac1vili§ed ethic to his world"

‘ o - ? ‘\\_\T‘ N .t ‘! . . KIS 18‘8
. .. . . \\\[“\\\\ .

He gripped the weapon thankfully. Just hA\ring‘ Rt

.,

/
powen wae enough, everything 'l'ne power ‘uo kill another [

; \

(p. 169)

persqn restores Polson. For hin the difference between hin and )

:

Montgome::y, e/s a representative of the younger generation, is that Polson

. e \

,is master o,f technology and Montgonery a mere destroye.r of it. He brags

to Mdnthmery, "I can,mend the telephone line. and I'd say’ it's one of

]

thé differences betwderf you and me, that I can mend the 1ine but you, _'

Y

(p. 170) Hisfunderstanding and control of tech-

nology is his great pride, and he relishes control.of people too.. Thia

S

1dea of control by the rational.nqnd is his definition og civilization.,\
As he plans to tie up Montgomery And Penelope and call. the .police, he

experiences ”a qrowth of pride in his mind.t The reconquering mind. the

distinction between man. and animal, making arrangpments for the return of

1p. 170) Polson sees himself as havmng

!

"the mind of a crvilized man, " ana the gun becomes moxe than a weapon,

.restored,_ _

H
3 -

it symbolize; power taken from anarchy and held by a defender of law”

| .
(p. 170, p. 171)2 :.-

. S | ]
: Wlth the gun in his hand - and belief in "the reconquering mind"

0o
A

. , : /”’\eUM’ ‘A-,r ,
. he felt the radiating sense of comand in ¢he idea of what =
‘had happened, 'in its resemblance to his idle: v1sione; They
might have been three savage Indians and I won. --&harles

Polson at camp, unarmed in the wilderness, an outpost’ of
" civilization; and not expecting an’ attack. They came out of
the forest, three of the barbarians. (p. 172)

. Y

l'?or a moment he feels pride,'but‘the'humiliatiqn of begging for his life,

o

something his ideal hero would never do, has cast'&'blaéﬁﬁshadow on his
Those bright visions can never

image of glory: "the,sinplibity‘was gone.

come again now. . . . shame like filth on every bright part. The
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\Hilderneee, ‘and the eneny Indiana, they mean filthy shane for me. ‘Tﬁey?

3

.  were a. harnless‘jgy " (p. 172) Polson thinks that his fantasies were a

. |
.harmless’joy, but he is vrong, a11 the disturbing eVents of these few
. ) L

‘ 'hours\havp proven haw harmful his fantasies are. He blanes Hontgomery

- for stealing Barbie away fron him forever and, equally importknt, the
. & [,
) boy has destroyed Polson s fantasies of’ glory in the wilderness.

_Montg 's coolness and unconcern in the face of Polson s power over
- - :
him ignite the older man 8 anger, and he.pulls the trigger of the gun o

%

When the rifle does\not fire, he - sees that it is a rusty antique, _"~ ';
futile playthtng, and perhaps this provides a comment ‘on-his rellance on
'technologles of various’ kinds (p 173). Even though Montgomery walks “
away alive, Polson feels guilty—- aftgr all, he prideﬁ hlmself in H&s
ratxonal mlnd, and it gave way under stress.. All the things he has s

[y

tvalued most-have been destroyed‘,

' Under .the edged 1nsistence of ‘qu lt,, searched for . - B
. ~ honour, retreating to the .enlightenment that lifted him : S
: . above his fellows.-. . . but God mind abdicated, the -

) thing I value highest is a servant of-®he rest.  How does =
s . it make me a civilized man if it cdn't contiol murderdus =
- hands? . . . There,was 5;G§§‘honour, nor was there pity.
',,. - I should put away my playthings and find outiwhat I

am now. This day has destroyed’ me. It has left me with
nothlng..(p. 173) R

ar ’ o~

' g%,
v Polson s hands are murderous only 1n that they have kllled—two people,

]

I(‘they are merely tools bf the murderous emotions that he has never‘

- ,
'acknowledged withln hlmself The mind, he sees, is slaVe of the emotlons,“

‘and by his own deflnitlon,of what makes a c1v1lized manu Polson hlmself

@

‘is a ‘sava Like Gulllver recognlzlng the klnship between h;mself an&v
- the odlous Yahoos, Polson sées for the first tlme that he is- subject to_ p‘f&
\ the 1rrat1¢nal and that his playthlngs" (that is, technolégy) do not

\‘ pt@tect him from it.- Innaddltion, posse551on of a mind deesn t make a’

."\ | / ‘ : v . ' " "

*

\ S o L ¥
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man better than an animal or better than other leas 'civilized” men:-

it is what he does. with it that counts, and for Polson it has brought

" about his downfall as much as his murderous enotions have--"no more than

7/

his own imagination had brought the ruin on Polson (p. 169).

v

In "The Savages , as in Arkwr;ght and The Peacock Papers, the
wilderness is not’ to be seen as a vi‘ble escape from technological, urban
life even though urban lee ‘and the work that people do in, cities may

? .
encourage such escape Dolson does not- blame his life and werk for his

_ fantaszes of wilderness escape, but ‘there does seem to be a cause»and—

-effectrelatxonshlpoperating between the two Too little of that urban

, wotld is shown for us o knov definitely if 1ts existence is Justification.

Il

enough for the two cases of wilderness fantasy that Simpson chooses to

RN

relate in thls story. There is enough evxdence, however, for the reader
to Judge that there is nothxng inherent in city 1ife that keeps the 'j

emotions heal y or deyelops the splrltual part of a person. Neverthe-,

less, 1nvthe, ree works by Slmpson there is no indicatxon, elther, that

these things”can be found in the wxlderness or in fantaszes about the
L ! R ,.' .

wilderness or, as in The Pedcock- Papers, 'in nostaigialforythe techno;ogies

‘o

of_tﬁe‘pastr Simpson is like Swiftsinajudging that’ the problems that

people must u;timately‘face are the problems af human nature. The "wily -
- ' . . ’ .

o < . P .
\" s % . ..

savage“ exists .in each person as does'the_"conquering mind," and neither

\bng can be denied as a component of the.human psyche and yet neither is

the saiVation of man. In any examination of the confLicting eléements in

‘nothing or answers that lead to more questions.

human nature or‘the conflict between nature'and _technol ’ Slmpson would

say that cr1t1ca1 awareneSS of the lssues is of prlmary «mportance

ﬁfOllOWEd, perhaps, by themcourage needed to ‘face solutions that resolve

3

s
>
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LCHAPTER V
MORDECAI RICHLER

\

-

If pastoralism is associated strictly.with life in”the -
: country. Mordecai Richler is one of the least paeforql of
Canadian writers. He is not interested in writing about -

nature.',In his novels'there‘are few references_to nature,
. N \\\

and nowhere is therebevidence that pastoraliSmi in the sense
of a return to nature, is the 9051tive force for him th?t it
is for other writers. His concern seems to lie with moral °

decisions made by people as they live in a complex urban

environment and with the ways that technology—-especially the L

movies--modifies.their consciousness.. Thus, 1f ‘the term
pastorelism is used at all to describe his work, it would
/"\\‘ " .0
. have to be in the area of néitalgia for childhood--and of
Y

nostalgia for the things (ou ed technologies in a past .

9

enVironment) that existed during that period i

Under the impact\of new technology‘Richlﬁi»dbnver
older, urban environment into pastoral art{ The

picture has notpbeen a new technology a long time

o 1

hence, the feeling we have that his picture of city life is

' pastoral, EgssG Used in this way the term pastoral" is.

m & .
appropriate when describing some of Richler s writing.

1

191
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5.1 Uordecai Richler uses hnology (and occasionqll_w.tm)' to -
_say something important about his charact¥mg and ‘their society. . The .
technology thdt he is most interested in i% the motion picture, wbich

is undoubtedly one of the most powearful ;'chnologies in the modification
of conscious oss. Movies, espaciaily Hollywood movies, have been. -

' influential in Richler'’s life as they are in the lives of _his characters.

»

‘

His preoccupation with them gives ‘his work a paatoral quality sinceé they
‘are no longer‘a new - technology &

Because of his own lack of knowledge of and lack of intarest in :
natume, Mordecai‘nfthler is a good example of his*statement that “most
Jews are remarkably deficient in a knowledge of nature.‘li For this
rea@on, the existence of a pastéral retreat plays a very small part in
his no§g\a. In all his novels, however,‘Richler uses technology to say

something important about the characters and society he. chooses tov )
examine and criticize. g&mewhat in the manner of Atwood, Richler uses
*technology to identify the values of his characters, and, like Simpson,
Richler uses his knowledge of urban. technology to satirize. that urban
‘world In the process he pokes fun at such romantic primitivrst notions
as the noble savage. As a satiric and comic writer, he does not,accept

”~ . [

things as they are; he says that he/yrites "out of a kind of disgust

with things as "they are" and tried/to be "an honest wmtness tb [his]

times- ?, The urban may be the whole world for him, but w1th1n those

e

'_ limits he feels free to examine and critic1ze what he sees.

A}

Richler s last three novels are: most 1nteresting for a study of
his use of images of technology and’ nature, but hisg earlier works deserve

some attention. In-Son of a Smaller Hero, for instance, there are four

people directly affected by\technology, and all the others are indirectly

affected. Noah's father seeks‘52cape from his wife and from family .
¥

N «

responsibilities by going to the movies every Sunday. Ida, Melech

Adler s only’ unmarried daughter, is: also a. movie fan, and 1t is clear

E
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‘that  she is unnarriad |

TN

cause no real man meets with her expectations..
of a huzbdndp-e;pe tions that have had thei “source in movies. There
is also Mirian '8 father vho was injurad unloading a ship and had to B

become a night watchman as a reeult.. There are two thinga she remembers
about him: 'He fixed up an adorable li;tle garden in the corner of the
junk yard just beside his ahack' where she could play. and, as if to
reintorce hisg’ association uith nature. he is kil}ed by a truck. ‘Miriam.
remembers his death and recounts her nemory to Nolh Adler, her lover.

. "he ran towards that truck waving his fiste in the air as though to X

break it. The yell that came from his lips . e 1 honestly thipk that
he.meant to smash that truck" (p. lO3).nWhen Mirigm 1eaves her husband,

she goeg/yith Noah to a pastoral retreat ‘in the Laurentian ;,

- have "a month together that was full of loving and & :and idleness”

(p 120). However, Noah is called back ‘to real life when his father, a

. .derrick operator in Melech'srszrap yard, dies in a(éire. A crane is '

used: to dig the’body out of the rubble, and at the funeral "the silver:4

' motor-cycles swung around in front of the hearse andlspun in circles like
beWildered, injured birds (p 147) This image of motorc;cles as birds

7 completes th pattern the natural world is a place of temporary escape -

and is weak il comparison with the technological urban world which seems

one, one of power even to the. point of destruction.

Choice of Enemies Norman Priceh a Canadian in London, finds

himself working with American emigres, most ©of whom are in films. in one

way or another as are the men in St. Urbain's Horseman. Although a

- T

Canadian, Norman is one of ~the many writers blacklisted and living in

exile“ in London after the McCarthy era. In this group of people

. "doing well" is judged by the possession of cars and appliances. Norman
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has nO%refrigerator,lTv or’deep-freeze in his flat; it seems cozy to

h%m, but he decideslit would seem seedy to affluent North Americins(P-,4)-

v . . . » ) o .
‘ Charlie,‘an old friend of Norman's, seés himself as “m-& 1utiful person

-

: hashed to bite by the soul-destroying machine -';{T‘:V :;1;-talism.ff'
)hutnfot,him the car is a simboi of‘success isih " L L |
.are necessities (p. 141) Norman's young brother, N | is stationéd
with the American army ‘in Germany where *big AmerfEan cars [are] a
.casual proof of the conqueror's affluence” (p. 12) Against this
stmplistic view of success is presented an eqlally simplistie, and
perhaés someyhat‘lhﬁertine, pastoral'yision., At a party Nicky "suddenly
wished that this stuffy room could be transformediinto a wood and that
all the girls, full of Sun and pain and 1aughter, could go danc1ng
“roundfthe trébs" (p. 24). And at the end when Ernst escapes to Montreal,
'his dream of sueceSsyincludes 4 cottage in‘the Laurentians (p. 206).

. 4
In part The Incomparable Atuk is a satire about the ‘noble savage.

Atuk could be considered a saya%ﬁ ‘innocent abroad in Tbronto, but Richler
- has given. him an extravagant interesy’ln money, success, and sex in order ;‘;
to undermine our-romantic concept ot~the,nob1e savage . Once the whlte
people in the south;discover carved Eskimo art;facts, Atuk becomes an ' -
entrepreneur. He'transports his relativeS»from the north and keeps'them
‘prlsoner in a basement in Toronto where they make the desired artifacts.
,However, because they can't produce enough by hand, they become the
Voperators of molds and machineryﬂw1th which they can turn out many mdre
.Shjects. :Ignak, the malcontent, resents Atuk for wanting them to sculpt
and palnt "badly" and thinks that prettler thlngs w111 be more appreCLated.

' He doesn't know that connoisseurs of Eskimo art want the primitive tech-

nique to show (even if the object 1s»mach1ne produced). To get Ignak

~
BN ' > ~
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out of the way, Atuk villainéusly\arranqes for aim to get kill7£ crd!sing

the street against the 1ight. More amusingly, Atuk uses the TV as reward

for his workers' hard work, and in one of the funniest incidents in the

I & *

book he combines mbd and primitive technology anQ‘pretends thaf the
Jl

TV set is a magic box that he controls by going -into a trance (p. 82

In this way he manages dedéf%e his relatives for a long tine as to

, his supposedly supernatural powers.

. v
) The real’ and perhaps insidious power of the film and TV media &

the modification of consciousness is amusingly indicated when Atuk's
fathef‘insists~on betxg CGEEEGﬁéig One after he has been in‘;TNational
Film Board documentary on the Eskimo (p. 95). He talks like a film
.Eskimo as well. 1It's as though his identity'had been supplied by a.film.
Andther effect. of TV is that the,"Tbronto wits," who are much in demand
on TV talk programs, will not be witty at prlvate dinners because they ,'
receive no payment. Gore's solutlon‘lsito televize his special ennual
dinner and pay each "performer." A iast and deadly result is the'TV"
audience‘s desire for more and more startling;entertainment and che v
industry's related.ccncern with "ratinge-" At the end oflfhe novel Atuk

is sacrificed as a martyr for the Canadian nationalist cause and for BN

-
o

the Canaaian‘audience'sllove of sensetion.i>He is guillotined on a TV
v-quézvprogram called "Stick Your Neck Out" Qﬁén ne doesn't.know the enswerv
to the last ;uesticn asked him. |
Richler acknOW1edges that Hollywood movies had a great imbact on
‘bis conscionsness and that of his generation of nrben Canadians. Films'
have‘even affecced new techn;que§ in noyel-writing,.he claims; but in his -

own novels, film provides. the subject'matter”and‘milieu more than it does

o . s . = . . ) . .‘ N
the technique. Because movies are important to Richler, they are
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becoming increaaingly important in his novels. 1In Theggpprenticeship

of Duddy Kravitz, Duddy, with the help of Pete{/John Friar, makes

movies of barx mitzvahs and weddings in order to raise money to buy 1and.

‘The "documentary” that Friar concocta of the Bernie Farber bar mitzvah
is ancomic highlight of the novel (and of the movie based on Richler's

noveli.‘ To increase his income Duddy also goes into the distribution
‘ ' <

of films to chari ‘ingtitutionsand,summer resorts., And, of course,

"in his adolescefice movies are an imggrtant part off his life: one of

‘his dreams, ih fact, consists o i playing the Bo t role in The *

Maltese Falcon. Movies play an even more important part in Richler s

4

© last two novels, Cocksure and St. Urbain '8 Horseman Here he goes even

further than Simpson, who showed.uxAr righthow TV and movies affect
.our perception of reality, in his examination and criticism of the \
'influence on perception of‘the‘film medium. ,Howeyer, because the motionj}
picture is not really a new technology, Richler's concern with mewies
seems to be rather an old-fashioned .concern. - Somewhat in the manner of'
Wayland Drew, Richler puts the technological horizon in the past rather
than seeing it as the line betWeen ,an older enVironmezt and the hew

technology The advent of new technologies such as TV has made the

motion picture seem outmoded even though movies continue to be made.

4.
vt
b

fNevertheless,'without recognizing the part that an older technology can ¥
play in the pastoral pattern, Richler makes many astute observations on
theypower that the motion picture has ovér our consciousness..

I.For instance, movies control ;the images Protestant America"
worships.6 The power of movie-makers is té%mendous; the Star Maker in
Cocksure says that movies were made.?to prop up the myths,of‘the American

'heartlandf and that if it were to their advantage the makers could change
. * ” : . A
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or destroy thene myths (p. 138). The éon-cioncncul of individuals and

the identity of a whole natiog A!;ond to a large extent on this tech-
A\

nolqu COé‘! is a satire ahQut ynnonq-q‘-ther things) the cult of

youth, organ ﬁransplants, and the mégie ,business. The connection

" between these apparently disparate aubjects is managed cleverly by
chhler. Because of Hollywood s influenco. youth and good looks have

the glamour and desirability that middle-age, old—age, and uqlinesp at
any age don't have. The Star Maker, the !ocal point of Richler 8 satire,
makes movie stars that will appeal to the American audience and influence
“ their values and lives; and as part of this’kattern he (with'the'pelp'of

" varjous medical technologists) has himself constantly remade so that he

LIS

_ is ageless and undying (although most likely not good-looking\too).
Following him wherever he goes are a portable operating theatre with

Iz

numerous doctors and nurses in attendance, a refrigeration truck in which

-

'. spare parts are kept,\aﬂkidneyibleansinq unit, ‘a mechanical heart, extra
blood and_plasma, and, most groteséqely of all, an entourage of spare-
parts men (and later,\brobably; women too) wbo;contribute parts of their.
.bodies to keep the Star Maker renesbdr It  Seems that even. those closest
to him are not exempt from making enforced contrlbutions. For instance,.
Dino Tomasso, the Star Maker's heir apparent, has a leg and two‘§ingers
mlsslng, and in the course of the novel he has to give up one eye, and

- there are plans to take hls other eye as well. One of the spare-parts

-

men hes no arms; = obviously the Star Maker must have needed them at ne

time.{ The Star Maker s legs are of different 31zes and hls hands are

of different sizes and ages. Apparently‘he has more than ‘one penis-—

-
V)

in case one doesnft work! The voice-~box may be -a part of the body that

2

is not transplantable because imer notices that the Star Maker ]
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voice doun't lound htian: "The Star Mpker spoke in wheezing, metallic
tonn, tho voi::c co.inq through a tube rumored to be plntimn" (p. 72) .

" When llorti.mr finally gets to meet the Star Maker he sees that

a lood taped to an artery in hi- arm ran to renal dialyzer,

vherein the Star Maker's blood flowed ovenyane side of a
semipermeable n::rano of Cuprophane, and was cleansed of

undesirable moletules and toxic materials before it ran

into tho body through anothot vein. (p. 134)
The Star Haker is interested in Mortimer because of his "absolutely
marvy lymphatic _system” which might bo of use some day (p. 133). ang
Polly Morgan is needed because she has the sano rare blood type as the
Star Haker, that coincidence makes Polly no more than a walkinq blood

" transfusion. o L

-«

The most radical transformation of the Star Maker's body occurs
after Dino sdys in anger, "Go fuck yourself ," and the Star ;:ker gets
the idea that that is exactly what he would like. to do to produce his
‘own heir and depose Dino (p 3). When Mortimer first meets him, it is
clear that the Star Maker is on his way to becoming 4 woman; he takes
hormone injections, he is growing flﬂa;ts, ‘and his ‘voice wavers between
soprano and baritone. The second//inéjuortimer v151ts the Star Maker,‘
* he is: es;entially a woman (while &till remaining a man)--and Pregnant.
He/she_says, "I . .. ama modern medical miracle” (p. 199). Trans-
sexuals interest him: "I1f they can make cunts for men and outfit girls
with cocks well, why not everything, the whole shebang, within-one
. human body?" (p. 202) AfterACOuntless operatioms and-transplants,he/she

)

'is now able to reproduce him/hcrself. Besides God, the Star Maker ig—
"the first self-contained creatori ’(p. 202).t He/she is an example of
technology gone mad.

Perhcps it ié'becausg the Star Maker was so successful in making
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movie stars that he got the 1dncvthat ﬂ:’:nn make himself inﬁé-uhnc.vtr
he wishes. Porhap- working with movies changed his idea of what is :
- possible. Over the years uovio-nakctl qradunlly discovered. that :hxouqh
¢inematic tachﬂiqu. a star's lcslhfavourod parts could be removed on
;ciocn and pictures of perfect parts substituted. S$inging could be
dubbcd,band stunts could be done by néﬁnt-g;dnrlf Then came the time

when % body could be remade by cosmetic surgery, hair transplants, etc.

-

_However, the actors and actresses were not docile enough, so the Star

Maker hired scientists to make him a Star. After experiments the Third

o

Star had "thrée expressions . . . Walked very, very nice. Talked in

sentences as long as twelve words each. He couldn't read actual books

Ty
FOY

{ [

or scripts, making him almost human, hah? But he could understand and .

»
£

remember synopses” (p..140). This life-like dummy was,veQ¥thccessful
“with the audiences, but in the middle of his fi;&ieth pictuxa he blew
. he
up because he was worn out. The current "greatest, all-time favorite

box-office Star" is stored in.a velvet—linedf motbggoofgd, seven-foot

4

box and brought out only to star in a movie (p. 5). That's why hé\s

“aged so lxxtle*in fifteen years. But this human-like balloon has to be

>'Sh:eful not to fall; a break or puncture would be the end of him, and

. \
scientists are not interested in creating more stars. The Star Maker

complains that his group of scientists ”went comnercial” and "left us
for germ warfare or H-bomb production” (p. 142) ——

_ The "ordinary" is anathema to the’ ‘movie business, and movies have‘

made the ordinary unappgallng in real 11fe. It is a business that feeds

on the exotlc, on lives that are different. It makes ordinary liyes

seem ridiculous and worthless. Mortimer erffxn, an, editor at or

-

Press, is an ordinary man who has grown up with»movies and has an <:
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inferiority complex because \h-hm't measure up in any way to the movie
stars. When his "friend” Siggy Spicehandlexr makes a Film of ract,
Mortimer Griffin, the ordinary man, is cast as “that well-adjusted men,
that vuui;n'_ (». VSS). However, ‘even the traditionally extraordinary
and heroic are scorned.’ g_‘mum Mortimer, the winner of one of'

~
the fourteen WC's qivnm to Cmadinna in World War n. is interviewed on

o~

a ™ ptoqran antl/yn bnv-ry in blttlo is made to seem huqhablc‘ )

Ev.tythinq is either oxtnvaqantly praised or denigrated for.audience
;ntilfactipn.nnd high ™v zatinqsv ' T

5.2% MNovies provide a kind of vicarious living. In Cocksure Richler
shows how an addiction to movies can alter the perception of reality of
a fanatical movie-goer. In St. Urbain's Horseman technologies involvod
in the making of movies dominate Jake's life and the lives of people’
around him and make their lives seem artificial and u‘nconnoctod with
reality.

W

In additio;{. @ovles have ﬁ.cd our perception of reality in
vanother way. For some Wple e distinction between life Snd movies
becomes blurred; In Cocksure Polly Morgan is 30 addicted to movies that
her life has started imitating art (especially bad film art). The first'
time we see hqrash. is with Hy at the office plhyihg a gcene from some

movie\ée ers; she screams as thduqh he were atuckfnq herr"and

emerges with her clothes ripped in app}optiate places (p. 37;. Another

<
[

time, after her four&x movie of the day, she tells the taxi d 3 go
drive her to Annabel's: "Until he pulled up before the discothaque 'in
Berkeley Square, the taxi driw;er, absorbed in a reverie of his own, didn't
‘notibe-that hi's‘ fare was no longer there. His taxt was empty " (p.' 60),

- Polly hai "faded’i into the next scene of ‘.t':he "movie™ which is her life.
She seems to exist onl& when she'as{ heroine <;f a m\;ie would exist. Ali

the boring, ordinAry parts of life. are onitted, and there is a lot of

£

“yn



»?her non-exist

o

' fading out Eibm scene to scene where the viewer s imagination must fill

,fin the scenes’ _eft out. ARichler seems to be using this character and

e, between scenes to show how an addiction to movies can

'alter the perception of reality of the addict.' Or perhaps he is making

fun of movies of the type (and most of them are of this type) that float

~from one’ ﬁ?gh moment in the. hero s or heroine s life to the next ana

~.

'leave out all the rest. Everything Polly does seems to be taken out of

, X /w
a bad:romantic movie and- all her words out of a bad sc}ipt.

For instance,
when everything is gOing badly for Mortimer, he stops in for a drink at

The Eight Bells and a scene fron a Bogart mOVie ensues "Suddenly Polly

'Morgan]stood before him. "Having a rough.time?' she asked. 'Somewhat.'

'If ever you want me,"she‘said with a smile, 'just whistle '" (p. 178).

Polly's apartment is a mOVle set. There is a large poster of

Humphrey Bogart ‘on the wall. All the . rows AEd rows of bookshelves are

,"not books at a11, but photographs of books pasted to the wall " (p 179L

. There is a mpﬁk fireplace WLth flickering lights in the grate and a tape

% B
recording of the crackle‘of a real fire. Mortimer discovers that the

‘table ‘is set for;two with candles, one red rose in a vase,and a bottle

-

of champagne in'a ‘silver bucket.  On the bedside.table afe a bottle'of

wine and two glasses. The background music is Chopin s music from

A song to Remember. Polly s dialogue is a rehash of corny 1ines she “g

nremembers from mOVies she has seen. For example:

"I Wish .. .oh, I wish," she whispered.
' "What?" . .
"I wish we had met ten years ago» :
A month ago would have done nicely, he thought bitterly.
"No," she corrected herself. "Ten years ago, well, we |
were two different people, we wouldn't have--" She stopped
short. "Wrong again. I'd have loved you in any time, any
place.” . 2 , R -
"Ioved me,"” he exclaimed. .
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‘All the tenderness went out of Polly's face. She
seemed immensely irritated with herself. "Did I do that
badly?" she asked. - "was I standing in the wrong place?”
(e 180) . | - |

;0

Polly 1s>the romantic heroine, and Mortimer is expected to serve as .

both the leading man and the director. - g | m_\;'

Mortimer s main problem in playing along with Polly is that he

‘never gets anything to eat. There is the before-dlnner scene that ends

with Polly rushing ont_to'see to her coqklng and lmmedlately'ﬁades out

to thé\aftéf—dinner‘acene:
He had, ‘it seemed to him, only rested Tor a minute;-two
‘at the most, when the next thing he knew . . . they were
lying on pillows in front of the fire, she in his arms, a
" tray with caoffee and brandy on the floor beside thenm. ‘
(p. 181)

TV

Everything in the rodm appears as though they have eaten a good meal--

the candle i;.bnrned down, the champagne bottlg/&s empty, the roast heef
1s almost all gone——hut Mortimer is very hungry -and he s surg that\he
hasn t eatéﬂ'a blte. What has hapgened is that ‘he has become a part of
Poily s mov1e—11ke exlstence, and that exlstence doesn't 1nclude such
mundane thlngs.affqooklng’and eating. Love-maklng is the same; Mortimer
experiences only the before and after scenes and not the act itself. |
He is, of course, bewilderea. As he leaves Polly's apartment, he peaks |
into the kitchen and finds that there are no dlrty pots or dlshes there:
"all he found in the kitchen-was stacks and atacks of fi}m scripts,.
. shooting scripts complete with_camera'directions " (p. 183). Polly had
nat cooked'dinner at-a;};,f 4

Mortimer's next "scene" withbéoi}yvis her announcement that she;

is pregnant. He knows that this is impossible and finally sits_down and

. reads the screenplays by thch Polly plays‘her life. So when nextgg}

° .
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eveningfshe goes for an

Too bad 1t's not autumn with the leaves f ling to

touching,
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abortion. Mortimer is prepared and plays along.

i

nake the scene more

Mortimer thlnks. He leaves her go;ng into the doctor' s house

And then walks. back to the flat "allowzng her . time

s

'/ mentally for the next scene,

7

(p. 196).

- nature scene that movies_love.
a cut away
knows, however, that "the affair,

on the w1de screen of hex 1maglnatlon

,d ey go for a picnic in. Richmond

-

.

to change and adjust

the obfligatory dissolve to the bedroom

Par r the,sex-and—

Just as passion overyh them there is
"to the stags locking horns in the dlstance (p. 197). Mortimer
such as it was, had only been consummated

" maklng it poss;ble for Polly to

remain a virgin and Mortimer to be the world's greatest lover, although

impotent.

ja

to a hasty sandwich secre
she was bound to <ut from po

(p. 197). L1v1ng w1th Polly lS‘

A

mixed pleasure.A 1f, for 1nstance, she looked up a

complicated meal in Laroussé, he had-to reconcile hlmself

tly consumed in the toilet, for .
ndering the sauce to serving

coffee and brandy, just ‘as she dissolved from his cupping
breast to the gratifying pillow talk that followed the
most satisfylng jovemaking. (p. 196)

~a

Mortlmer is worrled in advance. He sees. that moviés are getting more

and more exp11c1t about sex,
lovemaklng on the screen,
movies everything

and eating

'film—makers, Mortlmer might still go hungry!

At the end of the novel when. Mortlmer knows

Star Maker will have him killed, olly s mov1e clic

-tall,"” "staying and fighting," and "spending your 1
: &

no help to hlm at. all ‘In the last "scene" Mortime

Maker's he

<

nchmen are waiting on the street and urge

wre still not considered to ‘be activities of interest to

and when they can show all the details of
Polly will know he's a failure. Now, in

to do withrlovemaklng is often shown, but 51nce cooklng

«

for sure that the
hés about "walking
ife on the run" are

r sees that the Star

s Polly to slip out



the back way, run, and ca}i the police from the'phone hooth} This is

a mistake. He should have ggne hiﬁself , Althouqh he emphasizes that
[ 3 g ‘

"this{is.no movie. This is real. Polly s " —mlndedness_vensures-

~ tragedy for Mortlmer-‘

Polly ran, She ran 'and ran. first telephone
booth she came to was' empty, which wouldn't have done at
-all. She continued, breathless, to the next booth where,
) fortunately, a long~haired teenager was chattering
_—" . endlessly, unaware that a man's life was at stake. . . .
" lrinally} Polly deposited hex 51#pence and dlaled nine nine
nine. . . .

"Is there anyone there?" the officer asked.

Gratefully, gpliy hung up, hung up without spéaklng,
and on the wide screen that was her mind's eye, " 51reqs ' .
sounded, police cars heaving "into Bedufort Street in the
nick of time. Crowds formed. They embraced. Somewhere in
the night a bird was Singing. Tomorrow the sun would come
up. (pp. 215-16) ‘ ’ B '

s

That 'S how it is in movies, but in real life we assume that Mortlmer 1s

killed because Polly didn't say anythlng to the pollce officer on the

-~
phone. ‘What Polly s reaction would be when she returns to her apartment,

-

-finds no police with their cars and no crowds, finds Mortimer either dead
or gone, is impossible to predicq. Such events are not scripted into

her life, and through the invention of Polly Morgan,éichler has shown how
‘ %

‘movies can usurp life. ,

Jake Hersh, the narratotr of St. Urbain's Horseman, is a successf

2

TV and movie director in lLondon, and movies play an impbrtant part in
o : o

’ life and in that of other charaCters in tﬁe'novel; Approprlately, m7V1e

technlques (flashbacks, dissolves, trackbacis) are used in the constructlon

'of the novel. A c§n51derable portlon of the novel consists of flashbacks |
£ : _ P

of real events in J e'slpast and also of pis fantasies about the past.

Seme of~hie fantasies take the form of a movie ecript which he has

‘wtitten. Past ﬁeehnelogy in the form of newspapers and magazines give

°



o - . , , ' ' - 205
¥ ¢

additional bits of information about what is going on in the world at
the time of Jake s present crisis. Generaily, technologies involved '
in making movies dominate Jake's life even”ben he isn\t at work. For
instance, when he comes back a day early- from Montreal and catchés Harry
and Ingrid in his house, he later describes the -encounter in cinematic
terms: "As in a frozen frame, he waséto remember, they scrutinized each.
' 6ther . " 8 ) . o

In some ways Jake's life\and the lives of his friends are as

\

divorced from reality as is Polly Morgan S. G.DaVid Sheps pOints out
that "more acutely than any others they live in a world where desires

and aesthetics become commoditiES, where values,and achievements are .

merely the fast changing inventory\of a cultural supermarket of images

\

and reputati‘ons_."9 In dark moods Jaké sometimes thinks that his work

is ephemeral aﬁ? a con job on the public, bdt\\\chler s novel shows how

w

ey

important mOVies are in our. soc1ety and what a grea (positive or

negative) efféct'they'have on indiViduals. MOVle work ma

~ but its/ekfect on our conSCiousness is hardly ephemeral.
L4

who work i the moVie industry have great power. To be a movie star or\\\\

- : & i

anyone else involved in films is to be somebody important. As a writer
" in Montreal pOints out to. Jake, one of Canada s'claims to fame is that

Walter Pidgeon was born here (p- 119% A movie director is a figure of
‘ glamour and power. Harry Stein meets Ingrid in a bar and, impersonating
Jake, tells her he is.a movie director, and she is willing to Zé—;léng
with him. He,knows'that if he\admitted that he works in’an accountant's
office she wouldn't look tWice at\him.'

| Jake's 1ife has been incredibly influenced by the movies he has

\

seen. He recognizes that movies emphasize already strong national myths,



His personal memories o

‘lived through the

"

that whole c0untries are judged by their movie heroes. young Canadians

v

SRS

. could -see the likes of John Wayne, clark Gable, -and Robert

- Taylor making mincemeat of, the Panzers, while Noel Coward,
_Laurence Olivier, an others seen in a spate of British
“war films had all. lggkef too humanly Vulnerable. Like you,
they could suffer Héart failure, rectal .polyps, and ;
disrespectful chila}an (p. 107) . S ‘

—World War II are memories of movies he saw at

.

t memories from the ones those who actually.

that time-—rather differ

ave. For him "evaciee" connotes "huggable
. ' &

Margaret O'Brien, shrinking in the corner of a foreigh statlon platform

[N

that was forever England" with'Robert Youngjand Dorothy McGuire as her

parents (,r_&.-_g}l.‘)‘.-k "Oh* to be blitzed, Jake used to‘dream,-oréhaned and

. . ] . . g
adopted by M-G-M" (p. 21), But what Harry suffered as a real-life

evacuee in England was not what was ever shown in the'movies Jake saw.

:At the age of ten he was taken from London to "the outer wilds of

. - . »
Buckinghamshire © (p. 22), Harry p01nts out to Jake.

You think the war was all fun and games, don't you. ',
After the raid, cockneys crawling out of the rubble
with a wisecrack.:; Churchill traipsing through the°
- bomb damage and asking, "Are we downcast?" the -
forelock-tOubhing workers shouting back, "No!" (p. 22)

»

Jake's view of the war is as unreal as are golly Morgan s perceptions of ,

life in general. Whlle he learned “Stuka rec0gn1tion from cheWing gum °

cards" and listened to Churchill s rhetoric on radio, Harry had to sleep

in Liverpool station during the blitz (p. 23). . )

The lawyer for the prosecution at Jake's trial seems to have the

opinign that movies have a harmful effect on both the viewers and the
makers of them. He says about Harry: "after all, these are permissive

days, and euerything the prisoner has seen in the so-calledbadult cinema,
or in Soho strip clubs, tells him that he has a right to everything."

o
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(p. 445)~:Andaabbht Jake he says: |
C ) , . , o L T
he is so arrofjant a man, accustomed \to directing fantasies
junder set conditions, that this time\he attempted to carry’
over into actuality the prerequisites\ of his trade, he

wished to direct real people in x-certificate scenes, as’
46) T e . - C

it were. (2 .
;s . . 'H.’ - . . L . - L e
Although he misjudged Jake; this man is basicalfy'right, although
compfgggly unsympathetic, in his evaluation of karry. still, even in -

'hisQintransigence.éhe lawyer gives us reason to'consider'the.great
influehce movies have over us.all. However, Duddy Kravitz, in a brief .

e

appearance in this novel, gives“anthér view on this matter. He mourns’

"the fact that explicit sex of different varieties ‘in ies is fuining

sex  for him} "All this new outspokenness in tﬂe art “takiigAthe

kicks out of it for me.  Gone are the ghilty pleasured, . the dirty secret '

-

‘Joys

" (p. 459). Depenéinq.on how one views them, the movies can be blaméﬁ
for anything.' " ' ‘ R L4 _ | t .
5.3 The car, too, is an indicator of social values. The kind of car .

(or the lack of one) a characf@r has tells us a great deal about him:
there is an important difference between the owner of an Aston-Martin’ -
and~tge'owner of a Hillman Minx, and perhaps even more between a car-
owner and a pedeStrian.“There is, also, a special authority and glamour
- that belongs to the man who rides a horse (a past technology that evokes .

an older environment7and its related social values) instead of a car.

e N 0 Y R :
Angther’f&pe of technology that dominates St. Urbain's Horseman

ié'the car. Almost&everyoﬁe in the novel owns and drive§?a car, but
there is an.important‘differgﬁce between the}owner of aﬁ Astbn—Maftin'
aﬁd the owner of a Hillman Minx::and perhaps even mofe'betweén a car-
" owner and a pedestrién; Théir 9&? perception (;nd.that of 6thers too)
of theif identity will Bé different. . There is, in addition, a special

authority and glamour that belongs to the man who rides a"hor§e_instead‘

“
-

" of a car. Jake is obsessed with his cousin Joey Hersh, the horseman of
: . . v i .
St. Urbain Street and the avenger of the Jews.. Jake considers him to be
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Hutechnology, a nostalgia that can be an,important aspect of pastoralisma
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/
a hero of an old—fashioned type (even though others see him only as a

punk or crook) and always imagines him on a magnificent Pleven stallion

'l,in‘spite of the faét that.cars,planes and other vehicles e more likely

modes of modern transport whether one is an avenger or not, Perhaps by

imagining Joeyuon,horSeback Jake indulges in nostalgia for outmoded
. ' : &

"N ATt 4 -
Ce§tainly, it is h1s way of imaginatively setting Joey apart from other
people, all of whom drive cars. A man on horsegack is a, symbol of h

%

authority and superiority--“when a Jew gets on a horse he stops being a

%

Jew”—-and that is what Jake wants Joey to stand for: (p. 463) Jake

remembers the last time he saw Joey. He was drxvxng a red MG Sports ‘car
then, and since he was reported to be a singer in the United States at

. - SN
that time, the car is appropriate to the\lmage,he wanted toLsroject at

home: o o

The day Joey returned his fire-engine red MG looked so
lithe and incongruous parked right there on St. Urbain,
# among the fathers' battered Chevies and coal delivery

trucks, off—duty taxis, salesmen's Fords and grocery &

goods . vans--the MG could have been a magnificent stallion

,and Cousin Joey & knight returned from a foreign crusade.

(p.'129) - : ¢ A -
“ >

- Even here Jake is fanta5121ng a personal hero. But Joey's car, however

expen51ve and flashy, 1s not ag;quate as a symbol. only a horse will do.

Jake finds that the spiritual vacuum in his life needs filling. The

‘signs of success——w1fe, family, house, garden, car--are not enough so he

“creates" Joey, and he places Joey on a horse to answer his own npstalgia
for past technoldgy. "Jake craved. answers,ya,revelation, something out

there, a certitude."” and a man on a horse provides them (p. 302) . Joey

becomes a7kind,df "moral editor" for Jake's thoughts and actions (p. 311)

© Joey, of oourse, is a real person, but the heroic activities that Jake

b

-

&



the movies. At .the end of the novel Jake finds a\gun in Jbey' saddle
pouch and fires it: "There was a tremendous report, a kick, ﬁt to

his astonishment, no hole in the wall"” (p. 465). The gun is an actor's

By

gun ﬁhat fires only blanks. Perhaps this deviceiis‘Richler's way of
puttiﬁg Jake's fantasy in pérspective.lo Joey may belﬂgt;ore than an
" actor posing as a hero or, more likely an ordinary person made_eitra—
ordinary:gy Jake's imagination; but as anyone in theatre orvfilm'knows,
‘the pose or illusion or fiction can réveal gréat truths.  The éelluloid
image can be more real than reality.

> The car that Jéey drove, as much as the horse that Jake invents
. B J

for him, tells the reader something about him=-but much more about Jake

for whom such,gymbols are important. In general the car is an indication

not of moral superiority but of success, status, and personality. There

-

are many exaﬁpleé. Jake's Uncle.Abe, a Montreal Q.C., drives a Cadillac.
Ormsby—Fletcher, Jake's stuffy English iawyer, drives a black Humber-- a
good; expensivg car but not‘fléshy, not a "swinger's car.” Luke Scott,
howeverfidriveS'"a low-slung, vefy, very expensivé type sports-car“ l
(p.,59).‘He is a_sugcessful TV and movie script Writer, and he wants his
success té,show.. When Luke achieved hié.f%rst international success,

what impfessed him most about how people treated him in New'York was the
: /.

"black cad with a phone inside" that was put to his use gb. 203). Nancy's

'

former boyfriend, Dérek Burton, is devoted to his Austiﬂ—Healey, and car .
. -~ /.'

rallying is one of his hobbies. His car and car accessories tell the .

-
-
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readerlas much ut him as ‘his clothes do (p. 217). Sunday morning

_softball \n Himpstead Heath is a weekly@kitual for Jake and other

ﬁNofth American expatriates of his acquaintance. Once one of the men "had

flown in from Rome, just for the sake of a restorative n

o . o S '
(p. 239) ~ Planes make such extravagances possiblET“énd almost -;

“drive to tge park. .
At a swinger'sparty Jake sees that S,

of cars surrounded Farber's flat, spilling out af the
o the road and beyond. There was a Rolls-Royce~~,
psychedelic colors, more jthan one Ferrari, Aston
le-parked and too man E-types to count. Jake's
Hillman Minx, a shame. for the neighbors, had to be_abandoned
more than a block's dlstance away. (p. 381)

. K
(2
-
o]
n
o}

The iyportance of the type of car Jake drives as compared to the other V -

much larger, much more expensive cars of his frlends, nelghbours, and

7

acqualntances cann g\;;/beﬂmderestimate'd The car he has chosen to buy an
on

* drive is ﬁlmost h %y/outward ;ndlcatlon of his 1ntegr1ty, his food,

N N »

clothes, home, w1fe, ch11dren, and general way of llfe are very llttle

different from that dﬁptheSe "swingers,"” but his Car‘lS not acceptably

oo

o \

The<§It;m§g&§fif\ihows"that Jake is not at ease with his
N\ ’ ' -
W

easily »cquired wealth and that his wealth and resulting way of 1life have 7

luxurious

not Put his conscience to sleep. In addition, Jgke doesn't seem
a /car to "prove his manhooé" or to prove his ‘worth (p. 153).
, One of the things that puts Harry Stein apart from other% is that

//// he has no car. Perhaps his problems can be summed up in the wor#

"pedestrian."” He lives in "swinginé" on, but his life is anything

but swinging. Because he works in accguntant's office "fiddling"

other people's (the clients are usually i
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expense bills for lncome tax purposes, he knows how well some people
live. However, Harry doasn't h3ve access to the luxuries such eople’
take for granted. He has no car and can't afford one, he us lly can't \
even afforgd taxi~fare. On first meeting Harry,“Jake immediately
recognized in him the deprived man seething at the end of the bus queue
in the driving rain. As he hurtled past in a taxi" (p. 63). To Hirry,
who will never own one, a Bentley is t:e ultimate ‘mark of succes . But
being a pedesxrlan, he is out to get revenge on. luxury-car owners./ The
owner-driver of ; car’ has prestige, power, and money; and the car is a
sign of his posltlon in soc1ety. Harry has nothing and he is bitter.
One evenlng he notlces a Silver Cloud Rolls ﬂoyce parked on the street°
“Driftlng past, osten51bly w1thout purpose, Harry opened the knite in. .
~his mac pocket and ran it the length of the Rolls, walking on some
distance before wheeling around to slash the body palnt on the other'
side" (p- 69). Harry remembers a boat show he attended when he was
thirty and reallzed then that he could never afford a boat even 1f he
saved for ten years:'' "I was.never going to bloody havevix;‘bAnyrof lt-
“No yacht. No MG. . No weeks at Monte".(p 365) He's’neverfgoingfto
achieve these marks of success, and he knows that it's not because he
lacks 1ntelllgence.‘ His revenge that time was to Pphone a bomb threat
to the place where the boat show was held and gloat in satlsfactlon when
he saw the people pour out, of the building.

- ‘Harry is also bitter about his lack of a "SWlnging“ sex life.
Here he takes his bad feelings out'on.movie stars, the current goddesses,
by addressingi??ecene phone calls to them. He'has been’doing this for a
-long time. At the age of twenty-five he developed a passionnfor a starlet

and tormented her with obscene phone calls "culminating'in a call that
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’#stated if/he couldn t enjoy her body, nobody eliae would“ (p 371). He
g&rried;

an idéa he got from a Hitchcock movie. Fottunate y, the woman wasn't

out the threat by tamperinq with the brakes of her sports'car--‘

hutt, but Harry was qaught and jailed. Anofher £ ois curioht\hobbies
‘ o - ' -

is photographing nude or semi-nude women. It may be that the "nude [isT

.,

his. only possible medium for the proper understanding of the play of

light on irregular morphic masses," but it is doubtful that.this is the
reason wﬁy Harry has chosen this particular hobby (p, 291). Because

, ' I | |

most of the men at the studio-don't even put film in their cameras,

the true nature of the "hobby" (that is, ogling naked women) is made
_clear. Poor Harry gets his pleasure vicariously-- either through the
~ lens of his camera or tﬁroughﬁthe medium of a magazine photograph.

Whereas Jake has a real live "doll," Harry's woman is only a photograph.
5.4 The way a character relates to nature-is an important aspect of
" his personality. Jake enjoys the countryside, but on the whole his
attitude toward nature is ambivalent. Duddy in The Apprenticeship of
-Duddy Kravitz, however, is not ambivalent, for him nature exists only to
be wxploited for his own material galn.» The natural landscape has no
positive spiritual force in his life. ‘If he is a "pastoral” character»
" at all, it is because he is outside society, 1ndependent of its rules,
and thus a kind of social critic.

A character's relation to some technology or other tells ‘a lot

about him: so does his atgitude toward nature. Perhaps nature doesn't

change his consciousness, but the way "an urban rat" relates to it, on

the few occasions that he does, is important. To Harry the country is

an alien place, a place of evacuation during the war. Jake, however,

; 1
» '

remembers with fondness the summérs of his youth spent away from Montreal
--pastoral summers even though the activities in Shawbridge were only a

| little "outdoorsy" (p. 190). And when he visits Germany, although he

‘remembers the horrors of ‘the Nazi years, he is appreciative of the

s
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landscape: .
R.C.A.F. 4 Wing, at Baden-Soellingen, lay in the green
and restful Schwarzwald, ringed by mountains that were
rich in cool pine trees and crumbling castles, and only
fifteen minutes' drive from the elegant spa of Baden-
Baden. Spring, Jake had to allow, suited the province
splendidly. In the foothills and valleys, the apple and
pear and plum trees blossomed. (p. ‘266)

The car enables those& who cag afford it to go out and enjoy the beauties
of the countryside. erefore, acc?ss to the cghntAY is a priv%}aq; to
be bought. Jake often drives into the countryséﬁairy. of cours;, never
does. Because he owns a car, Jake is able to drive his family‘iﬁto the
country where they are descrihea‘as';cavorting in a ﬁeadow, savoring n

"the sun" (p. 304). And agdin because of the car, the'fami1YACAn spend

their ;ummer in Cornwall with Jake playing the part of weekend commuter.

On -the wholg, however, Jake's attitude to nature seems ambivalent.
‘ - a

‘ ]
Although he himself l1ives -in "a detached nine-room dwelling, with a
walled garden,\in the mo%t enviable part of,Hampstead,* he doesn't seem
totally comfortable in such an environment and seems to label that type

of environment as "English" or "WASP" (p..428). For ihstance, he imagines
’ ¢ < N ) ~ ' i
that the ideal English*lawyer\(ideal to gﬁide his defence against sex

chargesT/EOmes "from a detached in an unspoiled vil#aée'in surrey . . -

*

where on weekean he tended to the rose bushes and fought off encroaching

i

crabgrass" (p;%178). Ormsby-Fletcher with his floribunda roses, immense

vpiﬁk hydrangeas,'luscious dahlias, and climbing red roses on his house

' satisfies Jake's image (p. 1e;ji | ]
To Jake his own,ﬁéﬁsg and garden seem a‘{ittié alien. When

Naricy went house-hunting, she found the."perfect" place J Compared to the

. tenement dwéllings Jake is used to,‘thiS‘Hampstead/property seemb stranée_

and unappealing: "in the rear . . . there was this seemingly endless

8 ' B
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unfilled green space. . Thick with overgrown and prickly b&,npl. A
. stagnant pond buzging with mosquitoes” (p. 282). But Nancy comes Lypm

WASP Ontario and is familiar with creeks, sky, 1}..1, treea, and flowsras;
! £ )
and she sees poss ities in this property. Jake sums up her choice

1

of the Hampstead se:

Inmediately, Nancy's goysy Ontario childhood came to the
fore, aglow with the memory of granny churning her own ice
cream . . . old grandad pricking out beds in the greenhouse.
. - « Toronto-liberated mother enthralled to be shovelling
pig shit again . . . it's the Ford V-8, Dad come out for
the weckend, escaping the incomprehensible city. (p. 282)

- Jake sees ap redeeming features in the pastoral life, but qradunlly his "

-~ 4

wite ,
inmisiated him to the splendors of their cabala, confounding:
him with taIX~ef herbaceous and mixed borders, biennials

nd autumn stalwarts.

Appa}led, confused, Jake gruffly reminded her that this
wag alien to him, he had been raised on urban backyards,
wheyein you dumped punctured tires and watermelon husks and
cragked sinks and rotting mattresses. (p. 283)

The garden i;\liien territory to Jake, but he is determined to impose

order on the mess and, in the attempt, overdoes it. He burns leaves

<

£hat could be used for compost, uproots bushes and peony tubers because

-

he doesn't know what they are. When Nancy points out whot_he has Hohe,{
"he retreated to the living room'éo sulk and study his newly‘acquired /
gardéning manuals. The Orangeman's Talmud" (p. 283). In Ris chagr:i.n,'J
he is suggestingathat Jews afe interested in higher épiritual matters
and that whSPo,tbéing deficient in spirit;;%ity, put g;rdenin; in that

: top‘categor§.~’But "it was no use.‘ He lacked tho touch," and a gardener’”
is hired to help Nancy with the garden (p. 283). This man “immediately
snlffed out an’ urban rat lthake, somebody who didn't kno; leaf curl from

‘mildew" and confers with and takes dlrectlon only from Nancy. (p. 284).

Jake is made to feel like an intruder as, "standing by the window,

> *
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. outraged, [hel,watched them stroll together-through his gardeﬂ,@two
bores out of ,a Thomas ﬁardy novel, dellghting in rustic trxvia“'(p. 284) -

But, under supervision, Jake is,allowed to weed the garden. “For him,

.though,'the garden seems to be littiéﬁna{z than a status symbbl. Perhaps
| .
such an attltude toward nature is an inevIitable part of belng ban
' ‘ . ° ” y «fﬁjf
rat"-f neither.wilderness nor garden;movidesa su;table habitat~for such
| W Ll o7 Lo o
a creature. ' s ‘

T Although The Apprentlceshgp of DuddyﬁKrav1tz was wrltten about’

fifteen years before 'St. Urbain's Horseman, it is lnterestlng and

instructive to think about Duddy's relationShip with the land after we\

have seen ‘Jake Hersh's bumbling efforts in his Hampstead garden. Jake

;‘ at least recognlzes his llmltations, his. lack of "touch" puddy, however,
' 'is’ not interested,in land as a place to grow things. Duddy, like Jake,
A . . ‘ .
"is more comfortable in the world of urban technologies; he, too, is an

urban rat.' Richler generalized in A Choice of Enemies that "most Jews

are remarkably deficient in a knowledge of nature,” and Jake ‘and ‘Duddy
- certai§1y=qualify to be included in the generalization. However, in

The AEgrenticeshiQ of Duddy Kravitz Milty Halpirin's mother has a

L

beautiful'garden and _is considered an,amateur horticulturist, but  this,
garden exists in the novel only as a setting for one of Duddy's

11
adolescent pranks._' Mﬁch more 1mportant is Slmcha Kravitz's love of

gardenlng. Thls old man, Duddy s grandfather, is a shoemaker with a shop

. i . O
. . on St. Domlnlque Street w1th living uarters above. Much llke Wllly

v

Loman in Death of a Salesman, to his snall garden:

'h GE outside in the grltty hostlle soil’'of Ef; back yard, Simcha
‘ 'planted corn and radlshes, peas, carrots, cucumbers. Each
. year the corn came up scrawnler and the cucumbers ‘yellowed
ﬁ - before they ripened, but Simcha’ per51sted with hlS plantlng.
' (p. 45)
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-

However, his 1ove-of gardening, of seelng something grow, is not

«

evident in either fpof his'two sons; Benjy becomes the owner of a dress

- factory and°Max dri taxi. Simcha's highest mark of affectionils

to present someone w1th vegetables he has grown himself; and since
Benjy has no children, Slmcha turns to Max s seven year—oid son,jnuddy,
to teach him the art of gardening. 'wHe took Duddy into the back yard
one Sunday morning to teach hlm how to plant and fertilize and pull out
the klllgng weeds " (p. 47). Because of hls 1ove of the land, Simcha

considers himself and his sons to be fallures and tells Duddy, A man

.

without land is - nobody " (p. 4@). It is this statement that lnsplres in

pDuddy the dream to own land in the Laurentians--a holiday resort for L
himself and a farm for his grandfather . i . “ o

: ) e
@gainst this dream 1s set the /reality of the city. One g\ummer

puddy works in his uncle's dress factorylln order to save money to buy
land. The operators of the sewingvmachines, mostly ?rgnch-Canadian
women, are.rather pathetic creatures:

. The girls punched in each morning at five to nine anfl by
nine a.m. they had all -assumed their places by the machines:
a tense crouch. At one mintite past nine there was’ & bell,
a whirr, the machines began’iand the girls, taking a deep
4 breath, bent their heads ‘lowpr over their work. (p- 57)

¥

'hFortunately for him, his job doesn't lastflong, and the summer after he
finishes hlgh-school Duddy works at a resfprt hotel in the'Laurentians

and finds the land of his.dreams. "For Du had never forgotten what

r

his grandfather had sald. 'A man w1thout landols nobody. Duddy wanted

toybe a somebody " (p. 62L simcha considers himself a fallure, and in

&

Duddy's. eyes trylng to grow a garden ln 1nhosp1tab1e 5011 becomes his -
1mage of failure. ; (Duddy hlmself is: descrlbed as a weed early in e

unovel.) 12 . The "small hopeless vegetable patches" in - Ste ‘Ag the's

o P .
B

"
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French—Canadlan sectiqn remind Duddy of his grandfather s garden, o{i

his grandfather s poor, harsh life and lack of success (p 92). Duddy
is determined‘to be a winner.

In his mind success is at hand even when Duddy first sees "his"

-

lake: K

Before him spread a Still blue lake and on the other side
. a forest of pine trees.  There was not one house on the
"lake. Some COWS grazed on the meadow near the ‘shore and
" over the next hill there was a cornfield and a silo. There
were no other signs of life or ownership or construction.e
(p. 98)

Duday'wants to own‘all the land around this beautiful,vunspoiled Take
in order to be a_successvand "pot a loser.";.He doesn't w;nt it because
'of‘love‘of land oruwilderhessf ‘For him it is a poSSession’or certain
commerciai‘vélue; Leaving the 1and_és it is gnc 10Ving.it as it is
(whether ‘owning it or. not) is not even- a p0551b111ty that enters Duddy's
mlndﬁ He~swears_Yvette to secrecy and 1mmed1ately starts to purchase
parcels,of the, land?' He fears that "the wrong person” will see the lake
and'buy it; butﬂ of course, it is already evideht that Duddy,himself is
the wrong cerson (p. 1°ll, :

Duédy.becomes obsessed with acéuirihg the land. ~ "He read ’
encioﬁsly about the real estate boom in Toronto and  of men whofhad boug$t

-

\ .
land as farms and sold it at twenty to thirty cents a square foot two

ﬁonths later" (p. 112). He has almost no feeling at all for the land or
eveo for scenery; Qhen;he goes-tO'the Calder4house in Westmount‘his
feactionpto theﬂlocation is "what a site for a restaurant" (p, 170).

.It is apparent that hls concern is Wlth the money he can make from owning
a plece of valuable property. His recurrent nlghtmare consists of

"bulldozers, ‘somebody . else S surveyors, carpenters -and plumbers roar[lng]

N
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and hamﬁer[ing]‘and‘shout[inq] over'the'land round Lac St Pierre"
(p. 127). And after'virgil's accident on the highway an added element

in his nightmare is thatl"he saw himself horribly mutilated in a road

accideﬁf" (p. 255). It never occurs to Duddy that greed is mutilating

his relatiohship with people and nature. He viéits the lake often in

-

order to see that "the wrong person" has not discovered this paradise.

‘Once inrﬁigger : LT
Duddy got into the car and drove as near as, he could to’

. Lac St Pierre. He had to walk the last three-quarters -
of a mile through deep snow. . . : it gave him quite a
1lift to see his land in winter. . . . Duddy saw where he
would put up the hotel and decided that he would not have
to clear the wood all in one shot. It's lovely, he
thought, and lots of those pine trees I can peddle at
Christmas-time. (p. 212) :

Even ﬁere when the winter scene‘givés puddy “quite a 1ift,"” the best he
can do to describe ‘it }s to use the word "lovgly." And_aéain money is
of prime cohcezd} Nature,‘hQngei, almos£~ﬁas iﬁg révenge on him for
hié sacrilege. It starts snowing and Duddy¢§gt; lést'in the dark. "He
began %o think what in the hell am I.doing lbst in a blizzard, a Jewish
boy?" (p. 212). However, Dudd& wins aéainst nature and against man (his
_ most evifent opponént is Dingleman{ ?nd.ggtsvall the land.

u~ | Duddy's fafher has little sympathy with him} and when he sees
the LaCLSt Pierre property, he tells Duddy_tﬁat thelpastoral life is ﬁot

for him: - ‘
You're beginning to sound like a real dumb farmer . . .
What's so special about trees? . .- . I know all about
the country. Arks and mosquitoes and skunks and--if
. ». you've got the appetite--bull-pies all over. You can
.~ ¢. have it, buster. (p. 307) :
To Max this is wilderness, and he wants no part of it. However, Duddy's -

resort might end up looking like one of those Richler visited in the
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sCatskills where eVerythrng is under glass. Perhaps that would Please

Max more. with Duddy 1n charge the wilderness has no chance; he plans

to build a whole town beslde the 1ake—-a camp for’ children, a hotel,
cottages, stores, Synagogue, a shul, and a movie theatre. Duddy has
acquirednthe land by dishonest means ‘and tries to justify his misdeeds

to Yvette in a way that sounds familiar: "you are looking at the man
- b N . y

‘who is going to puild a town where only bugs and bullshit was before.

I'm going.to greate’jooslr Jeez, I'm a public benefactor" (p. 314).

If destructionlof farmland and wilderness is considered improvement,

~ Duddy is a“public‘benefadtor; if not, he can be seen as a public menace. .

After‘learning‘about the means Duddy used to get the land,
. ! B v

Simcha refusesmto accept the farm that Duddy offers him “(p. 312).

o

‘ . - o 1
Because of nuddy's dishonesty, Simcha is right in making this gesture. 3

However, there is no indication in the novel that we should judge sSimcha
hlmself as being partly to blame for what Duddy has become. Richler-

seems to offer the o1d man as an unquestxoned moral authority, but:
P

surely when Simcha proposed to the seven year—dld U@ :that "a man

without‘land is nobody ."” the novelist: should have i?dicated the moral

vacuity of such a statement taken as it stands. m?Q with land can be
TN
a nobbdy, too: it depends on the man, not\on what K/lpwns. Simchals
\._.__.. /‘
1ove for hlS small garden shows that land in hls\ﬁd s would prob y be
treated with regpect. His emphasis on the ownershlp of land, however,

rather thaﬂ on its use, provides Duddy'with»negative guidance in life.
. s i . N

s

It is ironic that Duddy.receives the worst advice from the person who

EY

cares for him most.
Although it is difficult to be ‘completely sympathetic to Duddy

because. of the gravity of his misdeeds, it is also impossible to coendemn
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himvutteriy. He is like the "criminal hero" who is sometimes found in

pastoral llterature and whose actlons serve as a. criticism of his soc1ety.

/

Writing about "proletarian llterature," William Empson says.

The realistie sort of pastoral . . . also gives a natural
expression) for a sense of social injugtice. So far as

the person \described is outside socie because too poor
for its benefits he is independent, as the artist claims
to be, and can be a critic of. society; so far as he is

forced by this into crime he is the judge of the society .
that judges him. This is a source of 1rony both agalnst
him and against the society.l4 : )

Dnddy does play such an ironic double role; he is judged, and his actions
pass judgement on his'sbciety. As an outsider wanting tolget inside and
be accepted he adopts hlS society' s values w1th a. vengeance. Nc one

N :
actually fotces him to be.a "criminal"; and yet his status as an out-
sider, his vitality and independent spirit makel"cfime"'one of the few

LR

avenues of enterprise open to him.. And it is evident in the novel that

_his life of "crime" is not much different from the lives of the successful

and respectable businessmen that he meets; 'thisvirony informs the book.

5.5 Pastorallsm as nostalgia for the Montreal of the past (the older,
urban environment) and for its outmoded technologies exists in some of
Richler's novels and essays. In addition, he criticizes the excesses
of technology and urbanization that have done so much to change the city
of his childhood that is the object of his nostalgia. -

":[ '1’.' . n
In Mordeca1 Richler's work the -term pa§tofa1vis not entirely

suitable if one takes.it to mean Only a desire to leave the complexities,
of city life and réturn to the country or to the wilderness. .In the
context of his novels and essays, hoWever, pastoralism is evident if one

extends the meaning of the term to include . nostalgla for the seemlngly

r

15
- simpler life in the c1ty of the past. For 1nstance, In Son of a Smaller

Hero once Noah Adler has left home to drive a tax1 and be free to 11ve
\

his own life, he thinks back:< "Seen from a distance, it seemed full of
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tender possibilities,.anachronistic but beautiful" even though he. had
‘ hated living at - home and had found\it stifling (p. 29) But he knows
that he can't ‘go back. He says as much ‘to his paternal grandfather wh0w
wants to turnvtime back and live the Jewish life as it was/when he was
young: "You can't go back,‘Zezd .. It would be easy if you could" (p. 38).
Nostalgia for the past afflicts Nodh s other grandfather as-wéll; This'
man ;asva poet, -and "everybody had read his wild, yearning poems written
. @ .
in Yiddish that had celebrated fields and forests that he ‘had never
known ~(p..29). Nostalgia for something not experienced first hand is
"the essence of "1iterary“ pastoralism. Perhaps pingleman, of all peop}e,
:1s correct in his comments about this type of poetry and'about Duddy's
'grandfather;s desire for land:

Sitting in their dark cramped ghetto corners they wrote

the most mawkish, school—girlish stuff about green fields

and sky.' Terrible poetry, but touching when you congider

. the circumstances under which it was written. . Your

.grandfather doesn't .want any land. He wouldn't know what

to do with it. . . . They want to die in the same suffo-

cating way they lived, bent over a last or a. cutting

table or a freeZing junk yard shack. (p. 310)
_At that time perhaps the nostalgia was only for green fields_and sky.
Now there is that type of nostalgia, but there is also nostalgia for the
lasts, cutting tables, and junk yards’ of the past; and it is this. second
'type’of nostalgia that is occasionally found in Richler's work and
prov1des the foundation for urban pastoralism.

i Nostalgia for past technologies is very much in evidence in the

movie The Apprenticeship of Duddy Kravxtz—-much more than in the novel.

because when Richler wrote the novel in 1959 the

experience cf gro i up in Montreal was not suffiCiently distanced to

allow for nostalgia} but when | ‘the movie was made in 1973, the people who
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made it were reconstructing out of their nostalgia the Montreal of
theif\adolescence. For instance, great care was taken to use cars of
the right period to be driven by various characters in the movie and
to line the streets. The camera lovingly glances over them, especially
at the, beginning of the movie, in a way that a novel cannot do. In the
novel, however, there is one instance where Max Kravitz shows nostalgia
for the Montreal of hi%s youth. He tells his son:

_Méntreal_wasn't whét it is now, you know. . . . I

remember when the snow in winter was often piled

higher than a man on the streets. There was a time : -
back there when they had horses to pull the streetcars.

. . . Look at you . . . eighteen years old and driving

a car of your own already. My father never even bought

me a bicycle. (pp. 129-30) ' '
To Max, Duddy seemsiunderprivileged not to have experienced horse-drawn
streetcars but overprivileged to have a car at eighteen.

The focus a{*Richler'S‘novels and essays has remained relatively

N, ,
v "%_._ . N
constant: Montreal as h¥ remembers it to have been during his youth.

However, over two decades have passed since then, and whatever changes
have‘faken place have occurred lafgely in his abéence‘and without him
expefienciné them. ‘(He‘ﬁ;s recentlybreturnéd to livg in Montreal, and
his writing about thé city Qill, perhaps, be different once.it(ié based
, oﬁ present experience rather than on memory of the past.) - All his
. _— _ . . .
accounts of Ehe landscape of his youth, theréfofe, have a nostalgic
'.quality becausévthe city has.changed while.his memories of it have pot.
The passing‘of time is‘indicated 1arge1ybb§>the changes in technology and
-the changeé that téchnology_effects on the rememberea landscapq. Richlgr's
journaiistic Accounts of Montreal teﬁd £o have the quélity of nostalgia

for past technologies that old photographs have. On one occasion after

thirteen years away frém Montreal, he returns and sees that high-rise
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apartment buildings and skyscrapers have sprung up, the metro and‘express
highways have been built He indulges in memories of‘wha; used to be:
"In the‘ea"}y forties, when I was a boy in Montreal, St. Helen's Island
'was the untamed and gritty place to which working—class kids escaped for

Picnics and swims on sweltering summer days" (Hunting Tigers Under
y .

Glass, p. 39). Now St. Helen's Isiand is part of the Expo site and never
again can be used as a. kind of pastoral retreat by(working-class kids.
The neighbourhood that Richler remembers from his childhood exists no -

. longer: _ _ ) ‘

If, for many years, the choice open to me . . . was whether
to suffer home or remain an expatriate, the truth quite

_751mply is that the choice. no longer exists. Home has been
pulverized, bulldozed and spilled into the St. Lawrence to
create an art1f1c1a1 1sland (Hunting Tigers Under Glass,
p.” 36)

Technology has erased his childhood ehv1ronment to provide a site for
paV1lions built to celebrate old and new technologies (old movies, new
movies, spaceeraft, computers, etc.).
"In The Street, "stories and memoirs" collected nineteen years
after he left Montreal:4Richler‘again mentions that the places he knew
in the city have been bulldozed away and shows nostalgia for his childhood
and the c1ty as it was then.16 He notices, however, that although the .
qsons and daughters have moved to the promlsed land of the suburbs, the
-,grandparents (the first generatlon immigrants) cllng to the place they
know and exhibit a nostalgiaofor the way thlngs used, to be when they were

.jounger. Perhaps, like the American novelists Richler comments oh in

Hunting Tigers Under Glass, these peopfe too "are inclined to look back

]

on the days of.tenement poverty with nostalgia" (p. 122) . Nostalgia
apparently does not preclude the unpleassit. This is again noticeable
. ’ . -
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in the cohparison Richier makesk between the Jewish and Gentile Laurentian
summer retreats. The natural landscape on the Jewish side of the
mountain is not pleasant}j there is stiff, tall grass at the foot of the
mohntaih and marshy patches with bullrushes. Their beach consists of
spiky grass and tree stumps. Refuse is strewn about, d the river is
polluteduand considered a polio hazard. The Gentiles seem tq have the
better side of the mountain; the foliage 1s thlcker ahn their beach is

a real beach. Richler has his narrator comment; "Everythlng was so clean.

: Beautlful, almost." (The Street, p. 67) _Both pastoral retreats are
B — i

f
extensions of the way the two groups live'in the city: \nelther favours a ;

sojourn'in the untouched wilderness. But, however,make%hlft the Jewish

resort, Richler seems to remember it with"foﬁdness--prob§bly because it /

|
Lo

is part of his chlldhood. ‘ \ \ /

At least when Rlchler was a boy and took Q&s vacaklons in the /

' Laurentians, he could have as much of nature as he %anted\ The resort in;

Shawbridge was rather primitive as far as resorts go)xbut\at-least
L . N\ '
everything wasn't under glass as he later finds inAthe\CatSRills resorts
\ \

he v151ts and reports on in Hunthg,Tlgers Under Glass. \Presumably most
\\ .

. \ , ’
|
|

bof the people have come ‘£rom New York or other large cxtles\ nd want to \»

'~ escape the city, but they certalnly don't get any "&éountry" at\these \
' \

resorts. There are -indoor pools, 1ndoor 1ce—skat1ng rlnks, bUL{ ings. \

connected by glassed-ln or underground passages: "True, they have not

yet poured concrete into the natural lakes to build art1f1c1al fllteked \

A
-\
DA

\ \

pools above, but, short .of that, every new convenience conspires to S |

protect guests’ from the country51de“ (p. '130). The owner of one of the‘

resorts once asked Zero Mostel what else could be added to the resort

which seemed to have everything. " The reply: "An indoor jungle . . .
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Hunting for tigers under glass" (p. 138). It is the aim of this owner
. : ' ’ )
"to give them [the guests] city living in the country . .'. Look at it - L
this way. Everybody has the sun. Where do we go from there?" . (pp. 138-39).
. N o ‘
He has even gone so far as tg install a machine "to spew artificial and
multi-coloured snow on the ski runs" (p. 139). Apparently untouched
nature is not appealing enough. Only one of the hotels Richler visits
is'actually on a lake, but even here there are indoor and outdoor poois.
The owner of this one admits, "Today nobody lives like it's ﬁhe mountains"
(p. 1142). There is no indication anywhere that Richler is a romantic
pastoralist in régard‘to'nature, buﬁ it is clear from his desgription of
. ' : . ' w'
two incidents he saw while wvisiting the Catskills that bringing the city
into the country can go too far:
As I left the Laurels I actually saw a young couple
lying under a sun lamp by the heated indoor pool on a day
that was nice enough for swimming in the lake outside the
picture window.
At Brown's . . . a considerable number of guests
ignored the endless run of facilities to sit on the balcony
that overlofked’the highway and watch the cars go by, the
people come and go. Obviously, there's still nothing like
the front-door stoop. (p. 142) . .
These passages, taken together with the satire against the excesses
of technology in Cocksure, make it clear thatbRich;ér recggnizes that: the
benefits of technology and urbanization are not limitless. On the other

hand, he does‘nét romanticize nature and its effecgs on people. As a
s;tirist aﬁd moralist he'wants to open our‘eyes'to the world, now largely
urban, as it is. If he presses the reader.to»take sideé, it is not a
.pressure exerted to make one take sides with eifher naturé or technolégy .
but'rather with those who see the world clearly as opposed to those who

choose to remain blind. Even regarding childhood, a time of life about

. ( .
which it is difficult to be objective, Richler is neither sentimental nor
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romantic. In a magazine article he explains the essence of his type
of pastoralism, a state of mind with which most readers will be familiar:

The Main's no- edthetic treasure. There will be no outcry
from historical gsocieties when the inevitable bulldozers
move in to demolish and widen. But I, for one, will miss
it sorely. Not, mind you, because I’ m sentimental about
poverty. - - - 1f I cherish some memories of the Main . . -
I can still recall the children with rickets . . - These
were certainly not the good old days. I wouldn't, I'm
~.sure, choose to be a child on the Main again, put I can
remember it fondly now pecause it was, after all, the harsh
wonderland of my childhood.17

Although harsh, his " childhood, simply because it was childhood and is now
finished with except in memory, ‘was a wonderland; and perhaps no mattex

how much technology modifies the place of his childhood and his present

~

consciousness, that time of his 1ife will always remaln a time of wonder.

These examples from Rlchler s work 1nd1cate t+hat the nature of

the perfect pastoral retreat is gradually changlng\and w111 change even
more in the future. it will~sh1ft to the c1t1es even though a 1arge
measure of romantlc primltlvism will continue to exist. The roots ofa

N
many Canadlan writers now writing have been in the country or smaliatown,
Aiice Munro's roots, for instance, were in a western Ontario town, and
she says, “maybe as a wrlter I'm a klnd of anachronlsmj . . « because I
Write about places where your roots -are and most people.don't live that
kind of life anymore at all."lé Perhaps the day of ountry or small town
rootedness‘is over, but the alternative need not be omplete rootlessness.
(Clark Blaise's name comes to mind as one wrlter who |lis concerned about
the lack of chlldhood roots.) Roots can’ be established in 01t1es, and'
probab!y more Canadian writers in the future will have childhood memories

of growing up in the city. No longer do pboys (and girls) in Canadlan

literature need the bald—headed-prairies or the Annapolis valley in which

P

;:/
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to grow up and nourish memories; they can develop the "pastoral quality
of mind"19 in large cities. Raymond Williams ‘comments on pastoralism
as a mode of thought that can emerge as well from urban contrys as from
the country:

often an idea of the country is an idea of childhood . . .

and we have seen how often it is thep converted into

illusory ideas of the rural past . . . But what is

interesting now is that we have had enough stories and

memories of urban childhoods [in the British Isles] to

perceive the same pattern. 20 '
The key to such pastoralism is the memories of the superseded technology
that informs a large part of the memories of childhood; and Richler

provides. an insight into this type of pastoral literature that, most

likely, will become more common in the future. ' L



dividing human nature and the world into twos and then

CHAPTER VI
LEONARD COHEN

\ Q

. \~ . .
At first Leonard Cohen's two novelu?*!gg Favourite Game and

Beautiful Losers, appear to be romantic pastorals. Cohen

seems to be on’ the side of the natura} man-as Kroétsch is and

against the technological man &s Atwood's narrators are. A °
writer of romantic pastoral would favour what Cohen calls
Magic (which could be seen as the older environment and

o ‘ ,
related technelogieg)- over whaf he calls System (new tech-

nologies and related values). | But Cohen's identity as a ’

writer of romantic pastoraléis questionable. 1If, in fact, he

presents art and the artistic process as "a kind of balance"

-between Magic and Systeh,,his work would resemble -classical

o~

:pastoral more than romantic pastoral. However, Beauéiful

Losers is written in the ironic mode--a mode that uses /ﬂz
pastoral features in a way that is different from satire and
» : .

simple pastoralism. Cohen can be seen as being against

“insisting on a choice or a reconciliation between dualities.

His "vision of All Chances at Once" is a vision that precludes

having any hierarchy of values (an essential feature of

pastoral and-satire) -at all and, hence, is not pastoral. N

228
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6.1 . Sometlmes technology has a negative and nature a p051t1ve

. connotation in Thes Favourite Game as.one would expect in romantic pastoral
, literature. However, there are some positive images of technologg in the

novel so the final jimpression is one of amblvalence toward technology.
Although contalning';ustaral elements,. thzs novel is not a pastoral in

. the McLuhan sense of the word because new technology does not turn a past

environment 1nto an art form. Art itself, rather than nature or tech-
nology, has the greatest value and perhaps incorporates everything else

Into itself. This empha51s ‘on art seems to make The Favourite Game akin

to clas§1cal pastoral.

LR . ] -
In both The Favourite’Game and Beautiful Losers there are examples

of tbchnology as a negative force and the natural world (sex, Indians,

: . ‘ e : . . e e EORR ‘ .
mystical religion, for instance) as positive. If aireader sees only these
I N . » A

e

features, he or she will~conclude that the novels are'romantic pastorals.

} : <
'However, Leona:d Cohen s emphaSLS on ar% and the . artlstlc process tends

to make them pastorals of the classxcal type.“ If art and the artlstlc

-
©

process mnclude both the natural and the technologlcal-—the natural 1n

f'the sense of the spontaneous, the lnstlnctlve, the free, and the techno-

I

4
loglcal in the sense of the patterned or“systematized, the thoughtfully

planﬂ%dq the organized into an art form-hahd Cohen can be seen to be' an

4 adbocaéa of‘ﬁbalance"'through art, then his-fiction verges on being

Lor

. &y o . .- )
classlcal pastoral llte:ature " His epiphaﬁiesrof the artistic process do

L/"

not consist of a hundred naked 1adles daﬁc1ng in free and yet measured

‘steps,;but each of his novels does contain an epiphany or symbolic event

L2 e

“which shows, to some extent, the place that art has.as "a klnd of balance“

"'between nature and technology or, as he. calls them, Maglc and System.

. & . .
Beautlful Losers is the more 1mportant of Cohen s two‘hevels in this

S~ >

r;gard, but The Favourite Game can be seen as a valuable “introduction to

»

'the other novel. There could pb551bly be a third way of looking at

Beautfful Losers, hOwever. Cohen could be denying the'existence of a
L

©

hlerarchy of values (a hlerarchy that is essentlal in pastoral and satlre)

S
N AN

R
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and using his t¥onic vision to undercut the pastoral featureé in the

™

- . : e Y )
novel to the’gbiﬁt where they cease being pastoral.

Cohgn“s first novel, The Favourite Game, opens with-flashgacks

to Lawrence Breavman's childhbod, ohe tbaé seems privileged and yét
. - |

. . . P : ‘
spoiled by the somewhat sinister presence of his father. The sinister

RN ) : ’ @ : .
aspécts of the father are connected with technology; his wealth comes °
from owning a factory, and while Breavman is still a young boy, his
father'liéé\dying from the effects of his participation in World War I.

But in spite of his physical condition, it seems vital to the father that

he be reminded of the fact that "he was‘Onge a wairior."1 A .38 pistol

kept by his bed serves this purpose:
Lethal, angular, precise, it smouldered in the dark
drawer with dangerous potential. The metal was always
cold. . ' o
- The sound -of the machinery when Breavman pulled the
hammer back was the marvellous sound of all murderous
scientific achievement. Click! like the smacking of
cogwheel lips. (p. 19) c

The presence of such a "murderous scientific" instrument tells a great
’ . 9 . =

" deal about the father's values but perhaps even more about Breavman, now

o

the édult write¥, and his antipathy to technolog&.
Looking_back, Bréévman saw that his father was an "enémy".against
whom hé rebelled early in"ﬁié life.' He says about gis fatﬁéi, "whaf he  i
'really.loyed was maéhiner;. He would go miles'té see a méChine whic“ cut
5 pipe this way instead of ‘that" (p. 20). \His aﬁtitude to nature séems’
to b;\Lhat knbwledge of it is better than ignorance, and he giQés his:son
"books on How to teli Birds, Tfees,,Insects, and 'Stones (p. 20). 1In the
meantime his oﬁn leather-bound books of poetry have never been read.
Breavman takes out.his hatred of his fathgf_énd his Vélues on the

scientific "how to" books: .
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He tOre the books as his father weakened. He didﬂ/t

Lg\l knav why he hated the careful dlagrams and coloured
‘plares, We do. It-was to scorn the world of detall,
information, precision, all the false knowledge which
caﬁnOt {ntrude on decay. (p. 21)2.

To the youag boy it probably seemed inconceivable that science ‘could not
save é man who beliaved so strongly in it. Later“he sees his father as
"doubleknakureé and arbitrafy. He is the pe:secuted brother, the near:
"‘poetv the Amnocent of the machlne toys" (p. '25). In typical romantic
fasblon B:Aavman chooses balf of the double nature to perfect in hlmself
and Setsg oAt to becopme a poet.v Seelng the world as composed of such a
dichotomy (éeience and bOetry, in this case) and assuming that a choice
“must be haﬁe-o@tween the‘tWO parts is cheracteris;ic of a romantic, and
Laﬁfence pYeavian is‘a'vexy,romantic young man. e

He has e rathef Wordsworthian concept of childhood and nature::

(4]

SgVven o eleven is a huge chunk of life, cfull of dulling
apd forgetting. It is fabled that we slowly lose the gift
of SpeAch with animals, ‘that birds no longer visit our
windowsills to converse. As our eyes grow accustomed to
sy yhts they armour themselves against wonder. Flowers
opce the size of pine trees, return to clay pots. Even
tgyroy d;mlnxshes. (p. 28) ‘

’As a contfaSt to his VlSlOn of the Allan hospital as the heart of the
c1cY--the hospltal”"w1th drugs and electr1c1ty . . . the h05p1tal was the
)true hearﬁ;-Pumpan stability and erectlons and orgasms and sleep into all
the Witheﬁiﬂg commarcial limbs"--is his earlier vision of the park*on
Mount Royﬁi= "The park nourlshed all the sleepers in the surrounding
o |

hopSes, 'ﬁc was the green heart. . . . It was the best part of everyone's
life (p,,222, ﬁp- Gél67).  Nature is necessary 'to néaegsh the imagioation;
ahd‘eSpeeially for urban dwellers who canibe stafved of such nourishment,
it can be very lmertant Evii, for Breavman, is destruction of nature;’

.

he ConsdeIS Nis most evil act to be the dlSSeCtlng of a living frog at
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the foot of 'the' War Memorial on Dorchester Street (p. 62).

en he is abdﬁti venteen, Breavman takes up w1th Norma, a

a ;A

Young fommunist, and they d polltlcal work.a;med at lnformlng people
about the nuclear threat. what politics means to him is not rhetoric and

- vague theory but the actual physical' danger that'individual people are in.
. ) . [ ) '

As he collects signatures on a petition he tells people:
"Ifm not taiking about Russia or America. I'm not even :
talking about politics. I'm talking about your bodies, = ~

=  the ones stretched out on this beach .. . I'm talking =~ :
about bodles, which are all we have, and no dgovernment

s can restore one finger, one tooth, one inch of normal

skin that is lost because of the poison in the air. . . ."

W Ap. 72)

After awhile,Breavmanbdecidés thatv"Nothing could help the air"; his work
against nuclearvpoliution,is‘not effective,»and his saving of lips that
can kiss and bodies that-can be touched byQPBve takes a different form

N

(p. 75). He turns to sex and poetry as his

y'of ¢hanging peoplelor‘
saving them from destrﬁctive systems-~again a dt\fsion thatvCharacterizes
him as a hefo of romantic pastoral since \love-*making_ and poetry—writ"
v N N v
are two act1v1t1es favoured by characters in such llterature. BreavmanH
. -~ PN /
says, "I want to touch people like a maglc1an, ‘to change them or hurt

them, -leave my brand, make them beautiful" (p. 101) N

In splte of Breavman's commltment to nature, however, we are
inclined to v1ew-h1m and his identity as natural man with some sceptxciém.
' Cohen uses a narrative techni&ue that is based on motion picture tecn—n;
nique ano'freqnently chooses technological images to describe'his
Aérotagonist. This association of the-natural‘man and poet with technology

gives the novel an ironic resonance.

Flrst of all, the narratlve technlque that Cohen has chosen for

The Favourite Game encourages the reader to see Breavman as an exce551ve1y
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backward-looking, self-drametizing‘young man. His mind is the camera
as he remembers the scenes id the present. Movies, or mind as movie,
ﬁreserve the past for the pieSent. Perhaps\one could even say that
Breavman has been so irfluenced by movies that he, like Richler's Polly

Morgan,‘haéAcome to think of his own life as a movie. Michael Ondaatje.

-

describes the cinemdtic technigque of Cohen's novelz ‘ - : ¢

The mo u obv10us quallty in the style and technique of
The FaWfourite Game is its visual or cinematic. style.
Each chapter is a scene, and the feeling one gets in
reading the novel is not so much an 1n51ght into a
®Rharacter as a vision of Breavman in different poses,
playing the lead in several movies. . . . We get to see
only the perfect photographic image, and this is why the
book appears so romantic. It is Breavman the romantic
artist who connects these images . . . [the nove]] is

Syrxc where everyone is seen in their (hls or her]
vcondition of highest beauty." Chapters or scenes end
"dramatically or enigmatically in.a style that is
excessively cinematic.3

Breavman's double function-as actor in the movie which is his life .and
as audience for that movie.iS'intetesting in itself and provides én.image

for the aliedation he feels from bther people and, more importantly) for

&

thefdistanee he puts between different segments of his life. _FlaShbacks
enable bod;es to grow yeqng egain and memories to remain fresh; they also‘
. give the reader thelimpresgion that Breetman has never g;owﬁ up.4' o
» Second, the images of technology that Cohen chooses to describe -
‘Bfeavman tell us a great deal about‘him_Andkebout.his relationship with
- other people. For iﬁsteﬁce, the quality of the relationship between
Tamara and Breavman is 1n61cated by the art1f1c1al 1lght that shlnes on
théﬁ:
The city hadtinstalled\modern fluoresceﬁt street-lamps on
Stanley, which case a ghostly yellow light. Shining-through
the blue and green Victorian glass the result was intense

artificial moonlight and the flesh of any woman looked
- fresh and out-of-doors. (p. 87)
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They are cruel to each other but keep "returning to the bed on Stanley
Street and the strangeﬂlightvwhich seemed to repair the innocence of

their bodies" (b. 88). . Their innocence is as artificial as the fake
y . . * 7‘ ‘ o .
moonlight'that streams over ﬁheir bodies. Breavman finds it ‘difficult to

overcome his alienation and be close to anyone, even those Wlth whom he
\

is phySically intimate. His emotional distance from Patricia, for
R _ 3 L
‘instance, is 1nd1cated by the image used to desCribe her: "He listened

to her breathing. It was like the delicate engine of some cruel machine
b w ) Py

spreading distance ‘after distance’ between them" (p. 219) Clearly,zthe"
distance between Breavman and other people is mostly his fault,_and the

. allenation he feels is suggested by‘the technological 1mages he uses to
describe 'his feelings.
2 ; o

Also, the:most memorable single ‘moment in his young life depends
not on poetry or sex or nature but on technology. He and his friend,
Krantz, escape from the city and civilization into the counf:y in a

speeding car. Through speed they annihilate history, geography, human

-values,fand time{
Movxng at that speed they were not bound to anything
They could sample all the p0551b111t1es. They flashed by
trees that took a ‘hundred years to grow. They tore through
towns where men lived their whole 11ves. They knew the land
was old, the mountains the most ancient. on earth. They CF
* covered it all at eighty miles an hour.
There was something disdainful in their speed, dis-
dainful of the eons it took the mountains to smooth out, of
- the generations of muscle which had cleared the fields, of
the labour which had gone into the modern road they rolled
on. They were aware of the disdain. The barbarians must
have ridden. Roman highways with the same feeling. We have
the power now. Who cares what went before? (p. 94)

Their sense?of power ahd escape depends on a speeding car, and these
modern barkarians seem to realize the combined irresponsibility and joy

of it: ‘"there was‘eomething frightened in their speed. . . . They were
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flying'from their majority . . Cfrcmﬂ the real and vicious circumcision

‘which soc1ety was hovering to inflict through limits and dull routine”
SR Y
(p. 95). Breavman would rather go on for ever like this than have to

face fifty more years of "achievement and failure“ (p 96) In a speeding
‘.X;& :
car he. 15 in a kind of limbo, almost a kind of island separate from

' ordinary time and place and serving as a pastoral retreat.' The oppor-

tunities for achievement and failure are 1eft behind, here he ﬁs not
| X Co

expected to write poetry, to have‘relationships,With women, or to affect
the world at all.’ There is' nothing here except remembering the good
moments of his past life and listening to the car radio. For Breavman

this is the perfect moment: "everything is poised in perfection for the

”

;yguick freeze, the eternal case in the astral museum, (p, 98) This is

/

:the,perfect escape from the ordinary world, and here technology makes it
poseible. It‘is/only because of the speeding car (andoother.technologies)
that:an'olderlenvironment can be turned into a kind of art, that is, the
perfect moment frozen for all time. |

»Against»Breavman s ambivalent attitude toward 'technology Cohen
places the importance of physical beautyiand art. He has Breavman think
of the women he has known: | L

¢

They were the only beauty, the last magic. Breavman
knew what he knew, that their bodies never died. Every-
thing else was fiction. It was the beauty they carried.
He remembered them all, there was nothing lost.  To ,

~ serve them. His mind sang praise. (p. 221) '

To‘serve their beauty and their indiViduality Breavman (and Cohen) writes

poetry. The thSical is’ served by and preserved in art. Such an idea can,

¢
4

of course, lead the poet to justify excesses of all sorts in the namevof
art. Nevertheless, in this novel art is the greatest good against which

everything else is‘measnred. Art is the "favourite game”:
. . M -
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ot

After a heavy snow we would go into a back’ yard with a
few of our friends. The expdnse of snow would be white
and unbroken. . . . you circled her [Bertha, the spinner]
until your feet left the ground. Then she let go and
you flew over the snow. You remained still in whatever
position you landed. . ., . You stood up carefully, taking
great pains not to dlstuqb the impression you had made.
‘Now the comparisons. Of course you would have done your
best to land in some crazy positxon, arms and legs
sticking out. Then we walked away, leaving a lovely

‘ ~white field of blossom-like shapes with: footprlnt stems.
(p. 223)

Thistis Cohen's epiphany‘of the artistic process. Simple as they are,v
this favouriteléame has rules. A c1rcle is a form, and Bertha,,the
artist, makes the‘performers stay w1th1n that form. Eyen though the
final creation of the flowers on the snon has the appearance of being
-
completely free and spontaneous, it has freedom and spontanelty only as
constrained or guided by a pattern—maker;' On the-field of snow are
shapes that are not, by and 1arge,.accidental. Nature -and teehnique
(the hﬁman patterning.processes) come togetherhereto make art.

This favourlte game is a chlld's game remembered by an adult.

:hence, an air of nostalgia for childhood that can be an 1mportant part

. of pastoralism. At a time when his llfe and art are not going well

o

Breavman seeks censolatlon in.a happy memory of the past however, hlS
nostalgla lS not for buperseded technology so this.novel is not a pastoral

"as deflned by McLuhan; And even though The Favourite~Game"has some

elements of romantic pastoralism, the final impression of e novel is
that it is akin' to classical pastoral in its emphasis on a balamce between

nature ‘and technique in art.
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6.2 The two male characters of Beautiful Losers (F. and the narrator)
can be seen as protagonists in a romantic pastoral. Each sees the world
in terms of dualities and choices and has a dual nature. F., a man of

«technology, paradoxically speaks for Magic and against System. . The
narrator, a historian, wants to escape time and history through sex,
especially through sexual obsession with the long-dead Catherine
Tekakwitha. The Indians are associated with Magic and the white people
with System. The idealization by the narrator of the past environment
of the Indians ;i\jj/;xample of romantic pastoral ideology, as is the

choice of sex as\a metjaphor of freedom.

In Cohen's more complex second novel, Beautiful Losers, the values

he holds are harder to discoVer, especially since the obscurity of the

i
8%

book has led to various -interpretations that attempt to clarify but do
'more to mystify. The novel can be considered as a romantic pastoral or
a classical pastoral, but a third possibility is that it is a work of

L I

irony. As F. says, "A diet of paradox fattens the ironist not the ;fﬁl

psalmist,"6 and Beautiful Losers is full of paradox. Although Cohen .

contrasts two sets of values (environments), a situation that is essential f\\\

in pastoral (the simplest -and clearest example is Drew's The Wabeno Feast)
and in satire (as in Simpson's work),,he chooses a third response: the

ironic. Irony can be a feature of complex pastoralism as in Surfacing
! .
where a hierarchy of values- exists, but here . in Cohen's novel the ironic

/
1

vvision denies the existence of such a hierarchy.

Starting with the title, the/novel is full of irony and paradox,
and perhaps the most profitable reading of the novel is one that empha- %Lk
siees Cohen's itonic treatﬁentlof"sex and religien; The mistake’would be

to see that what he says about these-human activities is a psalm of praise.
Only careful reading will ensure that what seems to be an attack against
: System (that is, rationality, new technology, and science) will not

automatzcally be interpreted as a celebration of Magic (that is, the

non-rational, the past environment, and nature); the book is too complex
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| S \,
for such a simplistic either/or choice to work., In\brgy;s The Wabeno
ggggEHMacKay, referring to Aurelius, s;ys at one point, "If a mah were
sane\his every action Qouid-be in accord both with Nature and with
reasoh"‘to which the Indian chief replies, "If a man were sane . . : he =
would have no need to.reconcile thesé two!" (p. 257). 1In Beautiful

Losers Cohen seems to take the position that there is no need to choose

between or reconcile false dualities. Rather théngthe Greek frame of

-

mind (dominant in Western civilization) which depends on dualities'ahd

polarities set against each other to enable a choice of the "right" one,

Cohen might be working within a kind of Hebrew dialectical framework

ﬁwhere'all possibilities co-exist on an equal footing and éynthesis”rather-
» ‘ ' ’ - he . ' P ,"'/ '
than choice is the goal: "a vision of All Chances At Once" (p. 305).

CIf this is the case--if all aétivities are one and there is no hierarchy
of values, the whole pastoral framework breaks dowﬂ since pastoralism
depends on something {(for example, sﬁperseded technology, the natural -
landscape, childhood) being better than some other things (l&w technology,
the city,vlife’asvan gdult, etc.)-—one cogld say that the ironic_response

uses -the pastoral pattern‘and discards it. However; examining such a

° =

response is valuable because it increases one's understanding of L .
pastoralism and makes clear things in Cohen's novel that otherwise

. J -
remain obscure.

- .

The two main characters of Beautiful Losers.can be seeh as

&
protagonists in a romantic pastoral. Each sees the world in terms of

:,éhalitieé and choices and has é dual ﬁature. For instahce, F., para-
déxicélly,seems fo be a technological man who sp;aks out against System
and 'in f;vour of Magic. Although thé narrator éalls him "aﬂother victim

RN
~§¥\§&é system," F. seems vefy much at home in the system and with
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teéhnélogy (p. 59).7 Together F. and the narrator listen to news of
‘disasters on radio. F. seems té equate movies{with civilization; and

the narrator‘remembers with fondness tﬁe times they had together, “the
ladders we climbed and the ﬁappy views of simple humén clockwork“‘(p. 16).
F.'s‘sneezes are "high-pitched and hetaliic,gpositively instrdmental,"
and he loves to think and orate against mechani¢al noises or tte sounds_

from a radlo' "Suddenly F. threw a switch," the lights fllckered, and the

¢

central power belt whlch drove the sewing machines began to roll. F.
began to orate. He loved to talk agaihst mechanical noise" (p. 58, p. 52).
The most exciting moment the two men share'is the‘high-speed drive to
.Ottawa during which they stimulaté themselves-wi;h_xhe’“mechan;cal
ecstasy" of masturbation: "Thus we existed in some e§¢ for a second:

two men in a hurtling st;el shell aimed at Ottawa, blindéd by a mechaniéal
mounting ecstasy" (p. 118). F.'s nog:sexual pleasﬁres areequéllystrangé.
He‘buys'the factory in which he WOrkéd as a boy and is "deeplf moved by
his owneféhip" (p. 52). F. says that he bought the faétory to turn ‘it
into a_playgréund ﬁnd predicts that sometime in thevfuture‘rich men Qill

-

_want factsﬁiaf instead of landscaped gardens or fakebruins as a placeﬂfq;
leisure enjoyment: "Isn:t this a beautiful place?" F. exclaims. fIsn't
it peaceful?. We'fe standing in the future. Soon rich men will build
placeg like this.on their estates and visi;vthem:by moqnlight" (p. 53).
F. pléns to come in and “sweep a little" and "play with the machlnes"
(él 53). Clearly, the nostalgla for ChlldhOOd of this technologlcal man -
is ‘inextricably bound up with nostalgia for past teqhnologies.' .
,Even\thoughvhis life ié governed by systemsvas &Qéh as are thé'

" lives of the other characters, F. is constantly voicing his opinions

-against System. As a contrast to E. M. Forster's dictum, "Only Connect,"
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'F. says, "Connect nothing": attempt:no "fake univatsal comprehension”

(p; 20). The narrator wants "a comforting’ message, a beautiful knowledge
of unlty " as we all do (p. 21) His mind wants to connect "all the
disparates of the world . . . everythlng which has’ existed and does exist,
we are part of a necklace~of ineomparable beauty end unmeaning (p. 21).
To connect wpuld be to.acquire meaning, we think;fone of the most
importeht characteristics of the human animallis hie abi%ity to make
generalizations, to formulate theories and ;ystems. The nafrator recalls
that F. once seid, "Science begins iﬁ coarse naming, a willingness to ®
disregard the particular shape and.destiny of each re§ life, and call them
- all Rose" (p. 21): .Sech‘coarsebnamingris essential for the establishment
of condections‘andnsysfems, of science, ae F. points‘out: The celebration
of particularity perhaps is the fuhcﬁion of art or, to be more accurate}

some types of art. ¥F. objects to science and systems-and talks like ‘an

. o g o et k4
artist: "Gonnect nothing ... . Place things side by side . . . if you. -

must,bbut coenect ﬁoﬁhing! . . . Don't be fooled" (Pf 21). .

F.'s dlsdaln for the ratlonal, system—maklng mind culminates in
his long létter to the narrator which he writes from a hospltal for the
criminally:” in§ane. F. hopes that he can serve as an Oscotarach (the
Head-Piercef of Iroquoie myth)a.to pierce his'friend}s head, ﬁeach him
the importance efbthe non-ratioﬁal, and prepare him for immortality
(p. 232) Five years after F.'s death; the narrator reads the letter in
which F. attempts to tell this’ frlend everythlng he knows. To ?.,~mén's
achievements are "like the bubbles above a clam" (p. 185). He sums up
~our civilization: "the roofs are reis;d against'the storm. . . . ehe

forests are cleared so the wind w111 not rattle the trees. . . . the

hydrogen rockets go off to silence dissent and variety" (p 185). As an
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adherent of the pastoral ideology F. believes that the destruétionl5£

nature by technology has not 1éd'to anything good:

//

Now what dhout this silence we are so desperate to clear
in the wilderness? ‘Have we labored, plowed, muzzled,
fenced so that we might hear a Voice? Fat chance. The

{ Voice comes out of the whirlwind, and long ago we hushed
the whirlwind. I wish that you would remember that the
Voice comes out of the whirlwind. Some men, some of the
time, have remembered. (p. 186)

F. is agalnst systems, but he admits at the end, "Times I felt depleted.
you with all that torment, me with nothing but'a System" (p. 191). "It
/ - ' T

was I who feared the rational mind, therefore I tried to make you a

little mad" (p. 190). To opposeé System,F. proclaims the ‘power of}@?gic;

The well-known message begins: "God is alive. Magic is afoot.

a

God is.alive. Magic is afoot. God is afoot. Magic is alive. Alive is
afoot; _Magic never died. God never sickened. . . . Magic always ruled"”
(pp. 197-98). God and Magic, he says, are alivgkalthough rumoured to be

dead. The heart of man doesn't believe the ruﬁou; and needs God and

L

Magic for sustenance. This message is for the weak and for the strong, for
everyone. It is even for those who denied God and Magic or lied about

them. Laws and parliamentary legislation have no power in comparison to

God and Magic. "Maglc ‘is afoot. -It cannot come to harm. It rests in an,

\. © .

empty palm. It spawns in an empty mind. But Magic is no instrument.
Magib is the end"” (p. 198). Magic is the goal, not the means to the goal,
not the technoiogy. Maybe God and Magic reside in. nature: *

Though mountains danced before them they said that God
was dead. Though his shrouds were hoisted the naked God
did live. This I mean’ to whisper to my mind. This I
mean to laugh with in my mind. This I mean my mind to
serve till service is but Magic moving through the world,
and mind itself is Magic coursing through the flesh, and
flesh 'itself is Magic dancing on a clock, and time itself
the Magic Length of God. (p. 199)
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The "I" is distinct from the ﬁind, out what the "I" is, is not clear.

" Once the mcssage is given, the mind is toRerve Magic in order to increano
the intluence of Magic throughout the world. Such service will make the
mind itself become Magic and.pccomn united with the body, thus erasing
the dichotomy between them. The fusilﬂ?of mind and. body through Magic’
is a celebration of finite or earthly time, and such celebration raises
finite time to the level of eternal time and a sharing of the essence of
God. It seems that F. is suggesting that the rational mind is the enemy i

’ ’ . . N
of such fusion and must give way to the non-raghmnal. Most likely it is

eautiful Losers as a

~ from this passage about Magic t‘hhi the readi g
psalm celebratlng the lnstinctual and the na

the civilized is derived.

Like a hero of pasngal the nameless narrator of Beautiful Losers
faces choices in his life, and 11ke such a hero what he wants more than

anything else is to escape from his constipated, sedentary.life.9 He

°
@ ©

wants Magic in his life. ‘At the beginning of the novel he lives in‘the

sub-bgsementlof an apartment building; his'rooms have no windows, and .
he has~to‘uSe a‘sunlamp to get a tan. His body is a machlne that doesn t
work well and his life is a'messé? ”Is it any wonder I have sent my“heart
out into the birch trees? Is it any wonder that an old scholar who never

made much money wants to clzmb into your [Cather:me sJ Techm.color post—

card?" he asks (p. 4). The narrator wants as little to do with the actual
‘ : B 4

as possible. He wants to escape,‘or as he weygi he wahts Jto move out"
. *

of hxmself (p 6) As a scholﬁ% who is an authority on the A _ tribe

of which only ten remaxn in the 1950 S, the time when he is d01ng his

. research his 11fe is focusséo on ;he past, but he wants to break out of
time ‘and history., There are many ~times when he wants to live only in the
o ' ) ‘
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L present, away from the obse551ve past. He tries to recall conversations

he‘has had thh his' frlend F. Yet he hates being "lashed to the past

L)

< <
by the words of a dead man o I want to talk to men in taverns and

H

buses and remember nothlng" Ap. 42) In additlon to wanting to forget
everythxng, he also wants to have no control over hls life or responsl—
blllty for hlS actions. He wants to be a natural man. He'says, "I'm
tired of facts, I'm tlred of speculations, I want to be consumed by
unreason. I want to be swept along" (p. 58). It Seems that the narrator

doesn t want to be an 1nd1v1dua1 and have an ldentlty, “he wants rather to
e A
be subsumed lnto somethlng else-—to 1ose hlmself so to speak. This

(3

de31red state can be achleved through rellglous myst1c1sm, through sex,

through mass polltlcs——ln a word, through Maglc,owhlch 1n Beautlful

2

Lgsers is the antithesis of ratlonallty and systems and sometimes seems

to be connected to nostalgla for a past env1ronment co :

«

Hls primary form of escape from the present ls hlS obse351on with

‘.1 -
kS

Catherlne Tekakw1tha, the Iroquoxs v1rgl

@ -

twenty-four, and lndulgence in the primiti

salnt who dled in 1680 at age

is gart of the obsession.
S— B .

N B ¢ —
LT

" He wants a.savage, prlmltlve lover to take Rim out of himself; he
‘addresses-Catherine:'
I hope you are very dark. I want to détect a little
Wwhiff of raw meat and white blood on your thick black
hair. -I hope there -is-a little grease left in your thick-
black hair. Or is it all. burledzin the Vatican, vaults
of hidden combs? (p. 17} Ao i ‘ -
- R A R Y

- The narrator fell in love with Catherlne when he saw a rellglous plcture
of her standlng among blrch trees, river behlnd her, two blrds in. the

: foreground. She.fnd her natural settlng seem to symbollze everythlng
‘e
that 1s lack;ng in-his 11fe, and yet there is a common bond that.links th%@

5 : . L . ) s o ._z
man and woman: obsessloh. Leavinggout of account that Catherine héﬁ?ﬁgen
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_ deadjfor nearly three hundred years; the narrator is obsessed with
"coming down on a saint"; and shé during her short llfe, was equally
obsessed w1th remainldg a v1rgin Early in the novel the'narrator

speculates that it was the squalld life in an Iroquois 1onghouse that

made Catherine reject the world and become a Chrlstlan martyr: "Coa-'é

yrfronted with thls assault of human machinery, she must have developed

.elabdrate and bright notions gf heaven--and a hatred for finite shit™

'(p. 55). The "must," however,:probably’teIIS'us,more about the narrator's

reaction to "finite shit," the garbage of life, than about the life ?f the
{ : :

Iroq‘uois .

If Beautiful Losers is seen as a romantic pastoral, it is

important that‘Catherine is an Indian. As in The’Wabeno Feast, the

Indlans are Associated with Maglc, the non-ratlonal or true sp1r1tua11ty,
and the whlte people with technology, destructlon, and death. The

relationship between technology and religion is made evident. by the

-

narrator:

' French Canadian schoolbooks do not encourage respect for
the .Indians. Some part of the Canadlan Catholic mind is -

:,not certain, oﬁ{the Church's victory oVer the Mediciné Man.
i No wondér'the forests 'of Quebec are mutilated and sold to
_ America. Maglc trees sawed with a crucifix. Murder the
saplings. (p. 73)

Indians are‘thought ﬁo 11ve withinature'not ih opposition:to'it. The'

Indlan rellglons are rellglons of Maglc, but the Catholic rellglon is on.
the 51de of Western technology and is against Magic. According to the '
:narrator theﬁeﬁys'nothlng splrltual in such a rellglon, the spiritual and
'the maglcal are assocmated with trees, thh nature, with the old env1ron;

ment. The trees are as much victims of Western civilization as Edith was

of tb’it‘e 'menv who "raped" her "in a stone quarry or an abangoned nfine-;
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@
someplace very mineral and‘hard, owned indireotly by U. S. interests"
or as Catherine was of the white man's rellgion whichvspiritually
molested her (p. 75). °

-What the Indians valuevis belng taken away, and what they are

given instead is destructive to thejr way of life. After Father
Lambérville4s yisit'toaCatherine, her unole says, "There will_be no
harvest; my daughter. Our heaven lS dy;ng. From eyery’hill, a spirit
cries out in paln, fgr 1t lS belng forgotten" (p. '113). Catherine,
'however, is eager to“hasten the demise of the Indlan spirits; she has
'accepted the power of Western rellgious technxques and, probably w1thout

J'knowxng it, the technology that accompanies 1t.10 BY ;mplrcatlon, a past
environment is turned into an art form by new technology, the environment
of the. North American. Indlan is turned into pastoral by Western tech-
nology which lncludes the‘whlte man's rellglon.

o

o It is also lmportant w1th1n the framework of'Beautiful Losers

.
-

. seen.as’ romantlc pastoral that thS narrator is obsessed with having a

. sexual relatlonshlp with Catherlne.' In. ‘romantic pastorals sexual freedom
is often the metaphor for all freedom and sexual fulflllment stands for
all‘fulfillment. For the narrator, sex is a prlmary way of belng "swept%;
‘long " of "moviﬂg out” of the self. One of the hlgh points, if not the

fhlghest, of the narrator's llfe occurred when he klssed Edlth's thigh
pbefore they made 1ove for the first'tlme. He recalls that "it was ]ust %
a shape’ of Edlth. ‘then 1t was just a humanold shape: €hen 1t was Jjust
va shape——and for a blessed secon a!xuly I yas ngt aloﬂe, I was part of a

£am11y" (p. 122) ﬂThls sounds,lzge a depersonallzed mystlcal experlence,

-t

but 1t} does seem ‘to depen@ on cancelllng out hlS own J.nd:.vz.duallty and

L
»

.z? certainly on blottlng out Edith as a-person, she is. ]ust a shape, and even~“

[
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worse, parts of her body are .just detachable shapes--mater1a1 \so to
speak, to feed his momentary need for communlty. ~Perhaps Edith can be
seen here as a surrogate for Catherine. - Edith is aleo an Indian, and

she, too, wants to lose herself and yet become part of a community; she
. l ’ ' ,’.
-wants. to ) .

be freed from the unbearable coils of secular pLeasure,
and soar into that blind realm, so like sleep, 80 like
death, that journey of pleasure beyond pleasure, where
each man travels'as’an orphan toward an atomic anceStty,.
more anonymous, more nourlshlng than{the arms of blood
or foster fam11y {pp. 218-19) - “g& i

“

With F. as her mentor, this orphan triew?®s. uﬁﬁﬁept away" by sex.

, ‘ Thus, it can be seen that there‘are'several features of romantic

pastoraliém in Beautiful losers. The emphasis on sex, especially on'a'_

\

sexual encounter with an Indian woman (whethe: dead or alive), is part of

B

the pastoral pattern at its most primitive. The idealization df the

s,

n and way of life over Western civili}ation is part of this
"L .
+.as is the dichotomy between Magic (nature) and System

¢ .

) w1¥h Magxc celebrated as the positive force.

The motion picture is now our most prevalent art form. It is a’
maglcal yet technolog1ca1 way of transcending oneself; yet, the escape or
transformdtion of the old man at the end of the novel is full of ironies.
If Cohen is saying that art is the achievement of "bagance in the chaos .
ofexistence," and his: novel is one attempt at such balance, then Eeautlful
Losers becomes more llke classzcal pastoral than romantic: paigoral :

However, if one focuses on the role of art and of the axtlst as

.presented ‘by Cohen in hlS novel, Beautiful Losers comes: closer to belng a

-

classical pastoral than a romantie pastoral. The classical pastoral
emphasizes balance, reconciltation; or a middle’ground between the natural
and the artifieiai,'between tne instinctual and the rational, or between
the formless and the patterned. The'pfocegé'of'creating artbcan be seen

as just such a balancing act. “The scene in'Book III where the old man
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turns into a movie of Ray Charles and the narrator's dﬁﬁlmltlon of a
saint in Book 1 demonstrate—-the first ironically and the secondobllque1y1<’

—-the importance of art and the ;;zﬁgt in society.
- The motion picture is now our most prevalent artform.ll It is

technological and yet magical; it is part of System and yet an escape

from System. Movies are as impqrtant to the narrator AS'they are to

PV i o ) |
Breag%§§ in The Favourite Game. When he injures his hand and burns his
‘hair with the legacy of fifeworksvthét F. has left him, the narrator

wants to go,to a movie to get away from pain and frustration, to get"

v

away from his messy life:

isn't there somewheye fresh where I can tuck my eyes in a
clean bed and ‘dream new bodies, oh I've got to get to a
-movie and take my eyes out for a pee, a movie will put me.
back in my skin because I've leaked all over the kltchen g
from all my holes, movie will stuff’ pores with white
spllnters and stop my invasion of the wogld, mlssed movies
w111 kill me tonlght (p..81) :

F. refuses to descrlbe.Catherlne s penitenceg n detail to the narratar;
, : - e :

he says, "You know what pain looks like, that kind(of pain,'you've been’

' . : + ’
inside newsreel Belsen" (p. 246). He seems £0 be suggesting thag., seeing
. X : pf"}n

movies expands experience and heightens sensitivity. However, the

2

opp051te could also.be the truth and knowledge galned from newsreels i

not the same as that gained;from‘flyst-hand experience. Maybe that is.
why F. leaves a legacy of fireworks to his friend; then he can experience
pain first-hand and not rely solely on movies, which provide only

vicarious experience. ..

The relationship betwéen art and life is presented in terms of
. ! . T . )

feature film and newsreel. F. recalls an outing to the System Theatre

Qitﬁ"Edith and the narrator:

~
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the ames streamed at ﬁhe screen . . . At was/mopé like .

a ghostly white snake sealed in an immen; sdope.

-~ It was a serpent swimming home, lazily occupying the

" entire sewer which irrigated the auditorium, It was the
first snake in the shadows of the original garden, the
albino orchard snake-offering our female memory the taste
of--everything? . . . I studied the snake and he made me
greedy for everything. (pp. 281-82) "

_Because of movies dne can have everything. At this time F. thinks of

the questidh that will torment him most: "What will happen when the

newsreel eécapes into the Feafure?" (p. 282). 1If the Féature is'artland
the street is life, the newsreél lies.iﬁ between them and is;a combination
‘'of both. Letting the newsreel‘eséape into the Feature makes a powerful -
new hyb;id reality: "It took courage!h I let the ﬁewsrgel escape, I.
invited it to'walk riéht into the plot, and the; merged inrawful origi-
nality, just as trees and plastic‘gynthesize new powerful landscapes"

(p. 282). The implicatioh is tﬁat reality‘becomes.reél only when it
becomes part of a movie; for instance,.if Sophia Loren strips for a flood
victim, the flood will be reai at last (p. 283). Art--the*motion picture
as ért-—becomes the measure of the reality of an event, é person,-of an
emotion.

After giving the Magic ﬁessage F.kwritesé T béiiéved that I had
conceived‘the vasﬁest dream of my generation: I wanted to be a magician.
That was my idea of glory. Here is‘a pIea based on my‘whole’exberienée;
kdo not.bé a magician, be magic" (p,,20§).~ F. isvadVisin§>his f:iend to

. reéch further ﬁhan he d%@—jdonft be a mere creator, F. éays; be the content.
Thét is‘h;Q the ﬁarfatdrkends. In tﬁe.thira partAof the hovel, hé is aﬁ
6ld man who goes into thé System Theétre to see a movie. Althoggh everyone

else can see the movie, he cannot:

he saw row after row of silent raised eyes, and the
occasional mouth chewing mechanically, and the eyes
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shifted continuously, as if they were watching a small
pingpong game. (p. 297). ‘

‘The movie was invisible to him. His eyes were blinking
at the same rate as the shutter in the projector, times
per second, and therefore the gcreen was merely black. .
It was automatic. . . . For the first time in his life
the old man relaxed totally. (p. 298).

. Not only is he relaxed, he is invisible too. The theatre attendant's

* .

flashlight beam shines through him. It seems that he and the movie have '

becomg‘oﬁe for the moment. he leaves the theatre, his presence

d

causes a riot; but everyone is happy because the action is now in the
streets and not only in movies. Everyone who wants a "second chance"

coﬁes,out; it is the first night of spring, of hope, of revolution:

The old man had commenced his remarkéble performance
(which I do not intend to describe). Suffice it to say
that he disintegrated slowly . . . he dissolveq from the
inside out. His presence had not completely disappeared/
when he began to reassemble himself. . . . he allowed the

- spectators a vision of All Chances At Once! . . . he
greedily reassembled himself into--into a movie of Ray .
Charles. Then he enlarged the screen, degree by degree,
like a documentary on the Industry. The moon occupied
one lens of his sunglasses,'and‘he'laid out his piano

~ key<* across a shelf ‘of.the' sky, and he leaned over him
fthem] as though they were truly the row of giant fishes
to feed a Hungry multitude. A fleet of jet ‘planes °
dragged his voice over us who were holding hands. : B
(pp. 204-5) '

. The author (or a new warrator) seems to suggestlthat he is one of the
wa;ching and hungrylmultitudé waiting to be fed..‘The image of;;he bliﬁd
black pianist seems to have universal ahd_positive signifi;aﬁce; he seems
ChriSt—Iiké in the sensé;that;he will feed the,hungry7peoéle although

with sounds from his piano rather than with fishes as Jesus did. Ray

iCharles, it éeems,'provides.food for the‘épirit rather than for the body.

However, the vision or epiphany of art that the old man turns

into can be seen as ironic even though it does seem to be so strongly
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positive. For instance, Ray Charles seems to be a bad choice (as Bob
Dylan and any other American entertainef would be); an image of a

Canadien Indian, an A perhaps, would be ~more appropraate in the

/

context of the novel's remarks agalnst Amerlcan imperialism. Ray Charles
- is definitely a part of a system, part of the American entertainment
business. And the_fact that it'iS'an image of an entertainer, even

though he is blind'and‘black, undercuts any serious meaning this "trans-

E]

fogmation" might haQe for she audience. ‘The~respense of the people is
"Just sit back'and enjoy it, I guess" aed "Thank éod it's only a movie"
(§, 305,\p. 306\. Neither seems adequate as respoese.to armgdern
miracle; the merging of art and technology (in e way that is not evident.
in a'stage play, nerl, or painting{ for example) that occurs in the

motion picture is a kind of miracle. However, perhaps modern miracles

| shduldqft look like. movies if people are to accept them as miracles;

'technolegical marvels abound everywhere, are taken for g:anted, and people

: . 4. .
would now expect something more "miraculous”. of their miracles. And  yet

»

maybe to become the content of a movie is the modern apotheosis. The.
‘nerratof has "moved out of himself," has transcended the body and the mind

by being transformed into a feature film (or at 1eest a newsreel)- and

)
PR
’

becoming art.: Now he can become a part of that community he previously
thought closed to him} although not in the way he expegged. As the'content

L T L&

v

of a movle, others can llve vicariously. through hlm- K"-—Heyl cried a New

.Jew, laborlng on the lever of the broken Strength Test. Hey. Somebody's

maklng iti" (p. 306) ' At the same time that the New Jew is indulging ln

~

futile effort himself, he can admire or envy someone who is “maklngj% }f

’ /

The miracle of the‘narrator'svbecoming a movie“is credited to St.

Catherine. He has "made it" just as Catherine Tekakwitha "made it" many
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years before, and his "making it" is an ironic comment on her "trans-

formation." The author would have the Jesuits "submit this document

&he nbveg, whatever its intentions, as the first item in a revived

testimoéonial to the Indian girl" (p. 306). This statement, surely, is o

made tongue-in-cheek. Cohen's intentions are those of the ironist, not

of the psalmist, and the Jesuits would never consider Beautiful Losers

as -a testimoniql to a Roman Catholic Virgin saint. 1In addition, there

¥

is the irony of having the duthor (or call’himvthe "new ﬁarrator“)
ass@me;thé pose of a smokiné, radig—listenin@ichrist intercedingion our
behalf from his perch on the neon cross on Aount Royal or from thé qun-
turret of a élane. Presumably, if Cohen is the modern Ch{ist, Beautiful
Losers becomes the Bible for our time. |

Considering the authoi as iﬁtermediary at tﬁg end is not a

surprise if gne :ecélls the defiﬁiti‘n of "saint" provided_by the narrator

3

-of the first part of the novel. The definition seems to suggest that
sainthood is the'achievement of balance; but as far as the reader is

concerned, a saint is an obsessive creature of extremes, and the novel

does nothing to destroy this preconceived notion. The definition makes
much more ,sense if "aftist" is substituted for "saint" as follows:

A saint.@rtisﬂ is someone who has achieved a remote human
possibility. It is impogsible to‘saijhat that possibility
is. I think it has spméﬁping to.do with the energy of love.
Contact with this enerbg;results In the exercise of a kind.
of balance in the chaos of existence. A saint (artist] does
not dissolve the chags; if he did the world would have
changed long ago. I do not think that a saint [artist]
.dissolves the chaos é%eq,for himself, for there is something
arrogant and warlike in “the notion of a man setting the
universe in order. (p. 12}) :

o

It is the artist, rather than the‘saint, who is a "balancing monster of

i

love" and the creation of a work of art is a "balancing" act. A work of

i



252

'

art is the achievement of "balance in the chaos of existence"; it does
not create perfect order out of chaos but rather contains the chaos
within itself (as Beautiful Losers itself does). Although the artist is

©

not able to make order out of chaos (and perhaps does not even want to),

he is nevertheless a special person. As the images suggest, he uses

his technique to capture the particularity of nature, not to change or:

L)
.

dekstroy it. . ‘

v A

In The Favourite Game Breavman used the snow as his canvas to

make beautiful body imprints (ﬂaturé serving as raw material for art);
~here the artist's imprint on nature’is no more than ﬁhat of a ski gliding
down a hill, an enhan;emept of natural contours. This, rather than the
vision‘of Ray Charles;'might be the epiphaﬁy of the artistic process

that correspénds to the one in Cohen;s first novel: |

It is a kind of balance that is his glory. He rides the
drifts like an escaped ski. His course is a caress of -
the hill. His track is a drawing of the snow in a moment

of its particular arrangement with wind and rock. Some-
thing in him so loves the world that he gives himself to

the laws of gravity and chance. Far from flying with the
angels, he traces with the fidelity of a seismograph needle
the state of the solid bloody landscape. His house is
dangerous and finite, but he is at home in the world. He = .
. can love the shapes of human beings, the fine and twisted =
shapes of the heart. (pp. 121-22)

: . /Fo . .
There is something godlike in the artist's love for the world dnd his

involvement in it;/rather~than dénying or escaping from the "solid bloody
landscape," he experience§ it so that he can use it in his art of which

we partake.13 Such intermediafies between us and the landscape, whether

physical or psychologial, are necessary: :

It is good to have among us such mén, such balancing
monsters of ¥ove. It makes me think that the numbers
in the bag actually correspond to the numbers on the
raffles we have bought so dearly, and so the prize is

' not an illusion. (p. 122) . ,
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As long as such people exist, our lives as New Jews ";aboring on the

9

. lever of the broken Strehgth Test" are not lived in vain, are not acheat.

Therefore, it can be!sai¢ about heautifullLosers, as it was about

The Favourite daﬁe, that art is the ultimate good that thén recog;}zes.
Through artistic creation'(rathér than sainthood) a balance canhﬁe struck
between reason aﬁd nonreason, between System and Magic. In—sucﬁ creation
passion and imagination are essential, and yet design/and ﬁhoﬁghtful
selection are equaily necessary. Such an insistence on balance fits

better into the classical rather than the romantic pastoral ‘pattern.
6.4 Even thJugh Beautiful Losers has features of romantic and
classical pasto#alism, because it is a work of irony rather than a psalm,
an attack against System is not automatically a celebration of Magic.

F.'s words in praise of Magic are suspect for several reasons, and sex

is treated humourously and ironically. Catherine and her "sainthood" -

are also viewed with irony--she, in spite of being an Indian and .a "saint,”
did not get rid of System; she simply exchanged one system for another. )
The words Telephone Dance suggest that nature, technology, and art are all
‘the same thing. ‘And because there 'is no hierarchy of preferred activities
in Cohen's "vision of All Chances At Once,” the novel is\essentiallg_non—
pastoral.

But even though hié'wﬁrk has features of both types of pastoral--
romantic and classical--perhaps it is not accurate to place Cohen's fiction
in either category since his vision of life as a wholé seems not to fit
‘the constraiﬁts~tha£ sucﬁ a pattern imposes.v His visionllaéks the

hierarchy of values that is at the heart of paétoralism. Also, Cohen is

an ironist, not-a psalmist, and Beautiful Losers is a work of

instance, aftgr wriping his long piece in.pra§se of Magic, f.
seems to deny it: "I do not understand the mystery, after all" and "I'h
picking lies out of the air" (p. 199). With this dénial,nthen, what are
we to maké of the Magic meésage? And, taken in context, maybe "tﬁe magic"
is simply his masturbating“of phe nurse, Mary Voolnd (p. 200). 1If F. is

.indeed in thjphospital with a term%nal case of V.D., that is almost the
‘- » = . \ . / )
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only kind of sex he is caé;ble of. Also, the disea#e may have affected
his mind; not being capable of rational thought anymore, he might be
dismissing it as unimportant or even as undesirable. Exactly what F.
méans by Magic is not always clear. It‘signifies the non-rational aspects
of man's nature and life, but when taken in more speéific contexts, the
word becomes'disturbing. For instance,‘F. h;s a confession to méke:
“"Now my faF éonfeséion. ‘I'loved the maéic ofiéuns. ﬁ,; . Guns suck magic.
. . . Theiguns are green. The flowers poke" (p. 206). Guns certainly
sound pdsitivg heref*like growing‘thingé. He probably means that guns
‘are necessary for revéluqion and their use marks a new bgginning in
Québec’politics, a beginning comparable to the sprouting of healthy, yital
new shoots. However, it.is obvious that guns are’ééeds whose harvest is
death. Perhaps, just as buyiné soap made from human fat is one way,
\ providing guns for the revolution is another-way F. has to satisfy his
. "lust for secular gray magic” (p. 207). He would prefer black or white
magic, perhaps, bﬁt he has to segtle for what he can get.

| These:exampleé, hdwever, should make the reader hesitate to
conclude that Magic in itself is necessariiy a postiye_thing. Further-
ﬁore, Magic apdeystem may, in fact, be ‘one thing. . In an ihterview with
Michael ﬁarris, Cohen said that he sees religion\as "a technique for
strength and for making the universe hosp%p;blg.ﬂl4' If one can assume
that he is equating religion wiﬁh Magic, théfe ceases to be an either/or
diéhotomy betweenVSystém and Magic'because the two are the same thing.
Ifjreligion or Magic is a technique thatv;nables us weak human be}ngs to ‘
livelﬁpre coﬁfortably in a.hostile uﬁivérse (the aim of science and
technology), it éoalesces with System.l‘

Cohen is ironic at the expense of sex, too. The 1964 political =
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demonstration is like a mass orgy. with_echoes‘of Frankenstain, the
crowd swallows F. "F. pressed deeper into the mass of bodies. They T%?

celved us automat cally like quicksand swallowing up the labotatory% g
monster" (p. 150). e narrator loses himself in the crowd "of which 1
was now a joyful particle, pressed even closer about’tﬁ%'monument, &8 if
we were a nut on a screw to which the whole city we. longed to possess
wound us tighter and tighter like a wrench" (p. 151). Like Plastic Man “
and Plastic Woman, the narrator and a woman who is standing.behind him
at the rally glve and _get anonymous sexual stimulation; the ho?!p's
’ flngernalls are "smooth,and tapered as a tuselage" (p. 151). The'social
context of the scene and the negatlve technologlcal 1mages put the sexual
act lnto lronlc perspectlve.

‘ /Thls scene is matched by the even more absurd one that contalns

F., Edlth and the Danlsh Vlbrator F 's goal seems’ tgQ be "to perfect

the pan-orgasmlc body, extend the erogenous zone over the whole fleshly K

envelope, popularlze the Telephone Dance" (p. 211). ﬁFleshly enyelopef :

suggests tnat there is a, soul or spirit 1n31de, F., however, is not

‘interested in that. ..He is a klnd,of Pygmalion or Dr. Frankenstein

artist. (or +had SCLEHtlSt) who works with 11v1ng bodies rather than palﬁt 'Q"
on canvas or chipping a form out of marble (p 221). He thinks Edlth's }

body lS hlS bPerfect creatlon, a machine that now needs only occa510nal

adjustment. F. has "created" or perfected Edlth s -body, but lronlcally
’ ’ . \ .

all she wants to do is "move out" of it. Edith wants to lose herself an& %@ 6

the advice F. gives her on how to come to orgasm seems tp suggestuthat*i

ke

is all a matter of right technlque used on a fleshly machlne. As he reﬁ

out of sex manuals and recounts the torture of Brébeuf and Lalement by

Iroquois in order to stimulate Edith, 1t is p0551b1e to conclude that ﬁi
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.. N
regards the mind as the most erogenous zone of all. F.'s words are not

sufficient, however, and Edith turns te‘nfnaehinq for help.

Bearlike . . . she swung. at-me. . . .. Thus the bear,
with a swipo of his clawed’ paw, scoops the fish from the

* bosom. of the stream. Crablike, the D.V. scuttled across
the polished floor, humminq like an overturned loco- o
motive. (p. 219) ’

Ironically Cohen uses comparisons from nature to doncribe both Edith

.
Y .

grabbing the. Danish Vibrator away from F. ann the movements of the
mach}ne itself. F. is there, of course, but pe:adoxically'zdith wants ,

sexual satisfaction with no human contact. Thn”machine, however, seems

0

to have become ‘ human as the humam,beings have become machine-like. The

. © . . .
Danish Vibrator seems "to have a life of its own" (p. 224). Pulling the
Plug doesn't matter since it‘has "learned to feed itself"™ (p. 225). 1In ,"ﬂ

a rather absu!i,'anti-erotic scene the machine attacks F. and Edith. F;

B .says; "I knew it would be insatiable but I was ready to submi;gg::;;b It
’ N ° . . ’ it .
i gﬁ@%ﬁ hummed in my ears like alabaster lips" (p. 22_4).0 Oﬁbioqgﬁy, lips

&
"Edith, quite happily, became

's(_ b

si1h~ipurr1ng deeply, revved up to a sharp moan, and 1aunched itself o
through the glass" of the w1ndow (p 227). Edlth and F. watch "the

- descentaof the apparatus lnto the huge :olllng sea, which closed over ltSm
i e

1um1nous cups. llke the end of a c1V1lizatton" (pp. 22@&28) : Perhaps the

author is suggestlng that if anyone enjoys the klnd of experlence Edlth Y
I

and F. have had, or conSLde%s readlng/about it erotxc or- pos1t1ve ln any

vway, c1v1llzat10n may indeed- soon be at an end vIt 1s clear that sex with

. @

the Danish Vlbrator was the greatest sexual experienée forfknﬁ;F. and

:Edith; sex wi_th mere human beings is now bound tdg‘ be c}isappeinting,

r

i ' e s
5 é : ) - ) ’ el ’ ’



their a11enetion from the narrator begins here. 1f these two "sex

4

///sc nes” are the reason why people buy Beautlful quers, Cohen has’ certalnly

o 1 ‘
rpetrated azhoax on’ ‘his readers, and ‘those . who see this novel as a °

v celebratlon of sex probably ignore the-humour and lrony w1th whxch the

author deals wrth thls sub)ect.ls‘ -"

. ®

Cohen seeﬁs to see thft technology modifles sexuallty. One could

':say that new technology, new electronxc devxces such as ‘the Danlsh
¥ z
?’Vlbrator, convert sex 1nto an art form. that is, "hatural” sex is turned
LT e : ' . a8 ’ o - :

flnto pastoral by "electronzc“ sex. The new'technology creates a present

envrronment that 1s Judged to be corrupt and degradrng--;udged, that is,

by the reader who may flnd hlmself or herself nostalgic for a past sexualg
'envrronment. The reader may very welllregard the past, whatever it was.

llke, as much less corrupt and degradlng ‘and hence deflnltely preferable /

to. the new sexual env1roﬁment, but Cohen, of course, because he is usxng

v\

the ironic‘mode,«cannot be,credlted or-blamed_for.maklng.such a judgement

| 'hlmself R ;j - . ‘:'kt_e‘.‘ .- l' //<:>

Another example of 1rony that undermlnes Beautlful Losers as a

y /"

iromantic pastoral ls'the:role of Catherlne.' It 1s"tempt1ng to see her as

© /
% /

'a convert to a mystlcal rellglon, and part of Magic, but accordlng to the

> - .

,;[narrator, she turned away from human systems, whlch were brutal and ‘

‘v

repulsxve, to a rellgrous system.. If Tekakwrtha means "she who puts

"~things in order,?_Catherine is no more without ausystem‘than the other

'avcharacters (p.fSS) - Neverthelese, to dqny her part in all earthly systems,
\\ she r_fuses to marry she chooses a dlfferent way to put things in order.

Not able to accept the ordlnary paln and joy of 11v1ng as antordlnary =

4 o

human belng on earth, uatherrne adopts the "new“ Roman Cathollc system of

\'denial and martyrdom, and she is "Mangled Every Hour in Mysterlous
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_ Machinery™ (p. 69). In'spite of being an Indian and a saint;éﬂwo types

-

of people whom we asgume, w1th1n the expectatlons set up by romantic
pastoralxsm, to be free from<System—-Cather1ne is deflnltely part of a ?_

I a o
o

system. : . i ‘ . ‘ '

N

The narrator comments that “new-systems are forceg

by. men who simply cannot bear the paln of 11v1ng w1th Qaat 1s“ (p ‘69).

£

'Perhaps those who accept the new systems are equally unable to face llfe‘g
as lt is. <Catherine leaves her uncle's v111age, stealscoff tO’Sault
Saint-Louis, and becomes partiof‘a newhreligioﬁs\system, As»she\prays
byhthe St. Lawrence ﬁiver, “behind her was the’tranqu11‘Christian'Villade,

" and all ‘the’ meanlngful tortures“ (p.'242); TheSeltottﬁres are only
n . .
”'meanlngful if they are part of a system of meaning. Catherine's part.in

kthe system'ls to'be a martyr. /She is determlned to keep her body v1rg1n,_

but paradoxlcally she does: not ‘care what happens to her body (p. 243)

In~pen1tence she wants to do fthe most horrlble‘palnfulfthlng,“ and on one
y ‘

occa51on she,spends "severalzslow hours care851ng her pathetlc legs wlth

:hot coals" (p. 245). She wi ts to mortlfy the body, and she ‘and_a friend

N whip each other with birch witches untll the blood runs.‘ Thlsnohses51on g
w1th‘tortnre,here»can,para‘ xlcally;be compared’to-theiobsession with
‘mechanical super-stinuiati/n’in the Danish Vibrator scene that might impress

one as torture if it weren't funny. F. comments on Catherine's tortures: .

: . | . 0 :
"She did not know why.shefprayed and fasted.” These mortifiCations'she

performed in a poverty of’spirit" (p.'246),' F. might not be correct; but

Bl

if he is, the implication is that for all the true spirituality involved inj

her actions, (Wtherine might.as well have indulged in an orgy with a Danish;

Vibrator!  And, as andther paradox) Edith, who can—be Seen as a twentieth-

v J sr‘ A

century relncarnatlon of Catherlne, then becomes as ﬁuch a saint as-.

~ - ¢ » s

RS AR
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. Catherine; there is no real dxffexence between them. ‘ ‘ v

- ' '
Catherine s excessive penitence is like slow suxcide. #‘W sewing

i 0 M

3

thorns into her sleepxng blanket, she literally tears her skin off 1n
! o -

L

41

shreds.- Through tortur€é she is- tryxng to "move. out" of herself.\&ﬁben
~when she is Stlll alxve, "her body seems so far away" (p. 267). The
prlests ask her,»"What do we sound llke?“ and she replxes, "You sound

: 1ike machinery " What klnd of machlnery?" they ask, and~s§e answers,

using a“phrasevthat paradoxxcallycombrnestlme and tlmelessness, the
spirltual and the mechanical. “Ordlnary eternal machlnery (p 258).
Catherine is kllled by the machlnery of the Roman Cathollc religion, and
after the first mrracle (ln denlal of her Indlan herltage her face turns
beautiful and white) she becomes- a part of the machxnery of sarnthoo&_
"At that precise\mcment‘the g1r1 entered the eternal machlnery of the

sky" (P 266 ). As Catherine Tekakwitha she refused to be possessed by

2y . 4 : _
» anyone, as St. Catherine, the seventeenth—century Indian girl ironically

o
-

becomes the posse551on of everyone, -&nd her martyrdom is recognlzed by

hav1ng "a plastlc reprodustaon of[heﬂ llttle body on the dashboard of

every Montréal tax1 {p-. 6).]Z7 f .

. The paradoxlcal words “ordinary eternal machinefy“ remind the

reader of the constant mentlon of the yelephone Dance. Beforegﬁhk; ’ v
European mlSSLOnaq;es came to convert them to a rellglon that is part of

Bl

System, the Indxans part1c1pated in the Telephone Dance.  When the French
-

made'war on_the IndJans "people who preferred the 1ntrusxon of forelgn

'maglc to the wrath of the Carlgnan" welcomed the prlests (p. 101). The

L

'mlsSLOnary in Cath rine's vxllage .insisted that the old- people take their

1

»flngers out of the'r ears so they could hear his words, he sald, "0ld as

you are, you.must forget forever the Telephone Dance" (p 104) Oon
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becoming ChristiTns the Indians lose somethlng very lmportant--the
aﬁillty/to tune in to themselves and to connect themselves with nature- .

As those/waxy digits were withdrawn a wall of silence was
thrown up between the forest and the hearth, and the old
people gathered at the priest's hem shivered with a new
kind .of loneliness. They could not hear the raspberrles
breaking into domes, they could not smell the numberless

. Ppine needles combing out the wind, they could not remember
the last moment of a trout as it lived between a flat white
pebble .on the streaked bed of a stream and the fast shadow
of a bear claw. lee children who listen in vain to .the
sea in plastlc sea shells-they sat bewildered. Like
children at the end of a long bedtime story they werej
suddenly thirsty. (pp. 104—5)

They lose thelr ablllty to- take part in the Telephone DanceJ/Paradoxlcally,
;Cohegﬂlabels this natural ablllty that the Indlans have w1th a techno-
1oglcal term, thus suggestlng that the ngtural and the technologlcal are
lnterconnected-—or are the same thlng. Also, calllng the activity a

dance identifieslit as a form of art. Hence, nature, technology, 'and art
8 - | ‘ .
are all the same thing.

The 1mage of the TEIephone Dance is used agaln'in a dlfferent
context. - The body 1s like a closed electrtcal c1rcu1t, and by stlcklng

their fingers.ln>each other's ears and kissing, F. claims that he can
- listen to Edith's body, that he "heard the inside of Edith" (p. 158).

' He calls this the Telephonga%ance because it took place in" a telephone’ ¥
booth in the System Theatre and because its connections resemble that of

the telephone. He explains to the narrator how it originated:
‘Maybe we were under the 1nfluence of the telephones. eie
one of the fluorescent lights was fllckerlng.._. .- The
» telephones kept their steady black, the only stah@e shape
’ in the shifting gloem. They hung there likgficAryed masks,
black, gleaming, smooth as the toes of kxsséd sfyne R. C.
saints, (p. 37) . o ¥,

when the pay phone rang once, F. and Edith were_frightened:,-

PR
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there was someone watching us, not that we cared. " He

.'was wa hlng us in the mirror of the fortune—telllng scale.
his’ ) ole weary life among the water pipes and urinals
seemed to hang on this telephone message——

. « @ o sie e - e = e o ® 8 © ® & = @ . e « o e -

~He sto ped, waiting, I suppose, for the second ring,
which never came. He snapped his fingers, turned, climbed /
back on“tpe scale. (pp. 38-39) .

We felt dellvered, deth and I! The telephone, hitherto so
forebodlng and powerful, was our frlend! It was the agent :
of some benlgn electronic deity, and, we' wanted to praise. SRR
, it. I .suppose that certain pr1m1t1Ve blrd and snake dances | '
o - - began the same way, a need to imitate the fearful and the ’

_ beautiful, yes, an imitative procedure té acquire some of
L the qualltles of the adqred awesome beast. (p4,39)

So, "to lmltate the fearful and the beaptlful" and "to0 .acquire ‘some of
the qualltles" of the telephqne}wthey lnvented the Telephone Dance. ;"I‘
became a telephone" Fi cla&ps, and "Edlth was the electr1ca1 conversatlon
that‘went through me" (p, 41). what was it, the narrator asks, "Ordlnary
-eternal machinery' F answers. This paradoxlcally, is. the same anSWer

i
that Catherlne gave when, hrough death after, self torture, she "moved
out of herself " Presumably, then, to hear "ord1nary eternal machlnery
. one has to get outside oneself but. the way thlS happens is not meortant;
”11$ten1ng to the sound of nature as the Indlans do, u51ng a Danxsh Vlbrator
for sexual stipulation as F. and Edlth do,, or dylng a saint's death asv

e
Catherine does, it's all the same. Perhapsathe maln lrony of. Beaut1ful

Losers is thatithere is no hierarchy of preferred act1v1t1es 81nce ‘they
all-amountbto the sameithing, The. reader may be surprlsed and shocked at
such a conclusion sincg we' are, generally, speaklng, used to dlchotomy

o ) :
rather than. to unityééespecially‘between the realmskof the phy51cal and
o the spirxtual.lsj : k» : ' ‘ | . .

Thus, ‘in splte of .what ‘the characters in his novels Say against

Hreason and technology, Cohen himself puts them to good use (espec1ally as



262

?

ironic images) serving his art. There are parts of both novels that

tempt the reader to categorize each novel as a*whole as e;ther romantlc

e

. or classical pastoral. For The Favourite Game such an 1nterpretation is

not ‘amiss; but if Cohen is persuading us to take any position at all in

regard to pastd?allsm and: technology or to Magic and System, it probably

/
is that we refralh from creatlng dualltles and(énstead open ourselves to

"a vision of All Chances At Once" for which‘he as artist serves as guide.
If this is hls pOSltlon, then, although in isolated 51tuatlons a techno-
Aloglcal horlzon separating new and old. envxronmepts can be recognlzed‘

and some characters do express nostalgla for outmoded techmology, Cohen's

~

novels as a whole are not pastoral llterature.

e ¥
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. " CHAPTER VII
'ALICE MUNRO
A , ,

Alice Munro seems tgwpave,almqstﬁna sense of new techﬁbiogy
or of the line thaﬁfseparétes a’past enQironment and néw
teéhﬂology;vand.in ¥his yé} her stories resemble conventional
pastoral which h;s no.technologicél horizoh. Although sﬁz |
writgs aboutbpastﬁralism and uses characters who would fit
.into a péstoral,4her novel. and stories are :Qt pastoral.

' 6ery'seldom does she déal with bidér environments thét have.x
been turned into an art form byknew technolqu unlesi, of y
course, one takes her whole milieu, mainly a small town’in
wes;ern%Ontarib;.aé béing an environment thaé no longer
exi§ts except>in art. There is_no feeling, however, of
nost;lg£; f;r thé past-or for sdperseded‘tgchnolégy, no

yearning to relivé’"thg good old days." Munro's nharrators

£50 N

are not shepherds who mourn the -py siﬁg ofva“bettif;and
‘simpler way?of life;kqthéyfusué;iyJ:Zé w0men’who are glad to
have finishe& with @thé".pasfu:; - {ﬂ: )

P2 v ' ST : . LN Yo R
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7.1 ‘Ali¢ce Munro's work may scjeem to provide exampl’of pastoral of
the convantional type. However, although she deals with characters and
situations that could fit into a pastoral framework, her fiction is
not pastoral. For instance, Munro recognizes that there 1s a strong
temptation for people (both writers and others) to romanticize their
childhoods and to indulge in a subjective perception of nature. In
addition, the narrator of Lives of Girls and Women does not choose
between living in the ‘country or small town and in the city; she sees
" good in all these.

Although in the workhbf Allce\Munro there is a recogni the
contrast_between nature and techno}ogy and a chptpe orar onciiiation
betﬁgen them that sbme characters make, such a chogice or,reconciliatioh
-is not préssed ﬁbon thé reader by the authoy. In her novel and stories
neither nature nor teqhndlogy is seen as completely good or ba&, and
_neither is the old necessarily superior to thé ne nor vice Qersa. She
does not take 51des in the way that Drew and Kroetsch do. -Also, in
contrast to these tgo writers, Munro's women are more often seen as the
'"civilizing"'force and the men as treatures of the "wilderness," and the
men who are not seem to be "freaky“ or 1nsuff1c1ent as men. In having
no 1ron1c or satiric visiqn of the confllct between nature and technology,
Munro dlffers from Atwood, Slmpson and R;chler.‘ In two important ways
her worﬁfresembles Cohen's: neither takes sides in the conflict and both
w1111ng1y take whatever is at hand to create their art. "

However, while Cohen seems to regcognize ‘the existence of a

i

technological horizon and deals with it ironmically, Munro has almost no

sense Of the dividing point between an olﬁer'environment and the new
technoiogy that has turned "its predecessor into an art form." Her work

is full of trucks and cars and radio operators, but such references'to

-

A“_technology -are used malnly to place a character in a social context.

Conventxonal pastoral has no teqhnologlcal horlzon while in modern pastoral
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. . e
it is vivid and imoortaht, and since it has no'technological horizon,
Munro's small town scene resembles conventionalepastoral Her fiction
seems rather old—fashioned and has' an 1solated, detached effect, hot
unllke that of cla531ca1 pastoral, because she observes the life of‘her

P

&characters as somewhat removed from the world of . -contemporary technology
in which she and her reader exist.
Most of her work centres upon memories of small town 1ife, of

childhood in an older environment; and even though the memorles are often

unpleasant ones, such reliance on memories of the past could be seen as

[ N
nostalgia, which is a common element in pastorallsm. However, in the

hands of Allce Munro memorles of the past‘are not used in the expected
way. Generally she subtly condemns ‘the pastoral 1deology as a kl‘ of

"mental cellophane," and yet she sympathetlcally explains its un1versa1
and everlastlng appeal. Also, she is aware that storyselllnq (and other
_art forms) by its very nature can serve as. a pomerful tool to a1d the
4pastora1 impulse. One of the chlef occupations of the shepherd in
classical pastoral was telling stories. Munro's stories are "told" in
confidenee to us by a narrator,‘usually a woman who has lived through a
traumatic¢ or moving experience. These narrators, however, show little
nostalgia for theﬂpast or for outmoded technology, and they seem to be
relieved that the past is finlshed,and'done with. Hence, Munro's work,
even when it\uses some feature common to‘pastoral‘llterature or is about‘
pastoralism, is'not,really‘pastoral.

Del Jordan's account of her own childhood in Lives of Girls and

ki)

, 4 v -
but when she was younger she did tend to mythologize her mother's child-

Women does not have the kind of nostalgia that is usual in a‘pastoral,

<hood. 1In the Flats Road house- there is a picture Ada had painted
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in the far-off early days--the possibly leisured, sunny, .
16v§ days--of her marriage. It showed a stony road and
‘a river between mountains, and sheep driven along the road
by a little girl in a red shawl. The mountains and the

"~ sheep looked alike, lumpy, woolly, purplish-gray. Long
‘ago I had believed that the little girl was really my '
mothei and that this wag the desolate country of her early
life. - '

<

Del wanted to think that the picture showed Ada's nostalgia for her

o

childhood but then "learned that she had éopied the scene from the -

National Geographic"'and not from nature (p. 70). Del doesn't give up

so easily, however. From her mother she has discovered-that Ada speht

her childhood in the backwoods, in a part of Ontario even further from
. 1§ B

large urban centres than Jubilee is. Ada lived in an old frame house

in the middle of fields where the rocks--part of the
pre-Cambrian Shield--were poking through the soil like
bdnes through flesh. The house which I had never seen

in a photograph--perhaps none had ever been taken . . . /
appeared in my mind as plainly as if T had seen it in a
newspaper-—thegbg;gst,.darkest, tallest of all old frame
houses, simple and familiar yet with something terrible
about it, enclosing evil, like a house where a murder

has been' committed. (p. 73)

) A place that Ada is impatient and matter-of-fact about, Del romanticizes.
Prpbably because she is a child who reads a 16t, Del makes Ada's childhoéd
‘home into a Gothic setting to match her "gothic" childhood:
Wasnfﬁ it always November, the ground hard, ice splintered
on the puddles, dead grass floating from the wires? Yes,
. and the bush near and spooky, with the curious unconnected
winds that 1lift the branches one by one. (p. 74)

However, when Ada writes for the city paper,"ef articles are "full of

long decorative descriptions of the countryside' from which she had fled,"

and these descriptions don't seem to match the\memories she recounts to

her daughter (p. 80). Ada seems to be of two minds\about the environment

. . . ) X \ ,
she has left behind. Del herself is more carefgl\to e faithful to the

facts of her childhood; she survives the temptations rdmanticize
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Jubilee and its citizens.

@4

What the facts of childhood actually are, however, is one of

o

the problems facing an author who chooses to write about her own past.
Ada's memories of her teligious fanatic mother, of wounding poverty and
childhood deprivation,are different from her brother Bill's memories.

Perhaps the facts were not the same for brother and sister or else one or

’

both have unconsciously distorted the facts in creating their meyories.

Bill lives in Cleveland far away from nature, which he now seems to

/

romanticize: "“The financialxaspect isn't alvays the only/thing,“ he tells

»

Ada. "There's the being closer to Nature. Withoutvallfihis-—you know,
running around, doing what isn't good for you, living high " (p. 86).
Her reply is:

What is so good about Nature? Nature is just one thing
preying on another all the way down the ling. Nature is
just a lot of waste and cruelty, maybe not from Nature's
point of view but from a human point of view. Cruelty is
the law of Nature. (p. 86) _ ‘

For Bill: the countr&»is a place of simplicity and good health. He
remembers his childhood differently from the way Ada remembers hers:

Well I don't mean like that, Addie. I don't mean wild
animals and all like that. I mean like our life we had
_at home, where we didn't have too many of ‘the comforts
. . . but we had a simple life and hard work and fresh
air and a good spiritual example in our momma.' (p.. 86)

’ - X A
.In the statements of these two people‘are'the two extremes of opinion

" about nature--the sentimental and the Darwiniaﬁ, one could label Ehem.
Ituseems from these stetements that the truth about memories of cﬁildhood
is a squeCtive truth. Bill has remembered all his life.that tﬁeir mother
grought in a coc00n>on’a miikweed stem in the fall and that it hatched on

Easter Sunday with a‘blizzard raging outside. This is not the kin& of

thing Ada remembers about their mother. ~ There is no evidenCe‘that either
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one of them is’consci@usly”ii:torting'khe facts; either or both of them

'‘could be, telling the t;uth ut childhood.

Perception of nature, too,‘is often subjective. What Del sees
in nature seems to be a projection of her own mood. At one time she had
a Wordsworthian responsé to nature that she couldn't share with anyone:

'For a year or two I had been looking at trees, fields, ' =
landscape with a secret, strong exaltation. In some

moods, some days, I could feel for a clump of grass, a

rail fence, a stone pile, such pure unbounded emotion

as I used to hope for, and have inklings of, in

connection with God. (p. 165) -

Y _ : i o
She sees the landscape very differently_in the company of Art chambe:lain:

now with Mr. Chamberlain I saw that the whole of nature
became dehased, maddeningly erotic. - It was just now the
richest, enest time of year; ditches sprouted coarse
daisies, toadflax, buttercups, hollows were full of.
nameless faintly golden bushes and the gleam of high
creeks. I saw all this as a vast arrangement of hiding
" places, ploughed fields beyond rearing up like shameless

. mattresses. Little paths, opening in the bushes, crushed
places in the grass, where no doubt a' cow had lain, seemed
to me specifically, urgently inviting as certain words  or
- pressures. (p. 165) ' : b3

PR
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After Chamberlé}h;s "éerformance" thg "1anasqapg was po§tcoita1, distant
and meaningless," angd after“her break with Ga£ﬁet, Dei-sées tha£ things
once again have their "own saber and familiar shapes.‘ pnconnected to
the life of love, uncolored Sy love, the'wdrld.resumes its own, its
‘natural and callous imgortance." (p. 167, p. 236). Del shquld have béen i
prepared for the extreme subjectivity of ﬁer percepéiéns of nature,

especially those perceptions'influenced by sexual passion. Her reading ¥

*

should have prepared her to see sex in terms of nature and technology

and nature and technolog? in terms of sex: .
4 ) . Fa
One book compared having sexual intercourse to going
through a train tunnel (presumably if you were the whole
train) and blasting out into a mountain meadow so high,
so blest and beautiful, you felt as if you were in the
sky. (p. 172) T ' -
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Her reading of novels, however, did no epare her for-lite. .

Del seems to be comfortable'enough ith both nature and
technological ohange;; Before she moves into Jubilee uith her mother 1n
order to continue her education, she lives the end of the Flats Roadh
a half;way place: "The Flats Road was not part of town but it was not
part of the country either. . . . There were no real farms " (p. 6). Her
father has nine acres and raises silver foxes until he goes broke with
them and has to change to chickens. The wilderness is not appealing:
"The bush behind it [the farm] was black, hot, thick: with thorny bushes,
and dense with insects whirllng 1n<galaxies " (p. 2). ~Del doesn't fear
it, however. she is comfoﬁtable enough catching frogs for Uncle Benny's
fish‘balt, and she takes the pelting of the foxes as an activity necessary
for the family s 11ve11hood The country is changing,though. .Even by ,
1882 when Uncle Cralg was bbrn, the log roads had been replaced by gravel.
(p. 29) Once Del sees a deer near her Uncle's.farm:and her ‘Aunt Elspeth
comments that "lt used to be you'd see them regularly . . But not now.
That's the. first I've seen in I don't know how many years " (p.-35). As
people move further lnto the bush and clear it, the deer must retreat

The house at the end of the Flats Road has electr1c1ty but no

running water. The Jordans have a car and a telephone, but Ada longs for
/

"~ town~1life whlch she thinks is more c1v1llzed. In many ways Ada fits

ea51ly into town-life. No one in town goes walklng in the park-

Why should anybody in Jubilee walk to see more grass and
dirt and trees, the same thing that pushed in on the town
* from every side? They would ‘walk downtown, to look at
stores, meet on the '‘double sidewalks, feel the hope of
‘act1v1ty. {p. 155) 4 '»

Ada_is'glad to leave the chaos of the country for the more orderly life of

town Del herself is of two mlnds, she misses the country but loves town

e b
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. Nil&!ﬂﬁﬁxﬁho misses ‘ a n > R - . -
L] .

the nearndcu ot the river tho qwaqp. aL:o the real

anarchy of winter, blizzard¥ that shut us up tight in ‘our

- house as if it weredthe Ark. But I loved the order, the

| wholeness, the ‘intricate arrangemeht of ‘town Iife, that

only an outsider could see. (p..69) ) )

At the end of hor utory, Del plans to” leave aubiloe for a larqer city

-

(Lnndon Ontario o Toronto probably) where sho will have ogportunitios
fox a ‘life different from what she had in the country and small towh.

Balanced against thia idea of the opportunities ofuclty 1life
' ' AN

N
/ are the unploasant aspects of it. When Uncle Benny ‘goes to Tbronto to.

/o P

"

A
find Madeleine and Diane, the t:&ffic and traffic lights make it
! " ?

impossible for him’ to reach the strggt he wants. On his'return he ‘gives

.a descmiption of his experienae‘; .5

es ‘he tnlkedy; difﬁerent 1andscape--cars, billboards, e
industrial buildings; roads and locked gates and high
wire fences, rail: ay'tracks, steep cindery embgnkments, s
tin sheds, ditches+with a little brown, water, in“ them, B
also’ tin. cgns, mashed cardboard, cartons, all kinds of -
clogged or bdrely flodtin% d&ste-~a11 this seemed to
. grow up. around us -‘a;. wq could see how it was, to
’lost therearJPJ,ES) a 3 ) .
Except in this case-of Benny s trip to Tbrcnﬁo none of the horrors of

*,’&N‘,‘ - R i
city life areumentiongd endathe»nostalgia fbr country and small town life

%ui LA t

i

is largely m4331n9: and 1t seems that such a contraat between country and

®

| city is expected in‘the pastoral. A cbntrast, too, between past and

present is expected” bux it 1s a contrast that 1s only implied here. an

N -

: urbanized adult recounts in artful form some experiences of childhood ‘,

 perhaps -with the aim of‘imposing’sqme kind of order/and wholeness on those
. £ ‘ o ' ’ )
‘ 3uexperiences,'
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/1,. . J.'n one/ respect De.l is not a typical heraine of pastoral; shé
.lioves that knowledge and’ technology can give protection against
-/ fccidents of nature (a -sitsation preferable_to subnitting to such
/ /acc.idents), and at one one point she turns to religion, not for -Some mystical
- jcommunion with nature, but to provide ner with the desired security of
v knowledga.. On the other hand, ‘the men whom Del finds attractive are the
~  ones who are associated with nature, nor: tq\e ‘ones’ who are asgociated with
',: tecbnology ‘ . - \ ‘
i, ‘fsi»' c 7 i .

S

Del has a longing for order and wholeness. She wents-to see a
}

.. recognizable design or pﬁttern of meaning in life. For instance, Del'

. father's cousin is not 1ike everyone else because she was deprived of

oxygen at birth Defl can® t accept the idee of accident in nature- "t

2

f: shied away from the implication that this was something that could happen
enyone, that I myself might have\been b}unted,‘all by lack of some :

namable, meesurable, ordinary thing, like oxygen" (p.‘ 39) ‘ To“Del,

T a 2 : , Ep
knowledge is security When her father s uncle d;es, Qelvdemends a11'>,“

A

- the details fron het nother:

'm There is no protection, unless it is in® knowing. " i
_-vanted. death pinned down and isolated behind a wall of  *
‘ part:.cular facts and elrd tances, ‘not floating around
' ogse, iqnored but powerful, waiting to get in anywhere.

b e

e Del thlnks thet knowledge is the only protectlon agalnst the accldents of

S

: nature, that bullding walls o,.ﬁ.jacts w111 keep out suc:h accidents. And

if_’bel’ chn be seen as Munro s perSOna, then another klnd of protection is.

I

artx.cular facts agud c1rcmnstances mto art—-mto a novel and
B

’ _;short stories.- 'mrough art one . can 1mpqae order and wholeness on"‘the !
s

chaos of existence..‘ {j

-

.’. Del's mother, Ada. 1s ‘a heliever in know‘ledge-—any kind of ,
; knowledgo.‘f Knowledge was not ch\illy to he\ no, J.t was warm and lovely "
; and'0‘1 sharee‘h.r ‘Rpetite for knowledge (P‘ 54)- As a. contrast.to most .
mn m the Other noveIs diseu;sed, Ade is on the side of technology.

Tk



r‘.d; 4 o . . Lo
A o ’ _ "272‘

Not the role of Earth Hother or advocate {af nature. Del's

mother is ﬂscinated by the prospect of organ transplants, for instance. A

It seems sensible to her that if a person dies with perfectly good parts
. v x‘)

a younger i11 person could make use of them through transplqnts. 'l‘rans-

planting the cornea of eyes is only the beglnning, she prediots. She
\ . &)
prefers this idea of imortality to the idea of Heaven and Hell
\ ~L
. all these parts won' t die at all, ‘they' ll go on ﬁiving
as part of somebody else. . . . We would all be heirs
of one another' 8 bodies. we would all be donors too. .
Death as we. know it now would be done away’ withl lp. ‘ 48) .

A \

Ada, although excited by the past, ‘is enthusiastic a.bout the future .,:,

(p. 148). One year ‘the ‘snow is in Jubilee, and she cuts out

the picture -from 'the nev‘spaper showing depth of the snow and saves .

1& for. Del s future children

' "They will never see a thing 11ke that, " she said.i Cw
"By then the’ snow will all be collected in machines and
‘—-diss:.pated“ .Or people will be living under trans-
parent domes, - with a controlled temperature. 'rhere will
be no such things as seasons anymore.. (p. 140)
She approves of nature be*lng ynder control. ,Del wonders
‘How did she coMect almE her unseig@l&hg, J.rfformation aboui!'
_the future? She looked forward to & time when towns like ,
Jubilee would be replaced by domes and mushrooms of §o
concrete, with moving skyways : to carry- ‘you .from one to ’
-the other, when the countryside would be bound and tamed
forever ‘under broad sweeping. ribbons of pavement. Nothing
would be the same . as we knew it today,: no frying pans. or
bobby Ppins or. printed pages or: fountain pens would remain. a
' My mother would not miss a° thi'hg. (pp. 140-41)- »
0

. Ada would not be nostalgic for past technologies, nor would she suffer

. X

~

‘from future shock. However, she expects that if a change ig to conre 1n »

»

-the lives of qirls and v'\vomen,_ it inust be based on 1ncreased self—respect

?

- ’more than on rmprovﬁ\d birth-control dev;ces, although she does realize

) Vhow important such t_"

73
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o
women (p. 1 3). s g

Ada is a rationalist, and religion is something she feels

4

uncomfortabpe with. ‘She seems readier to believcrin burglars than in

Sy . \

God When she does go to the United church, she would 31t looking all 3

) around, cautia!s but unabashed, like an anthropologist taking note of .

%

< the behavior of ‘a primitive ‘tribe" (p. 94) Ada is the kind of person '

N"

,:-who gives the impression thaf she was going to pull up shortly and

‘b‘

demand that everything make sense, the kind of person who would favour

scientific explanations and technological change (p. 95) She is/a'

believer in progress even in the realm of human nature, for ins ance,

e
. [

)

she believes that people in general are getting better. that l ; less
blood-thirsty in their religions (p. 105) .w\f'f, - - 3 _
» hh‘Del 'S search for God and,;eligion is pa;t of her desii; for the
security of knowledge. "If God could be discoverea, or recalled, |

y

everything would be safe, she thinks (p. 99) Using specious logic,

\ Del reasons, "HOW~C0uld people rest, how could they even go’on breathing~

and existing, until they were shre of this? They did go on, so they must
be sure" of a Gggscentred universe (p 99) ‘The answer, of course, is

L L . \ .
that people aren t sure and still 'go on 1iving. Her mother is practical

and not really sympathetic to Del s search for religious certainty. It

is her view that there must be some de51gn but not one open to human

understanding and that people should use. their energy to improve life on-

C oy

R

. K]

t earth and leave the after-life\izrzhe dead.L The lack of 1nterest‘in

religion shown by Del's brothex strates ‘her:’ "His deep lack of

interest, the satisfaction he seemed to,take in a world without God were
\e i’
what I really could,not;bear% and kept hammering at” (p. 104). Del tries

" to 1ncorporate her belief in God and an oxderly universe into her everyday

_@"_

Y



life. She prays to God to have her spared from the humiliation of
"
Househbld Science. but when she gets what she wanted, she can see that

she "had no way of knowing. there was no control for my experiment"‘”

R

_{:g 103) When it comes to praying to God, however, to spare the life

274

‘OWen's dog (he is to be shot for killing sheep, an actLV1ty which has

/
* beéome natural to him), Del realizesuthat it's no use, that_God is not

¥

interested, and that Major s death is inevitable.

Could there be God not contained in the churches' net
at ‘all, not made manageable by any spells ‘and crosses,
God real, and really in the world, and alien and
unacceptable as death? = Could there be God amazing,
1nd1fferent, beyond faith? «(p. 114) - ‘

. L‘_

For D°l,re11gion has amounted to no more than a kind of spiritual

A v\ ‘.’ . i ¢

technology, praying no more, than a way to manage-sbd. Here she has to

face up to the possibility that religion i% werless as science to
Yy

[

Y

of divine deSLgn and no securfty 1nherent in knowledge.

~ . «

Another kind of knowledge ‘Del. later’ nedﬁs to bring her to ‘4

maturity is a knowledge of men. It seems that‘the men who make the mo
positive 1mpact on her 11fe are the ones assocxated with paSSion and

| nature, and those’ to whom she is ‘least attracted are aSSOClated with
technology.vd Ai!h&ugh”the sexes are reversed, the conventional pastor

» . :
‘pattern generally remains in-Liveskof Girls-and Woment'

Ay
1

Jerry storey is an intelligent boy in. Del's grade at school.
llkeS him as . a friend but is never really attracted to him. He. is

,obsessed with technoloéy and describes the tortures and bombings of~

“‘W,Orldwall',’vTIIk.: & ,; d""‘. : P .

‘ & L > ‘ = S,

st

al,

- She



with a controlled excitement, a curious insistent )
relish. Then he would tell me about the weaponsiaow
being developed by the Americans and the Russians; he
made their destructive powers seem inevitable, magnifi-
cent, useless to combat as the forces of the universe

' itself.- (p. 195) ’

<

He describes the developmént in biological wé:fare and is cheerful as
he "lqdkeci ahead to prodigious catastrophe " ¢p. 195). 1In addition, he

tells Del that = . , :
B o g 7/
-some day, if the world lasted, newborn babies could be
stimulated with waves of electricity and would be able
_to compose music like Beethoven's, or like Verdi's, '

,___‘ whatever was wanted. He explained how ‘people could

. ‘have%thei_‘r‘intelligence»;:gnd.;heir talents 'and preferences
. and- desires built into them, in judicious amounts; whya‘
not? (p. 241). , . : : -

«

® *

.

¥,

' Jerry is on the side’ vechn@ldg‘_igalmc_yievéjl.o;ament and pfobably will be a
: ‘ B . ) * X ,

S . v oW R S ; o
'scientist and have a hand in<that Qeve&o%t.f Del's mother talks

ks

enthusiastically with Jerry about "laboratary—%e‘,at ife, or machines
SRR 2 o N SRR ,

taking over man" while Del's response to all this is "conventmﬁl- ¢

Py

horror, tentative female reasonableness" {p. 197, p. 195). éDel im her

y"vdrid of-pa{ss‘ion, ronfance,- and fictu:ion judges that“"'wha't he said. [was)

o LA

unimportant even if true " (p. 241). Truth for her lies in literature.

Art Chamberlain :éads the news on' the Jubil'ee radio station;A~ and

perhaps, be'capse'of his job, which is a glamorous oné'in a small: town, he

pecomes part of Del's sexual fantasies. His role is one of necessary

observer: - "His presence was esse(_n‘tialb-but ‘blurred; in the corner of my

daydream yhbe’ was featureless but ‘powerful, hmm'\iri’g“ away electrically like .

' a*b_lﬁe 'fl'tiorerscent light " (p. 152), \I\-r’onicaily,‘ it is Chamberlain who

“seems’ strangely abserit: ' &

‘uses Del as a necessaxfy observer at his sexual ‘perfgrmémce. He seems

odd to De; pecause his eyes are pretty but expressionless, and his. body

‘ SR e
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"his body . . . did not in any way disturb his clothes v
but seemed to be made of the same material as they wer*
. . . Even Uncle Benny . . . had some look or way of
moving that predicted chance or intended violence,
something that would make disordey; my father had this
too, though he was so moderate in his ways. Yet it was
Mr. Chamberlain . . . who had been in the war, he had
lbeen[in the Tank Corpe% (pp. 146-47)

Chamberlain is the most -violent of all the men. the only one who had
: ﬁ
been,lnthe war. He, with others, wantonly pestroyed a cookhouse on

-the last'day of the war, for instance. Im*the‘war he operated a tank

nature as ar Jordant and Garnet. His plac'e

anybody els diqa "™ (pp. 1—2) He is as$oc.1ated w:.t.h the smell of "fish,

[

furred ani als, swamp“ wh:l.ch is a smell that Del rathep & (p. 9)

+.

#

‘a ng31de our. world was Uncle Benny's world like a
v ‘troublingigdistort reflectlon, the same but never at
‘all the same. In’ that world people could go down in
q icksand, be ‘vanquished by. ghosts or ‘terrible ordinary
,C tiesi luck and wickedness were gigantic and unpredict-
le; nothing-was deserved; anything might_ happen,' ’
feats were met w1th crazy satlsfactlon. (p-. 26) 4
: ﬂ 'Benny represents the 1rratlonal in manﬁghd Serves as a foil to Ada

Lo ¥

. . £
. 'Jordan.- 'at most rat:.onal of x&en.' ‘ e

®» . L4
1's father is a "halfway man“ who likes 1iving on the Flats”: ek

-
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Road:

%
i

He had been raised (like ty mother, but she had cast all
that behind her): on a farm deep in the. country; but he
~ did nbt feel at home there either, among the hard-gset
. traditions, proud: ‘Ppoverty, and’ monotoriy of farm life.
The Flats Road wéuld Qo for him. (p.. 8) '

He is first a fox farmer, then a chicken farmer. Like hér mother before :
-her, Ada abandoned her edncation to marry a farmer. Once Ada and the

children move into Jubilee for the school year, Jtrdaa and Uncle Benny

are left in the country in . "smelly bachelor comfort” (p. . 70). Without

gbikmhda and Del to keep things ¢lean and civilized, Jordan '8 house becomes

%,

g0 dirty that it no longer had to be a house at all: it w .Jﬂke’some

sheltered extensipn of the out-of-doors. .ZQi. The whole pl@ge smelled

. %
: of fox"'(p’ 109). , After the family moves 1nto town, Del's fathef@seems

to play a small part in’ her life. ‘Because of her intellectual interests, ’
9

he seems to approve of Del and yet be offended in some way by her (p. 227)
~
He has more affinity With his son who comes to live with him when he“is
7
about fourteen. Owen cultlvate[s] churlishness" and wants to quit

&

schooll(p. 197). Like his father, he is not'an 1ntellectual and has a

. -

E”'"simple, ignorant, masculine contempt" for Jerry and fot Ada's enthusiasm
over‘Jerry. To Owen and his father "Jerry was a freak, shut out of the -
world of men," Del thinks (p..197). The world of men geems by definition
here to mean anti—intellectual and close to. nature. At one point Del
has a dream about . her father wanting to cut off the heads of his family
"for their own good" "I was- paralyzed by this reasonableness, the

.arrangementsfso simple and familiar.and taken for granted, the reassurlng

face of insanity” (pp._112-l3) The connection of 1nsanity with exce551ve£
,,._ % “l ‘_vz »'.

"alityiis not a new. one, but xt is surprising that Del has thls dre

about her father rather than about her mother. HoweVer, 1f the cutting
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off of heads is seen as an-act against reason,-the apparently para-
doxical action becomes totally in character for the father.

Perhaps as a reaction against reason Del chopseslto\ggfvdff~‘
- o . s A
her own head and to love Garnet French who is dark, anti-intellectual,

and a rather "primitive" man. Ada warns her daughter against this

"‘ bl . . oy -
garage mechanic of little gﬁucation and no giltuﬁe.s Del andféirnet_seem

. have‘nothing‘iﬁiéommon and get together because each hides part of

: his/her pensonality f om the other- "he rearranged'me, took'juét what he
: ol BT e " A
‘fded to suitWhimself. I did that with him. I loved the dark side, the
W j. ‘ ) ' C - .'c::' '
strange side, of him, which I did not know" {p. 217), The regenerate

. Baptist masks a man of violence, and Del {qﬁfasciﬁated‘byvit.“Del never
ltalks'to Ga:net about.intéllectuai matters és é.b éoeS'with Jerry (Garnet
is Jerrxy's antlthesls in almost every way) and, in fact, Garnet seems no

more than a sexrobject to her: . o .

any attempts to make him thlnk in thlS wqy, to theorlze,

make systems, brought a blank, very sllghtly offended,

-and’ superior look into his face. He hated people usiig
-~ big words, talking about things outside of their own

A + ' 1lives. He hated people trying to tie things together.

o (p. 217) '
R ~ oo
admlts tha5 she pays "attention to the life of his instincts, never

. to hlS ideas.‘@ i . Nothlng that could be said by us would br1ng us

i\%together; words were our enemies " (p: 217), 'In their relationship there

seems to be nothiqg be51des physical attraction. '

PN [

'f,i A -It was all E: could do to read the words on a blllboard
when we were driving. It was the very.opposxte of going
out with Jerry, and seeing the world dense and complicated

- ’but appallingly unsecretive; the world I saw with Garnet .
- was something not far from what I thought animals must see,
the world without names.  (p. 218)- e
ey . c

What Del has hére is thé kind of xélationship that the narrator of
’;Sﬁrfacing has, or wants to,h;ve,twith Joe. In the "baptizinéﬁ episode
S . . - . o // ;“ . ) L . “ -

&
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Del herself surfaces and realizes the nature of their relationship:
it seemed to me impossible that he should not understand
that all the powers I granted him were in play . . . that
‘I meant to keep him sewed up in his golden lover's skin
forever . . . I saw that he knew it all already; this was
what he knew, that I had somehow met his good offerings
with my deceitful offerings, whether I knew it or not, ‘

- matching my complexity and play-acting to his true intent.
(pp 234-35) .

I had thought I wan;eﬂ't know about him.but I hadn't

really, I had neve"»tpaliy wanted his sec®ets or his - e
violence or himself tgken out’ of the cortext of that

peculiar and magical, §nd¥ it seemed now, possibly fatal

game. (p. 235) = " o

Del ould have losfwthisi of 1ove whlch was really a game of
4 Lﬁ’%ﬁ gamg‘ V4 g

oupr, iﬁmgould have been' fat?l to her. As it is, she is strong enough
fﬁ

to make the painful break with @¥rnet and "get started on [her] real
life" at a job in the c;tyV(p,gZBB)._ Garﬁef French is not‘her "real
life," she has.comq to realize, and she is able to direct her life away
from total 1hvolvement with a "primltlve" man in a way her mother ang
grandmother were not able to do (although‘lt shonld be noted that these

. ¢

women had their own partial escape %rom their mén in encyclopedic

no indication that Dei\s
' N\
rejection of Garnet, however, 1s a rejection of that part of 11fe that \\

knowledge andfgpligious fahaticism). There i

he represents, she - simply sees that her "real life"™ must 1nc1ude more tha:\\

R ,
what he represents. Perhaps what she is after is a balance between reason

o and passion, between the rather extreme rellance on technology that her '

mother and Jerry advocate and the paSSLonate, instinctual life that .
Garnet represents. For her, "real life" must contain more than the

o

attractions of’romantic pastoral.
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\ln these stories. Otﬁérs tell of the tensign/pg;ue{éMglason and passion,

. . ! ' \
. . \‘\280

» 4
7.3 Tbchnology is important in a few of Munro's storids. Sometimes
it is used to show a character's social and/or financial position. In
addition, the characters who are identified with technology often appear
to have a special glampur. There is no evidence here that any of the
characters exhibit nostalgia for past technologies. which is common in
pastoralism.

It seems that, although Alic! Mnnro s short stories are not

v
actually pastoralﬁaghout half of them are useful in a study of pastoralism.
A few stories deal with the importance of technology (especially ‘the caz)
~-and the. glamour that accrues to the individual who is associated with

technology. There is, however, no nostalgia for superseded technology
\

§\

- .
or put in another way, between s?!tam‘iﬁa accident'--:\ESNTTiit that is

often a feature of pastoral literature.. A third group deals with the
. Nl

S~

,change in values, a change that is made evident by the conflict between

the old and the new and by the desire of softe of the characters to hold

" on to the old at all costs.. Some stories in this group show that

childhood is “not necessarily a time of innocence and old age a time of

AN £

;ndstalgla‘and that,although nostalgla for the past is a prevalent and
perhaps unavoidable human emotion, solidarity, w1th past values can be‘
ignorant and harmful. These'storiei deal with pastoral ideology without
being pastoral themeelves;

The\social signiiicance_of technology is important in Munro's

. \ \ . .
fiction. In Lives of Girls and Women, to return briefiy to that novel,.

3

\

ada's '37 Chev is crucial to her 1ndependence and sh0ws her trust in
technology in everyday terms Art Chamberlaln makes hlS escape from

/
Fern's demand3°ln his Pontiac._ Garnet s truck serves as a moblle bedroom

.- for Del and himself, and’ when Naomi tells Del of her pregnancy and hastlly-

planned wedding to a Bell Telephone llneman, her most selﬁspltylng
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statement concerns her second-last boyfriend: "He has got a Jew
Wt

Plymouth, now that I quit going out with him“ (p. 229). 1In "The Peace
of Utrecht" the ritual of Satdrday niqht in town complete with "parking"

\on the main street is recalled by two sisters. Mrs. Gannett‘e car in

A

' "Sundey Afternoon“ indicates her wealth and the freedom of movement it

\

gives her. 1In ”An Ounce of Cure" a car is seen as essential to adolescent
independenc& and to dating and romance in the 1950's. Owning or having
the use of a car is the "in thing and separates the men from the boyg.

¢

“The fifteen year-old narﬁatOr knows girls Wl know _ .

boys who had quit school or\peen imported into town to
play gn the hockey team. She fKQy] and Joyce rode around
in these boye cars, and sometimes-went with them~~having
lied of course to their mothers--to the Gay—la danhce hall
e highway north of town.

s glrl ometimes babysits for the Berrymans who ‘are newcomers to t

y »

After her "debauch" while babysitting at\the Berryman

i

of the narrator's reputation is indicated b§\the,si1enpe

: she "had at the same‘time one of the most'silent
telephones and PQSlthely the most SLnful reputation in the whole High
School"™ (p. 87). ‘ & . o - \\

In "Thanks for the RldE" both chk and George are young"men from \\ :

v ! - -

the city. Being without a car makes George *touchy and dlssatisf1ed" so

he’ latches on to hlS cousin who has a 11tt1e money apd the use of his

1

father s car. (Dance of the Happy Shadee,jp 46) When George picks up

. Adelaide in the oafe at.a small resort town, the second thing she says 1s,

"You got a car?" and the first thing Lois’ s mother (Lois is the second
’ 2 ; W s

e
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pick-up) says when they etop at her‘house is, "That's a nice clrfyou
got out £ront. Is that your carx?" (p. 48, p. 50), onviously owning a
car is very important to these people. Tb'Lols's mother a car and other
"nice thian are a sign of social and financiel status. Dick's father |
is a chartered accountant and 80 can efford a car. Lois's father wes.
killed,several yeers‘previouely in a mill accident so her family doesn’t
have nlce things. Her mother seems proud of the gravity of‘the eccident.’
vhowever, as\though a great and unusual misfortune is the only thinc she
has to display. Lois's father's head was cut off in the‘accident, her
mother tells Dick and George with relish: "Clean off, imagine, and

i

rolled on the floor! Couldn't open“the coffin. . . . I guess it was the

K

!

worst accident ever took place in this town" (p, 51) The mother is also |
Y - P

interested to kno ick's "folks" have a susmer’ cottage. If they diA

that would be another affluence and distinctionﬁ a.cottage‘for\

,pastoral holidays. and a car to get there. Neither Lois nor her mother \

are<l;kely ever to have elther one. Lois is almost seventeen and had to
quit school two years before to work at a sew1ng-mach1ne at the local ,
' ' ¢

-glové factory. :
A

- Once they can. get away from L01s s mother, Dick and George park

their’/ car in a lane and use it as a mobile bedroom—“that is, George and

Adelaide do while chk and Lois go to.a barn in the next field "Thanké\

1

for the rldel” Lois: calls out 1n a Kloud, crude, female v01ce, abusive

: |
‘ and forlorn“ when the two women are flnally dep051ted at home (p. 58)
}

She could be saying that a sexual enépunter for her is df no more RN
1mportance than taking a. ride in a car; Sl ‘more likely, she means 1t .

‘irp nxcally and negatively and is suggggffng that Dick has ”taken her for

—. Y

a ride," that - she has been used againr-hence, “thanks for nothingl"

[
\_ -
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- ftory "How I met ny Husband” is full of detailu ebcut modern
house old technology, which seens very desirable to the fiftun year-old ..

narrator, a farm girl who works for Dr. Peeblu and his wife. They have .
bought an old house five milec out of to\m. and Edie conlnﬁntl, "It wu L

just when the trend was. startinq of town peocple. buy,inq uﬁ) old fama. not

/
" to work them but to live on them." g&thing I’ ve b«n Meanir&to ‘Nll

You, P. 45) ’I’hey are people who live in the country but M off

Y [
tl-)f land. 'I'o a real farm girl sone of their ideas ~seem outlandish. For

e

instance, they like to eat outdoors in the yard "in spite of bugs. One

" thing strange to anybody,frbm the country is this.%eating outside" (p. 57)

o
q

Real country people get too *ﬁ'\‘chof the, ,outdoors in their work to want to

‘eat out;side. .At least Dr. Peebles is a veterinarian and works w:.th

. farm am.mals; as for Mrs. Peebles, the country seems to exist‘“’only *}for

picnics‘. She has a Oc‘pletely unrellistic View- of the countrY‘ and rural
v : f

 life. It is obvxous that Mrs. Peebles hasg never lived on a fam and has
a low opinion of fanners. ‘When Chris Watters lands his- red and sjilver

plane n‘e”‘ar their place, everyone runs out and Mrs. Peebles scolds them

- by saying, "Let's go back in, the house. Let's not ‘stand here gawking 1ik‘e .

a set of farmers" (p. 45).

« , L ,

Edie is from the - "real" country and is extremely 1mpressed with :
L~

Mrs. Peebles kitchen and’ bathroom The kitchen has white appliances argd ,

fluorescent lights, ‘and Edie 1s delighted w1th the modern domestic
L,

ed“ light I loved the double sfﬁi )So would anyquy

¥ w \

6mfashing dishe,s in a dishpan w1th a rag—plugged hole dn an
BN f

\ ,
_table by laght of a coal—o;.l lamp u (p /48) And bathing

i

) “in the p:.nk &throom is so delightful that Edie linu.t,s her baths to- one

A
A e

L i
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" a w«k so that m‘ won't vear out hnz joy in tho mg.” . ;g .
e ; 'morb are /only two chiﬁgun in th@" Publu !m:l.y (‘thc buay-—body e

nntqhboﬁr woman m hu a lu-qo zgmxy orodiu mt. nnm &rth
P
: aom;rol dov:lcu). ‘and in ndid'o qytnion. ,w:. #l hardly any wm,th at 111 ™

bamun of the autcuuc wuw ni dryex and other '1"0“10“' appuancw.

_’.0 comes. from A Mwhm m: WM has to, Noat the weter, use & \

: wrinq.:“~ vnhc: and an ontdoor clpthulino. and is oxpcct.d to do baxmdork o
and rain a Larqo family in lmuon t'.o doinq housmtk. (Ncw, at tha

time she is recallinq hct put. Bd.to too has such appllancn in her own

L. v

houu and takcs their h-lp for grmtedp) ﬂowovo%‘ in lpite o! such a L

’

relatively meagre work load, Mrs. Poobln fenli " 1ed down,’ with tha two

children, out in the coun‘ixy" and ﬁeels she. n«d hiraa girl (p. 47) """""" —=
' ‘ .

Because cars arc iﬁ short nugply aftor %rld War] II, she doesn t have _‘ _
‘one. of her own and feels trapped and bored ’in the( country. She ims no

PR T

' real work to do, and what work there ix Bdie dqqs go it 1s no wéﬁdex that

/
R

dissatisfxed kindred 8 irit ;Ln ChriL ’

e li/ing in the count.ry" (p-‘ '55)
Perhaps M;s. Peeblas sees a/

/*/‘/ Watters. , He has been in the War a.n[d leamed to ﬁlY a Pl -

v can't settla down tp ordinary J.ifé. %13 fian*ce% is on
i f

y' that :ate spr;mkled throug%:‘t Munzo 8. nowei/ a.nd stories, avoid.s the

g IR .
commitment of martiage. Alicefa car chn't go %\s :ast as his plﬂ.ﬂﬁ/ and o
("‘ . ik R . ‘ ,

must sti.ck to ;he roads. ‘ His plane gives h:.m a qlamour that !b other mant

L
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'?hi,a. nevor db." and ndio 1. nonsiblo enouqh to rodlizo that nho uon't ZTJJI'l
: apend her uze wniting £or that 1“*" "-‘r "‘“"‘1“9 £°r th't gmmu.

"vvvh",“'f-aimn to return sna dates the uu deuvory man f-°= thf“ Y“"' | R
iif!xmarrieé hin-,has childron, and nobe: 1ets on. that the man in the airpllne‘xvgt
V.%ﬂnmennt somethiné speciai to har., There 1s no evidence. hﬂ"”'r- th‘t Edie 'v :

. ' '. . [
&(like tn;)chatacters in fhanks for the Ride and th« otheér stqries o |

- ‘ |

"hyfmentioned) has any nostalqia for outnoded technology She relates the ‘"7823‘

w.

'*fevents of the past without nostalgia, is satisfied with her ptesent life:;

-

”fand would not want a return of the man in the airplane to disrupt that

ife., 2 ‘-

,'.7 4 E Other stories bg Mun:p tell of the tension between reason and

}j‘passion ‘or ‘between systenm and accfdent " Such-a conflict can be a
" feature of’ pastoralism., Munro shows that reason “and civilizatlon put
‘restraints on passion, a restraint that is- often a Jegade. ' :

'",,; ;(h “In "Sumday Afternoon "y Aivd/ who is anothet girl from the real“f*et

Vﬁhcountry, learns %hat passion often lurks beneath the fagade of civiliza—'

‘tLOn. ‘st. Gannett, ‘her employer, is a civilized/ "synthetic " urban

’hwoman somewhat in the style of Nile in Lives of Girls and Women. she

W'_v"had a look of being made of entirely synthet;c’andusueerlor substances -

and Alva/env1es her..(Dance of the Haggx Shaéss. p. 163) It 1s ironic

4 e

54‘that such a synthetic, mechanical woman gets to" live on~a park-like

'_‘estaf\\and owns a whole island in Georgian Bay._ It is the family wealth b

"5.“rather thah any apprec1ation of/nature that makes owning such env1ron— f

- ments possible:‘ "A whole island that they owned, nothlng in s;ght that

Jwas not theirsQ The rocks, the sun, the pine trees, and the deep, cold
'?waters of the’ Bay"-(p 1693 ' In the city they 1ive in a r1ch suburb
-lthat has curving streets with no. sidewalks (it 1s assumed that each

person will have a car and never need or wish to ‘walk anywhere) and that
;. o . L R ) » )

oy



| ':hu oa.ch houn nll let back in apark*like land-capo. \ The. front;yard is' - ’

.

“-.‘j .

IO |

" only for decqration and prutiqe; no ono spends tinio thore but the |

ggardoners.‘ In & letter to hex fqnily Alva marvela at the perfection of

":,the lawm.., In £Act. averYthing daema perfect—-qu false-'?v’ RO

.\__,‘fIn spite of the heat. thern was no b' on the day, up ‘}”
o herep: everything—rthe stone and whitg stucco hduses. the

. glittering, exact and perfect. there: was no haphazard .-
~thinq in’ sight, The street, like an advertisement, had

P

T an almost aggressive 1look of: bright sumer spirits. _'..\;5" « - v

(pp 166—67) ‘ _
1!Undérneath this fagade of perfectiOn are all sorts of suppressed feelings.
"Mr.‘vance often gets drunk,uand on this particular Sunday afternoon he
;fstands very close to Alva but not quite touching her. ;Alva notices that

R 2 2
:"there was. some instability in the situation of

JVances. Alva was not

'sure what 1t was" (p..165)., : “

T (s‘
' EVén when the Gannetts qo camping, they take their synthetic, L

[1

EE

mechanical perfection Wlth,théﬂ':‘"TheY go out and rough it every once

% o,

a while but that 1s all very ccmplicated and everything has to be just SO..

,és sIt is like that.‘ﬁth everything they do and"everywhere they go. Alva

to the Island, but she sees herself as being asrmUCh out of her element

‘,‘there as she 18 An the Gannett city home Theré is nothing for her here,

vu, . B : R (f“.

| /. and she is not comfortable with them' e ,“f' - R AR

v . e

N <

She filled the. sink. got out’ the draining rack again ana

’ 5!(? began to wash glassess Nothing was the matter, but she - ;;: M//'
' ~

- felt heavy, heavy ‘with the heat and tired and uncaring,
"hearing all around her an- incomprehen51b1e faint’ noise-- . .
"~ of other people s lives, - of boats and cars and dances--,
- and SeéanchiS ‘street, that promised island, in a harsh
and continudus .dazzle of sun.? She could not make a sound v
here; not & dint. (p,(l?O) . ;-‘, o R .
‘\)Mrs.

]

-

e o . c . o

— +

Gannett 'S cousin, unlik@ Mr, Vance who is "the 'sort oﬁ/man/;he yas'
" sl - .

)
.

’fflowers. the flower-coloured cara——looked~hard and ,“ : “ w

286

"jvwrites in her lettern(P- 167) _ Alva has been promised the chance to go

'),',f‘
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A R ) [

used to being relpectful to," makes addancesxto.hlva while she washes

'nb‘the glasses (P~ 164)- Thig makes her feal more comfortable--as though ,

' ;she thinks, “Oh, they re human after ally® They re like people back home, ‘

>

“nand not 'sappy every minute caring about their weedless lawns and not

‘muoh else." This man seems to be interes;ed in something Alva thinks
1mportant- .
. . This stranger s touch had eased her; her body was simply 1
N grateful and expectant, and she felt a lightness and :
"~ - confidence shé had not known in this house. So théqe
~ were things she had not taken into account, about. herself,
‘about fhem, and ways of living with them that were not so
unreal.»(p 170) ' i

The Island Seems more appealing to’ her now when ghe finds" out that the
cousin had been invited too: "She saw it differently now; . it was. even

:pOSSible that she wanted to go there”’(p. 171) Sun, rocks, and treesg“§>

are not enough for her to view the wilderness as desirable and poSitive;

1

she needs the promise of sex to make it a pastoral paradise. ' And it is

E]

a relief to her to find out that'underneath the fagade of civilization

~

and respectability are emotions that she can’ recognize.
"Winter Wind“ is another story about CiVilization and the

’restraints it puts upon paSSion. The jﬁrrator is a high-school girl who

- >

lives "at the edge of the bush." (SomethingﬁI ve been Meaning to Tell You,

p. 192) when it storms, the schoolbusuwgnnot take her home, and she must R

stay Wlth her grandmother in town Grandmother s houseais ‘near the edge

of town and near the railway tracks which seem to mark‘the boundary of

civilization: "Li e Siberia, my grandmother said, offended, you would -

think we were. livi g on the edge of the wilderness. It was all farms, &f
‘ course, and tame bush, no Wilderness at all “but Winter’bugied the fence
.posts" (p. 192).. Th fence posts, too, mark boundaries, ‘and boundaries

e



S e

are a mark of civilization which the snow oblitoratos. During tho ﬁd

storm, however, ciyilization holds up better/IF tha town than 1t can ln g
the country - ‘," : . ‘ - o l‘ .h. 'h:’léJng,_tl
A blizzard in town hardly seemed 1ike a blizzard to m&ﬁ
so much was blocked out by the houses and the buildings.
* . » . Here were the streets leading into one another, the
lights evenly spaced, a ‘human design that had taken root =
,and was working. (p. 197) :

”

;Just as the winter wind obliteratos the physical marks of
c1vilrzatlon,_so does it make a break in the cxvilized" exterxor of the
' grandmother. The death of a girlhood friend in the/blizzard brings ‘back
memories of the grandmother s, youth, a youth that the granddaughter has
long speculated about. When she was young, the grandmother had been
angry at the man she loved and married another. Although the grandf
omothnr s behavxor never. bore it gut, the narrator believes that ‘the old
woman was "stubbornly,:secretly, destructlvely romantlc“: “that would .
be my grandmother s cholce, that self—glorifylng dangerous self-denyxng
paSSLOn, never. satlsfled, never risked, to last a 11fet1me (p. 201,

- P. 200) ‘In denying passion the” uoman built her fagade of "c1v111zat10n
My grandmother had schooled herself wgtched hers%}f learned what to do
and say; she had understood the 1mportance of acceptance (p- g/sh

'rhe death of Q:he woman in the bllzzard, which occurred because

/"l

she was determlned to remaln 1ndependent, and the granddaughter s deter-

.

mlnatlon to return home in splte of the bllzzard.reduce the old woman to -
angry tears. The grandmother can see.why the glrl wants to go home,, lt
is a place where c1v111zat10n is at a mlnlmum aivd the w1nter wind can howl

| freely. The grandmother has such a clean and orderly house compared to
o
her daughter-ln—law s house where "dlrt and chaos threatened all the t1me s

’

(p- 193). In a town where success is measured in terms of new cars and

AL«
[
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' dishwashers rather than happiness, éhe,qrandhotherfs efforts to keep

*'#fyerythlnq ironed and polished are valued. The girl finds the order a

s »

reliefrat first, butﬂqfter several days the tidiness,”courtasy, and

restraint become wearing. At home there is "confusion and necessity"
' b@t freedom in spite of the hard work and dtscomfort and the ill and
(\cranﬁyawother, She loves to read but,

a K L o RN
» f"f at my grandmother's books could not quite get out. Some
f,\ L atmosphere of the Place pushed them back, contained them,
dimmed them. There was not room. At home, in spite of

vall that was going on, there was room for everything.
: < .

| “«

(p.,203)-
There isﬁﬁo room for imagination at grandmother's place? She has stifled

< it along with her youthful passion and now must be sgtisfied with the

Iy

~achievement of civilized restraint. o .

Like the narrator's mother in "Wimter Wind", Eileen, the narrator

off"Memorial", is also an untidyfperéon with an untidy life. She flies

. . con . H
to Vancouver for her nephew's funeral and feels completely useless and out

-~

¢

of place in her sister's house: v " S b
In June's kitchen she tried all the time to remember the -
~order, the always logical, though unexpected, classificatiOnsm

She always made a mistake. . . . In June's and Ewart's house °

she felt all the time the weight of the world of objects, -

their serious demands, the distinctions she had disregaxrded.

‘There was a morality here of buying and.-use, a morality of .

~  cénsumerism. (Something I've been Meaning'to Tell You, ‘p.. 210)

&

E

~ In’June's house Eiiéen feels paralyzed,_qnablevko helﬁ,;because everythingJVI'.
is so o:gagized’;hd_systematic,‘SO'aliéﬁ to her own mgsSy life. June is
a supér-efficiéﬁt‘béréontwho lives byvthe clock and acéordiné to plan.
‘Evénléoihg Eo fornogfaphic movies is no joke for June aﬁd Ewart, Eiieen
'comments; nothing is--everything is,panﬁ'df'a pian;
Herekwas a system of>digestion which found’everything;to

its purposes. It stuck at nothing. Japanese gatrdens,
pornographic movies, accidental death. All of them



\ o . : ] \ : g .
acceptod,»chewed and altorad. asaimilatnd, dn;troyed. “ ‘
(p. 216) v ' ;

I
n

4

Eileen seon that nothing is litt alone or loft unexplainod When friendn

.

gather at June ™ ﬂouue after tho memorial servicg. reflectcd in the '

living room window “again?t the rainy dazk ahe [fileen) ‘saw: them all 80
, ‘ }
bright and aheltered ~ 8He saw the carpet of lights which was the. city,

the strip of blackness which was the wat&r" {p. 218) In the contraat

_of light and dark, the mAnwmade ‘and the natural,.she sees the differenca

»

between the comprehensible and the incomprehensible.

. June had studied psychology "to get round the problem of their
4mother" who had an illness that made their young lives unusual, to work
it out and finish with" it (p. 213) Perhaps June thinks that to under-
xstand her past 1s to control 1t and that the scyence oﬁ,psychology will

aid such control. Eileen is different'

"1 _have not worked through anything, Eileen thought. And ”
further: I do not believe things are there to be worked
through. . . . Illness and accidents. They ought to be
respected, not explained. Words are all shameful - They
ought to crumble in shamef\(p. 221)

Eileen is an English teacher and thus works w1th and values words,,but ‘she

admits that sometimes silence is the best. Howevev June is not so much

; »
in control as lt appears, she needs two sleeping pllis to get to sleeg
N\

~ that night and next mornlng she does talk to Eileen about her son' s freak

°

s
w -

' car accidént. o S

.

. Also, Elleen catches Ewart waterlng his shrubs even- though i¢ has'

just ralned "You can' t depend on the rain _being enough ," he explalns

e |

~(p. 222). She and her brotherhln—law make 1ove in the cai in the garage,

and she is able to include thlS encounter ln her life because "she’ could
T . g t

‘shift her expectations»aroundvenough to make room for it" (p. 223)-

R L4
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‘ C ey .
/ s ‘ ’ . ; ]

Eilqon spaculateh:

f',i';whatf, loon meant to) Ewart . . . _was confusion: /. The

- opg :';_~ June, wasn't that what she was? .‘.(.
§&{miess and irresponsible, she comes but of
AN i ,4‘\"‘_, of. the world accidents .come from. He
i AR iigkﬁhcknoulodgu, to yield--but tcmporarily,
' ' PP vhatever has got his son, whatever cannot
,;An of in his house (p 224). ,ﬂ‘ .
But Eiloﬁn doesn t )mov *f thio in anythinq more than an analysis or.an
explanation after the ﬂact, ‘an arranqinq for horself of. the events 8o A

» 'y

: that her own life makes a kind of sense.. She does admit that she R
'.always makes her visits with June and Ewart into funny stories for h;;
friends, and that migbt be her way of getting control over a situation.
Funny stories, and - art too, can. be used -as a technique of manipulation
,and control over the accidental and random in life -
“winter wind" and “Memorial" are perhaps Munro s most pastoral
vStories.“ It seems that the‘authorawants us to. take Sides with sexual
.passion aqainst excessive ciVilized restraint. We pity the grandmother
‘in-"Winter Wind" for her almost perfect achievement of. restraint, and -
'_ we are relieved to see’ that June s and Ewart's restraint are not total
:‘,However, although in "Sunday Aftern ‘ -the super-ciVilized, synthetic
Tlife of people like Mrs. Gannett seems false, there is no hint that sun
- and sex on the Georgian Bay island is the,“cure" for such a life. Sex
fin nature as the solution for all the ills of modern industrialized and

urbanized society is an idea that would fit‘perfectly intorthe romantic

' pastoral pattern, but. Munro s story doesn t fit that pattern.

7.5 Contrary to what we expect in pastoral literature, in Munro's
" fiction childhood is. not necessarily a time of. innocence and old ‘age ‘a
time of nostalgia.v o » - . - :

:An interesting thing about Alice Munro's fiction is that child—‘

hood is not a time of innocence anG-old age not a ‘time of nostalgia.



_?’vhlva. a;though:no longer uiuhi#d}feeenn never to have bobn‘innoeent.“’.
\fwha -and‘eouldjbdeeaidooffool Joidqn.'too.' In ?nxecntxonhtl? the

nerfator,:dntold woman of_nimont iixtY?!ive, ;1§is»oa»£n. eLthtenth“

",gloortog‘en'apa:tnent bdildinglin‘a.1n:gevcity-~n~£ntie;ytftgp the

' ‘fafhhoueqtnan a small teyn that lh.iiem‘mbore !routher childhodd.-

Although this is a story about chi’;dﬁé@d, it has no“'u’icg of nostalgia.

'7§emembeilng‘the eexunltteunti'ot‘hQ‘exd Troy and hiaksnbeoqubnt death

F

© in a fire makes Helena face

which she has long‘auppreesed, serve as a kind o i@
' a nostalgic trip 1nto her past. (Somethingfl ve. been Heaning to Tell You,

»
p. 155) As a childq, Helena imagined the most horrible punishments and

' toftures for Howazd. She has a good idea who set the fire ‘and never

A
~

“tells anyone, and now there is no one to tell, and all these years later -

L4

she is st111 haunted by the image of Howard running xnto the burning
hous° to save his father. Pethaps she feels as much an executloner as
those who actually set the fire to 'kill Howard 8 father because she had,

in her,mind,“tortured’and‘killedtﬂowardvln far worse ways many times and
, / s ' ' .

‘wasn' t sotry when he was dead.

"Walkxng on WAter" is another story about an elderly perSOn, a
man‘in tnxs‘case. What is 1nteresting here is his response to the pseudo-
pastoraiism of the‘nipoiesehe'observesa Mr.'LOugheed, a retlred,drugglst.,
.remérks‘grily, ;Wnat he objected to.in tnis_generatiOn ... was that they*

‘Lcould not doma thing without'showing Off".', . They could not grow a g

carrot w1thout congratulatlng themselves on 1t. (Somethlng I've beenv

Meanihg to Tell'You, P. 71)‘ (Hekv1ews their publio display of sexual -
activity'in the‘same'way.) The old man hadyliked t9[9§ to a store where

vegetables with dirt still on them, lookingvnaturq; and newlyoout of the’



. #0il, not all washed and polished, could.be bought. These Vegatables

atonln?adfhlm of the ones that viro-qvuilnhlq when hi was a child; however, -
i S o : : : : PR . -

he had utOppod;qqingﬂto»ﬁhii qpcciplxitago bocnun;‘hq vaAs put off by the

‘qua-pdo; cioﬁhd; ot th- youﬁq pobﬁlc”thdic lnd‘thlfr'"pioul dlncunnionu“
of qardQninq‘aﬁd‘tood.” He thinki'thag‘"thoy‘todk tog‘mﬁch bralne on |

i ;heﬁsqlvea. arqad had bodﬂ bakod betoro, éurnipa had ba;n.harvéstud

betoie. This was artificial, Ln somn vay it was more artificial than the

supermarkets" (p. 71) . All this had been done before but not made into

argligicn,agg invhis opinion phia_back~:o—thefland trend is artificial

and won't last. He recalls an incident that does a great deal to explain
. ) N

" his attitude to these young people: .

'He had grown up on a farm and could not help passing siuch
judgments on all forms of plant and animal life. He

- remembered some visitor to .the farm, a‘ lady, not young,
crying out over the beauty of a field full of wild mustard.
She wore a kind of dusty pink ‘or beige hat, chiffon, if that
was the-stuff, and the conspicuous folly of the hat blended
with the folly of her pleasure, in his mind, and had
remained to this day. (p. 79) :

To a faimer or A farm b?y wild'mustardvin a’field is‘hdt'a thinq'of'beauty-v

and a joy‘féfever;Ait ig«an obnoxious weed that redgcés ﬁhe.yield‘of tﬁe

 crop. ‘éﬁgene,‘én older hippy,‘ag:ees‘that the younger -people are Soring

‘in thevsame wéy the éarly Christiané wouldihave begn boring; theyitake

themsélves tdg ser}ously. However, ﬁugene is not ;brationalist l;ke

Mr. Lougheeé; the Qounger man believes in psychic, non-material powers and
‘ i N~

intehds to pgove'that he can leave his own body by walking on water. As

the story ends‘tﬁe young man has vanished, gnd the o0ld one is left having

to‘facelfhe’§095ibility thqtfmore than ieasén is neéded to explain some’:_

-

things.

Dorothy in "Marrakesh" is much like Mr. Lougheed in age and
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u

outlook. Her gr@ndauuqhtqt. Jeanetts, 'a "new type of adult who appeared

to have discarded adulthood” at a&ge thirty, is the pastoralist. (Something

)

I1've bean Meaning to Tell YQu, p. 160) The old woman, whom we might

gxpacc.to‘ba full of noat@lqia for the past, is not. Dorothy sits on
her porch, which is hot andyﬁhqbby because 311 the diseased elm troes
had to b?_qut down. She is not happy about it but sees that Xahwas
necessary. Jeanette is angry: .

"The same thing that's happening everywhere,”
Jeanette cut in on her, hardly listening. "It's all
part of the same destruction. The whole country 1is
turning .into a junkyard.”
Dorothy could not aqree. She could not speak for
~ the country but this town was hardly turning into a
\1 junkyard. In fact the Kinsmen had recently drained and
_cleared a waste area by the river and turned it into a
very nice park, something the town had been lacking in
its entire hundred years. She understood tMat Dutch elm
disease had wiped out all the elm trees in Europe during
: the last century and had been making headway across this
continent for fifty years. God knows the scientists had
worked hard enough locoking for a cure. She felt com
pelled to point all this out. Jeanette smiled wanly,
yes, but you don't know what's happening, it's everywhere,
technology and progress are destroying the quality of
.{ life. (p. 161)

Dorothyﬂthinks that Jeanette always takes "a black view": "Adolescent
was the wo that came to her mind, but that did not explain enough "

e

(p. 162). Because\§§e remembers that when she was young she had felt the
i
same way, Dorothy doesn't scold her granddaughter. With Dorothy the

cause had not been elm trees; she

had flung herself down in the grass . . . howling and

weeping . . . Because her father and her brothers were
replacing a fence, a crooked old mossy rail fence, with
pbarbed wire! . . . How she hated change, then, and clung
to old things, old mossy rotten picturesque things.

{p. 162)

Munro Seems to be suggesting that nostalgia (and pastoralism) affects

younger people more than old people who have, indeed, morg‘to be nostalgic
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aboyt Tth is & reversal Sr“what we oxpect, bLut maybe it js the young
who want and need constancy and fam{liarity in thetr aurroundings and
feal cheated and angry if things change.

uzruthy‘bu 4 very open and accepting éﬁrlmn {(prerhaps this ia a

fin pf maturity and a yrowth Away frnm,adul¢ucanvax althouyh she es
- 1Y ’
know the difference between beauty and ugliness:
4

tf those houses {that she has been looking at for forty
Years from her own house ACTOSs the street| were all )
pulled down, thelir hedges and vines and vvqnt&hle plots
and apple trees and whatnot obliterated, and a ﬁhﬁ;qdrn?
center put up in their place, she would not turn her bhao k.

. No, she wolild s1t jusr as now, looking out, leoking not
emptily but. with strong curiosity at the cars and pavement
and flashing signs and flat-roofed stores and the immense,
vurved, dominating shape of the supermarket. Anything
would do for her to look at; beauti1ful or ugly had ceased
to matter, because there was in everyrhing something to he
disrovered. (pp. 162-61)

The older she gets the more interesting the changing world appears to her.
Mr. Lougheed has the same response; he decides, too, that "whatever he
learned hare, he was not sorry to have learned"; and if he has to move

"into an apartani\iZLIdznq, like the rest” of the olid people, he will
" S Ao, p. 92

cope with that too Tp.

7.6 Another group éHf Munro's stories deals with the change in values
that Is made evident by a change in technology and a change in l1festyles,
T™wo typically pastoral attitudes that result in answer to technological
change are the romanticizing of outmoded technologies fand the des:re to
hold on to the past at all costs,

As we have seen in "Marrakesh", technolegical change is Aiffioylt
to accept, and one of the most common responses to thange 1s the romanti-
cizing of past technology. The world of "Walker Brothers Towboy" is one

[

of woodstoves, treadle sewing-machines, and‘radio sertrals. The narrator

measures her father's age in terms of technology. Ben Jordan has l:ived,
gy

like her, a very little time compared to how long the earth has existed:
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"He haw iy Animen a t e, any mote than |, when Aautomibii les MY gle. i

Lighta 19 nad at leasdt oxigt * (hance of the Hagpy ihades, | 11 Hes
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tathier 1o 4 Bapikyupt fox farmer who Lan turned to 3eiling to make 4

¢
oot living., 1Me Tamily nome liven 15 a house that han LaMaiiliy) water,
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s

* bathtuly, and £lash todlat, in s tomen that tLam milk {5 It t loa talthooayn
ho home tefr lgerators el And two movie theatres. In the Rty thege
Are s hamber ot oand “Ater in partls instegd. Even though tpidan TN

.
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Pe Tikeen ot wunink ot imme 1 4w a Sty S S He tas made o4 s g

t
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A o horae and b Wik gy Pt Mfferent from a Cowbey o The langers are
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Ktrd of triing oa Towlbiry bat e il Witk The farmg e VIsituooapn Mg
ruunds are anyrtying but paseoral they are "flat, w.ont hed, om0
have no animals Arcamd p0 Ty The hoperlessness and feverty
Defression are effoctiveiv e In terms of tachneloagy that ;,1«:>wa‘vn't work
In some farm varis are old cars, oftern PASt orunning, often rusty and
Atsmantled,  1n sther yards are Yunturning windmplis” ooy . 4oL It the
midst of all ehgg misery Jordan trie, v Keep his o dianyry b thanking of

.

himgelf as 4 ciowbay, and shows by g nostalygia far oan surme ted way ot it

Chvicusly, 1 f e Tould, he wogld GOGE TD WK with Foxes o ST S FIEN
and cows;: but in a world o€ dutomobiles and wlecvy s - L1GNTs 5u0h woerk

no o longer needed.
The outmoded technolagy of che horse s oaone of ehe sub:tects oof

"Boys and Girls. " The garl narrator tells herself storiog hes tre she

Joes to sleep at night, stories of Toeurage, boldress, and seif-sa r

“ne of them onsists f riding a horse down the main street o

a3
-
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"'{yg“‘:'her d.telephone ul thip afternoon or tonorrowfa There‘ A
ST was. no. wila country here for her to run to, only. fem, S
7 What wds more, my father had paid for her, we needed the = | - °
. meat to feed the foxes, we nesded ‘the foxes to make our. ¢ |
S living- .4 ¢ I was on Flora's side, ahd that made me no. . .
b Use to_anybody, not even to. har. (p-xi@S) *]j»‘ : 'fﬁ SR

'y
&he girl realizes that the country has chanqed; it is settled and
‘\\\\cultivated everywhere now, and a horse has no room to run free. she also

‘;realizes that Flora '8 enemies.are invincible; the men have telephones,{f;:‘

5ﬁtrucks, and guns at their dlsposal.._’g_addition, economic necessity makes £

the death of Plora a certainty.' By trying to help the horse, the girl e
yl“,is 1n a way expressing her own futile rebellion against necessity and

5change, in this case her mother '8 and father s determination that she

- .should "be ‘a girl," a state of being that seems to her synonymous with

:ilack of freedom and 1ndependence. ‘ L!:‘J :t ‘\__ [‘ﬁ?‘

fn.<

"7 700 Nbstalgla fbr the past and solidarity with past values, although
vsomerimes pos;tive, can be" ignorant ‘and harmful,'and yet such,nostalgia
.'seems to be an 1nevitable part of being human. Munro, however, seems to-,
be saying that the past is kept in perspective by mature people, that i
y»nostalgia must .be kept in cbeck.

Mary in: ”The Shining Houses", a young womah who has pastoral
'tenden01es much 11ke Jeanette sin “Marrakesh” or the narrator s in "Boys vr
and Girls ,tis also reSLStant to change.f She refuses to sxgn the oetition

h‘fthat would enable the residentsof a new suburb to have the house of the
,;'_ordest re51dent destroyed. Most of the re31dents seem to be typ1cal
_suburbanites-f about thirty years old, parents of young children, and t,'
}:concerned about property values. Mrs. Fullerton does\not flt, she 181
old, has no husband, lives alone 1n her shack She hasglﬁved her life,> 'j;'
:wwhereas the other people around her have most of their' ettto live. '-‘
) Her children wanted her to sell her é%LCe-and live iézz;zisinmthewtity,

;but she refused to give up her hens, goat,and freedom.n *S$he has lived '



"here tor tifty years, the last twnlve alone. mwelve years ago her oL
: | /
’-‘house was in the ‘bush beyond the tramline, but since then the ‘area has '

1;changed a great deal; the city has invaded the country Mrs. Fullerton

‘has cherries from her own trees to sell and eggs from her hens, but things

P

are cheaper in the supermarket and her neighbours don t care to pay for

*ffreshness._’ o S e el B TN '/
+ L . e . . . - . g 3 N /

- Everyone is’ against Mrs. Fullerton, but Mary finds that shew

.secretly sides W th the old woman Mary is o g,.//-w T
‘j-*4~ “rather. p eased with Mrs. Fullerton for being so,unaccommo-
L _dating. jWhen Mary came out of " this place, shefalways felt .
as, if she were passing through barricades. . whe house and
& - '1ts surroundings were so self—sufficient,ywith their .
, complicated and seemingly\unalterable layout of vegetables
° . ' and ‘flower beds, .apple and\c erry trees, wired chicken—run,
o »berry Ppatch ‘and wooden walks, woodpile, -a great many roughly
‘built dark little. sheds, for hens or rabbits .Or ‘a goat.
' . Here was no open or straightforward plan, no order that an
' ' outsider -could undérstand; yet what was haphazard timé had
" v . made final. The place had become fixed, impregnable, all
"1ts accumulations necessary (Dance/of the: HappynShades,'

R P 22) s o /, | R
: S ,,[v , o .
Mrs. Fullerton s house and yard are dirty: messy, and dai k—-a vivid
N v
contrast to the shining new suburban Houses--but a part the wilderness

/
in a way the new ones never can be./ Her world lS 1ndiv1dua1~ her ‘order

and plan are her own and no out91der can see b‘yond the mess.' Before the

' new subd1v1sion was. imposed upod/the w11derness, there existed a structured

" community of peo le 11v1ng in harmony w1th nature, a harmony that the

shining white houses have destroyed The. old communLty combined c1ty and

!

' 'w11derness in a way that the suburbs never can ' /

under the structure of this new subd1v1s1on, there was
still some ing ‘else to be seen; that was the old city, N
. the old w11derness city that ‘had lain on the side of the )
- mountain. &t had to be called a city because there were
- . ‘tramlines running into the woods, ‘the houses had numbers .
~ ‘ ,and there were all the public buildings of- a c1ty, down
. by the water. - But houses like Mrs. Fullerton s -had been

)



separated frum each othor by uncut forest and a. junqle ’
of wild: blackberry and salnonberry ‘bushes; these:
. surviving houses, with thick smoke coming out of their
. .. chimneys, walls unpainted and.. patched and phowinq S 7
. different degrees of age and darkening, rough sheds and ’
'stacked wood and compost heaps and grey board fences -
- around- them—-these appeared every so often among the
.. large new houses of Mimosa and. Marigold and. Heather Drive
Bt - | , enclosed,: expresslng scmething like savagery in
th sorder and the steep, unmatched angles of roofs
-tos; not possible on these streets, but there. -

This savagery and disorder, however, is being suppressed and destroyed‘

-

. as fast as possible by the. owna.; of the shining houses.

The road past Mrs. Fullerton s house used to be called Wicks.
;_Road-—probably after its survayor or the first person who lived on it.
'Now it is called Heather Drive which is a pretentious and false name--

' and meanln%less because there is no heather there and won't be.  Urban

-

vtechnology &as invaded Mrs. Fullerton s bush territory and created a

. \ ’
: Garden Place, in thls case 1ron1cally but hopefully named since no garden

ex;sts:

R The name of the ‘subdivision was Garden Place, and -its
streets. were ‘named for flowers. on: elther side. of the
froad the earth was raw; the ditches were running full.
‘Planks were laid across the open ditches, planks
»approached the doors of the newest houses. The new,
white and shinlng houses, set srde by side in"long rows
“in the weund of the earth. . . . Last year, just at
‘this time, in March, the bulldozers had come in: to clear .
away the bush and second-growth ‘and great trees of the
mountain forest; in a little while the houses ‘were goxng
up among the boulders, the huge torn stumps, the un-
imaginable upheavals ‘of that earth. The houses were K\ - )
“frail at.flrst, skeletons of new wood. (pp. 22-23) /

Soon roofs ‘and 51d1ng were put on the fr mes, and the houses became real:
The - rooms were all large and llght and the basements dry,

, and all this soundness. and excellence seemed to be clearly,

. proudly indicated on the face" of each house--those ingenuously
similar houses that looked calmly out at each other, all the

v way down the street. (p. 23) '
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" Ingenuously" must.befmeant ironically. ‘The’houses‘Are similar because

it is cheaper to build'themtwra mass<scaleand‘they are meant for young
IS 14

: couplps with children, families who have liVes as identical to each

<

~other as the houses are identical in appearance. It is cheaper and more

efficient to service people who ‘have similar interests and tastes—-
1ndiV1dua11ty is an expensive eccentricity.

The indigenous nature that exists in Garden Place is found
undesirable by“the new residents. On Saturdays all the men work on their
yards trying to make order and beauty- “They worked with competitive

violence and energy, all this being new to them; they were not ‘men who <

made their livrng by physxcal work " (pp. 23- 24) Thesefpeople want to

‘ change the nature that is already there into grassy terraces, rock walls,

N

, shapely fl/wer/Beds, and ornamental shrubs. They do not apprec1ate what

', i already there, probably because they have 3\picture in their minds,
7

A

gained from reading too many "Homes and Gardens" magazines, of ‘what the

outdoors should look-like. ‘Also, they expect therconveniences of city

o) '
v1ng and are w1111ng to sacrifice the landscape to get what they want-

ﬁbwn with the pine trees and up w1th the shopping centre.

Mary s neighbours want Mrs. Fullerton and her- house removed. At

~a meeting .their conversation is like a river eddying "menacingly in

familiar«circlesbof'complaint,famenacing;to Marykbecaus 'she_doesn't
agree»with them but doesn't know what to say bkp; 25).\They want Mrs.
Fullerton to pull down ‘some of her outbuildings or at least paint her‘
house. .her‘next-door neighbours objectrto the smell of herfchickens. The
people across the street clain tovkeep their‘drapes‘drawn-sofyisitors will
not see Mrs.‘Fullerton's house‘through_the,windOw; Those whobobject to

the old-woman as neighbour'have discovered that her house fg on a lane



302

>

allowance end that if they insist on a lane her house will have to be

destroyed‘to confotm witH municipalllaw. Mary tries to object:

"But remember she 8 been here a 13hg time,. . .. She was
here before most of us were born, (-] She was tryinq
_desperately to think of-other words, words more sound and.
reasonable than these . , . But.she had no argument. She
could try all night and never find any words to stand up
to their words, which came at her now invincibly from all
sides- “shack, eyeéore, filthy, property, value. (p. 27)

Mary fears that anything she says to defend Mrs. Fullerton s right to

'exist as she has will sound romantic and silly.~ Her'neighbours defence

of,their decision to \try to force,the lane through is, "It's unfortunate."'
. . . But we have to think of the community " - (p. 29L_‘Tney, or course,
have defined community to suit themselves and have decided that Mrs.
Fullerton is not a part of it.' Instead of coming ée new arrivals and
rying to flt into the old community, these people come as invaders and
destroy the exlstlng communlty. Mary s gesture of solldarlty w1th the’
past, however romantxc and pastoral that is in the context, is to refuse
: , 4
to‘sign‘the petition for thevlane. As she walks home she sees
- the curtains being drawn across living-room w:’mdov;:s:ﬂb
cascades of flowers, of leaves, of geometrical designs,
shut off these rooms from the night. Outside it was
quite dark, the white houses were growing dim, the
clouds breaking and breaking, and smoke ‘blowing from
Mrs. Fullerton S chlmney. The pattern of Garden Place,
so assertive in the daytime, seemed to shrlnk at nlght
~-into the raw black mountainside. (p. 29)

Mrs. Fullerton's house seems to fit‘better into the natufal setting with

its incomprehensible design; painting the house would make it fit less

well. The residents of the shining white houses, however, prefer their

nature as drapery patterns which they can pull across their windows in

Srder to hide what is out there. T : L’.'

Although Mary's nostalgia for the‘past (and such nostalgiavis the

{
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© back-bone of pagtoralism) and her determination~-probably ineffectual--
to preserve that past is seen as admirable in "The Shining Houses", a
similar nostaléia for the past that the narra:oi's mother’clinga fo in
"Dance of the Happy Shades" is ignorant and:harmful, The haxrdéor of
‘the story is‘a music student of old Miss Marsalles, and her mother before
her was”a:student of the‘ssme teaches. The mothers'of the presont
vstudentslhate to go £¢ the anhual.piano recital but always do. The

narrator says that these women
werh drawn together by a rather implau31ble allegiance—-
not so much to Miss Marsalles as to the ceremonies of their
childhood, to a more exacting pattern of life which had been-
breaking apart even then but which survived, . and unaccount-
_ably still survived, in Miss Marsalles' living room. . . .
their mothers' faces wore the dull, not unpleasant look of
acquiescence, the touch of absurd and slightly art1fic1al
-nostalgla which would carry them through any lengthy famlly
© ritual. They . . expressed a familiar, humorous amazement
v at the sameness: of things . . . so they acknowledged the
‘ incredible, -the wholly unrealistic persistence of Miss -
Marsalles and her sxstex and their life. (Dance of the Happy
Shades, p. 215)

The mothers do not_want the annuq} ﬁusic ritual to ohangé, snd yet when -
. _— ‘ : P
. Miss Marsalles does carry it on each year,'they’are amazed. But it isn't
the old woman's persistence that is unreallstlc; it is their desxre forr
things of thelr chlldhood to remaln the same that is "incredible" snd
-and wholly unreallstlo- |
lslnce the time that: the narrator s motﬁer took lessons, Miss
Marsalles has had to move several . tlmes.‘ No longer'does she live in the
gloomy family home in Rosodale.‘.She has come down considerably in ths
world and'now,resides with hsr invalid sister on a poor street in half of
a duplex, the other half serving as a cohfectionery. The feality of £he

'situation is that two old spinsters have to live on very little money

with no one to look after them. It seems that all the children who take

¥
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1asson: live with their paronts in the suburbs and muut be driven into |

the city; the mothers have little actual'bontnct with Minh Maradllcl,

o

and their "help" consists ot a refusal to taik about the poverty pf herv

life. For instance, the narrator 8 mother thinks it hideous of Mis- +

t

Marsalles' helpful neighbour to comment on the poor way Miss Marsalle-

has managed the food. for the recital. Miss Marsallos cannot afford !ﬂ

' air-conditioner, and the heac has ruined her punch, sandwichon,end‘ica .
creem. Needless to say, . the mother he; not q@feted her assistanve.

Not. only has Miss Marsalfes”hOUSe chhnged,;so have‘her‘students.
b_ Because she hae only about six recul&;_;tﬁdence who are deughters cf

former stuéents {and these are on:the{yefce‘of dropbing out), sne haS‘hed ;.
to find feplacementskwhere she can, The.new students are reterced'children; “
The flies on the food; ‘the dried’ up sandwiches, a‘small cramped house in.a-
poor area; a dirt yard 1nstead of a garden are- all bad enoth* but when
the retarded children troop in to play their pieces, it is‘absolutely:
‘cié;f that things are_notvas tnej nsedbtc be. Afte: ﬁne :eciﬁellcne‘
niddle-ciass/mothers and dau?htersvdrice home, "dxiving Out~cf the hot
red-brick streets and;ont»of'the‘city’andjleeving Miss Mafsaliee and\ her
no lenger possible parties ﬁehind,-quite certainly foxeven," to'tneiri
affluent lives in the scburbs’(p; 224). fheir“lives,are full, of gadgets
and comforts;'bqt in afﬁay they are shallcﬁ and empty compared to Miss
Marsalles'>Life; The narrator seems to recégniie this whenksnebasks at
the end of the story,: |

why is it thet ‘we dre uneble to'say—-as we.muet'have

expected to say--Poor Miss Marsalles? - It is the Dance .

‘of  the Happy Shades that prevents us, it"is the one

communiqué from the other country where she lives.
" (p.  224)

£

.Looking at Miss Marsalles' situation carefully one can judge her more
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tortunete,'elthouqh/meterielly poorer, than her mlddle-claul studont- and
.their mothers; sha has somothinq thet dllellowe Pity. ror one thinq,
she has the love of her new ntudentu, and one of them played Danie del

ombree heureulea beautitully Miss Merlalles han at leut found etudentu

worthy.of her teaching; ‘ ‘v‘.._ . .;:

| The narratot'a mother, an the other hAnd, seema to be a rather
'“pathetic misguided creature who tries to live 1ife as’ though it weae
capable of being wrapped 1n "mental cellophane : She has an extreme ceae
of nostalgia for a past way of life, for her own pleasant and-: orderly
| childhood which she wants to perpetuate into the present' Protected by
a comfortable, monied, suburban existence, she refuses to fece up to the”

changes Miss Marsalles has had to endure in ‘the city. She seems to want -

~  Miss Marsalles and her 11fe to remain the same as she remembers it but

,offers no help except that of sendlng her daughter for lessons, a help

- that is soon to come to an end.. §n, her own 11fe she is probably w1lling

e

“to accept any sort of chenge that will make her 1ife more comfortable, and
yet for Miss Marsalles she wants a statlc ex;stence as ‘an embalmed figure
‘placed forever amongst her memories If childhood and embedded in her' N
nostalgia. The mother contlnually talks abOut how thlngs were ~when she
was theyyoung music student but won't face*up to the desperation old MiSS
Marsalles must feel in her 51tuatlon and won' 't extend admlratlon for Missg
CJ«Marsalles ablllty to adapt, to keep her head above water, to retaln her
joy in music and in people, to be a survivor in the best sense of the word.
| The phrase "mental cellophane," which is so aptlxn descrlblng the

narrator s mother's attitude in "Dance of the Happy Shades", comesvfrom *

"The Peace of Utrecht". In this story Maddy and Helen, two sisters who

have been apart for,some years, talk about their childhood in the presence
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ot a‘!rioha of Maddy's. -ﬂcltn oq’y-nt-:

we spent the ov'nlng , - » making this strange man a
present of our childhood, or ‘of that version of our
childhood which is safely preserved in anecdote, as
in a kind of mengal cellophane. And what fantasies
we build aroun the frail figures of our child-selves,
‘80 that they rge beyond recognition incorrigible
and gay. (Dunco of the Happy Shndos. p. 193)

'aecau-e of their mothar's illncll. their childhood was anything but
inqo;:iqiblq and gay, 8o thuy have rcarranqed thoir momoriou to make the
past less painful to remember. namorias‘ﬁan be fabricated o: at least
embeli;shed: reality:e%n be turned into art. Perhaps that is what
nostalgia and pastoralism are all about--a selective remembrance of things
ipast turned into stories (either thought, spoken, © r‘writteﬁ) which serve
as a'"kind of mental cellophane 10 Those stories {or pictures too) can
then act as protectlon and escape from contaminacion by reality and even,
on‘occa31on, become tealxty itself It seems ‘that this :endencyxto turn
memories of childhood into adult art is a major theﬁe in Alice Mﬁnro's
wefk ;hus'fqr. B
And as a final example of Munro's coﬁcern wi;h pastoralism there
is her story‘"Hohe" Here tﬁe narrator, on a QiSit.home;notices that her
tepmother has replace& the old kitchen table and chairs with plastic
ones that look‘llke wood. The house ls now brightly 11t Because hst_f father
and Irlma grew‘up‘in‘a time of coal—oil lamps»and have no nostalgia ier
idxm light and stralned eyes. The'father is'cove:ing'the crumbling red
brick exterior with metal 51d1ng.‘ The'nafretor says:
I do not lament this loss as I would have done at one
timme. . . . if my father and Irlma . . . wish it {to] be
comfortable, and--this word is used by them without |
quotation marks, quite simply and posxtxvely——modern,

1 am really not going to wail about the loss of a few
charming bricks, a crumbling wall. But I am shy of
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letting my father see that the house does not wmean to
me what it once did, and that it really does not matter
much to me how he changes {t. . . . I don't tell him that
I am not sure now {f I love any place, any house, and
that it seems to me it was myself I loved here, some self
I have finished with, and none too soon. (pp. 135-36)
When the narrator was younger, she clung to the Past; all the "charming
brickd" of her childhood home meant a great deal to her then. Now they
dbn't. Perhaps Munro means this "finishing with" the se¢lf in thae past
(and & growing away from hostalgia fo:‘pcst-technologies,'places, etc.)
as a sign of maturity. In ahy case, the narrator feels phatbshe has
"used up" haf home-town by writing about it until it now seems to have
"faded" for her, all its ”plentiful messages drained away " (p. 143).
Now;.as a mature adult, she can go on to use other material--maybe
material that is more recent and not dependent on memories of childhood.

Munro is suggesting, perhaps, that the pastoral impulse must be recog-

nized,‘used, and finallJ set aside once adolescence is past.
S s . >



CONCLUS TON

Marshall MclLuhan's observation that new twrhnoluqlaé turn

N ,
older environments into an art form is not an insight into
a new phenomenon, It 1% an insight into what has probably
always existed; bup, bacause 1t relates baatﬁralium to
technology, his observation serves as an illumination
both uf‘pastoralism and of works that are pAﬂtordl or
‘related to pastoral. McLuhan considers pastoral literature
as inferior to art which, for him, 18 works of discovery.
If'pastoral literature consisted only of simple pastoral-
ism, then his judgement could stand. But, asiit 1s, by
introducinq satire and irony into material of e.pastoral
nature, the author is probing and attempting an art of
discoyery. Other critics have called attention to the
pastoral element in,Canadlén’literature, but McLuhan's
statement enables us to identify-hitherto unnoticed or
imperfectly perceived feétures of fecent Canadian fiction.
' This study of pastoralism and technology in recent Canadian
fiétion is only a partial view of part of Canadian litera-
ture. The accounts given of the selected works that are

dealt with in this thesis are by no means complete

analyses and leave room for further investigation.
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NOTES

Preface

4%

1. o
Understanding Media: The Extensions of Man (New York: New
Library, 1964), pp. vili-ix.

> ‘At one point in her latest novel Margaret Atwood has her hercine,

Joan Foster, muse upon. the personality and values of refrigerator ownets:
There was something to be sald for refrigerators. Although
they inspired waste, they created the illusion that there
would always be a tomorrow, you could keep things in them
forever. . . . Whyp<had the media analysts never done any
work on refrigerators? Those who had refrigerators surely
perceived lifa differently from those who didn't. What the
bank was tO money, the refrigerator was to food. {Lady
Qiﬁglﬁ*tTorOnto: McClelland and Stewart, 1976}, p. 311)

The ownership of a refrigerator, like the possession and use of any tool,

appliance or machine, says a great deal about the owner, ahout his

relation with nature, and about the society in whichhe or 3&3 livey.

Karl Marx said the same thing in other words: -
Technology discloses man's mode of dealing with Nature, the
process of production by which he sustains his life, and
thereby also lays bare the mode of formation of his social
relations, and of the mental conceptions that flow from
them. (Capital: A Critical Analysis of Capitalist Production,
transiated from the third German edition by Samuel Moore and
Edward Aveling and edited by Frederick Engels, T [Moscow:

Foreign Languages Publishing House, 1959}, p. 372, footnote

3. All guotations from Marx are from this footnote.) )
Once Darwin had written what Marx calls “"the history of Nature's
Technology," it occurred to Marx to wonder why someone had not done a

"history of the productive organs of man” since it is probably of egual
interest and importance. As a student of literature I have discovered
that technology and its rglationship to nature is an important aspect
of the work of some authors, and especially interesting is pastoralism,
a particular mental conception that can result from this relationship.

Once one has an eye on the "role of the refrigerator in Canadian
‘literature" (as Atwood.would humourously put it), one can profitably go
on to examine the importance of cars, computers, film, telephones, air-
- planes, tape-recorders, and any other machine that an author cares to
include.  All these we commonly categorize under the term "technology"”
which can be defined as human devices that change man's environment and
hence modify man's consciousness--the human devices that Marx called
"productive organs of man." The origin of the word "technology" is the
Greek word technologia which signifies "systematic treatment” and techne
which means art or skill. Hence, when one talks about technology, one
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somet Iman (ncludaes the concept of technivque: an Geutyge Lrant sayws,
technology o “techntque ta ouyrmelves. . . {amd] comes forth From and
s sustatned In our vision of ourselves as creative froedom, making
vurselves, and conquering the chances of an indifferent world”
('I'?‘g'lt!lgo_l‘f;n‘,xv ‘,{“‘1, “3"‘1",.‘“‘, 4K‘n“x‘ ""L",’."N' lven un Nntl_!_: M'.“..“'.‘ [ Torontag; Afianal,
1‘“‘.*";;. a7y "Technology " when defined in this looser, extended way,
Oty 4 not only of the devicen that human belngs uyse but also of the?
mode of use and the mental framework of the oriyinator and user of each
device--what lLeonard Cohen calls System. This 1w why such concepts as

time, history, civilization, redson, and even art are mentioned o the
theauisa,

xT%n pastoral priginated in Theocritus's elmiiac tecollectione of
s boyhood in rural Sieily, and for ug, aciording to Peter V. Martnell:,

tt has come to mean any literatur® which Jdeals with

the complexities of human [i1fe agatnst a background of

stmpliciey.  All that s necessary is that memory and

tmagination should Cfonaplre to render a not too distant

pant of comparative lnnocence as more pleasurable than

1 harsh present, averwhelmed elither by the growth f

technology or the shadows 3 advancing age.

Fither the machines have come into the garden, or the

world of adult experience casts 1ts long shadows.

(l"-\fa‘thﬁrdl {Laondon: Methuen, 19711, pp. 1-4)
“This deuire tor a return to saimplicity, even 1f only in imaginattion, 14
the essence of pastoralism.  But once that 1s established, one can go on
to discuss various large and small differences that can be found in
Jifferent kinds of pastoral literature. In an attempt to understand
pastoralism 1t is useful to divide it first into two main types: the
classical and the romantic pastoral. Braiefly, both have the underlying
yearning for simplicity an the face of the complexities found in the life
of any adult person.  The prevailing mood in both types of pastoral s
nostalglia:  "the art of pastoral is the art of thé hackward glance”
{(Marinelli, p. 7). However, social comment or criticism is often implied
by this backward glance. Because two sets of values (the old and the
new) are constantly contrasted, pastoralism verges on satire; and because
of the ‘ambiguity that 15 sometimes inherent in each set of values,
pastoral literature can have i1ronic overtones. The three ways of com-
paring the old and the new (the pastoral, the satirical, and the 1ronye)
are relate:d but are not identical.

The differences between classical and romantic pastoral are
interesting and significant. The main difference 1s the tvpe of landscape
that 1s chosen. Whereas the landscape of classical pastoral 15 cultivared
nature {(the garden), the landscape of romantic pastoral is wild nature
untouched {or relatively untouched) by human technoliogy. Both tvpes nf
landscape provide an escape from city and/or court, which are the places
of artifice and sophistication. A second important difference 1s 1in
characterization. The humble nature of the hero of pastoral is perhaps
emphasized more in romantic pastoral than in classizal pastoral; 1t s
not likely in romantie pastoratl that he would be a prince disguised as a
shepherd--more likely he would be an actual shepherd (or man of the sHi1l}
doing a real shepherd's work. In this respect the shepherd of romantic

L



{rantoral harkaena Lach Vo the beylonings of iaaslcal pastosal. Bt
shephatds and aheejp lwiny In short aupply, sny “humt:le” tather thai
"niabile™ peracn will 0 as the Leru of jastural literatuie that ia

wi lttern fone. Neo ause of the emphasia ui the simple je<inese al the
pastoral Lero, the child la a fregquent choloes of the wilter o 1ommant i
prastoral . ™ie tltuals that are apearx lated wity pastural are omew [ Y]
Ixith tyjes, lgit the emphasla may Le A ffarent. Fur example, pastaral
litergture, :e:s‘»m:}n‘ll‘,' rommant b pastoral, advncates freedm froms the
restraints of clvilization, and sexual fieedum flen symislires all
sther kipds of Freedounm, Therefore, laove-maklng ia a frecuent activity
in pastoral literature Artistic ervleavauss (telling atarien, wilting
poetry, danging and singing) alsf acem to thilve in a pastoral lande aje
e s bheiause of the importanve Of astisti. activities in prawtoral
Piteratule that sometimes, tnateat o f a hard-working shepherl, the wiitet
will qde an artist agt Wis pastoral hwero.

Dividing pastoralism into two types o lassical and cosmanti- g a2
e way of clarifying the oncept.  Another way would be to call taeth
Of thene types " onventional pastoral”™ and contrast 47 with 3 how t e
ol pastoral “mordern pastoral " Modern pastoralism putas an e hasis
an the procmss by which the new techinologfy converts fhe Sl tmr enviteonimen?
alorng wathy tte autmaded teg Lrv clisgy NTO art; that s, the Yeulitwslomiio A
Bivr bzcin-~a term 1 ouse to dewcribe the imaginary line that separaten a
past environment and A sew techn laogy - - 18 Vvery prominent, astoralism
deals essential gy with an envizonment St wymimoisccor mere accurately,
Wwill the contrast of tws envitonments of gymbols. The Tectoeingd Al
ften provides the symbols for one set of valies ard sdeas andt the wori!
s nature provides the other. THis Jives a8 cne pastoral jattern the
conventiondal e Ancther jattern, ne supjested by Moluhan, snes
teohnology as symbxo i« f Beoth seta of valaes and leax rhe it rast o
teatween ol and new technology, T™ils second pattern mpaht not L
tmmediately recognized as pastoral, but o1to1s pastoral Leoayse of tie

sstaligia for the onrmeoded teo hrooloagy and its rela ed environment i
thiw case, inoa werlid of modern, ever-changjing te STV ST RS ST A €0 & T ST
for trees and green grass necessarily Pot for o the oampler teohineg o gies
of the past.

}

As 1 have said, the oonventional pastonal pantters dejends o toe
separation of technology and navure. dren, pecple are regatsded as
be lomeying with the things they have created L, e e gy ard
are, thus, separatsd from nature. Relatet to this agsumprtion that man

~an be Jdivided from nature 1y the 1dea that e woimee 6 wr reer diwn tedd

ntao tweo parts--one part o be ancoluded in o the realm of sature and tle

cther in the world of technelogy fand thus A peossll er owremy oant destr o oyer
of nature and the nmaturali. Human ~sharacter:isti s are dovidel 1non tw
sroups and labelled "passion” and Creager’ s andd Some 3attesrs Lhern Ambe oy
such divided characteristiss n “men [0y %m.-n‘: o pAsG LY arct Tmeer
{and, wvery rarely, women: of reason.”  wWay.an 3 Urew, Whert Froebtsob,

-~

Margaret Atwood, Leonard Tohen and, to some extent, Alice Munro ne

P I

sharacters of this type, sharacters that ~an be called "martaral’ men oant
“rachnological”™ men.  The "natural” men are @i valent oy rhe Mhogmble”

rernes of romantic pastoral.
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, T The natural man of romantic pastoral, of course. lives in nature
v or is® somehow assbciated with it. Nature in this chse is wild, un-
cultivated nature rather than. the garden ‘of classical ‘pastoral. ‘Northrop
Frye writes about the way natpre has come - to be seen . in a romantic o
.“gcontext.. T e »
., ‘nature,. though still full of awfulness and mystery, is" the
- visible representative of an-order that man has violated, .~ - .
Coa spiritual unity: that the intellect ‘murders to. dissect.-‘ '
" This form of the myth is more characteristic of ‘the second
phase of Canadian social development, when the conflict of
“'man_and nature is expanding into a triangular conflict of
nature, society ( and»individual. ‘Here ‘the ‘individual tends
. torally: ‘himself with’ nature’ against society. (The Bush .
S .l~ﬂ”Garden.; Essays on the_ Canadian Imagination [Tbronto.‘ Anansi,,
. To7il, p. 245) RN S , e
As rational or: technological man has galnedsascendency over nature, some
' people see nature as th victim of man and his technologies, and authors
such as ‘Drew, Kroetsch and,’ to some extent, Atwood have come to its -
Z‘defence., Their novels attempt -to gain sympathy for nature and the natural
‘man who are seen to be beset by powerful and’ often destructive new -
' technologles._ But after’ pointing. out that" ‘the: technologlcal is not
: always the good and beneficial, ‘they have sometimes gone to’ extremes and
,said that technology is never- any good. :

, “The condemnation of technology and the technological or rat1ona1
‘man: is: often a part of romantic pastoralism and is prevalent in modern @'
vllterature.- The ‘idea that technology is never any.good is a stock

‘7,~11terary attitude ‘that operates by turning an object (usually some -

machine) 1nto a.metaphor or symbol. There has been a long tradition of
. the ‘machine as symbol of the destruction of the emotional, psychological,
' or spiritual. life and an even longer adition of, nature as the Jhealer;
but it could be that it is the -economic system that developed at the same.
time as the TIndustrial Revolutlon that caused the morally ‘neutral machine

S to'be labelled as sinister and destructxve and strengthened the myth of

“the: ‘organic and natural society that preceded it. As Raymond Williams
points out in'The Country and the Cxty, ‘the dichotomy between country and
city with all that is good placed in the country is false, Such a myth
"is a ‘source for the 1dea that it 1is urban industrialism rather:than
capltalism that harms us‘ ([London- Chatto and wlndﬁs, 19731, p. 96)-

Another aspect of this problem emerges when we catch ourselves

'ﬁ‘wantlng only "good". techrnology.”  The nature of. ‘the: human mind seems to.
f;,haVe a built-in duallty wherein the posxtlve lmplles the . negatlve. .80
,uthere is no way we can‘have only the posltlve aspects of a particular

technology and not the negatlve, and once the technology exists, there is
‘probably no way to eliminate it completely and llve as' though it never .
"existed. Of course, this is not to say that there is no difference
‘between wise and stupid ways of using technology. xIn a. technological
’paradise, apparently, there would be .no opposites to ‘choose between (only
the "good" would exist) 'or else the human mind would: have to be totally

. dlfferent from what it is.’ To elimlnate all the negative aspects of
.technology we would have to eliminate human nature: .the predicament is
'Zabsolute.v The writer ofyromantlc pastoral refuses to see this. BT

o
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However, such romanticism is possible only after considerable
technological development.and urbanization have already occurred.
Consequently, this tendency to regard nature as vulnerable and good and
the source of artistic inspiration and of healing for troubled spirits’
is probablyncomparatively recent in Canadian literature. For instance,
in 1943 Northrop Frye commented that in comparison to poetry in the
United States~the:e‘was:vérY'little looking to nature for inspiration
(what he calls "Tarzanism") in Canadian poetry. He said, "There has on
‘the whole been little Tarzanism in Canadian poetry. One 1s surprised

~to. find how few really good Canadian poets have thought that getting

out . of cities int God's great outdoors really brings one closer to the -
sources of inspiration" (The Bush Garden, pP. 137), The reason for this
is’ that the United States was urbanized earlier--hence, its writers L
turned to nature ‘for inspiration sooner. Now there seems to be consider-

ably more "Tarzanism" in Canada, at least in the fiction, than there was .

in 1943. Such a romantic:view of man's relation to nature plays an
important part in some recent Canadian . fiction. In Atwood's Surfacing,
for instandé, the narrator's mad dé‘ial of everything connected with L
technology, reason, and civilization and her turning to nature for healing
can be seen as an extreme example of this romantic viewpoint. :

‘Until Canada was urbanized, most Canadian writers valued civiliza-
-tion and regarded the taming of nature as a desirable and praiseworthy" °
activity. ,In contrast tb the more recent romantic development of the _
~ idealization of the primitive that Frye calls "Tarzanism," John Seelye ..
labels "Wild fmstoral," and I have chosen to call romantic or wilderness
" pastoral, there is the older form of "mild" pastoral, of "Virgil's
- pasteurized pasture" that I call classical or garden pastoral = (John :
.Seelye, "Some Green Thoughtson a Greeh Theme," in George Abbott White and
Charles Newman,.eds., Literature in Revolution [New York: Holt, Rinehart
and Winston, 1972}, p. 584, p. 611). Nature in the romantic pastoral is
primitive wilderness untouched by technology, whereas in the classical
¢ pastoral the natural landscape is tamed and arranged by man and his

technology to form a garden (or perhaps farm) landscape midway between
the city and the wilderness: - The de§i:e-for-suéh a "middle landscape" in
-life and in literature is probably the reSult of our ambivalence .to both.
nature in its harsh, primitive state and. to the sophisticated technology |
that we have developed for our use (and abuse). Such ambivalence gives:
rise t0\garden’pastora1 or pastoral of "the middle land5cape," Acéording
to Leo Marx the desired goal.in the° United States - .
© - was a society of the middle landscape, a‘yural nation
.- exhibiting a happy balance of art and nature. . But no .

-one . . . had been able to identify the point of arrest,

_the critical moment when the tilt might be expected and

progress cease to'be;progress. « « « [the pastoral idea

became] an incgeasingly transparent and jejune expression

of the nation ~pref§rence for having it both ways. (The

- Machine in the Garden: Technology and the Pastoral Ideal
o in America [New York: Oxford University Press, 1967],
o p_~—. 226) | . | . . o

. Concerning. our usual relation with nature, perhaps, like Atwood's

'Mrs. Moodie, all people érej"divided down the middle” and preach "progress
and the march of civilization while brooding elegiacally upoh the e '
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destruction of the wilderness" (The Journals of Susanna Moodie [Toronto: '
“Oxford University Press, 1970), p. 62). LeoMarx says that "ambiguity
“1is the attribute of the physical universe that matches the contradiction
at the heart of a culture that would deify the Nature it is engagéd in
plundering” (The Machine in the Garden, p. 301). Taking such ambivalence
. into account, most likely the ideal situation- would consist of "just g
-enough™ technological development to enable us to live comfortably with
nature, but each person has a different idea of what is "just enough" e
‘and, more important, it is only in retrospect ‘that any of us can judge
the moment when there was "Just .enough™ and not too little or too much.
"’'Such ‘a balance between wild nature and technology is ‘the essence of
_classical or garden pastoralism. In Canadian literature such a balance
"seems to exist on Brian's uncle's farm in Who has Seen:the Wind. and on
the Canaan farm: in The Mountain and the Valley,where we are given
examples of personally-run and wisely-mechanized farms. Such farms are
, probably the Canadian- equivalent of the Britlsh garden although in
Kroetsch's. The Words of my Roaring there is an actual garden.  (An
example where technology is °not wisely used to create a garden on the
‘prairies is Abe Spalding's farm in Fruits of the Earth.) = Perhaps because
of the harshness of the climate and certainly because of the particular
time of settlement and development, this balance has. hardly existed in
Canada and, except for the examples mentxoned, is difficult to “find in
‘our literature. Most of the literature that deals with man's relation-
shlp with the land is about the lack of balance, about the predominance
first of wild nature and then of technology. We seem to have gone very
quickly from one state to the other w1th no time in between.v Thus, in
the fiction of the last. twenty years the predomlnance of technology over
nature is a-common theme. : oo

Such 1mbaiance between nature and technology has led to the
desire for elther a return to the time when such a balance did exist
(and it is’ qulte possible, however, that\such a condition never did -

: actually exist in any place at any time but only in imagination or in
art)~or the abandonment of such an ideal of balance and an opting for
,the w11derness pastoral-as. the ldeal. A turning away from technology,
,(complexlty;and urban life toward a wilderness landscape can be judged
as simple~minded escapism, as" the giving up on urban life by the urban.
dweller._ Raymond Williams even goes so far as to suggest that the
desire to use nature as a retreat "is a form of that persistent desire
to get away from what is seen as the world, or from what, more interest-
ingly, is seen as other people" (p. 24). Such a complete and permanent
w1thdrawa1 (or the deSLre for one) from people--whether to the wilder-
ness or to a garde world—-can ‘be. seen as neurotic or m13anthrdplc.
MacKay‘in.The Wabeﬁo Feast, theoprotagonlsts in But We are Exiles and
. Gone ' Indlaﬂ, the - narrator in Surfacing, and various characters 1n
Arkwrlght Arkwright exhibit tuch neur051s and mlsanthropy.
i

ngever, such an escape into nature (even if only a dream

- which is seen to be preferable to the nightmare of an urban techno- -
10g1ca1 world) can be ‘called "51mp1e" pastoralism, there is a pastoral-
"ism 'that can be defined as "complex." The terms "51mple" and "complex
are borrowed, although with some changes, from Leo Marx. He equates =«
simple pastoralism with romantic or wilderness pastoralism and complex
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pastoralism with the classical or garden variety, and then goes on to
point out what he sees as the difference between the two:
Both seem to originate in a recoil from the pain and
responsibility of 1ife in a complex civilization . . . -
The difference is that the primitive hero keeps going
. . . so that eventually he locates value as far as
. . possible, in space or tima or both, from organized
" society; the shepherd [the hero of the classical or
garden pastoral], on the other hand, seeks a resolution
" of the conflict between the opposad‘worlds of nature
.and art. (The Machine in the Garden, p. 22) S
I do not make precisely the same equation as Marx does because it seems
possxble to have simple (that is, escapist) pastoralism of both the

'

'garden variety (as in The Words of my Roaring) and the wilderness type

(as in The Wabeno Feast). Also, complex (that is, reconciliatory)
pastoralism can develop out of a wilderness experience (perhaps as at
the end of Surfacing and in Douglas LePan's "Canoe-trlp") or out of a
garden world (as in Who has Seen the Wind).

Slmple pastoralism locates the source of insplration, vitality
andgoodnessxn nature as far from society as possible while complex

’pastoralism, although recognlzlng the value of nature, finds value in

people and community. and attempts to reconcile man and. nature. Another
important difference between these two types of pastoralism is the
difference between the desire for permanent withdrawal from people and

‘a temporary withdrawal for purposes of renewal Such a temporary

retreat from society can give one a perspective on it; and after the
revelations that life ih nature can provide, the person who has
experienced these revelations. goes back. into the world he has left more
able to face-its problems. Take Surfacing for example: if there is a

jchange in the narrator which :involves a departure away from neurosis

and misanthropy and an acceptance of the value of relationships between
people, if there is a return to society -after valuable experlences—-
valuable to spirit or psyche—-ln nature implied in the ending of that
novel, it can be said to develop from simple pastoral into a complex One.

Escape  (whether permanent or temporary) from the modern world
whlch is ‘generally characterized by new, complex technology and ‘
increasing urbanization can be into nature (whether ‘wild or tame) as
mentioned, or it can be into memory; and introducing memory, brlngs
another aspect of pastoralism into focus--an aspect that I earlier
called the nostalgic mood, -a mood that is essential to pastoralism. -
According to Northrop Frye pastorallsm is "an idealization of memory,

.espec1ally childhood memory" (The Bush Garden,.p. 241) :

At the ‘heart of all social mythology lies what may be

called . . . a pastoral myth, the vision of a social
S, ideal.v The pastoral myth in its most common form is

‘ associated with childhood, or with some earlier social

condition . . . that can be identified with childhood.

The nostalgia for a world of peace and protection, with

a spontaneous response to the naturé around it, with a

leisure and composure not to be found today, is

particularly strong in Canada. (The ‘Bush Garden,

pp. 238-39) R o
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It seeha to be part of human nature to feel nostalgia for the past at
one time or another even if that past was not particularly_pleasant. :
The human mind has the ability to find some good in the past once it e
has gone; the known and finished past time is often preferred to the
unknown future or to the unpleasant or dull,present."The'focusing on -

a landscape that existed in the past, whether a real and remembered

past or one that has been read about or imagined, is a way of escaping

. from the present. The desire for stability in a world of change is

- connected with the idea of a lost happier and innocent past, usually
associated with childhood. Such a retrospective vision is one way of
coping with social, economic, and technolpgical change (the opposite
reaction is the futuristic or utopian vision), or as the narrator of
Marian Engel's The Honeyman Festival says: "Homesick, am I? _Everyone's
homesick now. If you don't know how to make a new world, you fall back
on the glow of the old one " ([Toronto: Anansi, 1970), p. 41). One of
the sources of the word vnostalgia" is the Latin translation of Heimweh,

the German word{forv“homesickness." The other source is nostos, the

Greek word forv“retprn.” Thus, nostalgia is a return in imagination to
the place and/or‘time_for which one is homesick. C : :

Such retrospective pastoxalism'(and wparzanism” is the only kind
of pastoralism/that is not retrospgctive) attempts to deny change, and
that change can focus on place or on time. If the focui'of the change
from childhood past to adult present is place, then change of place from,
say, a rural landscape to an \rban landscape can result in nostalgia for the
former. In fact, although pastoral literature is often about nature, it
is actually life in urban centres, a life of sophistication and complexitys
that seems to be more likely to give rise to the desire, to write such
1iteratu:é.~,The paStOral.writer who focuses on nature. as his subject is
most likely a person who has moved from the country to the city and
remembers his past life in the country with nostalgia. Raymond Williams
comments on the fusion of nature, the past, and childhood in retros—
pective pastoralism: , o o S

A way of seeing has been connected with a Aost phase of

1iving, and the association of happiness wiph childhood

has been developed into a whole conventionﬂ in, which )

. not only ‘innocence and security but peacef%nd plenty have

been imprinted,‘indelibly,'first on a pafticular period

of the rural past, which is now cogggafed with a lost

identity, lost relations and lost certainties, in the

memory of what is called, againét>pre5ent ?o sciousness,
, Nature. (pp. 138-39) SN SR
But. children inevitably grow up and time passes,and the inner sense of
loss and change is projected onto a particular landscape-.

P

Also poSsible, of course, is that the 1ife—lonq city-dweller can
have romantic notions about life in nature which he has gained through
holidays in the country and through reading'pastoral literature; such
pastoralism is "not 2 rural but a suburban or dormitory dream! ~(Williams,
p. 47). In this case his memories of a pastoral place are unrealistic or -
gained second hand. These romantic wmemories" differ from those of a
person who has lived and worked in the country but who has not romanti-
cized that life and work. The difference in attitude is summed up by
the narrator of Alice.Munro's story “Home" when she says., '

Yo
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I am not among those who will tell you that this labour

in the sheep stable is restorative, that it has a

peculiar dignity, not oh your life. I was born to it

and see it differently. Time and place can close in on

me so fast, as they cannot do for holidayers in this .

life. (David Helwig and Joan Harcourt, eds., 74: New

. canadian Stories [Ottawa: Oberon Press, 1974], p. 151)

Or as Homer says to Lou in Engel's Bear, "You're from Toronto, you'll
love a log house " (([Toronto: McClelland and Stewart, 19761, pp. 26~27). .
Apparently, anyone who had to live in a log house or to spend time
shovelling manure in a sheep stable will have different (and probably
more realistic) ideas about the rustic life than holidayers will. Homer
and Munro's narrator are definitely not holidayers and are not purveyors
of pastoral ideolegy. After all, if "the peasant is the city-dweller's
dream," the peasant is not likely to idealize his own way of living--
at least not until after it is gone or he has moved to town (The Honey-
man Festival, p. 96). f : ' R

If place in pastoral remains constant and the focus of the change
from childhood past to adult present is time, then the change in time
will usually be marked by a change in technology :(that is, man-made
devices), and nostalgia in this case will be for superseded technology:
Although I have called this type of pastoralism "modern,"”. according to
Marshall McLuhan, superseded technology has been the subject of pastoral
literature from the beginning: ' o

When machine production was new, it gradually created an

environment whose content was the old environment of

agrarian life and the arts and crafts. This older

environment was. elevated to art form by the: new
mechanical environment.  The machine turned Nature into
an art form. . . . Each new ology creates- an

environment that is itself regarded as corrupt and
' degrading. Yet the new one turns its predecessor into
.. . an art form. (Understanding Media, p. ix) ’
Writing about the origins of the pastoral, W. W. Greg says, "Only when
the shepherd-songs ceased to be the outcome of unalloyed pastoral
conditions did they become distinctively pastoral™ ("Pastoral: A
Literary Inquiry," in Eleanor Terry Lincoln, ed., Pastoral and Romance:
Modern Essays in Criticism [Englewood Cliffs, N. J.: Prentice-Hall,
1969], p. 9). Only once there was a change .in time marked by a change in
technology was there the comparison of past and present and nostalgia
for the past. Thus, a mention of horses, radio, books, or canoes in
Canadian literature often has a nostalgic context. For instance, in
Drew's story "Wood" the crosscut saw is seen by the narrator as a more
desirable technology than the power saw because of his association of
the crosscut saw with his happy childhood. For Kroetsch the horse and
the radio, which have been superseded by the tractor and the television
- set, are technologies that are associated with the past and evoke
nostalgia. This type of pastoralism that focuses on a change in time is
not confined either to rural or urban landscapes; it depends on the change
in technology, not on thé place or on the kind of technology that has been
superseded. Nostalgia for the horse, for example, can be matched by the
‘urban-dweller's nostalgia for the electric trolley which-has been replaced .
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by the gas bua. Such a nostalgia for superseded urban technologies
serves as the basis for what I call "urban pastoralism”; and Mordecai
Richler's writing provides some good examples of pastoralism in an
urban setting. Such pastorulism is "modern" in the sense that the
technoloqical horizon is much more clearly identifiable in pantoral
literature of ‘the present than that written in the past.

Of course, changes in place and time can be combined, and
nostalgia can exist for both landscape and technology at once. Also,
changes in place and time and a remembrance of things past are not

" inevitably coloured by nostalgia. For example, A winnipeg Childhood,
the fictionalized account of Dorothy Livesay's early childhood, is not
nostalgic even though it is about childhood; the rural and urban
1andscapes serve merely as background, and-any mention of technological
change is incidental.  However, Jane, the narrator of Elizabeth

"_Brewster s The Sisters, exhibits nostalgia for a particular rural

landscape in New Brunswick (although not for any ‘outmoded technology)
where, poor but happy, she lived for several years in her childhood.

" In Lives of Girls and Women and in some of her stories, Alice Munro

" deals with the. tendency to romanticize childhood and past technologies.
but her narrators, even while recounting events and describing the

' landscapes of their youth, are not nostalgic. On the other hand, in
Margaret Atwood's urfacing, the narrator's memories of childhood are
firmly attached to a partlcular wilderness landscape and to outmoded
technology, and they are extremely nostalgic. Clearly, the mood evoked
by a literary account of childhood or of the past varies, but the presence
or lack of: nostalgla for the landscape of chlldhood and/or superseded R
technologies are certainly an important aSpect of the personallty and
‘values of a character in fiction.

When a writer compares past and present, one of three modes of
comparison can be chosen: - the pastoral .the satirical, or the ironic.
Since two sets of moral values are contrasted and one is claimed to be
superior, pastoralism itself moves in the direction of: satire.  The
usual pattern is that the natural and simple and rural 1andscape which
is 1dent1f1ed with childhood and/or outmoded technology is presented as
being better than the artificial and complex and urban landscape which-

. is identified with new technology and/or life as an adult. Pastoralism
can involve social cr1t1c1sm, although perhaps from a conservative
viewpoint, so the writer of pastoral can be-a social cr1t1c as. Drew is
when he contrasts the Indian technology of the past with' ours and makes
it clear that we are to favour the former; and the writer of satire can
include pastoralism as Simpson does when he engages in an attack against
new technology and its attendant values. In some cases the ‘borderline
between pastoral and satire is invisible and the two merge as in Simpson's
The Peacock Papers. Although they are different modes of literature,
pastoral and satlre can have a similar motlve and a 51m11ar effect

- TIrony can be an element of pastorallsm. ' 1f, for 1nstance,
pastoralism ‘is taken as "complex“ ‘rather than "simple" and "the ideal is
inseparably yoked to its opposite,” then irony is an inherent feature
of pastoralism (The Machine in the Garden, p. 318). One example: the
relationship between city and country in complex pastoral literature is
ambiguous because nature is both good- and bad and so is urban c1v1llzatlon
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both good and bad; thus, such a .contrast between @ity and oountry could
be ironic. However, .in spite of Leo Marx's linking of irony to
pastoralim--a connection that is useful since too many people see only
the simple and sentimental in pastoralism--it seems to me that the link
can be rather tenuous at times. If nao choices are made and no sides

taken, if one set of values is not presented as being better than

" another, a work becomes mainly lronic and only peripherally connected

to the pastoral mode. It Beautiful Losers, for instance, finally
favours neither natural man nor technological man, nejither superseded

‘technology nor new technology, neither the past nor the present--if

Cohen recognizes the incongruities involved in pa:toralism.'tho tension

between the idaal,and,ltg.opponiten_acgepts them andyattempta a synthesis--

then the novel is ironic and is 1mportant'in~a study of pastoralism

because, in treating some features of pastoral ironically, it departs
from the usual pastoral pattern. A

‘ The'cohsarvatiVQ stance that seems to be inherent in pastoralism
is one matter that various gritics.han.tabkled. People are often -

reluctant to face up to the awareness that results from new technology

and are prone to desire escape into the past; according to McLuhan,
. as we begin to react in depth to the social life and
problems of our global village| we become reactionaries.
Involvement that goes with our instant technologies
transforms the most "gocially conscious" people into
'conservatives.,(Understandinq Media, p. 46)
pPastoralism can be seen as reactionary because it accepts and even

idealizes the social and economic relatioqs‘between people as they ar¢:

‘thought to have been. What is often celebrated is something that was

non-existent or else was bad for most people. "The recurrent myth of a
happier and more_natural past" is just that, a myth, and can ‘be .used to
keep people down, claims Raymond Williams in The Country and the City
(p- 40). But pastoralism in the sense of "retrospective radicalism" can
exist" (p. 35). Past values can be used as a positive criticism of our
own present ones even if one recognizes that the past was no Golden Age
and the people not especially virtuous.

According to Leo Marx in The Machine in the Garden pastoralism
can imply an ultimately static view of history and "a kind of conservative
quietism,” and it can result in a turning away from "the -hard social and
technological réalities" (p- 129, p. 5). However, in a later essay he

‘examines the possibility of reconciling the seemingly irreconcilable:

pastoralism and revolution. He admits that "the concern of pastoralism
.+ .+ has been to change the individual ‘consciousness, not the structure
of society. It has been an aesthetic ethos for the privileged, not'a
political program for the masses" . ("Susan Son 'New Left' pastoral:

and Charles Newman, eds., Literature(in Revolutic vork: Holt,
Rinehart and Winston, 19721, p. 533). Pastoralism a withdrawal to
a simpler, happier environment us i e ' most people
there has’never been any place to _gol Also, &l : ure is the
appropriate place for the contemplative life, & the place to
start a revolution? Marx takes into account i jons of critics such
as William Empson that pastoralism is a way of reinforcing illusions of
class harmony but goes on to claim that the apparéent contradiction of the
. S :

&



term "revolutionary pastoralism” can be reconciled. 1In his remarks
about Susan Sontag's Trip to Hanoi, his example of revolutionary
pastoralism, he emphasizes the pnutoral raturn” and claims that “the
retreat (to a simpler life) is_an escape, to be aure, but it is alao
a quest"” (p. 563). The pa-totnl convention does allow for "moral
seriousness™:

What makess today's pa:torali-m different . . . is the

degree to which it is informed by a heightened political

awareness. In the present: state of Amarican society, th

old-fashioned return, with its emphasis upon private

accommodation and aesthetic consolation, no longer seems

adequate or even possible. . . .

The contribution of the new pantoralists to revolu-
tionary politica . . . is for the time being chiefly
exemplary. . . . If such a program is compatible with
revolutionary ideology, it is because, first, it
prefigures the transformation of the dominant culture
and, second, because it provides a model for the
transformation of human nature--of man himself--which
has always been the ultimate concern of both pastoralism
and left radicalism. (p. 575)

John Seelye, on the other hand, maintains that "no revolutlon
ever started in the woods " (p. 637). He identifies "wild Pastoral” as
the source of American radicalism since "mild" pastoral is "decidedly
establishmentariap" (p. 584, p. 580):

"I've got mine" is very deep in the pastoral conscious-

ness of America: Tityrus is with us always, for the

Middle Landscape is nothing if not Middle Class, the
. : Spiritual Landscape its counterpart, ‘a sort of licensed
, grove, academic or otherwise. (p. 582)

He 'says that revolutxonary pastorallsm is "salvational, mystlcal, _
transcendental . . . evangelical . . . [and] evolutjonary", credits (or
blames) Thoreau for providing the impetus for such pastoralism in the
United States, and points out the fallacy inherent in such a mystical
system (p. 585): : '

Prxmltxvxsm, as an absolute ideology, posits the Wild

<_\ ‘ as ‘a source of the Good, and like ‘all absolute

ideclogies, implies that the .source is continuous,

that that {mistake in the text} the Good increases in
‘ direct proportion to Wildness. (p. 635)

Thoreau saw the fragility and benevolence in nature but not the terror.
Also, according to Seelye, it is probably true that "the idealizatipn of
_rural values" which is part of pastoralism can be used as effectlvqu by
the right as by the left in politics (p. 635).

It seems, tHen, that the last word has not been written on the
politics of pastorallsm or on the features that one can expect in
pastoral 1%Ferature.,

4Slnce “"the constant element in pastoral is psychological rather
than formal," I have chosen to deal with the psychological rather than
with the formal in this study of technology and pastoralism in Canadian
literature (The Machine in the Garden, p. 91). I suspect, in any case,
that the formal aspects of pastoral play a small part in the work of




contemporary Canadian writers with, perhaps, the exception of James

Heaney's A Suit of Nettles. In this kind of study, pastoralism is

regarded as an ideology, a view of life. The puychological element

of pastoral consists of values and {deas as presented through images

and descriptions of technology and nature that each author chooses.

By taking this approach to the fiction of Wayland Drew, Robert Kroetsch,
Margarat Atwood, Leo Simpson, Mordecal Richler, Leonard Cohen, and Alice

.Munro, and by concerning myself with the relationship between technology
and nature and espacially with the connection between superseded
technology and pastoralism in their work, I am not giving a full analysis
of the writing of each author--rather 1 am presenting a detailed. exam-
ination of one important aspect of the writing of these authors.

Drew, Kroetsch and, to some extent, Atwood, attempt to persuade
the reader to side with vulnerable nature and the natural man againat
destructive Western technology and the technological man. Tending
toward a conservative viewpoint, Simpsoen examines the conflict between
old and new technologies and the values that adhere to each. Richler
points the direction to the future of pastoral in focusing on superseded
technologies in an urban setting. For Cohen, the ironic writer, all
possibilities coexist on an equal footing, and synthesis rather than a
choice between technology and nature (or System and Magic) i8 the goal.
Munro, too, willingly takes whatever is at hand to create her art,
Generally she subtly condemns pastoral ideology and yet sympathetxcally
explains its universal and lasting appeal.

. The sentimental pastoral of the eighteenth century may have been
Measy, vulgar, and therefore disgusting:" as Dr. Johnson said. But the
modern pastoral with its emphasis on. the psychological and its revealing
use of the technological is too important and too interesting to be so
easily dismissed.
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Chapter 1

1]

L
Wayland Drew, "Wilderness and limitation,’
%2 (February 1973}, 1In.

Canadian Fourum,

For cohvenlence, a quotation from a primary soyfire-~after the
first reference--will be indicated by a page number in.parentheses
placed after the sentence in which it occurs.

zwnyland Draw, ﬂmfmﬁﬂpﬁﬂﬂwff‘”f {(Torombg:  Apanui, 1ul)y, p. 1.

] . ‘ \'.. .

There are several other interesting examples in Canadian
literature where a “sense of time" is ilmportant. \In Br&beuf and His
Brethren (part LIT) the Indians are extremely imprgssed with the "black
signs"” on paper by which the whits men communicate/over distance; and
the clock 18 even more of a "miracle” to them becguse it swems fo qovern ",r*
the rising and setting of the sun and tells the white men when to eat, -
when to pray, and when to sleep (FE. J. Pratt, Selected Poems of B, J.
Pratt, edited by Peter Bultenhuils [Toranto: MAr&TTiaﬁ, 1@601, p. 106
Both writing and clock time are vital to western civilization, and in
Pratt's poem both are linked to the white man's emphasis on rationality.
In Ostenso's romantic novel Wild Geese, where the instinctual is the
good, Caleb Gare, who has an obsessSion with the material aspects of his
land, is . the villain. His tyranny over hiyg family ¢an be summed up n
the comparison that the author makes between him and the clock: "Caleb
was the clock by which the family slept, woke, ate and moved” ([Toronto:
McClellarid~and Stewart, 1961), p. 56). In Grove's Fruits of the Earth, '
Abe Spa Tinq's identity as technological man is shown by his obsession
with giﬁi. He carries a pocket watch, and early in the novel we are
told that he has the habit of timing his trips to and from town to see
if he can cut seconds off the time required to make the trip ({Toronto:
McClelland and Stewart, 1965], p. 29). After all, to a man like Abe,
time is money, and money is the measure of success and worth.

4William Dawe's journal in Kroetsch's Badlands is judged in a
similarly negative way. Fifty-six years after his expeditién into the
Badlands of Alberta, his daughter attempts to retrace his steps. Anna
Dawe's companion, Anna Yellowbird, flings into the river the pictures of
the expedition that she has kept for fifty-six years, and Anna Dawe
throws in her father's last field book which has been like a curse to her.
Like MacKay's journal, Dawe's journal, too, served to conceal the truth:
"“Shutting out instead of letting in. Concealing™ ~ (Badlands, [Toronto: .
new press, 19751, p. 269). The past seems to be important in Kroetsch's
novels, and yet ironically the most positive characters turn their backs
on it. The last. sentence, with the two Annas walking away froin the source
of the river, where they have thrown in their relics of the past, is "We
walked all the way out. And we did not once look back, not once, ever"”
(p.. 270). Presumably they are freed to live in the present, like the
Indian woman in The Wabeno Feast, and don't need pictures and journals
any longer.

.

5 . . .
Wayland Dyew, "Wood,"in David Helwig and Joan Harcourt, eds.,
74: New Canadian Stories (Ottawa: Oberon Press, 1974), p. 77.

%



(I
Chapter 1}

i
Robert Xroetsch, The Words of my Roaring (Torontaos Macmillan,
l‘,‘)fv)) ’ ". '."‘A

In an {ntsrview with Rutssell Brown, Kioetsch aaid, "1 often
think of modern writing as being tovolvedt 1o a kind of dialectio--two
forcen playing off against each other® (Ug}ynrﬁxjy of Windaor Review
L2 Iuwpring 19721, 14). In ancther interview, this one with Donald
Camwron, Kroetsch sald, "We see opponites {n necesagry balance all the
time . . . We bevome fasclunated with problemn Of equilibrium. Americans
are interestaed in expansion”  ("Robert Kroetsch:  The American and the
Canadian Voioe  in ngxp;pgrxunﬁvyighvCapqudn NOVﬁliﬁqﬂ [Taronto:
Macmillan, 19741, . #%). o ‘ '

}
-~ B
Robert Kroetsch, But We are Exi las (Toronto:  Macmid Lan, t96hy,

1 .
Morton Ross says that But We are tixiles ends with an

open question of how Guy's final action i1s to be

understood.  Is it a final reconciliation between Two

disparate attitudes toward expertence, an acknowledqge-

ment by Guy of his essential identity with Hornyak?

Or 18 1t a violent usurpation, a repudiation or exorctsm

of flornyak's memory and all that 1t represents? Tt as

impossible to be certain. {"Robert Kroetsch and his

Novels," in Donald . Stephens, ed., Writers of the

Prairies [(Vancouver: University of British Columbta

Press, 1973] p. 107)
Just as 1t is impossible to know whether Peter Guy lives or diles, 1t o1y
impossible to know what his motives are for taking Michael's place in
the canoe.

Kobert Kroetsch, Thn 5 §l§f:i..}?f~:’."5f7 Man {Londorn: Macdonald, 1969,

%Kroetsch's fifth novel, Badlands, seems to be largely about
history and its relation to personal myth-making. Dawe, a madman like
Demeter or Madham, has a "maniacal obsession"” to recover the past (p. 8).
Web claims that "there is no such thing as a past,” but for Dawe, the
collector of dinosaur bones, "there is nothing else,” and he devotes his
life to loeoking for the past, and to excavating and presprving 1t (p. 4)
He is a man who believes in "absolutes” and in “"fact and reason” and
whose field notes show "an extravagance of reason” AKp. 10, p. 35,

p. 212), As his daughter says, Dawe "would accept and endure destiny
It was chance he could not abide " (p. 109).

6G. S. McCaughy says that Hazard, the "doer," 1s destroyed by
Demeter's confused attempt to take up Hazard's role, to usurp his
character, which Demeter can only really do as vicarious biographer. After
his one attempt at action,~Demeter retreats "into madness and the passivity



of the spectator world that haa hevome the Canada of today . ™ Twenty
vears aftar Harzard's death Demeter finally writens lilno “Liiosejtaphy 0
Thin “permanent adolescent” lives a 1ife of "hitter mimanthtopy, a
minanthropy that has pushed us away from apy fpossible entrance into
the life of the Jduers, and keeps us chained haefore the neveyr, nevel
land of the Gray iup football games, pornographic movien, and yes,
even the sterility of the acholar's Iife”  ("The htudhor-e Man: A
Madman's View of Canadtan fistory,” Bevae e l_'iigganitixI(d‘fl!!lnun,
A4 [July Septembor 19741, ALl U4,
' !
It 15 impossiblae to know what motivates Hayard in the action
that follows; all we can see in the novel are the (nnsequences of
isolated actions of various characters. Konrad Gross understands the
tmportance of the horse in this novel and the decislon that Hagsard s
faced with tegarding Marie Exhpeter’s use of Posetdon:

The colt symbolizea Indian territory and pnature in

gqeneral. Hazard saves both the colt and the red man,

Hut the Cree's reaction reveals the ditferent concepts

of property of the whiitte and Indian cultures. The

tndian does not congtder the land as his personal

belomging, but as a3 means af providing for hiis phiystoal

needs.  The white man regands territory ay private

property, which oxcludes 1ts use by anybody else but

its owner. The Cree leaves the colt to his life-saver,
who teels like an intruder, but accepts 1t Ay His own
and tries to turn 1t into material sucoess. oo This

iy a4 key episode in the novel, for Kroetsch contrasts

Indian values with those upon which white irfanadian

present-day life 1s based. Hazard's journey does not

end with his departure from the past, but leads ham

finally into modern society perverted by the lack of

the antil-materialistic outlook which 1is characteristic

of the Indian way of life. . . . When Hazard becomes

the chance witness of the extraction of seed [at the

Eshpeter ranch], he 1s faced with the alternative ot

following his obsession [(finding the perfect mare for

Poseilon] or surrendering to the temptations of the

modern age. {("Looking Back in Anger? Frederick Niven,

W. 0. Mitchell, and Robert Kroetsch on the History of

the ¢anadian West,"” gggrnalﬂgfﬂ§qggqign“§ic}igg, 3:2

{19741, 53 . -_”* T
We see the alternatives that Hazard must ~hoose between, but we never
know what choilce he makes.

2}

The sense of the loss of a better time and place 1s part of
pastoral ideology. Madram cannot go back to the place of his youth so
he sends Jeremy, who is like a son (or a young alter ego) sent to re-
~laim a father's youth. Jeremy gives Madham archetypal dimensions when
he describes his professor as "the old mad Adam of the original day.
The first night, outside the garden. . . . even then, that first time,
trying to recapture everything that was gone” (Gone Qggigg4[Toronto:
new press, 19731, pp- 91-92). If Madham cannot recapture the past,
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\survival. (p. 49) .
1

technocracy.
For .in our very invisxbility lies our chance for
2 | There. 1s a direct connectlon between technology and pastoralism'

ih seve al’ places ‘in ‘the novel. Once Dorck revives in hospital, Jeremy
takes off on a Sleipnrr snowmoblle in search of Bea. Nostalgic for '
past te hnology, Jeremy thinks of it as a horse,,although it more llkely
~‘has eighm horsepower than eight feet:" "Like a cowboy, lost; I would let.
° *my horse! také me home" ' (p. 144). Also, for the ‘occasion of the Notikeewin
. winter festival a team of horses pulls a hayrack: although this is not
- the community s usual means of. conveyance. At the festival one of the
- races is with dogs and sleds; hus, the technology of -the Eskimos needed for
" survxval\ls turned into a game.  The same applles to ‘other activities
Jthat used to -be work; wood—splltting, ice-cutting, flour-packing, and
log-saw1ng used to be essential work and now -are turned 1nto contests

. _to amuse spectators. K ‘ A

‘q N \ . R R » L ‘

S 2Madham is a man of the technologlcal world. ..For instance, the
soundﬂof automoblleSJls like a natural sound to him: "mhrobblng on the
g_r came a 'dull and distant roar of automobiles that mrght have ‘been

s11ence itself. Or the rolllngfof thunder " (p. 2)‘

i
\

The phrase "the~shadow Qﬁ hls 1magined self" might suggest that
_ Roger Dorck is Jeremy s shadow, the embodiment of Jeremy's sexual, vital
o self-—lylng down, cold, 'like a corpse--unt11 awakened by the experiences -
- Jeremy has been through .in the. Northwest. On another occa51on Madham ,
says of Jeremy- "He felt an. ‘urgent need to find his lost, his abandoned,
'sultcase.:; I & suspect he had reécognized his own ‘shadow: - he wanted,
once more,'to run " (p. 125). .And after Jeremy crazily harangues Dorxck -
,ih the hospltal, he revives and Jderemy runs out "as 1f he had met his
gwn soulrgn the. hlgh road to hell " (p._l43).yf
,: e 4Durmg the Snowshoe race’ Jeremy sees the water and ice of the
‘river as an image of freedom and. the man—made railway bridge above the
river as a. barrier to that freedom: "I saw the black threads of water
themselves seemingly caught in grotesquely broken and. sculptured chunks -
- and slabs' of ice: great blocks of ice that had been caught by the tlmbe;;\\vf
”that were the plllars of the brldge " (p- 85)

e 33

- Frank Davey '"Robert~Kroetsch,"1n his From There to Here- A
Gulde to English-Canadian therature Slnce 1960 (Erin, Ontario: Press
Porceplc, 19 p. 158, :
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hapter III‘
E anbert Kroetsch, ”The Canadian erter'gnd the American Literary
Tradition:' ‘47. . _ i
The imagery Atwood uses in her short story "Polaritles" serves
- to. divide characters in the same way. Louise, in her oversize fur coat,
' is compared to a gopher; and at one point, " Morrison, the narrator, finds
© her asleep and lays "the bread gently beside her as if ‘leaving crumbs on . .
" . a stump for unseen animals" (Tamarack Review, 58 [1971], 13). Louise -
hates technology (the phone and car, in this case) and is judgeq to be
mad; her madness consists-of taking "as real what the rest of pretend
is only. metaphorical“ (p. 20). ‘She juddes herself, however, as a
.complete person and Morrison as the incomplete one. Of herself she says,
"I'm all-inclusive" ‘and "I am the circle. I haye the poles w1th1n myself.
What I have to do is keep myself in one piece, '.degends onme" - (p. 7,
P. 21) About him she writes: "He needs to be pleted, he refuses to
admit his body is part of his mind. He can be in.the circle poss1b1y,"
- but only if he will surrender his rolg as a fragment and show himself
- willing to merge with the greater whole (p. 20). Another example where
man is described as a creature of technology and woman as a creature of
. nature occurs when Morrlson concludes that he loves Lou¥se ‘and fanta-
sizes about her:
At night she would be there.in the sub—zero bedroom
for him to 51nk into as into a swamp, ‘warm -and
‘obliterating. . . . o L .
So this was his dream glrl then . . . a defeated -
.. formless creature on which he could 1nf11ct himself
like shovel on earth, axe on forest, use, without
. being used, kgow w1thout belng known. (p. 23)
! 3In the novel Marian's surname is spelled two ‘ways: ‘MacAlpin
(p. 20) and McAlpin (p. 126). Margaret Atwood, The Edible Woman (Toronto:
McClelland and Stewart, 1973). ' : ' :

. 4There is one example, however, of technology that ig not: meaEF to

~ work. Marian's and Ainsley's landlady uses ‘the technology Of the past
as chic interior decoration. Keeping company with the pi ures of
ancestors, . a regimental flag, and a line of brass warming-pans decorating
‘the 'stairway wall is a ‘dangerous "many-pronged splnnlng wheel" on the

-~ landing (p. 12).

5

'’

What Gloria Onley erteS about the eating of the cake-woman gives
support to my 1nterpretatlon«of that symbolic action? . :
Making a surrogate self out of cake and then- eatlng it in
a comic parody of ritual c¢annibalism, she both destroys a
false image and reabsorbs her culturally split-off female
self. .o . . [SheJellmlnates] what she is not . . .
Marian's fiancf refuses to eat her. cake body; unable
to liberate hlmself from consumerhood by comic communion,
he rejects even the possibility »f self-knowledge. . .
[His is] the world of technologlcal hedOnlsm founded on

’
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industrial technology. . . . It is in reaction to this
world of surfaces that Marian slowly becomes unable to-
eat anything at all. (“Power Politics. in Bluebeard's
Castle," Canadian Literature, 60 [Spring 19741, 25)

In the unpaginated introduction to the New Canadian Library
edition of The Edible WOman, Alan Dawe calls. the ending "amblguous but
somehow triumphant." To me ‘it seems more ambiguous than trlumphant, *
and Atwood herself has called the novel an "antl—comedy (Graeme
Gibson, "Interview with Margaret Atwood,"in Eleven Canadian Novelists
[Toronto: Anansi, 1973], p. 20). The ending could only be seen as
triumphant if Duncan is seen as an improvement‘over Peter as Dawe seems
to: "Can it be that Duncan is really offered as a serious alternative
- to Peter? Margaret Atwood does not answer this gquestion with an outright
yes, but she does:'imply that Duncan's egotxsm is preferable .to Peter's
‘because it, at least, makes no demands." But Duncan does make demands
on Marian of an insidious kind, and if the imagery that is used to
describe him is carefully examined, it is not possible to see him as a
serious alternative. Marian mlght indeed prefer his type of egotlsm,
but. that doesn' 't mean ‘that Atwood intends us to prefer it,

"Dawe admits that Marian's "decision to. escape to- Duncan leads

" not so much to a trad1t10na1 happy ending, as to the beginning of what

" will undoubtedly be a new and potentially more interesting set of
problems." Yes, the problems with Duncan might be more interesting,
“but if Marian does not see Duncan as a problem, and it's not clear that
she does, her identity is in as much danger as it was at the hands of

- Peter. ' George Woodcock is right in seeing the novel as one about
"emotional cannibalism" and right in seeing Peter as an emotional ,
cannibal, and Duncan "if not exactly a cannibal, is a more insidious
kind of parasite, a lamprey perhaps, battening on her compassion to feed

his monstrous self-pity" ("The Symbolic Cannibals," Canadian:Literature,

42 [Autumn 19691, ‘99). In eating the cake-woman Marian has consumed the
artificial "normal" being she attempted to become, Woodcock says.,.but
he doesn't explain why Duncan eats the cake too. Perhaps it ig Atwood's
way of telling us that Marian's "cure" is incomplete, and that because
she cannot see this she could lapse into a state of victimization again.
Frank Davey, too, sees more confusion than 1llum1natlon in the cake-
‘eating scene ("Atwood Walklng Backwards," Open Letter [second series],
5 [Summer 1973], 79). b

7Margaret Atwood, Surfac1ng (Toronto. McClelland and Stewart,
1972), p. 51« ' . '

¥ o

8Thg§iourney into the wildermess is for, the narrator a journey
‘into the hédrt of darkness. Accordlng to Rosemary Sullivan "the experlence
-of returnlng to "the wilderness is an experience of penetratlon to a '
. previously unknown_ or repressed self, the unconscious" ("Surfac1ng
and Deliverance," Canadian Literature, 67 [Winter 1976], 11). Here "Nature
becomes a forum . . . [for] moral self-scrutiny" (p. 12).

: 9The father s camera can be seen as an alien instrument used to
record and explaln the Indian rock paintings and, thus, perhaps is used

~~
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against the wilderness gods. 1Ironically, the father dies by accident,
and accident is something he has probably done all he could to eliminate
from his 1life. Equally ironic is that the mother's death which involved
so much pain and suffering was the "natural" _death.
\]
The connection between reason and the mechanical world is suggested
n "the City Planners” in Theé Circle Game: 'the rational whine of a power
uower/cutting a straight swath in the discouraged grass! ([Toronto:.
‘Anansi, 1966], pp. 27-28). However, the "sane" world of the planned
suburbs is no match for the "bland madness of snows."

llPerhaps the poem "The Surveyors“ in The Animals in that Country
served as the genesis for Surfacing. Atwood describes how "the surveyors,/
‘clearlng/ their trail of single reason,"” impose their straight lines' on

"a land where geometrles are multiple" ([Toronto: Oxford University

Press, 1968}, p. 4). The "trail of single reason” might mean profit for
the logging company, or whoever would benefit from their surveying; but
it also brings to mind the single-minded reliance on réason that tech-
nolodgy has. In the poem the surveyors' painted numbers gradually fade

and cpme to look like Indian rock paintings: “red vestiges of an erased/
people."” In the novel it is the rationalist surveyor (tHe narrator's
fatheér) whv changes with the effect of timé. and nature n him: i ¥

"chahged/ by the gradual pressures of endless/ green on'the eyes, the
Vdiffused/”weightof summer" until he comes to see the value in Indian rock
. upaintings which have nothing to do with reason or usefulness.
12The same indictment against city people invading the country is
made in Atwood's poem "The End of the World: Weekend, Near Toronto" in
Procedures for Underground where she says:
‘ The cars are 1i 1p, edging slowly
on the north I‘t‘he windshields
glitter, it is tM®'city moving,
the drivers intent on getting out, getting
away from something
they carry always with them.
([Toronto: Oxford University Press, 1970], p. 32)

13According to Rosemary Sullivan, Atwood believes in a kind of
mystlcal relation between people and nature, a state of being that the
narrator has achieved at the end:
Atwood sees beneath the predatory cycle of nature another,
sacrificial cycle . l\. We must move beyond the victor- >
victim relationships, \Wwhich are simplistic categories, to
a new vision which re@bgnizes that if nature is a sacri-
ficial cycle of life dying to sustain 1life, then man's
position in it is not hunter but suppliant and the energy
he absorbs from nature is not that of power but of awe,
"the capacity to worship. - ("Surfacing and Deliverance,"
p. 13) :
A view of nature that includes oppos1tes is as dlfflcult for the narrator
of Surfac1ng to accept as it .is for Johnnie Backstrom. The negative side
of 1ife and nature is something she doesn't want to see, but the vision
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of the fish "implies that nature is neither hostile nor beﬁEvolent: it
exists in itself, a living procdss which includes opposxtes——a process
of life as energy" (p. 15).

1""Cathex:ine‘ MclLay sees a message in this drawing that is "essen-
tially feminine" ("The Divided Self: Theme and Pattern in Margaret
Atwood's Surfacing," Journal of -Canadian Fiction, 4:1 [1975], 93). The
father had not. recognized the importance of the non-rational in_human
~life, and his legacy shows that he finally saw his failure. The,
preservation of t Pis drawing of a baby in the womb might very well
indicate that the mother recognized that she, too, had failed her
daughter.»_Perhaps she finally saw that she had allowed her daughter to .
grow up to be an irresponsible adult who still wants to exist totally
protected from harm and with the level of awareness and regponsibility
for self of an unborn baby. If this is the message the mother wanted
to convey to her ‘daughter, it is essentially a human one rather than a
femlnlne one. '

5Atwood s use of mad narrators in her first two ‘novels has caused -
some mlsunderstanding. Frank Davey claims that Atwood
wants every visible circumstance of their [Marian's and -
the narrator's) world to:testlfy, at least remotely, to
- the dangers of disembodied rationalism and human exploi-
. tation. . . . the contemporary human mind has alienated
“itself from the natural wisdom of its body. ("Atwood:
Walking Backwards," p. 77) ,
This makes both novels thesis-novels, at least in part, with details
selected to make a case. All authors select the words, actions, and
perceptions of their characters, but Davey complalns about Atwood's”
selectivity:
‘the novels in no way Judge or c1rcumscr1be the perceptual
abilities of thelr narrators, but ‘instead present their
points of view as absolute and trustworthy. The narrators
. . . do not give any information which would qualify or
contradict their worldviews. There is no sense of irony
- or detachment; the author's views and the narrator's appear
totally g01nc1dent. (pp. 77-78)
But the very fact of using madness as a narrative device serves to detach
‘the: author and reader, who are not mad, from the narrators, who are.
Obv1ously sane perception can emerge from madness, but the reader is free
to judge the sanity or insanity and the rightness or wrongness of any
word or action, -or even the whole worldview of each narrator. The reader
is free to condemn them for being narrow and obsessive or for seeming
to be trustworthy and absolute; but that is»n6~reason to conclude that:
Atwood herself is totally coincident with her characters.
16The narrator must have had a twin, Anna thinks, becadse some@of
the lines on her palm are dofble (p. 88). She identifies this twin,
Siamese twin in fact, as the fetus she aborted (p. 48); but it is possible
that the twin is her Shadow or dark, irrational self that she must dive
for and retrieve from the depths of the lake. Before she jumps in, she
sees her shadow in the water and says, "My other shape was in the water"
(p. 141). When she surfaces, she notices that feeling is beginning tc
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seep in; she has found something that was lacking in her. Atwood has
said that Surfacing is a ghost story of the Henry James type "in which
the ghost that one sees is in fact a fragment of one's own self which

has split off" (Gibson, p. 29). When the narrator dives and surfaces,

it is to find that fragment of herself. ' ‘

'17Whereas T také the narrator's animal-like union with Joe to be
a negation of human individuality and an act of irresponsibility, Robert
Kroetsch says that it might lead to the narrator giving "birth to her
true identity," giving "pirth to herself" ("Unhiding the Hidden: . Recent
canadian Fiction ," Journal of Canadian Fiction, 3:3 [1974], 44). The
_narrator's redemption (or the gaining of her true jdentity), it seems to
me, can only happen through an awareness of respongibility for her own
life and actions, not through "expiation, exorcism, and fertilization"
as Phyllis Grosskurth claims ("Victimization or Su:vival," Canadian
Literature, 55 [Winter 1973], 110). Catherine McLay goes along with
Grosskurth's statement. She assumes that conception does occur and will
result in another of those ubiquitous can. Lit. babies. She says,
"The begetting of the child is an expiation for the 1life she has allowed
to be sacrificed " (p. 93). She never considers the possibility that.
there may have been no conception, or that if there is one, it can be
seen in negative terxrms. Mclay continues: '
Ultimately, the child heals the division in the mother
between the self and the world, mind and body.  But at
this point it engenders a deeper separation. . . : She
turns to the animal world, the world of nature, and she
embraces its gods. (p. 93) , o
Assuming that the child, if there will be one born, will heal the division
takes us beyond the end of the novel; it is not, by any means, a certainty
. that it wouldhave such an effect. Obviously the critics who see the
attempt at begetting another child as expiation will never. agree with
- anyone who sees such an act as an irresponsible one. ,

18Rosemary Sullivan also sees{this novel as an examination of the
" relation between power and goodneSs; ‘The narrator "discovers that =
victimization has been an excuse to escape responsibility for evil™”
(“Surfacihg and Deliverance ," p. 10). This she has been able to do because
she has divided the world into killer and victim. Atwood wants the -
narrator to recognize that evil, as well as goodness, is in everyone.
Until the narrator can admit "I am-the cause" (the words are from "It
is dangerous to read newspapers" in The Animals in that Country), she
will never find her authentic self and will continue being a victim.
This is the way Atwood sees her character: .
T i%%gepends on whether or not you define yourself as
insically innocent, and if you define yourself as
intrinsically innocent, then you have a lot of problems,
pecause in fact you aren't.. And the thing with her is
she wishes not to be human. She wishes to be not human,
because being human inevitably involves being gquilty,
and if you define yourself as innocent, you can't accept ;
that. . . . If you define yourself as innocent then
nothing is ever your fault--it is always somebody else
doing it to you, and until you stop defining yourself

as a victim that will always be true. (Gibson, p. 22)
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Thus, identit§ is something largely self-given and not imposed--unless

one chooses to have it imposed. In both novels "to a large extent the -

" characters are creating the world which they inhabit,"” and if in a

world that contains evil "you define yourself always as a harmless

victim, there's nothing you can ever do about it. You can simply suffer”
(p. 23, pp. 23-24). "If you are defining yourself as innocent, you refuse
to accept power. You refuse to admit that you have it, then you refuge

to exercise it, because the exercise of power is defined as evil" (p. 24).
The narrator has assumed that to be defined as human one must be perfectly
good, a goal that is out of reach. On the other hand, "if you define
vhuman beings as necessarily flawed, then anybody can be one" (p. 26) .

o 19Frank Davey thinks that,"such a confused and paranoid character

as Atwood's narrator" would not gain all the insights that she has at

the end: "The conclusion which is organic to the novel is the narrator's
- suicide--not her sudden and decisive attainment of illumination"

("Atwood Walking Backwards ," p. 80). Perhaps the ending of the novel is
rather ‘unbelievable; perhaps Atwood's message that a victim can gain
illumination and stop being a victim overrides all other.con51derat10ns.
The attainment of illumination is only a first, although very important,
step (and an essential element of complex pastorallsm), what happens after
that Atwood does not tell us in the novel. ‘

_ 201 do not see the_conclusion as conclusive in the way that Catherine
" McLay does.  She says that the narrator answers Joe at the end and returns
to the city with him: "Her final return to- society, then, is an affirma-
tion of: her need to be human and to live with other human beings in an
imperfect world” (p. B2). This might be what we wish the narrator to do;
this is definitely a choice that is open to her, but we do not know what
her decision will be. :

& 21Bear, by Marian Engel, seems to be the perfect example of a modern
pastoral 1dy11, and the ‘ending seems to be much more clear-cut and _
decisive than the end of Sur facxng. .Lou, the heroine, leaves a dull ‘job
and loveless sex with her boss in the city and goes to northern Ontario
for the summer in search of a new identity. After exper1enc1ng love for.
- a bear, she returns "clean and simple and proud," reborn or revitalized
and ready to start a new life in the city (p. 137) On a symbolic.level
the bear can be-seen as the embodiment of Lou's repressed passion, her
atrophied instinctual life, the world of nature from which she has cut
herself off. After all, "passion is not the medium of bibliography," and
Lou is a bibliographer (p. 70). Like the narrator of Surfacing, she must
gain contact with this world of passion and with thlS part of herself if
she is to survive. -

Lou is an arch1v15t with the Hlstorlcal Institute, and her life
consists of maps and manuscripts; they seem to define her identity, to be
"her licence to exist," and she has cut everything else out of her life
{p. 85). She "lived like a mole, buried deep in her office . . . She did

‘not ‘like cold air on her skin" (p. 1ll). Her chosen environment protects
her from the unknown within herself and from the unknown outside: 'Her
basement room at the Institute was clpSe to the steam pipes and protectively
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lined with books, wooden filing cabinets and vary old, hrown, framed
photographs"” (p. 11). She "loved old shabby things, things that had
already been loved and suffered, objects with a past"” (p. 12). Althoygh
it 18 a lite that she has chosen, it sometimes seems grudging and grey
to her, "an absence" rather than a real life (p. 19). Five years at
 the same job has had a bad effect on her:

When, very occasionally, she raised her eyes from the past

and surveyed the present, it faded from her view and became

as ungraspable as a mirage. . . . she was . . . not satis-

fied that this was how the only life she had been offered

should be lived. (pp. 19-20)
“The image of the Good Life long ago stamped on her soul was quite
different from this, and she suffered in contrast"™ (p. 12). Somewhere
along the way she had given up this image of the Good Life and settled
for a dull, plodding one. "This year, however, she was due to escape
‘the shaming moment of realization. The mole would not be forced to
admit that it had been intended for an antelope" (p. 12). If Lou "had
been intended for an antelope" rather than for the mole she appears to
“be, why," then, doesn't she live up to her secret identity as an antelope?
Engel never explains what has made Lou what she is; we can only assume
that it was a combination of personal choice and social pressure.

-
N

The chdnce to escape from the city gives Lou a chance to escape
‘her mole-like existence. As she drives north, she becomes free: "There
was a Rublcon near the height of land. When she crogsed it, she began
to feel free. ' She sped north to the highlands, lightheaded” (pp. 17-18).
She has been in this part of the country before and associates it with
some childhood loss or perhaps, in true pastoral fashion, with the loss
of childhood and innocence (p..19).. BEven before she gets to Pennarth
and meets the bear, she feels the awakening -of a new self and writes a
card to the Director saying, "I have ah odd sense . . . of being reborn”
(p. 19). With such romantic expectatlons, she is ready for what happens
to her in the wilderness. Nature is not all good and pleasant (the bugs
bite her, .and her garden is not a“*success), but it -is full of "magical
forms ," and she enters "the forest solemnly, as if she were trespassing
in a foreign church" (p. 47). Even the -negative aspects of nature,
however, are things she desperately wants to romanticize:

She was trying to decide to regard the black flies as a

good sympton of the liveliness of the North, a sign that

nature will never capitulate, that man is red in tooth

and claw but there is something that cannot be controlled

by him. (pp. 71-72)
~ The tendency to romanticize nature is a strong element in Lou, but when

her leg streams blood, she is forced to admlt defeat and go indoors.

Her old identity seems to be slipping away, and in the midst of
nature her job seems useless to her. 'Lou‘"always_attempted to be orderly,
to catalogue her thoughts and feelings . . . She justified herself by
saying that she was-of service, that she ordered fragments of other lives."
This job is particularly futile since her entries on cataloguing cards
can't capture the truth about the Carys as Homer's stories about them do:

S Here, however, she could not justify herself. Wwhat
’ was the use of all these cards and details and orderings?
In the beginning they had seemed beautiful . . . gapable of
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being in the end filed and sorted so that she could find a

structure, plumh a Secret. Now, they filled her with gquile;

she felt there would never, ever, be anything as revealing

and vivid as Homer's story, or as relevant.  They were a

heresy against the real truth. ,

®ou could take any life and shuffle it on cards . .

and it would have a kind of mdaning; but You could never

make a file card that said, "Campbell, Homer" convey any of

the meaning that Homer had conveyed tonight. She would soon

have to admit that up here she was'tqrm-aarvinq.vputting in

time until she died. Colonel Cary waa surely one of the '

great irrelevancies of Canadian history and she was another.

‘ Neither of them was connected to anything. (pp. 83-84)

Although Lou seems proud of herself for not being a mere tourist in the
wilderness, she is much like the Carys (with the exception, perhaps, of
Jocelyn who worked a trap:line to make a living) in not being "connected"
to the land on which she lives. ’

-She makes a kind of connection with the wilderness and with her
inner being by loving the bear. Even though she reassures herself that
"she did not believe in non-rational processes," she relates to nature
and to the bear in a totally non-rational way (p. 71). In her lone-
liness and longing for human contact, Lou turns to6 the bear. The morning
after they are intimate for the first time, “"wisps of gquilt trailed
around the edges of her consciousness ," but then "she tested herself,
pinching her conscience here and there to see if she felt evil. She felt
loved™ (p. 94). And later she thinks:

She knew now that she loved him. She loved him with

such an extravagance that the rest of the world had turned

into a tight meaningless knot, except for the landscape,

which remained outside them, neutral, having its own orgasms

of summer weather. (p. 117) ‘ K

She knew now that she loved him, loved him with a clean

Passion she had never felt before. (p. 118)

Her love for the bear makes her want to go back to old ways such as pre-
serving food for the winter: o

' she spent the'afternOons - « . lazing in the sun with the

bear, thinking of the things she would have to do if she

were to stay with him all winter, thinking herself into a .

_ rugged, pastoral past that it was too late to grasp. (p. 130)

She enjoys remembering fresh buttermilk,;succotash, homemade soup, and
flat-irons. Clearly her relationship with the wild is related to nostalgia
for past domestic technologies. ‘

*

It appears .that Lou believes that her relationship with the bear is
the solution to all her problems, that it will cure her "gangrenous" soul
and give her ‘a new identity (p. 92). She recalls how her autonomy was
ignored by her former lover, "a man of elegance and charm" (p. 118), She
remembers her relationship with the Director, only "a ‘sexual conpection, "
and vows never to "lie back on a desk again, not ever, ever " (p. 118,

p. 109), Perhaps she has learned *from her feeling for the bear that
loveless sex is bad. At the end of the summer she goes back to the city,
seemingly a new persén who will get a new job and live a new life sus-
tained by her experience with the bear. She has changed,she says:
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That [last] night, lying clothed and tenderly besi-de
him by the fire, she was a babe, a child, an’ innocent,
What had pasmed to her from him she did not know.
Certainly it was not the seed of heroes, or magic, or any
astounding virtue, for she continued to be herself. But
for one strange, sharp moment she could feel in her pores
and the tasté of her own mouth that she knew what the
world was for. She felt not that she was at last human,
but that ghe was at last clean. C(lean and simple and
proud. (pp. 136~37)
What has changed her primarily ia the one time, the “strange, sharp )
moment” that she mentions, that the bear does get aroused and rakes her
back with one large paw. One possible explanation for this action is
that the bear has finally accepted her as female partner and the gesture
that results in her wounded back is part of a male bear's "courtship"
of the female. However, the pain Lou feels is an indication that she is
not a fit mate for the bear. Also possible, is that the bear's gesture
is a warning that Lou is going too far in her relationship with the bear.
She has gone, at any rate, as far as she can go; and for a romantic
"extremist” that is far from conventional behavior. In any case, the
bear's action makes her realize that she cannot continue her pastoral
life in the wilderness and must go back home. Still, she sees her
experience as positive~-even the wound that the bear inflicts: "I shall
keep that, she thought. And it is not the mark of Cain " (p. 134). For
her it is not a mark of qu11t, perhaps she takes it as a mark of the
bear's acceptance of her.

If the novel is read as pastoral fairy tale with the bear in the
role of gamekeeper, or other "primitive" man, the implications of Lou's
experience with the bear can be seen. Maybe she has learned that to be
over-civilized (like Beau Brummell "who would not touch reality with a
barge-pole” and so ended up dying dirty and insane--p. 57) and cut off
from nature, both inner and outer, is not good; but surely Engel doesn't
mean that such an" insight depends on a sexual encounter with an animal.
The trouble seems to be that Lou's relationship with the bear is not
" presented in symbolic terms but realistically, and Lou.is not mad like
the narrator in Surfacing so we are more likely to accept her ideas at
face value. Her experience seems to be presented in lyrical terms as a
" most positive one, but should the reader think of it as a desirable one?

Perhaps the answer will depend on how one judges Lou's perception and
expectations of the bear. :

To Lou, the bear is the unknown, both within her and outside her.
Before she meets him, she thinks, "maybe I'll start on the books first,
work from the known to the unknown" and later, "a bear is more an island
than ‘a man, she thought. 'To a human " (p. 32, p. 60). Therefore, knowing
a bear is more of a challenge than knowing a man:  "There was a depth in
him [the bear] she could not reach, could not probe and with her
intellectual fingers destroy " (p. 119). Homer warns her, "Don't forget,
however. human it looks, it's a wild critter after all. Don't get soft
with it " (p. 40). Lou does forget; and she seems to be much more
concerned with finding her new identity and in the process neglects the
bear's identity. From the beginning she anthropomorphizes the bear:
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1t had =small, nad eyen. (p. }4)

1t looked stupid and defeated. (p. ih)

Not at all menacing. Not a t;!’ma\!‘u!’ﬂ of the wild, hut a

middlae-aged woman deteated ta the point of being daft.

(p. 16)
the expects to see in him emot ions that she can label: “She watohed
his tace as his bowels moved, half-amused at heraself to be looking for
emotion, and there was none “(p. 71). If he has no emotion when performing
such a simple physical act, then she would probably be wrong to expect
any emotion in him during more somplex activitlies involving her. When
he rakes her back and she turns around to look at him, "vhe could see
nothing, nothing, in hia face to tell her what to do " (p. 1132)  lihe
spems to expect him to have and show emotion as LT he were a human beinyg,
and yet she doesn't want the numerous problems that a human relationship
would entail. "she had discovered she could paint any face on him that
she wanted, while his actual range of expression was a mystery” (p. 72).
She can't do this so readily with people; maybe that i% one reason why
she prefers the bear to -a man, He is even less demanding a lover than
is Joe in ﬁgﬁﬁggﬁgﬁ, From all the details that we are given, the bear
can be judged as the most satisfactory lover that Lou has had, and yet
"it struck her when she openad'the door to him that she always expected
it to be someone else " (p. 89). She seems to want the bear to turn into
her Prince Charming who will rescue her from her problems and trom her
dull life. It seems that she, like the narrator of Surfacing, does not
want a relationship with either an “average" man (when she has sex with
Homer, "she felt nothing with him, nothing” --p. 126) or with a real
bear but rather with a bear that transforms into a prince, an ideal
lover in a fairy tale world. At one pdint she asks, "Bear, make me
comfortable in the world at last " (p. 112). She asks for too much; no
one can do that for another person except in the context of the magic
~f fairy tales or wishful thinking.

At the end Lou "remembered the claw that had healed guilt. She
felt strong and pure " (p. 140), 1f the claw heals guilt-and the pain
is expiation or penance, what is the vsin” then? Her sin might be the
denial of the instinctual life within her, but egqually possible is the
interpretation that her sin consists of seeing the bear as a persan’
and reading human qualities into a non-human creature; and the bear's
wounding of Lou could be defence of his own identity. Maybe she has been
as guilty as all other people who anthropomorphize animals or nature in
general. The first time Lou sees the bear she thinks, "Everyone has once
in his life to decide whether he is a Platonist or not . . . That is a
bear. Not a toy bear, not a Pooh bear, not an airlines Koala bear. A
real bear " (p. 34). She seems, here, to decide to be a Platonist and
regard the bear as "a real bear” but gradually she forgets his "bearness”
and infringes on his identity as real bear. She makes him her "lover,
God or friend ™ (p. 134). However, she is not so totally involved in her
experience with the bear that she doesn't occasionaliy pass judgement on
herself and, by -implication, on the way she sees the bear and creates an
identity for him. The devil in her dream says:

The trouble with you Ontario girls is you never acquire

any kind of sophistication. You're deceiving yourself

about that bear: he's about as interesting as an ottoman:

as you, in fact. (p. 124) ' ’



Alter the bear rakes her back, Lou thinks, "He Fipped me . . . That 'y
what | was after, waun't ie, decadent little cliy tart?" and, "I am a
fool™  (p. 131), wWhen the bhear 1y taken AWay Lo hibernate sately top
the winter, he "did not look back. She did not expect Kim to » {pr. 1),
Maybe lou has learned that much at least: npot to expect the bear to bhe
a4 human being and have human qualitles and not to expect him to serve as
4 symbol. By the time she leaves Pennarth she has stopped seeing the
house as a "symbol" of Canadian history and can sSee it as an "entity”
“the white house behind her stood frail and simple too: no longer a
symbol, bhut an entity " (p. 117). Perhaps uhe can atop seelny the bear
as a "symbol" of nature, or of human nature, and simply wee him as an
“entity"--a bear. She comments on her feelings for the bear: "She
stood in the doorway of the bear's old byre and inhaled his randy pong,
Really, she thought, really " (p. 140). Perhaps those last words can
sum up a reader's reaction to Lou's experience and her assumption that
it has changed her identity and made her ready for a new start in the
clLty. I'f she has indeed stopped seeing nature in romant 1 and symbolic
terms, however, she has learned something that could drastically change
her life.

22
Onte of the few examples in ﬁﬂifﬁgiﬂﬂ of a good relationship
between a man and” a woman is the narrator's memory  of hersparents sawing
wood: "Our mother and father at the sawhorse behind the cabin, mother
holding the tree, white birch, father sawing, sun through the branches
lighting their hair, grace " {p. 138). This could be taken as another
example of nostalgia for a particular outmoded technology (probably a
hand saw in this case) much like the narrator's nostalgia for the cross-
Cut saw in Drew's "Wood." Or else it can be seen as an instance of
unity of effort, useful work done with grace, harmony between a man and
a woman--none of which the narrator has herself experienced in any
setting, whether city or wilderness. Now she finally has the chance and
perhaps the wisdom to achieve such 4 relationship with another person.

3’I‘o find one's true identity through madness and especially through
madness in the wilderness is a romantic idea. - Gloria Onley claims that
"a presumed primitive, non-linear, and pluralistic state of being . . .
[emerges] in surfacing as a utopian alternative to alienation" ("Power
Politics in Bluebeard's Castle," pp. 35-36). Such a state of being can
be attained by "going down into forest, swamp, and water, into a primi-
tive Edenic reality whére frogs, no longer revolting or worthless, become
fellow creatures of the biosphere” - (p. 31). Perhaps this romantic
experience is beneficial to the narrator, but surely Atwood is not
suggesting that to be human and not alienated from nature one must either
be mad or animal-like. More to the point, the author shows her charactery
coming to see that she cannot survive alone in the wilderness as an
animal, however tempting and desirable such an alternative might be.
Whether such a life is "a utopian alternative to alienation" is debatable;
but certainly to continue living in a primitive, non-linear, pluralistic
state of being in the wilderness is not possible for the narrator.

Because of the narrator's obsessive search for identity in the
wilderness, one could label her an “American” heroine and Atwood as
basically an "american" writer if one followed Robin Mathews' comments



[ R

About Lurvival.  The search for tdentity that iy individual and

axpor lanced in nature makes a person a “liberal indiveduyalint anarchi st "

hee clatms, and American literature s full of such people (M""Survival

and Stryggle in Canadian Literature': a review of Margaret Atwood'sy

Hurvival ‘!'f‘,‘f‘](_Mf’,“l“,‘“"‘;"‘. dx about Schools, o:4 [19/72], 111, In fact,

tuch basic tdeas as allenation from nature and personal salvation through

A return to nature are essentially American  (p. 113). That would make

anyone who adopts the ideology of remantic pastoralism an "American. ™

In criticizing Survival Mathews says that Atwood's
definition of liberation becomes 0 "liberal”
almost meatitngless. In fact,

A4t be
the definition approaches
that of a particularly pernicious hranch of (.5,

itmperialist writing, which calls for liberation theough

personal relation to place or "locus”, as they call 1t,

But the liberation talked of by these American writers

s almost entirely a personal one and rarely conneats

private and publioc virtue., (p. 118) .
Howover, it {f‘},‘,_‘.,f.ﬁ”,_‘.","‘_“.l 14 looked at in the way I have described, 1t bhecomes
much more “Canadian” and less "American . "
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l
Runinel] M. Brown, “Expatijate Variat bong , " cAapalian Literatyre,
B4 (AUt umy Larrey, aq. TAMpmon wantu ogn ot become aware of 1)e perwe t
that fechnology has Gyer our lives, o an intetview with lisrraine
MoMullen he usagd that
we wnually aren'y even aware of the kinds of ., lety we're
Living an. . | | (he quality of 1ife of the peaple (o sy
contralled by goverunet At all, oty Control fed by large
A
forces pragqmat i educat)ion for instan. e, {"A onveragat Pomn
with [.eo simpson " Toarnal of Canalian Fiction, 4. [l
L) -
Technology can bhe sesod or bad gt Very often 1t can o be el oand Vad ar
the same time: "'X‘uc‘,‘lnﬂh)q‘,’ prowvy e, rﬂ‘}wx!h dgond things, 1ike advarn. e
medicine, but a Lot of the time we W

technologioal gty hat starts v, affect uu carly

’

';'I&r‘x‘t* tedsd the adearn. e Med 1 e

P we i not have the te, hnology (;Jj b1, He Jives the examiles o of
ANtIbiorios rhat help bo many pecple and yet GAVE T e to o sipyeg e
Allergies 1n othero and of tranquillizers that help peopie COpe wpth

% lems that Might not oxist 1n oa i ferent, loya te, HTETED PR e by e ey
Vrse, perhaps, 1y that Ty bringas the Sorror of athery ;wmy{ﬂ;"‘

tng and dying close to oug but does noething to enabile gy fo N iy
We'lre taking a terrible beating from technology hecause 11 hae

2L to atfect us but we Haven't the power to react to e
10Ud4 be aware that we are being tyrannized * {pre 1len

»

leo sSimpson, Arkw Ight {(Taronte. Macmillan, Lariy, o, - ‘u,:;ﬁ

3 , .
It seems that islands are often important s the pastoral (mpulae

and that "1slanding” one's 1ife 1S a misanthropic ace, Although the
hnarrator in ﬁﬂﬁﬁﬁflﬂi denies that her father hated people and only thougne
that they were more unpredictable than animals, her denial plants an the
reader's mind the SUSPlcion that maybe he d1d hate people and fay that
reason wanted to withdraw to live on an 1sland In the wilderness, Addygor
Arkwright also wants to separate himself from people.  An arkwright g

one who builds an ark; and although Addison does not Literally builyd an
ark as Neoah did, his obsessive desire to live on an islanyg has the same
implications. Noah, who built an ark and stocked 1t with animals, was
Separated from other reople by God as beiny morally btetter ang worth
saving. S50 it is with Addison. e selects himself (and in the world

- e

which he lives he can hardly be blamed for wantinq te be pettar tran the
other people) asg being morally better and worth, saving and escapes o
his island. 1In But We are Exiles Peter Guy's life as pirlot of a rear e
the Mackenzie River is tainted by misanthropy. 1 The Wab

MacKay's fort is like a self-made 1sland in the wildernes: 1

Bear the first Colonel vary "had become attached to the 1.dea of Living

on an 1sland " (p. 15),

The British Isles obviously were too b1g an 1sland ro COUNT Ay
one--and too crowded with people. Colonel Cary left home to —-ome oo
North America in 1826, A few years later 4e left his wife ana fam
in Toronto and withdrew to live the last forty-five years of his 1

in the wilderness at Pennarth on Cary's Island. His only contact with

b
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. !thg outside w6r1d seems to have been the ‘books he bought for his

. ~library. Romantically, Lou thinks that Cary was possessed by "some
'big'dream” and that he was ”adventurous, big-spirited, -romantic. There

was room for him in the’ voods " (p. 92). Perhaps, howevar, his motive .

- was: simply a dlslika.oﬁfpeople and the desire for isolation and self-

’”sufficiency., His grand—daughter, Colonel Jocelyn Cary, too, didn't 1like

people and lived alone at: Pennarth . SR . .

. ' Lou's love oI Penparth can be: seen ‘to Be connected with mig- L
. anthropy,. too, She has. longed to ljve on an island, and even in a city

- full of people’ she has. made her life an. island life that touches ‘the

‘1ives of very few ‘people spb lBL'~"She had always loved her 1oneliness"
~and has nonfriends (p. 29). “In the city she tried to make her life a
‘~self-contained island, and in.the wilderness the environment again
f’mirrors her psychological state.. At one point she thinks, "So this was
_her kinqdom.. an octagonal house, a roomful of books, and a bear " (p. 29L‘
- She has-a good roof over her head, food that is easily available, ‘

'solitary work that she enjoys, and a depondable and undemanding non-
. ~human sexual, companion- could ‘there .possibly be a better situation for
. someone who doesn 't like people? Lou's island retreat supplies all the

'“vthings she values, -and the botliersome human element intrudes only 1n the

‘~occasiona1 letter from outside and the weekly visits by Homer.

3 ﬁbu 1s like a. latter—day Rcbinsen\prusoe. -‘rveryone wants to be
Robinson Crusoe and to be a half—hatched(kobinson Crusoe is almost
unbearable," she says "~ (p.c 42), -On his desert island’ Crusoe made a .

’miniature of the society he left behind; although a castaway, he brought
heavy mental- baggage in the\form ‘of middle-class, capitalist values that
‘he imposed on his environment. Cary, choosing a self-imposed exile,

'uepitomazed the colonial mingd; his house was of impractical American

desxgn and all.his books ‘except for Wacousta were imported from Europe d.jﬁ?"’

‘and ‘were about Europe. He brought with him, too, raspberry bushes, ’
_apple trees, and asparagus to’ improve the wilderness. To- Lou being a’

- 'Robinson Crusoe doesn't mean only being alone; she also wants to work

-~ ang be "virtuous and eff1c1ent" so that rewards of joy will be hers

(p: 42).rThus, she too brings her values with her but suppose#*that she-
‘can leave her problems behind.‘ "On an island she could not get lost,"
Lou, thinks, and perhaps it is fear of getting lost in a large world full
‘of people that induces some to choose to live orf’islandsg whether they
}be literal or fiqurative (p. 47). (. -

Finally,>1n The Divxners Morag Gunn wonders if she should have
“brought up, her daughtex in<cit1es and muses upon the 1dea of. pastoralism .
.as the making of "islands""*j

‘Instead, I've made an- island - Aye islands real? , .‘.\vcl\5’f¢ﬁu}:;“'

: - Morag Gunn, who rails: against the continuing lies of the
. - media; does not, it will be noted, establish her own
.~ hand-set press. . Islands are unreal. No place rs» ar -
- enough away.  Islands exist only—in the head. . ﬁﬁﬁhye@
I stay. . . . it may be a fantasy, But I can bear to'
“live here, until I die, éiﬁ_l couldn't elsewhere. .
o ([Toronto:  McClel W4 and(Stewart, 1974], p. 292)° e ,
. Morag. has chosen’ an - "islanc "where she can bear to- live but realizes. that -
- her life has an air of unreality about it and, also, that no place: 1s -far

~v
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enough away to escape people and problems entirely Only in the head
in the imagination, can the perfect island or the perfect pastoral
_.retreat be created. _— v R -

4Russell Brown claims that Simpson allows Addison "some final -
measure of the redemption he so unendingly strives for" ("Expatriate
Variations", p. 95). However, if there is any redemption allowed
Addison, it must be a very qualified one. Brown says that Addison
learns from McGrath who learns from the: poet Charlton "to let it a11 in":
f <Addison s final epiphany . . . is his realization that
the duality on which he has based his actions has no
basis. He no more needs to kill off the old Addison than
Charlton needed to turn off the Squeasy ad . . . When he
';realizes that energy and sanity need not.be opposed, he
achieves a union of the two, attaining the possiblllty
of peace for himself' and becoming a pattern for all men
~and for society (p. 96)
".If this is the case, why does Addison still’feel at the end thatvhe can
make a new identity and a new life for himself on Crete? ' If he has
~abandoned the 1dea of duality and achieved a personal inner peace, he.
could 1live in Toronto as .the old Addxson and not feel that he needs to
get away to a distant island.

5.

Leo Simpson)'The Peacock Papers ﬂbronto: Macmillan, 1973),vp. 3.
*y
6It is in the nature of satire to take sides, and in The Peacock
Papers Simpson wants us on the side of Jeffrey Anchyr. Michael Dixon
says that in the midst of the narration, which is fragmented, "Simpson
tosses. out an anchgr. Jeffrey Anchyr, as he tries to resolve,his own -
confrontation with apocalypse, ‘arbitrates between Royce and Peacoc@@
and defines a point of view" (untitled review, Canadian Forum, ‘54 [July
1974], -37). Dixon goes on to explain that Anchyr
' longs, in effect, for anticlimactic apocalypse, apocalypse
- without catastrophe, complete freedom from convention and -
responsibility. At the appointed hour Anchyr feels
- suddenly liberated' . . . But Simpson mimics the medium - ‘
only to question the message. Anchyr's euphoria trans- '
mutes quickly to despair, because in ‘escaping from the
narcotic effects of dehumanizing routine he also becomes
sensitized ‘to the previously unfelt suffering, folly, and
.- barbarity of the world. . . . his ethos, thus distinguished
from the social norm,. becomes the satiric perspective of
. the novel. Peacock is his only kindred spirit.  Through
this alliance, Simpson defines, by exclusion, all other’
characters as both satiric targets and manlfestatlons of
Royceanism. . (p. 37) :

7Another person who' is devoted,to the printed word, -although in
a different way from Anchyr, is his mother-in-law, Mrs. Campbell. From/
reading books sent’ to her by her book club, Mrs. Campbell seems to<be -
turning into a "Jewish mama" or a "maternal chauvinist" ‘' (p. 154), S$he
has read "numerous novels by tormented young Jewish writers" but miskses
" the humour and irony in them’ and considers the mothers.port:ayed by’ y,_
“writers "as embodiments of her own Stlﬁgé§§?°°§tl°n P“t@ﬁ 26, P. 27), %

EON
‘¢ . S - N M
- e




A | 342

She has become obsessed with food and sends parcels of it to Cathy.
For her the novels are sources where she can learn‘"the~principles of
illogical rhetoric. and the philosophy of emotional anarchy " (p. 27).
She writes to her favourite writer, Mr. Rothman, to get the address of
‘his mother so that she can get advice from' that woman on how to be a
more "successful" mother. Then she beagins  to correspond with mothers
of seventeen other writers, mostly Jewish mothers but a few Irish and
‘Italian, in order to perfect her technique. ° ST

'BfLinguIStic parody “. . . is the central strategy of satiric wit
in this bizarre confrontation" between Peacock and Royce, Dixon says
(p. 36). "So exact are the imitations [of Peacock. and McLuhan]) that both - ,
seem to lack the exaggeration of parody, yet both convey a sense of R
" hyperbole, RoYce?s'becausefit’abstracts what is destructive in’/McLuhan's
thought and pushes it to absurdly- prescriptive extremes, and'qkacockfs
because its style is violently aﬂach;onistic.“ (p. 36). i
'9What Anchyr's psychiatrist‘says about him could probably apply
to Peacock as well: "Patient is conservative, defensive of the status
quo, changes,represent themselves as the end of the world, and he is
‘using as a general symbol of threatening change some improvements in
the information service at the Bradfarrow Public Library" (p. 161).
‘ lQIn the interview with McMullen,Simpson explained the impprtance
. of the canoe to Canadians: . - T
.the Americqné\yearn'for a lost frontier, and Canadians
i S @EM O yearn for something that has got to do with
_canoes. . . . The canoce is an extremely symbolic and a
" very important part of Canadian urban life. It is an
. urban phenomenon. (p. 117) ° PR ’
Just as pastoralism as a whole is an urban phenomenon, so is the nostalgia
for or romanticization of the canoe, which is a past technology: for
;people.who‘used them every day canoes were not symbols.. Simpson extends
‘his comments about the cance to include the romantic attitude Canadians?
have about nature: ’ : ‘ : .

"1 think in writing it has been taken . . . to a ridiculous
extent so that we aliays have ‘a canoe navigating a rapid,
or we always have a*commuhion,with~the wilderness, or '

) somebody by a lake. . . . T think it is time that we
Rt finally grew up about that. (p. 117) '
_This is Simpson's reason for introducing the "pine tree and canoe" school
- of wkiting in The Peacock Papers. '

'llSiméson»objects rather vehemently to the idealization and romanti-
cization of the Indian:. ‘ N ' : _
s - Mpst Indians that are imagined don't make jokes, because they
N ‘have mystical attributes. . . . All the Indians are moral, in
their own way of life. 1f they are corrupted, it is not by
their nature, it is by the white man. . . . the only good
white men are those who have sympathy for the Indians. This
" sort of imagining is romantic. The reality we know about
Indians is that they never invented anything of any use.
. . . The virtues they're credited with seem to me to be

virtues by default. (McMullen, p. 118)
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The only thing Indians were good at, says Simpson, was torture. It is
obvious from this statement that he is miles removed from Wayland Drew's
"approval of Indians of the past and their way of life. Simpson seems

- to minimize the harm that the white people have done to the Indians and . :

- judges progress and accomplishment according to the European ideology
and technology that Drew deplores.

2Simpson's Cumrum Indians are used to satirize those who idealize
Indians. He says: - : :
They were very moral and ethical too, and they were abused
- \\ and murdered in the usual way. But when they abandoned the
b morality and their perfect ethical system they became
. " .prosperous, and they were able to afford houses and cars,
. -and all the things we have right now, so they had a happy
cwq.  ending. (McMullen, p. 119) ‘ o ‘
Ympsan ' seems- to be saying here that Indians are no better or worse than
"'uéﬁglse and that to idealize them does them no good.
13No one remembered to cancel the Indians when the apocalypse was
called off. . "The next chapter corrects the mistake. Thus the novel's
climax is.anticlimactic and itself depicts an anticlimactic apocalypse;
" surely the ultimate oxymoron " (Dixon, p. 37).

S

4'Simpson says that The Peacock Papers is not a pessimistic story
but rather "a satire on pessimistic novels" (McMullen, p. 119). He’
continues: "My outlook is cheery, although a cheery outlook is a killer
as far as literary reputation is concerned. . Yogann do more with gloom "
(p. 120), ’ e : ‘

15

~ .

Leo Simpsdn, "The Savages" in pavid Helwig and Joan Harcourt, eds.,
73:  New Canadian Stories (Ottawa:. Oberon Press, 1973), p. 145.

16

Simpson admits that "The Savages" is a pessimistic story because.
both sides are savages. "Polson "is dehumanized by what he does, and so
his fantasies become inhuman. They are not unusual fantasies, either "
(McMullen, p. 119). Perhaps it is the prevalence and the social accept-
ability of such fantasies that is the most frightening implication of
the story. ’ ‘ ' : '
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Chapter v °

1Mordecai Richler, A Choice of Enemies (Aylesburyz Quartet/
Paperjacks, 1973), p. 69.

2 . ‘ . Lot . . )
Graeme Gibson, "Interview with Mordecai Richler,"in Eleven
Canadian Novelists (Toropto: Anansi, 1973), p. 271, p. 298.

3Merdecai“Richler, Son of a Smaller Hero (Torento: McClelland
and Stewart, 1965), p. 101.

4Mordeca1 Richler, The Incomg rable Atuk (Toronto: McClelland
and Stewant, 1963), p. 109.

5Mov1es are an important part of Rlchler s life, but although he
has written many fllmsctlptsduring his years in London, he still prefers
to write novels and does not go along with those who prophesy that the
age of film has marked the death of the novel. However, in his opinion,
the ascendency of film has influenced the npvel, and many "best-sellers
take on the characterlstlcs of film. . . . they are alreadx films. The
technique is the same" (Shovelllng Trouble [Totonto: McClelland
and Stewart, 1972], p. 90). He seems to be a keen movie-goer but not an
uncritical one. Even, ,the good movies aren't ‘as good as they are reported’
‘to be, he complains, and the reason for this is that they are "for the
most part, shamelessly derivative, taking up a position abandoned by
novelists years ago" ‘(Hunthg Tigers under Glass [London: Panther, 19711,
~p. 103). Elsewhere in the same collection of ‘essays Richler suggests that
£ilms rather than particular buildings are what Expa will be remembered
§9r.. The films have great impact:
Films charge at you everywhere, from multiple and.
wrap-around screens, bounced off floors, stone walls,
mirrors, and. what-not Alas, the pyrotechnics, the
dazzling tecﬂniques, conceal, for the most part,
nothing more than old-fashioned documentarles..(p 40)
Even here he seems to be suggesting that novelists are more adventurous
and that the novel is,a form more ‘adaptable to -serious experimentation.

-6$ordecai ﬁichler, Cocksure (New York: ‘Bantam,v1969), b. 138

7In an 1nterest1ng article on the vicarious lives that some of
Rlchler s characters lead, G. David Sheps writes: :
As Polly's imagination always sees- herself as a motion
picture 1mage, she finds it unnecessary.to provide the
continuity of action herself. Her mind, unable to
differentiate between actual experience and a cinematic
imitation of it, completes therefore the incompleted
action as she imagines the police rescuing Mortimer.

" In this way, Richler has used the mimetic illusions of
c1nematograph1c technique as a 11terary narrative style
for conveying the manner in which his characters have
been shaped by the influences of a manufactured popular
culture and cannot distinguish between appearance and

¢
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reality. ("Waiting for Joey: The Theme of the Vicarious
in St. Urbain's Horseman," Journal of Canadian Fiction,
- 3:1 {Winter 1974], 83) )
In addition, the kinds of chAracters and their milieu that Richler has
chosen to write about has affected his narrative technique in several
ways: : : o _
' . Cocksure . . . is overtly written on the level of fantasy
" and makes no more concessions to the canons of verisimili-
tude and plausibility than does an animated cartoon. = The
sudden fadeouts, the rapid juxtapositions of disparate
images such as would be achieved by the splicing of film,
the discontinuities of time and space, the interuptions
[interruptions] of linear sequence, the distortion of
narrative event, and the elongations, foreshortenings and
transformations of visual image and event which are so
readily achieved by the techniques of the cinema are
fairly easily assimilated by the literary mode of carica-
ture which Richler employs as his dominant style in
Cocksure and The Incomparable Atuk. (pp. 83-84)

In Marian Engel's The Honeyman Festival we are given a portrait
of a woman who is not "movie-minded” in the way that Polly Morgan is and
whose consciousness does not seem to have been changed much by technology!
Minn Bugge sees very clearly the difference between her present life (her
"more real" life, as she puts it) and the years she spent on the fringes
of the movie industry in Europe. She left Godwin, a "tight,'unforgiving,
righteous" Ontario town, and an ultra-respectable middle-class 1ife.at
the age of twenty and was able, with the help of a forty-inch bust, to
Secure bit parts in movies and a movie-director as lover ([Toronto:
Anansi, 19701, p. 29). Joan Foster in Atwood's'Ladx Oracle believes that
she was named after Joan Crawford; and part of her failure in life stems
from the knowledge that she is not thin and glamorous like Joan Crawford.
Minn Seems to have been named after film star Esther Williams, but for
film work she takes a more fitting name: Elizabeth Borden. Lizzie"
Borden is thought to have hacked her parents to death with an axe; and
if Minn's parents had ever seen her exposed legs and bosom on film, the
effect would have been as devastating as ‘a blow with an axe. Now, all
that's left of her years in the movies is a poster "of herself pasted on
a peeling Italian wall, ‘all but unrecognizable, a banner labeled OGGI
over her cleavage " (p. 17). : ' :

‘Now Esther Minetta Williams has a third identity as Minn Burge,
wife and mother. Her movie life seems unreal to her now; she finds
more ‘reality in plumbing than in movies and feels more continuity with .
her childhood and adolescence in Godwin than with her years connected to
the movie industry (p. 32). She is now pregnant with her fourth child
and spends her time worrying about worming the children, washing clothes,
and thinking about the temptations that her absent journalist husband
might be enduring. In qohtrast to her seductive appearance in the past,’
she is now fat, ugly,  and hairy (p. 3). Once she had a low, sexy voice
useful for dubbing foreign movies into English; now her voice is shrill
with yelling at the children. As a contrast to the truffled patés,
exotic wines, and wild boars that she consumed with Honeyman, she now
must interest herself in children's leftovers, beer, and peanut butter
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sandwiches. She considers that an important part of her life is now
over, that it is 'the turn of her children to have adventures.

'Although Minn accepts the. fact that her movie-life is over, ghe
does occasionally compare her present life to it and her perception of
it is sometimes influenced by her knowledge of and experience in movies.
For example, she judges Jane-Regina's fake emotion by remembering that
movie actresses use glycerine to make their eyes weepy and emotional-
looking (p. 19). Apd after she att ks the policeman who wants to enter
her house without a search warrant, sRq sees that "he stood in the

~doorway, very Western movie, gun on hip~{let's get moving, ' he said to
his podner " (p. 119), Also, Minn sti1l talRs to Honeyman in her head,
and she sees that she has;m;de her house into a kind of movie set:

she stood still ront of her own taste and wondered,

not for the first time, why she had made the hpuse . . .

so oddly theatrical. It was like a set, it expected a

cast, klieg lights, a director and for ceilings the cord-

wound rafters of an arena. People should come out of

nowhere into this house, put on jobs and personalities,

_shout at each other . . . (p. 13)

However, when people do "come out of nowhere" for the party, Minn finds
the experience disappointing. It seems to have little.to do with her
"real® life of cockroaches and dirty diapers.

Py

Minn's sense of time and the passing of time seems to her to be
old-fashioned. She is not "modern."” She thinks: "Loathe plastic.
Don't own anything non-mechanical made after 1928. Must try to. adjust,
be modern,” not like a second Mrs. Oliphant (p. 129). But she thinks of
herself in outmoded imagery; she feels like a tired, worn-out cart-horse,
"imagery stuck in-a dead world " (p. 113), The passage of time can be
measured by the change in technology; she remembers wooden snowplows
pulled by horses when she was a child--"then, suddenly, there was a kind
of tractor " (p. 113), The passage of time is marked by the changes Minn
sees around her, especially by the continual change of cult-figures in’
the film world: ' -

Lord, let there be no more festivals. .Tonight was

‘enough. I do not love the blow-up of Honeyman on the

wall. Those eyes are closed now, and I am another

. person.  Young cal no.more the distressed teen-ager,

Paris another town. 'The Royale is Le Drug-Store.

‘Honeyman is dead. Godard is the great film maker,

soon to be superceded [superseded]. Let the world

move¥on. . _ o

. . . God, they were making cult-figures as fast

as they could find them, had Christianity gone out

for film-worship? (p. 97)

Minn thinks that this may be the last festival commemorating Hormeyman:
"the wave is finished. . . . The big blow-up of Honeyman is torn at the -

corners. Si¥“sets of staples in it were enough " (p. 18). Godard is "in"

at present and soon enough will be succeeded by the next cult-figure.
For Reiner, time is divided into film festival periods since he special-
- jzes in "cinematic resurrection”: Minn "wondered wryly what Honeyman

would have thought of Reiner, who divided the year into months and the
months into Festivals of movie directors * (p. 39). To Honeyman it was
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more real to divide the year into two parts, as in his statement:
"Barefoot in the winter, pregnant in the summer" (p. 88)., Minn has
tried to control this kind of cycle (although with limited success) by
using a variety of birth control methods. For her, though, time is
divided into long periods of city living broken up with brief visits
to her childhood home: "her own spiritual weather . . . required
cyeclical returns to the countryside " (p. 71). The illustration on the
cover of the novel emphasizes the importance of time to people. The
Venus of willendorf figure suggests that while the body knows only the
natural cycle of growth and decay, the mind values and finds necessary
the divisions of time into seconds, minutes, hours, days, and months.

- This kind of modification of consciousness by technology is of such long
standing and is so ingrained in people that it seems to have become part
of human nature. \ ' : o

In a way, too, Minn specializes in “cinematjc resurrection" but
with her own past as the subject matter--sometimes her years with Honeyman
but especially her youth and adolescence in Godwin. They were real and
memories of them still are real. Like Morag Gunn in The Diviners, Minn
has a storehouse of private movies in her head: :

: how odd it was that tonight when she might legitimately

have taken herself upstairs with a bottle of Scotch to

gruel over memories of Honeyman until his festival began,

the'sound-ahd-light’show of her subconscious sent flicker-

ing across her vacant mind the images of Godwin as if it

were the only frame of reference with the place years

ago, but here in her vulnerable hour it rose before her

again, more real and larger than ever before, like a

movie . . . e o :

You could, though, You know: and she began to see
4. .. it in frames. (p. 40) L .
- Pethaps dwelling in memory is self-indulgent, but Minn asks herself, "and
+ “"'why not send the mind to dwell on it before it is entirely gone?" (p. 41),-
All of Honeyman's "meticulous work and the machinery of that enormous
industry" were "geared to silly stories about never-never-land " (p. 41).
Instead of dealing with the lives of ordinary‘but real people, Hollywood
and other movie centres at that time left realism to the Russians. :
Honeyman, for instance, did horse-operas, Italian comic-books, and French
“histories because they sold well. . And yet realism isn't necessarily what
brings tears to the ‘eyes of the movie-goer and appeals to his imagination.
When Minn saw Pollyanna in France, she wept for home although her home
was nothing like the one portrayed in that movie. . Perhaps because of the
influence of movies on her consciousness, scenes. of the youth of Gertrude
and Alice, her mother and her aunt, flash through her mind, and she asks
Honeyman: ' : ‘

- Picturesque, isn't it? But you'd want something
bigger and more dramatic to make a film, the big lurching
movement to climax or fall. Something that had a recog-
nizable'pattern,f’9-ething clear. The pioneer family at
table cutting int the side of beef, hired man at the end ,
glooming at the pretty table. At a Honeyman picnic nobody
ever corked the wine. (p. 43) :
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But the kind of picturesque, or call it soft-pastoral, material that
Honeyman would want is not true to 1ifeé. Minn thinks that he would
“judge the reality of farm life as not fit material for a movie:
But they didn't drink wine, and not many of the
girls were pretty. They cooked their beef black until
it was dry in the middle. When they had a hired man he _
ate alone in the back kitchen. The ploneer schoolmistress
was not there to get laid, the boys ran away from the fields
to the war with gay faces. The farmsteads had a quiet about
them we value now; otherwise they were undistinguished.
Life did not make art. (pp. 43-44)
It does now, however, The kinds of things Minn describes as being
undistinguished are the very things that Canadian novelists, and to some
extent Canadian movie-makers, use as material for their art.

Minn Burge regards her life as a "chosen catastrophe" and some-
times longs to escape to "a bee-loud glade" but knows that she can't
(p. 29, p. 30). She has an idea, briefly held, of living in the country:
‘ prop out of the city, move. Damn covetous eyes always ' ‘

on Mother's house. No, get a cabin, some land, some . .

goats. Own cheeses. . . . :

Now or never, return to the land. Put up berries

in brandy. Stout snakes-and-ladders fence around the

garden. Who'll work the posthole-digger, who'll pay the

man? Quick, come, Ben's in the bears . . . (p. 86)

" But she knows that she would probably hate those cheeses,and it is clear
that the problems of living in the country would be as overwhelming -for
her as those she faces in the city. To her the choice of a young son
attacked by a bear or run over by a car in Toronto traffic is not much
of a choice at all. When Cal Honeyman invites Minn and the children "out
to the ranch,"” he says, "You oughta come out and live with ug out in
Denver where the air is clean,” and Minn replies with realistic, anti-

' pastoral words, "They make poison gas in Denver " (p. 89). Cal maintains
that it is better if "those little kids could be runnin' in the country,”
but Minn knows that she has no choice and that the country is not
necessarily ‘a better and™safer place (p. 90). She knows that "the mind
has molehills and they lead to tunnels of escape " . (p. 96). Everyone has -
them. She would need her tunnels of escape whether she were in the
country or in the city. Technology in the form of ‘old movies on TV
provides the escape; her memories of the past (a kind of private movie
always ready to roll) are other tunnels of escape. Sometimes Minn doesn't

_wwant reality to interfere with her attempts to maintain a poetic view
of life " (p. 126). Sometimes she plays with her toy-theatre and tries
"to create some kind of concrete landscape of her imagination, but she
never succeeded at it. . . . she had hoped to play, to fly away. on their
{the puppets'] backs to a personal never-never-land " (pp. 104-5). Minn
uses any avenue of escape from real life that she can; but unlike Polly
Morgan, Minn knows the differerice between reality and the escape from it
and does see the value of "real” life. Her consciousness has been
influenced by movie technology put has not been totally changed by it.

8 < o . . ' ’
. Mordecai Richler, St. Urbain's Horseman {Toronto: McClelland
and Stewart, 1966), p. 41l6. ’
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)Q. David Sheps, "Walting for Jowuy: The Theme of the Vicarious
An St. uUrbhain's Horseman ," p. 86,

oln Donald Cameron's interview with the novelist, Richler

maintains that the Horseman 18 "whatever you need . . . everyone brinhgs
thetr [his or her] own problems to him, So it's a kind of distorting
mirror fiqure, really” ("Mordecai Richler: The Reticent Moralist,” in
Conversations with Canadian Novelists ({Toronto: Macmillan, 1973},

p. 124). And when interviewed by John Metcalf, Richler said:
. - There igta strong religious note at the end which
very few critics picked up which had to do with false
gods. Where he goes on to think about Aaron--that his
name should be Aaron. No one seems to realise that
the Horseman is a Golden Calf that he's made for
himself. ("Black Humour: An Interview [with} Mordecai
Richler," Journal of Canadian Fiction, 3:1 [Winter
1974], p. 76)

1
: lMordecai Richler, The Apprenticeship of Duddy Kravitz (Harmonds-
worth: Pepguin, 1964), p. 5S0.

12

Richler says, "where Duddy Kravitz sprung from the boys grew up
dirty and sad, spiky also, like grass beside the railroad tracks " (p. 45).
There seems to be a suggestion here that if the technology (the railroad)
were not there, the grass would be healthy and abundant; and by analogy
if the technology (and maybe even the city) did not exist, perhaps Duddy
wouldn't be dirty, sad and spiky. The environment makes the character,
Richler seems to be saying, and if Duddy's environment had been different,
he would not have grown up to be the person he is.

13Unlike some critics whose admiration of Duddy's vitality clouds
their judgement regarding his ethics, John Ferns balances sympathy and
judgement and decides that

Duddy can't accept that the end does not justify the

means. Simcha would have been proud to possess his

grandson's farm if it had been honestly acquired. It

was after all Simcha who originally told his grandson

that a man without land is nobody. What is at issue

is how. the land is acquired and in acquiring his land

Duddy has become like another Jerry Dingleman. :

("Sympathy and Judgement in Mordecai Richler's The
Apprenticeship of Duddy Kravitz," Journal of Canadian

Fiction, 3:1 [Winter 1974], 80)

14william Empson, Some Versions of -Pastoral: A Study in the

Pastoral Form in Literature (Harmondsworth: Penguin, 1966), p. 20.

SJake's dissétisfaction with his job and his present life is
contrasted with a time when life seemed to have more order and meaning.
Sheps sees that nostalgia for the past is a strong element in the
character of Jake Hersh:
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he sees his life through a prism Of adolescent

fantasies and appears unable to come to terms with

his actual situation. . . . Him own trial seems to

have no reality for him unless he can read about

yesterday's proceedings in the morning newspapoer.

It is as if his own life is real only {nsofar as it

is reflected in the mass media . . . The prism

through which Jake apprehends his own experience in

that of the multiple figurations of guccess Aas

manufactured by the popular culture industry to whet

the insatiable appetite for titillation and power of

a consumer society. ("Waiting for Joey: The Theme

of the Vicarious in §t. Urbain's Horseman, " p. 83)
Jake is much like Polly Morgan in his inability to distinguish between
appearance and reality. Because he and his friends work with TV and film,
they tend to live their lives at second-hand. To Jake, hissboyhood in
Montreal seems more real than his present life in London. %!heps points
out the structure of nostalgia that supports the action of the novel:

There is one significant difference in narrative

structure between St. Urbain's Horseman and the

earlier works. Time moves backwards rather than

forwards. . . . This is Richler's first novel where

his major character stands at the end rather than the

beginning of his ambitions and he finds his successes

to be empty. . . . he looks to the past with some

yearning for what has been lost. . . . Now that the

world of experjence appears to him to have the aspect -

of a charade, he yearns precisely for the tumescent

sense of naive expectation he once had. . . . This

is the function of his childhood and adolescent

fantasies. He wishes to return to the illusion that

"No-Hit" Hersh could strike out Willy Mays. (pp. 86-87:

the corrected version of p. 87 is found in Journal of

canadian Fiction 3:2 following p. 92)
Jake maintains links with his youth when he eats matzohs and liver sand-
wiches, whendhe associates with Harry Stein, and when he plays softball
on Hampstead Heath with other middle-aged North American expatriates.
It is clear that, in his relationship with his own past, Jake is a middle-
aged romantic. ‘

16Mordecai Richler, The Street (Toronto: McClelland and Stewart,

1969), p. l4. George Woodcock agrees that the St. Urbain Street that
Richler writes about "belongs to his memory" (Mordecai Richler [Toronto:
McClelland and Stewart, 19701, p. 56). Probably because Richler has not
l1ived much of his adult life in Montreal, he has had to depend on his
memories of the place:

Richler's region--apart from the portable limbo of

the expatriate--is not so much a physical district as

the memory of an already vanished life that went on

in the streets of the old Jewish ghetto of Montreal,

the narrow homeland of the children of those who fled

the great Russian pogroms that preceded Hitler. (p. 10)
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Mordecat Kichler, “The harah wonder land that was Ht. lLawreonce

Main " ﬁg:}gﬂqi;wyaueﬁipq, 1Y (Auguit 27, 1960), 6.

192}
Jahn Metcalt, “A Conversation with Alice Munro,'jlﬂgigpﬂ! ot
Canadlan Fiction, 1:4 (1972), 56.

19’!‘)\15 phrase is adapted from one used by Frye in The Bush Garden.
On one occasion in this book Frye connects thcﬁnatutal anJir&nﬁ&nﬁ'with
pastoralism and wonders how "“in such an enviroament (the difficult
Canadian wilderness] . . . the sentimental myth ever developed at all "
(p. 244). But, he goes on to say, the myth did develop paradoxically
because Canadian writers have lived "in a land where empty space and
the pervasiveness of physical nature have impressed a pastoral quality
on their minds * (p. 247). First he seems to imply that the pastoral myth
depends on the quality or type of nature (pleasant, peaceful, and fruitfuyl)
~-which it doesn't. Then he suggests that it is the proximity and
pPervasiveness of a more barren kind of nature that yives a "pastoral
quality"” to the minds of Canadian writers. Actually it is life in urban
centres, a life of sophistication and complexity that is more likely
to impress a pastoral quality on the mind. Pastoralism results not from
the pervasiveness of nature but from a perception of change (and a desire

to deny that change), often ma: . by the speed and pervasiveness of
technological change. It is .onfined either to rural or urban
landscapes. ‘

2OWilliams, p. 297. There are already a numb
Canadian literature to foretell a trend in the dire on that Williams
indicates. In his poem "Pastoral of the City Street§‘%¢» M. Klein
shows nostalgia for his boyhood in Montreal. The dray horse grazes in
"meadows of macadam" (The Rocking Chair and other Poems [Toronto:
Ryerson, 1948], p. 39), The children have "curbrock," "stairstump,”
and water from a hose as their urban substitutes for rural pleasures,
and at twilight they play a last game beneath their urban tree, that
"bole of the tree of the single fruit of glass/ now ripening."” Another
example is Hugh Hood's first naovel in his projected twelve-volume series,
The Swing in the Garden, which deals with a boy growing up in Toronto
(Dttawa: Oberon Press, 1975). Like Klein, Richler's and Cohen's roots
are in Montreal, and their writing shows some nostalgia for the old days
in that city. Roch Carrier's they won't demolish me is another example
of urban pastoral with Montreal as its setting. Although on the first
Page there is the comment "We need Nature," the main pastoral impulse is
the longing for the urban scene, Dorval's neighbourhood, to' remain as it
is, undemolished by the bulldozer (translated by Sheila Fischman [Toronto:
Anansi, 1973}, p. 1). The neighbourhood is horrible, but Dorval still has
nostalgia for it once it is destroyed. Moving to the country is never
an alternative; cities are attractive places, for instance, because
péople don't have to e alcne there. Dorval longs for the machines of
the past much as the Cowboy longs for his horses, and he sentimentally
pPlants a garden and dreams that the future will be like the past that he
chooses to 'remember; but the garden is destroyed for a skyscraper site, :
and at the end plastic flowers are "planted" around the finished skyscraper.

u



In all thene examples about boyhood in the city, 1t 19 chatvge
that is beiny written about, and that is an inoevitable proceoss.
However, once bulldozers, plastia fFlowers, and skyscrapern have hoeen
superseded by other technology, thaﬁ?vxll yerve as the subject matter

of pastoral art,
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Chapter Vit *

Leonard Cohetr, The Favourlte came ('!‘n:.unh%“ Mot ledlapnd and
Staewart, 1970), p. 20, '

)
“Parricia Mot ley wtiteas that Hreavman's Father “in attongly
attracted Lo aclence and machinery, and awed by a bDurgeaning techinolosgy
The ¢livk of his gun, to the Child's ecars, 1w ‘the marvel lous sound of
all murderous scientific achievement . The pages of the ety besokn
given him at his bar mitzvah are left uncut. He presases "How To” Pookos
tpon his son, who hates them increasingly as his father lies dying,
The <hild tears at the careful djagrams {(The lmmoral Mozalists:  Hogh
Mm‘lwxu@n a}ul Xngi{{lar’<j Cohen [Torontoo clarke, lewin, 19721, 10 ')

i
Michael Ondaat e, lLeonard Cohen {(Toronto Mo ler b land andd
Stewart, 19700, p. 26,

Deumond Pacey *ecognizes that "cohen's attitade towasr ds the
machine {4 ambiivalent: Pt ts at onve frightening and alluaring”
" The Phenomenon of Leonard cohen,“in hisy Fuvays in y.an}\d’xm} Critiviam
Tajtd-1968 [Toronto: Ryeraon, 1969), p. J49). Movies are "the chiyet
rmﬁtbhbﬁxﬁry eXpresslon ot the magical process,” magical because of
"thelr capacity to preserve mortals after death, to confer a wofrt ¢t
tmmortality " (p. 280, pood530 The movies do othis better g Any ot heer
art torm. Pacey qoes on to say;: ‘

what fascinates Cohen . . . is the magical capacity

of the camera to transfigure reality, to intensgaty

experience, and to suggest symbolic overtones by its

searching examination of the details of facr. {(p:. 251

Wha't ' t}u‘:‘ffslow~mot ton camera does 15 o vYeveal the

1nd1widﬁﬂ11ty of things, the sansuous partioalarity

wf being. Cohen's belief 1§ that the truly masgioal

view is not attained by looking at the world through

a4 haze of generality, or through the still frames of

sclentific categories, but by examining as closely as

possible the particular streaks on the particulat

tulip. (p. 254)
Yes, the camera can transfigure reality, but its ability to do so deponds
on the human beings (director, cameraman, actor, ete.) ainvolved 1n making
the film. However, the slow-motion camera, 1t seems to me, Jdoes a far
better job of blurring and romanticizing actuality than 1t Jdoes of
revealing individuality and particularity. And while Some movies have

the "capacity to enlarge our experience, to provide us with vicarious o
living," as Pacey claims, other movies serve only to dull sensitivity 1

. . . - 3
provide us with a mindless escape from life (p. 254). It :s possible, *

however, to see that Cohen uses a cinematic technique not to make any
statement abcout cameras or movies and their functions in society but

rather to make subtle comments on his narrator--as Ondaatje recognizes.

Pacey says that "the favourite game 1s to leave an 1mpression
on the snow, to leave behind cne an interesting design, and by extension
I take this to include the novel itself . . . and by further extension
all art%stic creation” (p. 255). For Cohen art is the absolute, and all
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: experience ie fuel for the fires of creation. Sandra DJwa believes that -
~ 'in Cohen there-is 'an unsatisfied search for an absolute. In his world
- there. are no fixed Values, spiritual or sensual, that stand beyond .the
“.‘transitory moment .. . and in the shifting the values change, leaving
co . only. the value of expetience made art"*("Leonard Cohenz -Black .Romantic,”
.. < canadian Literature, 34{Autumn 1967, 32-33). George wdodcock connects
~ »..  the end of The Favourite Game ‘to Cohen's second novel: "the important
" “thing-is not really -the life of the eensos, but the imptinting ‘of our-
. selves on the evanescence of exisxence_. W.o.an, aestheticist moral that
- -leads us :ight into Beautiful Losers" ("The Song of the. Sirens-» TR .
-K;Reflections on Leonard Cohen,* in his Odysseus'.Ever Returning: Essays on
. Canadian Writers and writinQ[Tbxonto- Mcclelland and Stewart], 1970,
L P 107).-‘- o , . ' : R

loh

6Leonard Cohen, Beautiful Losers (New York-v Bantam, 1967). P. 204

A

s Linda Hutcheon says- "F is at home in this world of machinery
_and systems. His mind plays naturally with mechanical 1magery, and he .
‘' passes on. this ability, although his student associates: machines '
T .‘vprimarily with pain—-. . . Even the' body ‘is seen as a- machine" ("Bgautiful
o .. Losers: - All. the Polarities,“ Canadian Literature, 59[W1nter 197QL 53).
SR

Sl 8Leslie Monkman likens F. to "Oscotarach, ‘the Mohawk head-piercer,
. and de—rationalizing agent of the primitive culture which the protagonist
”_finds so superior to the rationalist materialism of the ‘twentieth :
century.” In this role F. enables tHe ‘narrator "to achieve ultimate S
fusion with the coSmic rhythms, "Monkman claims ("Beautiful Losers: Moha-

- Myth’ and Jesult Legend,_ Journal of Canadian Fiction, 3: 3(194ZL 58)

-

o _ 9Constipagizn is an image that Cohen uses for a destructlve,
closed system. " my body starts, the 6l1d routines will start . . .
. - Is there an outside? T’ -am the sealed dead,‘imperVLOus museum of my
R appetlte," the narrator comments on his condltion {p. 50). His body seems
_to becan enemy that must be defeated by technological means. He asks,
- Why . doesn't the world work for me?: The. lonely sitting man
~-in the. porcelaln machine. e e How can I begin apything new
“with all of yesterday in me? The hater of history'crouched
‘ _ over the immaculate bowl.; How can I prove: ‘the body is on my _
S R ' side, . .'. I'll use sc1ence -against you. I'll drop in pills- .
el like depth charges. .. . ‘. The straining man perched on a circle
i ' prepares to abandon all systems. (pp. 47-48) i :
'The only way, it seems, of opting out of that "monstrous system of

,':f', In his deni of .the body, the narrator eventually’ does stop eating, just -
o ,gszathexine and Edith had’done before. him. : ‘

- l

a

"Monkman states thAt,

While recognizing the elements of. what Lovejoy has termed
“hard primitivism™ in his ‘treatment of the savagery and _

: iqorous living condltlons of the Iroqu015, Cohen's’ S
\v'~- SRR narrator still calls for Fifth Avenue "to remember its
P : Indian trails" . . . and complains that Catherine’ s ,
- - successors, have forgotten how to build: birchbark canoes.

~

. . . . 3 N . Lt .o

nourzshmentJ that depends on the death. of animals is to stop eating (p. 49)-»,1 B
1
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The particular element of Indian culture to which Cohen
gives greatest emphasis 'is the Indian's recognition of

 his place in an eternal cosmic order--an awareness which
distinguishes him from the representatives of white ‘

© civilization. (p- 57) R _ , _

' patricia Morley also reco zes that Christianity destroyed the communi-
cation Indians had wi g e, but she is wrong whéh she says that.
Catherine tries to reWiiy e lost unity between man and nature (The
Immoral Moralists, p7/JMal¥ According to her uncle, Catherine is as much

‘a destroyer’ as the JeSu s are: she has gone over to their side. Linda

‘' Hutcheon agrees that the French'explorers and Jesuits destroy what
remains of the Indians' pastoral world because "to destroy the link with
nature is to deny the source of mythology" (p. 46).. ‘ o

11

771 use the terms "art" and "art form" in a loose, informal way:
‘art to signify imaginative creation, something made that requires human
skill as opposed to something already existing in nature--art form to _
indicate type of art such as the motion picture, the novel, the symphony,
paintings, etc. For McLuhan the terms ‘seem to have an evaluation.
attached. Art means "great" art, works of discovery by the most creative

' -artists. Art form is less than great art with the artist only half aware.

. of what he or she is doing. He would consider pastoral literature an art

' form rather than art. The great artist (such as Joyce) works through

and explores "the collective night of the unconscious™ ‘and brings it to

our view in "the daylightvQf“cqnsciousness"~(The»Gutenbetg”Galaxgj?oronto:

- University of Toronto Press, 1962]p. 269).. "
12, ) ' '

Desmond Pacey claims that nyoluntary loss of‘self for some~higher_

cause is, then, the main theme of Beautiful Losers" (p. 261). Stephen &
Scobie continues the;same line of thought. The central figure steadily

progressés’"towards_losS of self, an apocalypse of utter impersonality,”
but : ' : .

- for "I" himself there is no "higher™ cause for which the
self is lost: the cause is the loss of self, which may be.
viewed as an answer to, rather than an escape from, the

" human predicament. ("Magic, not Magicians: Beautiful .
Losers and Story of O," Canadian Literature, 45(Summef

. - .1970y 57) , R
Scobie concludes that o ‘

: Our society has assumed that any answer to "the human

t predicament” must start with the individual's acceptance
o of the responsibility.of’his.own,individuality. . e

‘The protagonist of Beautiful Losers responds by
annihilating that responsibility. (p. 60) B
Death may indeed by the goal “I" attains after annihilating the responsi-
biliEY\for his own individuality, but what are we to think of such goals
if Ccohen is viewing his characters ironically? ’ ' :

o

Douglas'Barbour is another critic who ' sees no irony in ‘the novel.
For him Beautiful Losers is an apocalyptic novel attacking Reason, -
History, and Time, a "religious" work “basidaliy‘conce:ned with a
°re‘lig‘iously"apoca\lygt,iqtransfotmatidn'of“man" ("D6wn with History:
 some nptes towdrds an?underst§nding‘of Beautiful Losers," Open Letter
: e : . 4

¢
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[second series} 8 [summer 1974, 56). He says that "The old man breaks down
the barriers offlinear time in his final apotheosis for he has become

IF, an amalgaﬁ of both men, now becoming ‘divine, 'a movie of- ‘Ray Charles'"
.. (p.'52). Wwhat is divine about turning into Ja movie of Ray Charles is ‘not
‘ made clear; and therambiguity of the old 's transformation into a’
bllnd black, Amerxﬁan entertainer is not taken into account.

_ However, ‘Linda Hutcheon in her examination of Beautiful Losers

‘finds that the "ironic reversal of images is constant throughout the
novel" and points out that "to become-a Ray Charles movie is not -
liberatiorfi for the narrator, but perhapg a symbolic capitulation to the
victimizing Forces" (p. 44, p. 45). sShe does not see why the trans-
formation must be regarded as positive:
It is hard to see the final transformatlon of the narrator
into a.mov1e as the trlumph that the critics would have it.
The essence of this scene lies in its ambivalence--another
word, perhaps, for balance. . . . the old man totally re-
laxes, giving up all remaining claim to his own identity,
and dlsappears. He merges ldentltles with F. and the -
mechanlcal world of system that he represents. (pp. 54 54)

‘ Has_ the student quite literally become what the o .l
teacher -desired to ‘be?, Has he entered the Promised Land?
Is the Ray Charles movie an image of. the final conqueror,
the American mechanical cultural victimizer of Canada, or
igs-it--as the eplgraph would suggest--a symbol of the

~ultimate victim; the black and blind American, used for
entertainment value? We cannot trust the admiring judgement
of the New Jew who, labouring happily.on the lever of the
: broken Strength Test, "loses his mind gracefully v AP 54)
In additlon, she answers Pacey" §’1n1t1a1 claim that the "voluntary loss
of self for some higher cause" is to be seen in a positive light by.
saying:
‘But just what is thls hlgher eause? The loss of self in
the nével is indeed voluntary—-although in ‘an ironic way--
bﬁﬁ it certalnly ‘gives wak to nothing pOSltlve on a private
. or public 1evel -Pacey seems to. miss the lronlc toqe of

\

. the nove d neglects the message of failure in F.'s letter.
Each ch er lives an lsolated exlstence that ends in some
form of - destructlon. {p. 48) \

13 ) B

~Frank Davey clalms that~-.
" To Cohen, the" artist is free of any obllgatlon toward a
corrupt. social world ‘ahd an unsatlsfylnq physical environ- e
ment . . . the free man's _obligation is to achieve martyrdom ’
by ‘ignoring phy51ca1 reality, its particularity, and ‘its
"common -sense"” restrictions.'. . . The ultimate goal for
Cohen is to annihilate one's own ldentlty and gain the
anonymity of sainthood. ("Leonard Cohen" in his From There
to Here: A Guide to Engllsh—Canadlan Literature since 1960.
{(Erin, .Ontario: Press Procepic, 1974}, p. 69). :
. The artist could be accused of being- anti-social in not d01ng hlS part to
-clean up the messes of the world. That, however, could be the obligation
of other people. Possibly, the artist's obligation consists of showing




o 357
Sha
the way—-not ignoring the "corrupt socxal world and an unsatisfying -
ph¥sical environment” but taking it all in and making 1t meaningful through
art. Perhaps the duty of the artist, as Cohen sees it, is to show people
-that dividing life, expetience, nature, etc., into twos and then ‘assuming
that a choice has to be made between them is wrong. If there is value
in the garbage and the flowers, in- technology and nature, 11fe and death,
etc., if all these are part of the game thlnq, it is through art that we
can be made to see. - As for Davey s 'statement about the artist annihi-
lating his identity and gaining anonymity,. "negative capability" has often
been considered a valuable quality in the artist, but it is not synonymous’
with neglect of obllgatlons toward the social world and physical en~
v1ronment. :
14, PR : ' .
" "Michael Harris, 'Leonard Cohen: The Poet as Hero.2," Saturday
Night (June, 1969), 30. . ' , :
A lsMorley calls the Danish Vibrator scene “one long and glorious
- spoof on sex," but it seems to me that: it is not' so much aimed at sex
itself as at the obsession with extreme sexual stimulation of “the type
. associated with pornography (The Immoral Moralists, p. 90). It is not
exactly a "defence of pleasure" but rather a satire on. the extreme
measures that people will take to get pleasure. Morley doesn't see
that the gadgets that F. and Edith use for pleasure are comparable to _
the non-human tools used to rape Edith when she was young - (p. 94). Thus,
with little trouble a_"defence of pleasure" could become a defence of
rape. : ‘

Iin fact, as eminent.a critic as.Desmond Pacey;haS'trouble under-
v standing the scene: he .asks, "Is Cohen upholding virginity or promis—
cuity, sexual abstinence or sexual orgles?" (p. 265). Cohen isn’ v ,
upholding any of these things; they are all part of life upon which he
is casting an lronlc eye. - Pacey, however, comes very close to seéeing
the irony of the ‘Danish Vibrator scene before he 51de-steps the issue:
Catherlne in the extremity of her flagellatlons is.closer
- to Edith and F. in the extremlty of their orgy with the
Danish Vibrator than she is to'a member of the bourgeoisie .
‘leading a respectable and- moderate Qlfe “Is . it too fanciful
to suggest that'in referring’ to the sex machine by its
.initdals, -D. V., Cohen is suggestlng that the surrender to
‘it is not so very different ﬁrom the surrender to God's will?
(p. 266) _— ’
Exactly. But what does that say about surrender to God s will?- It
becomes’ the same thing as being super—stlmulated by a ‘sex machine. All "’
‘experience is placed on the same level.and-has the same value. According
to Pacey, Beautiful Losers has an "articulated notion of the de51rab111ty
of combLQLng spiritual vision with physical ecstasy" (p. 250) The
‘novel makes it clear, however, that the way elther one or both of these
statesﬁ ‘ ‘attained does not matter.

% In her article on Beautiful Losers Linda Hutcheon recognizes the
similarity between the two systems that cause Catherine's mutllatlon and
death and Edlth's sexual stimulation ‘and subsequent despair” and death.

In the novel two opposite systems are ‘presented: the
religionsj of the spirit and of the flesh. In their .
- . D . )

# ' . s N .
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extreme fbrms both demand a denial of individual

. ;identity, in favour of some vaster, more inhuman, but

not higher purpose.: F. wants to free the body from

genital tyranny. His star pupil, Edith, agrees that

all body parts are erotogenic—-until rione of hers

co-operates, forcing her to resort to mechanical means

of satisfaction. The final undercutting of the religion

of the flesh is the post-Vibrator entry of Hitler and

nis sadistic victimization of F. and Edith. (pp. 49-50)
The religion of the spirit which Catherine stands for nis undercut in
the novel, for it too represents an extreme system” (p. 50) . ’

26 yoriey says.thaﬁ‘Catherine‘s "ttansfiguration from plague- .

,uscarred‘dark complexion. to clear white skin ig> Cohen's metaphor for the

.

losers' sea-change into'something-rare and strange, peyond the failure
of death" (The Immoral Moralists, p. 96). I don't agree at all: 1
take it that Cohen is making a statement about Catherine's complete
desertion of her people. = For an Indian to turn white is the ultimate
betrayal of the Indian heritage. : : ’ :

17 . T | | '
v as for Edlth,-hqrvsulclde,1s.qu1ck. Her husband, the narrator,
is more interested in "fictional_ViCtims“ than in real ones,. and he would

- rather 1isten to the sounds of the ventilation fan-and elevator than to

Edith's stories and to her pody (p. 7). Edith's 1ife with him is grey
and pointless,'and she ends it by sitting at the bottom of an elevator
shaft and getting squashed by the elevator. ‘she, too; is dead at twenty-
four, prushed by a system, although a mechanical one rather than a

“religious- one, that came down on ner as it did on Catherine. In Edith's
. case the image of the elevator, the mechanical system, is probably used

to represent the whole of the society in which she jives and of which her
husband is a typical member. NO one has ever credited Cohen with writing
a feminist novel; but if a man's sexual obsession with a woman,; dead saint
or otherwise, is put in terms of “"coming down on a saint," that makes him
asrdangerousvto‘hér as a descendingceleﬁator. oL ‘ '
leAccordihg to Patricia Morley. Cohen bel}ébes‘"in‘the unity of
pody -and soul, of the oneness of the human being in himself and with his
world . . . He pictures the body as a telephone or communication. system
connecting one human being with another--and with himself" (The Immoral
Moralists, p- 137). What'readers tend to forget is that "his work"
includes technology. - The body as telephone 1is not a negative image. :

_Morley says that Cohen'attacks,"the dehumaﬁizing influence'of technology"

and favdurs “the‘xeveiential mystique of the holiness of the body and
the entire natu:al world" (p. 130, P- 16) . She does not see that he
doesn't stop at the natural world; he extends‘holiness and reverence to

Vintludé‘everything. : : : \\ |
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Chapter VII - : ‘ h

1Alice_Munro, Lives of Girls and Women (New York: MéGraw-Hill}
1971), p. 70. | o S

2here are two women in Lives of Girls and Women who are even.
- more "civilized" than Ada. Madeleine is a city girl who doesn’t’wa@& ??’
~ on gravel roads unless she has to (p. 16). However, she is not ﬁﬁ
civilized in the best sense of the word. She is suspected of beating -
her child, and when life in the country gets to be too much for her,
- she runs away to Toronto. Uncle Bill's wife, Nile, seems to be a  °
pPerfect, artificial urban being. The only interest she has in green
things is directed towards her green-glazed fingernails. At one point

Bill explains Nile, "I don't think she even knew that fur come off a

creature's back. She thought they manufactured them right in the storel"

(p- 82)s Ada, of course, is not such an extreme example of the "civi-
lized"woman as these .two are. ‘

‘3Mr.‘Boy¢é. who ‘is from England, plays the organ and teaches
music in Jubilee for a . time. It's hard to imagine him surviving the
sinking of the Athenia because "even the run from his car to the school,
in the Jubilee winter, left him gasping and outraged." (p. 119).
Although Boyce is not important in Del's 1life, he'is interesting because
. he seems to be a contrast to the other men in the novel. He is an urban
man yet is not associated with technology (that is, machines) but rather
- with art. Still, if art is included in the world of technology, Boyce
is very much a part of that world rather than the natural one.

4In "Postcard" Helen Louise’(possibly a forerunner of Fern

. Dougherty) has her first sexual @ncounter with Ted Forgie, a radio
announcer. Forgie, like Art Chamberlain, also runs out on his woman.
Munro seems to be saying that human relationships (especially those = . .,
between man and woman) suffer if the man is identified with technology. -
In her fiction radio-péople are outsiders, transients, men. of glamour '
‘Pperhaps. 1In "Marrakesh" Dorothy's new neighbdur, Blaik Kirby, also works
at the radio station; and "like most of the people who worked at the
radio station he was not a native of this town and in a few years would
probably move on". (Something I've been Meaning to Tell You . . . thirteen
stories ' [Toronto: McGraw-Hill Ryerson, 1974], p. 163). Radio announcers
are not an integrated part of the community because they don't put down
roots. Kirby's appearance reflects the type of work he does: "His

smile, like his voice, was accomplished, mechanical " (p. 164). And like
Chamberlain and Forgie, Kirby's main function in the story is sexual

(but not in a positive sense). Dorothy accidentally sees her grand-
daughter and the radio -announcer make_loye in his glassed-in‘ porch next
door. : ‘ e : ) ‘

, , R o _
5It is interesting to note that although™Garnet is a "primitive"

- man, the embodiment of passion, he is not quite a Mellors to Del's. Connie.
‘Gamet lives in the country with his family, but Munro realistically
‘arranges that he work in town since a living cannot be made'from the land.
He is no ‘gamekeeper; he fixes cars and farm machinery 4n a garage. And
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unlike a Lawrencian hero, he has no philoaophy'gf sex and nature--in

fact, he seems remarkably silent. : .

_ 6Alice’Munro. Dance of the qupy Shades (Toronto: McGraw-Hill
Ryerson, 1968), p. B81. , :

’7In "Home" the narrator's father and step-mother have a house:
"not designed to take advantage of the out-of-doors, but if possible
to ignore it. People who worked in the fields all day may have sensibly

decided that at other times they did not want to look at them™ (74:
New Canadian Stories, p. 134).

i 8Helen,‘the'nar.ra_tor of "pay of the Butterfly ,"is a grade six
farm girl whose ambition is to be an airline hostess. She is not
confident enough, however, to tell many people of her desire for such
a glamorous job. In "The Time of Death" nine year-old Patricia sings
to bring in money, and,dreams of 'a future as a singer or-movie-st&:
(another glamorous jqb;\$feher.escape;from,her real and unpleasant
bresent life. Her fatheP.and most men of the town work in the mill.
Mr. Parry lopks as. "pale, mute, unexpectant” as his retarded eighteen
month-old son, Benny (Dance of the Happy Shades, p. 93). After Benny's
accident and death, Patricia and the other two Parry children stay with
neighbours. Mr. McGee works in a store, and the difference in class
between millworkers and store~owner is evident. For instance, the
McGees have an indoor bathroom, and because the Parry children are used
to a pot under the bed, the two younger ones use a vase rather than face

‘the frightening flush toilet. Patricia, however, in her desire to
ascend the social ladder is comfortable with such "neﬁafangled" ‘
technology. R

9Horses also symbolize Boyd's nostalgia‘for the pastvin Thé
Tenants were Corrie and Tennie. Written by an expatriate American, Kent

Thompson, this novel presents us with a "cowboy" (William A. Boyd is the

real name of Hopalong Cassidy) who is totally against industrialism: He
wants factories, autgmobiles, and snowmobiles destroyed; he is against.
fluoridation and pesficides; and he wants cities abandoned and peaple

returned to rural life %here they can be happy and self-sufficient. In

~his madness he raves: "Destroy all automobiles. Ride horses" ([Toronto:

Macmillan, 1973], p. 182),
. - !

OThe stories that some of Munro's characters tell themselves or
othégﬂpéople can be compared to the pastoral icon in Dave Godfrey's
"The Hard-Headed Collector" which is literally covered with plastic to
Protect it against the harsh reality that surrounds it (in His Death -
Goes Better with Coca-Cola [Toronto: Anansi, 1967], p. 109). A corner
of the plastic covering is torn, however, and the implication here is
thgt sooner or. later the icon will be totally uncovered, - that the
‘;ggypral impulse wilil inevitably be confronted b ;eality.‘{ '

S o o
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lrhere are limitations, of course, to this type of study. Only
seven writers of fiction have peen chosen, and the selection of fiction
is made from thgt'written in canada during the last twenty-five years.
Other writers of the same period could have been chosen, but these seven
offer a wide enough va:iety'ot response to the -topic. Technology and
pastoralism in the works of writers of an earlier period (Grove, for
instance) could be studied profitably in the same way. Also, Canadian
poetry probably contains enough pastoralism to merit a separate study.
Since the focus of the thesis is on technology and pastoralism, the
analysis of the literature selected for this thesis is not complete.
‘Only céftain features of a work-~those considered to be pastoral or
related to pastoral--are identified and analyzed. Because this is a
partial view of part of ‘canadian literature, there is. much that is not
included and much that cannot be included.

Conclusion

This study of seven writers who are currently writing fiction in
Canada has shown that a clearer understanding of their works can be
" ‘gained by examining them with an old term and an old pattern--pastoral--
in mind. “Pastoral® can describe a wide variety of literature that has
an ‘underlying similarity. Also, of course, it is a term .that can de-
scribe certain features of a work even if the work as a whole would not
be classed as pastoral. And the departures from the conventional pattern
are worth looking at as well. : ‘ L ; :

. The type of characterization found in conventional (especiallY
romantic) pastoral pxevails’in a 1§rge number of the stories and novels -\:>
that. were chosen--not so much the idea of the "humble" hero of modest
occupation as the hero (or heroine) who is the "natural” man'(or‘woman)
and who. is contrasted with ‘the "technological” man (or woman). And once
this type of characterization is used, the conventional pastoral activity
of love—making,is-practically‘inévitable. The other activities (the
artistic ones) that are expected in pastoral literature are virtually
ignored. Even though Del Jordan and Lawrence Breavman are writers, for
-instance, there is no sense that they are-like the artist-shepherds of
clhssical pastoral who play their pipes and write their verse.  The
process of converting the raw material of life into pastoral literature
(or perhaps one could say, selecting facts that are seen as potential
material for pastoral) is more evident in the case of Demeter Proudfoot's
relaqionship with Hazard Lepage and of Mark Madham's-with Jeremy Sadness.
' .

;- The natural landscape is important in many of the works written
by these seven authors. Perhaps it could be said that the more closely a
writer follows the conventional pastoral pattern the more important nature
will be in his or her: fiction. Of the seven only Richler pays almost no
attention to the natyral landscape; all the others make some use of nature,
" of the garden or wild nature or both. Nostalgia is the prevalent mood of
pastoral_literature'and, as most of the writers indicate, nostalgia for
the past is both an appealiﬁg‘and‘avdestructive>emotion: In The Diviners

Morag's husband cannot go back to India.. because it wouldn't be the same
Cas it was when he lived there as a child. He is "trapped in a garden of
" the mind, a place which no longer has a:being in external reality. 1Is

everyone?" (p. 185). = The phrase v"garden of the mind" includes in a

.
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common pastoral landscape the emotion that is at tha heart of pastoral-
ism. The narrators of "Wood" and of Surfacing, for instance, are ,
indeed "trapped in a garden of the mind," but Del Jordan and narrators
of other Munro stories are not. Memories of the past, like actual
gardens, can serve as a prison or as a positive temporary retreat.
Pastoralism can be as much a quest as an escape.

Understanding the features that are expected of pastoralism and
the characteristics of the different types of pastoral literature helps
us to see the departures from the conventional pattern when they occur. .
By haying a pastoral framework within which to work, a reader can
‘identify and explain certain events, symbols, characters, landscapes, etc.
that might otherwise remain obscure. Even if only parts of the pastoral
pattern are used by an author or if the pattern is used in an inverted
ironic way, the reader can gain valuable insights into the literature.

Perhaps, because of its strong nostal@xa fo{ the past and for the
simpler technologies of the past, only The Wabeno Feast could be de~
scribed as simple, conventional pastoral. All the other novels and
stories that are dealt with in this thesis depart from that pastoral )
pattern in minor ow major ways. For instance, characters in fiction can
have a pastoral ideology which the author can undercut in one way or
another. The allegiance to past values that certain characters show
(Jeffrey Anchyr, Mary in "The Shining Houses") can be judged sympatheti-
cally but is presented as ineffectual by the author. Also, by using a
mad narrator (Demeter'Pn‘!Bfoot, Mark Madham, the narrator of Surfacing)
the author forces the reader to reexamine the values that are a part of
pastoral'ldeology‘ If the pastoral pattern is used primarily for:' purposes
of satire as Simpson does (Arkwright, The Peacock Papers), the past and
values of the past seem to be favoured; however, since he clearly brames
human. nature fﬁ& human problems, neither pastoralism nor any other - .
. ideology is presented as a v1ab1e,solutlon,to these problems. Then there
"is Cohen who, by advocating a view of life that lacks a hierarchy of
" values, uses the pastoral pattern ironically. Departures from the con-
ventional pattern have an ironic resonance when compared to the expected
features of conventional pastoral. 1In addition, stories can be about
pastoral ideology without belng pastoral; Munro, for example, uses
potentially pastoral material but her storles, for the mOst part, are not
' pastorals because they lack nostalgia. And yetnﬁg& a reader's childhood
. was anything like that of Munro's characters, several*of her stories could
“evoke nostalgia for the past (and past technologles) in the reader.

Modern pastoralism, as found in some of the works of these writers,
contains some of the characteristiCS#of'conventional pastoralism, as I have
shown; but it goes.beyond the nature-technology opposition (whlch is the
basis of conventional pastorallsm) and uses the newer pattern suggested by

McLuhan where old technology (and .- values and environment) is contrasted"
with new technology (and its value ﬂ&qd env1ronment), and in the process B
. the old environment is transformeg o pastoral art. His statement is not

an insight into a startlingly new’bﬁenomenon, it is an insight’into 'what .
has. probably always existed (the ﬁ&storal impulse, nostalgla for the
landscape of childhood, call it what you will), but lt states 1n a few
words a new approach to that,Pld phenomenon.

Probably ever 'since the Industrial ReVolutlon'wrlters have
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increasingly'had to deal with the intruaions that technology in the form
of machines has made on nature. So, even though pastoralism existed
_before, this new awareness of the machine in the gardan had a great
impact on what pastoralism came to mean. But now the garden (and the
wilderness, too) can be dispensad with by an author--by Richler, for
example--and his work still be called pastoral. Using McLuhan's
insight into pastoralism enlarges the scope of literature that can
henceforth be considered pastoral. Instead of limiting the term to mean
cows, green grass, and trees (a meaning that is still used in everyday
speech) or to mean fake shepherds in retreat from court life in an
 ‘equally artificial, though “natural," landscape, "pastoral" has come to
" mean something more. Using McLuhan's insight, one can see that pastoral=-
ism can exist even in the absence of grass, trees, and shepherds. Looking
at pastoral literature in this way connects pastoral literature that is
curréntly being written to that written in the past. Also, I suspect, -
it can link literature written in different places. Modern pastoral
llterature written in Canada probably has strong similarities to that
“being written in other countries. Even if time and place are different,
pastoral 11tefdture will have as a constant the idea that a new techk-
nology creates a new environment that turns the old environment . into art--
lnto pastoral. o
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