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Towards a Met hodol ogy for a Conparative Study

| nt roducti on

there is, ..., no general wonman, no one typical
worman. What they have in common | will say. But what

strikes ne is the infinite richness of their individual
constitutions.

(Hel ene G xous. "The Laugh of the Medusa")

As for woman, capital W we got stuck with that for
centuries. Eternal woman. But really, ‘woman’ is the

sumtotal of wonen. It doesn't exist apart fromthat,
except as an abstracted idea.

(Margaret Atwood. "Interview w th Geof f Hancock")



Arguably, the female protagonists occupy an important
position in the fiction of Patrick White (Australia) and Margaret
Laurence (Canada). Though critics have examined this aspect
individually in the two writers, there has been no attempt at a
comparative study of the two writers. This offers an occasion for
the present study which uses a comparative cross-cultural
interdisciplinary approach. Before moving on to examine the
choice of writers, of works and the plan of the chapters to
follow, it is worthwhile to consider the basis for this kind of
study .

In this study, comparison operates at two levels. On the one
hand, the thesis attempts to compare two writers of different
cultures, nations and sexes. On the other hand, the study will
dranv attention to the underlying preoccupations of the two
writers and the parallels that can be found in disciplines as
different as philosophy, psychology and religion. Quoting
Frederic Jameson, lan Reed in his article "The Ned for a Gorpa
rative Meahod' emphasises the need to develop "a differential
noce of perception” whadby an author ad his/her works nmey be
gauged against a historical sequence. This type of literary
analysis "involves a to-and-fro oscillation between text and
context, between the formda product and the formation process
(34).

Comparative studies of writers within the Commorwedth
context is not a raw pheomeon. In their book, The Empire Writes
Badk. Ashcroft, Griffiths and Tiffin classify such studies under

three broad categories:



These are conparisons between countries of the White
diaspora--....--comparisons between areas of the Black
di aspora, and thirdly, those which bridge these group-
I ngs, conparing, say, literatures of the West Indies;
with that of Australia (17).
Such studi es have been possible nmainly by focussing on the shared
traits such as: (i) the colonial past (rmainly the inperial-
colonial relations and quite recently the process of decol oni sa-
tion) , (ii) the adaptation of a commobn tongue--English--to
express the varied experiences, (iii) the multicultural percep-
tions available to readers and witers alike, and (iv) the "ex-
centric" (Linda Hutcheon's ternm) or the marginalised position
occupied by the New Literatures in English in relation to the
mai nstream British, American and European literatures. For
exanpl e, Australian—€anadi an studies, both individual and
conparative, have repeatedly focussed on concepts such as the
confrontation with alien |andscapes, ‘colonial cringe’ (A.A.
Phillips’ term, ‘garrison mentality’ (Northrop Frye’sphrase),
pri son-paradi se syndrone, two solitudes and mateshi p. Thus, the
dom nant critical trend is to use the above-nentioned factors as
identity markers specific to a nation or culture and to enphasi se
the regional affinities of the witers. Wuat is needed therefore,
Is to nove beyond such commonly held critical opinions regarding

cultures and provide "a broader base for investigating theoreti-

cal questions" (The Enpire Wites Back 161) as also to devel op

"nore conprehensive conparative nodels which argue for features
such as hybridity and syncreticity as constitutive elenents of

all post-colonial literatures” (The Enpire Wites Back 15). In

his article "Reading for Resistance in the Post-col onial



Literatures,” Stephen slemon commeaits on the advantage of the
above-mentioned method by citing Diana Brydon's wok on English-
Canadian rewritings of The Tenped as example and to quote him:

. .- [In Brydon's study] Canadian literature texts are
assumed to be capable of reflecting a specific lived
experience, and yet they are seen to do so through a
cross-cultural and comparative framework that registers
their difference not only from the imperial pre-text
but also from their reiteration in another post- colo-
nial culture (in A Shaping of Connections 105) .

My study follows the aforesaid method. Thus, Patrick White ad
Margaret Laurence are not merely studied for their respective
Australianness or Canadianness but tow such identities influence
their portrayal of certain concerns which they share.

The representativeness of both the writers aside, there have
been considerable critical debates about the differences in the
cultural, socio-political and literary developments of the two
countries. As Diana Brydon rightly remarks, while precise docu-
mentation and examination of parallels and analogies ney be a
futile exercise, "by defining theam one against the other," we ney
examine "wha they share and where they diverge" (YAustralian
Literature and the Canadian Comparison” 155) . For instance,
though both the countries have been products of the colonial
experience, they have worked out different solutions. This idea
ney be illustrated by comparing the evolution of the two
societies. As Claude Bissell remarks, "Australians were conscious
of themselves as Australians belonging to a distinctive society
a a time when Canadians were only venturing to speculate about

the emergence of a national feeling” A Gxanmmn Ancestry:



Literature in Australia and canada" 138). However, as Bissell

points out, such contrasts nay be seen as a case similar to

Sanuel Butler's Erewhon where the hero notices that "all things
were generically the sane as [at hone], the differences being of
species only" (133).

In spite of the shared col onial experience, fornmulating a
cogent conparative criticism for the post-colonial literatures
seens a form dable task, for there are nunmerous "variations
between and within cultures.” Syd Harrex and (Quy Amirthanayagam
("Introduction: Notes Towards a Conparative Cross-Cultural Citi-
cisnf) are of the viewthat "the lesson of India, with its happy
or unhappy knack ... of enbracing contradiction, perhaps offers
one avenue of approach to the conparative critic" (22) . In her
essay, "Australian Literature and the Canadi an Conparison,” D ana
Brydon considers it worthwhile to "study what has been witten,
and its critical reception, fromwthin an interdisciplinary
framewor k" (155). Affirming the same idea, N ck WIkinson ("A
Met hodol ogy for the Conparative Study of Commonwealth Litera-
ture") calls for a developnent of "critical tools which enbrace
the enornmous diversity of background® and "capable of transcend-
ing the limtations of culture and race" (33).

Thus, the first task before the conparative critic is the
need to openly discuss the simlarities and differences alike of
the witers and works concerned. G llian Beer highlights the need
for such an "inquisitorial" study (69) of wonmen in the works of
male and female witers in her article "Representing Whnen: Re-
presenting the Past." She points out howthe differential reading

enabl es readers to "specify" differences as also "to chall enge



any notion of a sustained arc of progress in representing wonen,
it wll challenge also the notion of a stable archetypal order™
and prevent any "internalisation of gender constructions" (65) .
Anot her consideration seens to be the avoi dance of the hegenony
of Western critical theories. One way of doing this is by
adapting the concepts in accordance with the situations (in this
case, literary texts). Thus, no one critical stance is all-
enconpassing. As Helen Tiffin rightly remarks, "much contenporary
theory, whatever its origin, offers us very useful insights if we
sei ze them and nake them over; interrogate their assunptions and

bi ases before we enploy them" (in A Shaping of Connections 125).

Fem ni st and post-colonialist theories have to be re-defined in
the context of different cultures even wthin the post-colonial
situation. For instance, Patrick VWhite and Margaret Laurence
depict their characters within nal e-dom nated societies. Though
the femal e protagoni sts undertake quests for identities beyond
those defined by famlial or social roles, the fundanental thrust
IS not on "power politics" but on the spiritual/psychol ogical

guests to identify the self for oneself. Thus, an in toto

application of the Inages of Wnman criticism (or any one fem ni st
nodel) wll not reveal the varied nuances of the texts and
characters. stating a simlar idea, D ana Brydon concl udes thus:
"I'"'mnot saying we nust * forget Foucault’ (if such a thing were
possi ble), but | amsaying that Foucault cannot be applied to the
new literatures in English |like a bandage to a wounded Empire"

(in A Shaping of connections 90) . Arguably, the use of

interdisciplinary nodels may also entail a simlar hegenony. An



eclectic and open approach to the texts and nodels alike may be
of help in avoiding this trap. Brydon identifies two nmethods to
approach various theories. One nmethod "starts with experience and
wor ks outward to understand the ideol ogi cal underpinnings of that

experience" (in a Shaping of Connections 96) and the other

"stresses certain basic simlarities in order to understand

di fferences” (in A Shaping of Connections 97). Both nethods have

their advantages and limtations. Thus, "the challenge is to
negotiate the path between the excessive fragmentation of =
narrow y specialised focus and the ‘grand synthesis' of theories

that effectively silence furthex questionings" (in A Shaping of

Connections 98). In this thesis, | have conbined both the nethods

mentioned above. Thus, the focus is mainly on the text and the
inmplications that arise fromthe text. Were a particul ar nodel
has been adapted, it is to reinforce the ideas found in the texts
and to use the nodel as a common base to explore the differences
between the texts and the witers. For instance, the Chapter on
Sel f-Real i sati on uses sonme concepts underlying Vedanta and
Exi stentialism The Vedantic concepts highlight the active
participation of the reader (an Indian) within the text and offer
fresh interpretation. But, here, the use of existentialist ideas
does not include the attendant nihilismthat is central to this
phi | osophi cal thought. Further, the link between Vedanta and
Exi stentialismis brought out by using sone of the ideas of the
phil osopher, J. XKrishnamurti. Simlarly, the Chapter on
I ndi vi duation of Wonen uses sone of the concepts of Carl Jung.
Wiile femnist studies of wonen focus on Freudian theories, here,

an attenpt is made to show the suitability of the Jungi an theory.



Further, Jung's concepts have been used not merely as
psychoanalytic tools for a thematic study, but to examine the
underlying structure of the quest shared by the protagonists agd
which can be discerned in the Jungian theory.

Let us mw consider the choice of writers in some detail.
There is a wide range of critical readings on the works of White
ad Laurence individually. Therefore, this thesis is not so nmudh
an attempt to identify rewn themes or techniques in the works
(though, this has been done to a certain extent in Chapters
Three, Four anrd Five), but to examine lhow the two writers share
ome aonmmon preoccupations. However, the differences in
perceptions and presentations have to be borne in mind. Before
discussing the preoccupations underlying the fictional matrix of
the two writers which justify my choice and which forms the man
body of this thesis, it is worthwhile to examine the shared
position of the two writers within the post-colonial context axd
in relation to feminism.

The emargence of post-colonial literatures is broadly maked
by three Gtages: (i) colonial (imitation), (ii) nationalist
(rebellion) ad (iii) post-colonial (assimilation). By virtue of
their life gspan, years spent abroad and their views on writing,
White and Laurence fit into the third category, thus assimilating
what is available outside their om cultures. Patrick White
(1912-1990) has the European tradition open to him through his
education in England and his travels to France, Gemaly axd
Greece. Margaret Laurence (1928-1987) has the advantage of

staying in England and travelling to Somaliland and Ghana The



African years have gven her a first hand experience of what it
means to be a go-between in the colonial situation. Also,
educationally, their common background is English and European
literatures. (In fact, Laurence has commaited on her literary
background and states low the only Canadian novel she read wes
Sinclair Ross As For Me and My Hous®) . Arguably, both White ad
Laurence are writing in response and resistance to English
literary genres and conventions.

Further, in their approaches to writing, both White ad
Laurence avoid the extremes of viewing the post-colonial text
either as a "‘natural’ reflection of post-colonial social

reality” or as a '"reactive mechanigan” to colonial discourse

(Stephen slemon in A Shaping of Connections 107) . In their

fiction, both writers are engaged in the creation of a rewv
reality whidh is in complementary (nhot contradictory) relation to
both the colonial resistance axd post-colonial ex-centricity ad
which is beyond the basic binaries--self/other, black/white,
centre/periphery etc.--inherent in the other two categories. The
reality underlying the novels and the vision embraced by the
artists afford a comfortable coexistence of past and present,
history and fiction, indigene and settler in their fiction. Sudh
an attitude enables the two writers to move beyond the
constraints of national, cultural and sexual identities. Thus,
the national (regional) markers are used to present a larger
shame of things. This idea will be elaborated in the concluding
Chapter whare an overview of this idea in relation to the entire

fictional range of the two writers will be examined.
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Since this thesis is a study of women in the fiction of
white and Laurence, a brief account of the feminist affiliations
of the two witers is appropriate. Both Wiite and Laurence seem
to enphasise the idea which is described by Robin Matthews as
“the liberation of wonmen [which] is not a liberation into ‘free’
rejection of nmen, community, and nation, but into a state of
i ncreased equality and harnmony with nen and a humani zed and
| i berated participation in community and nation" (Canadi an

Literature: Surrender or Revolution 139). In his essay, "Politics

and A Jest of God." Kenneth Janes Hughes remarks that "Laurence

IS a liberationist, not sinply a women’s |iberationist” (46).
This remark finds its echo in Wite's defense against the charge

that he is a msogynist in his autobiography, Flaws in the d ass:

In Iife | have known far nore adm rable women than
adm rabl e nen. Those who have read ny novels attentive-
ly, not just glanced through one or two of the nore
controversial at a tinme when they were conversa- tiona
fodder for dinner parties, nust surely have seen this.
O course, ny wonen are flawed because they are also
human beings ... (252).

These remarks are pertinent to ny study because the netaphysica
and spiritual aspects of the quests do not involve the battle of
sexes. The point | wish to nmake is that at the preci se nonent of
self-realisation (in the netaphysical sense), sex and gender
di stinctions cease to exist. This assertion can be tested in the
simlar quality of the nmonents of illum nation experienced by the
mal e protagonists in Wite's novels. The quest for self-realisa-
tion involves the paring away of the superficial |ayers of
exi stence (including sex and gender roles) by both nen and wonen

alike. The inplications of this break away novenent are very well
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captured in the following statement of Laurence quoted in

Mar garet Atwood’s essay "Face to Face":

| am 90% in agreenent with Wnen's Lib. But | think we
have to be careful here ... for instance, | don't think
enough attention has been paid to the probl ens men have
and are going to have increasingly because of the
changes taking place in wonen. Men have to be reeduca-
ted with the mninum of danage to them These are our

husbands, our sons, our lovers ... we can't live with-
out them and we can't go to war against them The
change nust l|iberate themas well (in George Wodcock

ed. APlace to Stand On 23).

Commenting on the strong wonen and weak men characters in his
novels, Wite concludes that "wonen are certainly nore interest-
ing" even without the shrillness of radical femnism (Flaws in
the d ass 130) .

However, White and Laurence nmay be ternmed femnists in the
creation of wonen who are not stereotypical images |ike Angel in
the House, She-Devil, devoted spouse, beautiful tenptress,
heal i ng Madonna or seductive siren-like destroyer. Thus, we cone
across positive portrayals of wonen who are spinsters, intellec-
tuals and artists. Both Wiite and Laurence dramati se "how a wonan
finds the fullest possible expression of her personality by
transcendi ng the conventional barriers of sex." Their fiction, in
P.P. sSharma’s words, explicates "the distinction between what
wonren are and what they are nade to |ook |ike" ("Fom Stereotype
to Authentic Sel fhood: Changing | mages of Wonen" 3). The interest
of the two witers in sexual politics is limted to viewng it as
“"the dialectical struggle between the two sides of the self
[which] is the fundanental rhythm of human exi stence" (Veronica

Brady in Wio is She? Inmages of Woman in Australian Fiction 180) .
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While Laurence insists on a proper understanding of the
other half of humanity, White constantly strives to present an
androgynous vision. In Patrick white, the culmination of the
androgynous ideal can be found in the figure of the transvestite

ETwyborn in The Twyborn Affair. In his autobiography, Faws in

the Glass, White states that the best personality emerges "from
the masculine principle in ... worman, the feminine in ... nma
(155). However, there is a notable difference in emphasis.
Wherees White stresses the ideal combination of the masculine and
feminine, Laurence focusses on waran and the feminine even while
emphasizing the need to understand men and the masculine
principle. Though White anrd Laurence break dom barriers of sex
and gender by using different methods, they attempt to present
"the whole of experience” which is described by David Malouf as
"the mystery of what we have not yet become' (qtd. in SA.
Ramsey's *"The Twybom Affair”: "the beginning in an end' or "the
end of a beginning"’ 89) . White and Laurence refer to the
condition Mdouf talks of as "pureness of being® and "mystery at
the core of life" respectively and this is the goa towards which
the quests of the femde protagonists are directed.

There are certain other preoccupations/themes which contri-
bute to the quest for self-realisation and which also form the
basis of comparison of the two writers. Let us examine these
ideas in some detail. To begin with, amost all the protagonists
are portrayed as "ordinary” waren with a potential to assert
their individuality. This idea subscribes to White's statement in

"The Prodigal Son" about his attempts "to discover the extra-



14

ordi nary behind the ordinary" (Patrick Wiite Speaks 15) . Echoi ng

this idea is dara Thomas’ Statenent about Laurence's characteri-
sation where ‘an "ordinary" person is revealed as extraordi nary
by the power and imaginative range of [the] inner life' (in

CGeorge Wodcock's A Place to Stand On 100).

The novels are testinonies of the struggles faced by wonen
to define their individual selves within male-dom nated cul tures.
Both White and Laurence at times use subversive nmethods to
guestion the prevalent nyths which are "nale oriented." However,
there is a slight difference in presentation. In Wite's fiction,
the novenent away from society is glaring whereas in Laurence's
fiction, wonmen seemto work within social restrictions. The
quests for individual identity are marked by the conflict between
the inner and the outer selves (true and false selves) of the
protagonists. Fromthis initial conflict arises dualities which
are neatly summed up by John colmer as those between freedom and
conformty, "mnd and body, matter and spirit, nale and fenal e,
the individual and society, tinme and eternity, the Wrd and the
Fl esh, the w sdom of silence and the folly of speech” (Ron

Shepherd and K Singh ed. Patrick White: A Critical Symposium

71). While the dichotony between outer and inner selves has
recei ved considerable critical attention, it is interesting to
study the forging of synthesis between the two aspects by the two
writers. According to Carol Christ, "wonen's quest seeks a
whol eness that unites the dualisnms ... which have plagued Western

consci ousness" (D ving Deep and Surfacing 8). Such a stance

offers fresh insights. For instance, a visionary in Wiite and

Laurence is presented al nost always as an outcast or an outsider.
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Such withdrawal s mark the alienation of the individual from
society which entails a certain existential anguish of isolation
as also a breakdown of communication. Both the witers present
their characters as adopting values which are different from
those of the society they live in and as rejecting the conmonly
accepted social values. Wite enphasises the aspect of alienation
forcefully, thus inviting the comment that he is a m santhropi st
(cited in John Beston's "The Effect of Alienation on the Thenes
and Characters of Patrick Wiite and Janet Franme" 133). Laurence
stresses the breakdown of communication even while calling for

the need to reach out to other individuals. (She comments on this

aspect of Chinua Achebe’s novels in her book, Long Druns and
Canons) . Wiile it is true that alnost all the protagonists
wi thdraw from society, their rebellion against social conventions
I's not a negative phenonenon because it serves as an occasion for
the protagonists to understand thensel ves. [For instance, the
visionary nonents of Laurence's protagonists (Eg. Rachel's

speaking in tongues in A Jest of CGod and Stacey's apocal yptic

visions in The Fire-Dwellers) are nornalised in the narratives.]

Such a reading enables one to defend the statenment that White is
a msanthropist (for exanple) as also study the attenpts made by
the witers to forge a synthesis between the binaries. A direct
consequence of this is the acceptance and return of sone of the
protagonists to their roles within society. Wile almost all the
heroines in Laurence's fiction reach this stage of acceptance, in

White such reconciliation is evident fromRi ders in the Chari ot

and The Eye of the Stormonwards. Thus, the "inner" quest is not
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so nmuch an alternative to existing reality which entails a
certain break or schism from the outer reality. The quest
provides an extra-dinension to existing reality and offers scope
for continual additions to the avail able experiences. Echoing a

simlar idea in her book, D ving Deep and Surfacina. Carol OChri st

points out that wonen's quest offers suggestions for social
change and "looks forward to the realization of spiritual insight
in social reality--the integration of spiritual and socia
gquests" (14).

The quest for self-realisation is marked by the protago-
nists’ urge to be free. In the fictional context of the two
witers, *freedom does not inply political freedombut has a

broader inplication which enconpasses the netaphysical dinension

as well. citing "Godman’s Master" (The Tomorrow- Tamer
collection) , Laurence remarks that freedom neans "the individua
comng to terns with his own past and with hinself, accepting his
limtations and going on fromthere, however terrified he nmay
be... . This kind of inner freedom has been a continui ng thene"

(in Donald Caneron ed. Conversations with Canadi an Novelists 98).

Thus, freedomis not nerely the escape from assigned roles but a
kind of inner freedomwhich is spiritual and psychol ogical. The
gquest to be free and to realise the self necessitates the need to
make a choice and take the responsibility for it. Along wth
t hese existential thoughts, Wite and Laurence stress on the need
for "humlity, sinmplicity and suffering” as the essenti al
conditions for self-realisation. These ideas will be el aborated

in the Chapter on Self-Realisation.
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The quests undertaken by almost all the protagonists revea
one characteristic trait shared by themi.e., their instinct for
survival. As Laurence puts it, survival does not nean "just
physi cal survival, but the preservation of sone human dignity and
in the end sonme human warnth and ability to reach out and touch
others" (in A Place to Stand On 18). It was A D. Hope who dero-
gatorily portrayed Australians as ‘the |last nmen whose boast is
not of living but surviving.’ But a deeper thinking reveals the
triunph involved in surviving the odds posed by the alien envi-
ronment and restrictive society. The struggle for survival itself
seens to enhance the quality of Iiving.

The quest for self-realisation is marked by certain shared
traits of the protagonists viz., their questioning of accepted
soci al values, wthdrawal from society, urge to be free and the
instinct for survival. Alnost all these concerns can be discerned
in the entire fictional range of the two witers. However, only
sone of the novels will be taken up for detailed analysis in the

thesis. They are: The Aunt’s Story (1948), Voss (1957), R ders in

the Chariot (1961), The Eye of the Storm (1973), A Fringe of

Leaves (1976), The Twyborn Affair (1979) and Menoirs of Many in

One (1986) by Patrick Wiite and The Stone Angel (1964), A Jest of

God (1966), The Fire-Dwellers (1969), The D viners (1974) and the

short story collection ABird in the House (1970) (which will be

treated as a unified whole) by Margaret Laurence. The reasons for
this selection are as foll ows:

(i) This selection focusses on fiction with fenal e protagonists

and where wonen share the lead roles with men as in Voss and

R ders in the Chariot. This focus excludes: (a) novels with male
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protagoni sts (Eg., The Tree of Man and The Vivisector) though

there are sone powerful and well-delineated fenale characters in
these works and (b) novels which focus on the femnine elenent in

men. For instance, Arthur Brown in The Solid Mandal a is presented

as the femnine counterpart of Wl do.
(i1) The texts where other concerns dom nate have been |eft out.

Laurence's African fiction (This Side Jordan and The Tonorrow-

Tamer and Other Stories) also deals with thenes such as freedom

and survival but their focus is limted to the col oni al
predi canent. Though this aspect has not been devel oped in the
thesis, the roles played by the natives in the Iives and quests
of the protagonists will be exam ned. Were these works echo the
| ater works, cross-references Wl|l be made. In the analysis of
Wiite's works, a detailed account of the male visionaries wll
not be included. However, conparisons and contrasts wll be made
at appropriate points.

(ii1) The gallery of wonen in the works of both the witers is
exceedingly large. The m nor characters have been included only
as points of conparison or contrast. For instance, the socially
successful wonen will be discussed as providing foils to the
protagonists (Eg., Belle Bonner to Laura, Fanny to Theodora and
G ace to Rachel). Sone characters will be studied as juxtaposi-
tions or helpers of the protagonists. Exanples include Rose
Portion's role in Laura's quest and Calla's role in Rachel's
life. Sonmetines a group of mnor characters conme under the
influence of the main characters. The influence of Elizabeth

Hunter on Sister de Santis, Flora Manhood and Lotte Lippmann may
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be cited as an exanple. This also includes the roles played by
men IN the lives of the protagonists. Thus, several nen in
Morag’'s life figure as aninus images and diviners. They are

Christie Logan, Jules Tonnerre, Brooke Skelton, Dan McRaith and

Royl and.

The plan of the thesis is as foll ows:

In the First Chapter "women in Famlial Roles," the

protagonists will be analysed in ternms of their roles within the
famly as daughters, lovers, w ves and nothers. The nmain ai m of
the chapter will be to analyse the conflict arising out of the
‘real’ selves of the protagonists as against their fixed roles in
the famly.

In order to break free of the famlial restrictions, sone of
the protagonists take on roles as teachers and artists. The

Second Chapter. "women in Social Roles" will elaborate this idea.

The metafictional possibilities arising out of the portrayal of
characters as artists will also be exam ned. The focus of the
chapter will be a study of the identity crisis arising out of the
conflict between personal and social roles.

The Third Chapter. "Wnen and the Quest for Self-Realisa-

tion' is divided into two major sections. The first Section
"Against Religion" will discuss the various reactions of the
prot agoni sts (from acceptance to total disregard) to conventi onal
religion (Christianity) . This Section has been included to
enphasi se the distinction between religiosity and spirituality,
made by the witers and characters. The second Section on self-

realisation will study the spiritual and religious implications
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of the quests. The set of frames used in the chapter include some

aspects of vedanta and Existentialism.

The Fourth Chapter w"Individuation of Wonen in Patrick Wite

and Margaret Laurence"” wll explore the self-awareness of the
protagonists in the Jungian sense. Apart fromtracing the use of
Jungi an ideas by the two witers, a comon structure found in the
quests will also be analysed. This analysis easily lends itself
to a study of the nythical and archetypal patterns inscribed in
t he quests.

Though thenmes and techniques are neatly dovetailed in the

fiction of the two witers, the Fifth Chapter will be devoted to

the study of hitherto unexplored techniques. This Chapter wll
anal yse two techniques which have been identified for this
pur pose and which highlight the thenmes explored in the rest of
the thesis. The concepts are Doubling and Time. (i) Doubling and
fragnentation include techniques like nultiple narrators, use of
masks, guises and disguises and mrror images. (ii) The circul ar
nature of Tinme and the co-existence of past, present and future
in the novels will be discussed in ternms of N cholas Berdyaev's
categories, the aboriginal notion of Alcheringa and Patricia
Tobin’s concept of tinme as a geneal ogical inperative. The tech-
ni ques explored will include nmenory as a node, flashback and
flashforward devices and the prol ogue-like opening chapters of

sone of the novels.



Chapter |

D spl aci ng Fi xed Gender ldentities-

VWnen in Famlial Rol es

this we were,

and these are the forces they had ranged against us,
and these are the forces we had ranged wi thin us,
within us and against us, against us and within us.

(Adrienne Rich. "Twenty-(One Love Poens")
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| nt roducti on

This Chapter attenpts to study wonen protagonists in the
fiction of Patrick White and Margaret Laurence in the context of
their roles within the famly. For the sake of convenience, this
chapter has been divided into four sections dealing with
different roles of wonen as daughters, |overs, w ves and mothers.
This is done to facilitate easy conparison between the characters
and the witers. This sort of a division resenbles the "I nages
of Women" approach, the nost fertile branch of fem nist
criticism Quoting Cheri Register, Toril Mi defines the "inmages
of wonmen" approach as "the study of female stereotypes” and
criticises the "creation of ‘unreal’ female characters"” by

witers of both the sexes (Sexual/Textual Politics 42-3). Such a

study enables critical analysis of the preval ent nyths about
women in society and, what Rosemarie Tong calls, the
“socialization of woman into passive, or fem nine, roles"

(Fem ni st Thought: A Conprehensive Introduction 206). However,

this approach is used here to study "independent, odd, often
difficult wonen who had defied the expectations of gheir society
as to what a woman's role should be" (Phyllis Edelson. "The
Hat chi ng Process"” 229). The fenmale protagonists in Wite and
Laurence are "outstanding in intellect and spirit" and "defy, the
boundaries of their assigned ... roles" (Edelson 229) . The norm
breaking is a way by which these wonen di scover their individua

sel ves. By accepting responsibility and by taking charge of

their lives, these wonen approach the ideal of "self-actualizing"
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(Toril Moi 47).1 Let ws now consider the various roles played by

t he women protagoni sts.

As Daughters

The not her-daughter rel ationship assunmes great inmportance in
the fiction of the two writers. In the absence of strong
‘father’ figures (with notable exceptions |Iike Jason Currie and
G andf at her Connor), there is a direct confrontation or reconci-
l'iation between the daughters and nothers. More often than not,
the socially well-adapted and successful children (who are
physically attractive and who make good marri ages) are favoured
by their nothers. Hence, the protagoni sts when they assune the
rol es of daughters, often nove away fromtheir nmothers. This
study will exam ne their roles as daughters in terns of the
differentiation nade between the sisters, confrontation with the
parent and the successful understanding gained by sone of the
protagonists.

There are two sets of sister-figures that can be taken up
for study. Theodora and Fanny are the two daughters in The

Aunt's Story. Ms. Goodnman, the nother, repeatedly points out

the differences between the sisters. | nstances of this abound in

t he novel.

Once there were the new dresses that were put on for
Mot her's sake. ‘oh,' she cried, ‘Fanny, ny roses, ny

roses, you are very pretty.' Because Fanny was as pink
and white as roses in the new dress. ‘And Theo,' she
said, ‘all dressed up. Well, well. But | don't think
we'll let you wear yell ow again, because it doesn't

suit, even in a sash. It turns you sallow (AS 27) .
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Such a razor-sharp criticismis constantly voiced by Ms.
Goodman. Conparisons extend to all spheres. For instance, ‘The
piano is not for Theodora,' Mdther sighed, ‘Fanny is the nusical

one’ (as 28) and while introducing the two girls to M. Huntly

Clarkson:
‘oh, and this is ny daughter Theodora,’ Ms. Goodman
had said. ‘of course, you wll know ny younger girl,
Fanny Parrott. At her mother-in-law’s. Fanny is a

great favourite. Wth everyone’ (AS 99) .

considering Fanny has married Frank Parrott, Theodora's ex-suitor
and considering Huntly Carkson is Theodora's present suitor,
this is too harsh a corment on one's own daughter. This also
proves that Ms. Goodman is not able to see beneath the skin of
superficialities. Patrick Wite enphasises the difference in
their spiritual selves. Fanny catches the col our of the rose
externally in her skin but Theodora is able to take into account
the pale grub at the heart of the rose as part of the garden
whereas Fanny hates it as ‘horrid and beastly’ (AS 22). Wite
here places Theodora at the core of existence by associating her
with the pale grub whereas people like Fanny remain at its
fringes. Wen the children grow up, Fanny is conventionally
married to Frank Parrott and remains frozen at the age of
eighteen like Belle Bonner in Voss. In spite of the differen-
tiation, it is Theodora who nurses her nother while Fanny stays
at a safe distance witing polite letters.

In his article, "Love and Sex in a Staid Spinster: ©‘The
Aunt's Story'," John Beston nmakes an interesting conment that
Ms. Goodman's constant criticisns of Theodora deny "her any

femnine grace." Further, her father's coment that ‘Theo should
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have been a boy’ prevents her from "attaining a clear sexual
identity" (24). Theodora's rebellion agai nst her nother takes
the form of consciously rejecting the two suitors, Frank Parrott
and Huntly Clarkson. The incidents which effect this will be
dealt with in the section on wonen as |overs. Her stance agai nst
her nother al so becones evident when Theodora contenplates to

kKill her nmother with a silver paper knife.

Simlarly, in Margaret Laurence's A Jest of God. May Caneron

constantly conpares Rachel with her sister Stacey, well-married

and a nother of four Kkids. Stacey, Ilike Fanny in The Aunt’s
Story, stays at a distance fromher nother and only wites polite
letters. The only difference is that Laurence makes it a point to

show the difficulties faced by Stacey in The Fire-Dwellers.

Rachel and Stacey maintain a nmutual admration for each other and
the di stance between them aids this. Rachel, confused about
taking a decision about her suspected pregnancy, feels that
Stacey would know what to do in Rachel's position. Stacey, on
the other hand, faced by all sorts of famlial problens, feels
that Rachel is clever in avoiding all these entangl enents.

Ms. Caneron, Rachel's nother, is bound by her vanities in
costume, appearance and bridge parties. She is also a
hypochondriac who cites her weak heart in order to gain Rachel's
synpathy and attention. As dara Thomas rightly points out,

These and the dependence and servitude of her daughter
are all she has, and to themshe clings with every pl oy

that cunning, born of self-indulgence and a real and
desperate need ... (The Manawaka Worl d of Margaret

Laurence 78) .

For instance, on one night of the bridge party, when Rachel

decides to go out with Nick, she tries her best to stop Rachel
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from goi ng:

‘Well, dear, you do what you think best. I"d never
suggest you shouldn't go. Only, on a bridge night--
well, never mnd we'll just have to stop playing wile

| do the serving, that's ali1’ (JG 100).

Unl i ke Theodora and Fanny, Stacey and Rachel maintain a remark-
abl e understanding. This is evident in their descriptions of
their nother. Wile Rachel pictures her nother as "a sinpering
puce- nmout hed madonna, " Stacey recalls her nother's "whining eyes"
and the "long suffering"” attitude "that never tired of saying how
ot hers ought to be."

If Theodora and Rachel are in perpetual confrontations wth

their nmothers, Mary Hare in Riders in the Chariot has problens

with her father. He despises her ugliness. But he hates her
nore for her insight into things: "he [Mary's father] had
forgiven her for the crinme of being, it was doubtful whether he
woul d ever forgive her for that of seeing”" (Rc 36) . She
understands the nystery of nature though she cannot express it in
words. As she herself puts it succinctly,

‘But the truth is what | understand. Not in words. I

have not the gift for words. But know. ' The abstrac-

t1 ons nade her shiver. [T she could have touched sone-
t hi ng—moss, for instance--or smelled the snell of

bur ni ng wood (RC 36. enphasis added).

Her not her understands Mary's position and tries her best to ease
the situation. Her efforts to bring together her cousin Eustace
G eugh and Mary is one such attenpt. Mary's father understands
her, as in the instance when he asks her about ‘the riders in the
chariot.' But even here, he despises her for not telling himand

thus refusing to share her secret with him
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| f Theodora is guilty of contemplating murder, Mary is
guilty of nmurder, though not in a direct way. This occurs, in
t he novel, when Mary cannot bring herself to save her father who
Is drowning in the pond. The only explanation that can be given
is that her relationship with nature is based nore on under st and-
ing than her relationship with human beings. As Mary Hare puts
it:
‘' ... | believe in what | see, and what | cannot see.
| believe in a thunderstorm and wet grass, and patches
of light, and stillness. There is such a variety of
good. On earth. And everywhere' (RC 58) .
This passage about her relationship with nature is transcen-
dental. The only persons with whom she strikes a harnonious
rel ati onship are Mordecai H melfarb and Ms. Godbol d.

In Margaret Laurence's The Stone Angel, Hagar is the only

daughter of Jason Currie. As a sister, her targets of contenpt
are her two brothers, Mtt and Dan. She inherits her pride,
st ubbornness and tough-m ndedness from her father whereas her
brothers are frail |ike her dead nother. Hagar thus shares her
father's sentinments though she rebels against them and is in
direct confrontation with her father. Expanding this idea, Cathy
N. Davi dson observes that ‘Jason Currie could not respect his
"“sensitive" sons and |lanented that Hagar, the "son" he should
have had, was born a girl" ("Past and Perspective in Margaret

Laurence's The Stone Angel" 64).2 she concludes by pointing out

that the love-hate relationship that Hagar has with her father
and the "adult anbivalence is a natural outcone of a chil dhood
during which Hagar was praised for her ‘masculine’ qualities but

condemed for not being a boy" (Cathy N. Davidson 69). Thus,
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Hagar shares the ambivalence of gender roles wth Theodora.

Hagar goes to the Toronto Acadeny for young ladies in order
to acquire all femnine attributes |like "embrodiery, and French
and nenu-planning for a five-course meal, and poetry, ... and the
nost becom ng way of dressing [her] hair" (SA 42-3). Her father
plans all this to nmake her a good hostess and a good upper-cl ass
wife. She rebels against this first by wanting to becone a
teacher and l|ater by marrying Bram and thus marrying beneath her
st at us.

That these femnine qualities are only superficial becones
evident through another incident early in the novel. Wen Dan is
delirious with fever and dying, Mitt wants Hagar to put on their
not her's shawl and nake death |ess painful for Dan. Matt asks
her to pretend as their conforting nother who is |ong dead when
Dan was only four years old. Hagar refuses by saying,

But all | could think of was that nmeek worman |'d never
From whom he-d | nher | ted a frailty | could not help but
det est, however nmuch a part of ne wanted to synpat hi ze.
To play at being her--it was beyond ne... . | was ....
unable to do it, unable to bend enough (SA 25).
This refusal may be interpreted in two ways: (i) her pride does
not allow her (a strong person) to stoop to the |evel of her
feeble nother who died in childbirth; (ii) like her father and
nost people of his generation, death to her, is a subject which
shoul d not be spoken of or confronted directly. Followng this,
she wishes to maintain a safe distance. Al so, she does not want
to show openly her mark of weakness (sorrow and tears) and her

fear of death. This attitude marks her reactions to the deaths

of Bram and John later in the novel. This is also evident in her
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reactions to the scene at the dump when Lottie Drieser Kills the
new-born chicks in an effort to reduce their suffering and the
scene where L ottie establishes her strength by touching the deed
child at the mortuary. These two instances ¢how Hagar'’s
vulnerability as also her weakness against a mightier power in
the person of Lottie Drieser.

In A Bird in the House Vanessas confrontation is not with
her parents but with her maternal grandfather. Vanessa rebels
against his authoritarianism. Instances for this will be taken
up in the subsequent sections. Let us consider briefly the kind
of modd presented to the young Vanessa by the other waren in the
text. Hden M. Buss comprehengvdy ans up and to quote her:

While Beth and BEdma represent two potentially positive but

imprisoned versions of womenhood, the two grand- mother

figures can be seen as the two traditional modes by which

waren adgpt and hide their true selves (Mother and Daughter
Relationships in the Mawawvska Woaks of Margaret L aurence

57).

The four older waren also pass on to Vanessa a "double message”
of the female/feminine as beautiful and as strong. Whae the
former is acceptable, the latter is criticised (Hden Buss 56).
Such varying models bring about the conflict in Vanessa's
relationships. Inversely, this factor helps in channelising her
perceptions into writing. This aspect will be examined in
greater detail in the Ssocond Chapter.

Unlike Theodora, May Hare, Hagar, or Rachel wio face
discords in their relationships with their parents, sore of the
protagonists acome to an understanding like VVanessa or some
maintain a good relationship with their parents like Ellen in

White's A Fringe of Leaves and Moag Gunn in Laurence's The
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pi Vi ners.
Though Vanessa does not oppose her nother as she does her

grandf at her, the moment of understanding occurs in the story
"Jericho's Brick Battlenents." Wen Vanessa protests against her

not her selling the MacLeod silver to get her to college, Beth

says:
"Wien | was your age," . "l got the highest marks
in the province in ny Iast year hi gh school. | guess 1
never told you that. | wanted to go to college. Your

grandfather didn't believe in education for wonen,
then" (BH 203).

Beth hopes to pave a future for Vanessa different from her own.
Vanessa understands that not she, but her nother has been the
victim of G andfather Connor's authoritarianism. Commenting on
this passage, Helen Buss detects the "tigress" in Beth that "the
noment of truth" has revealed (55). "Beth has been able to do for
her daughter what she was never able to do for herself: stand up

to her own father”" (Mther and Daughter Relationships in the

Manawaka Wor ks of Margaret Laurence 62) .

Vanessa perpetuates the sentinents of her nother by repeat-
ing to her children "the cliches of affection ... inherited from

her nother." "It’s a. poor family can't afford one |ady. Many

hands nmake light work. Let not the sun go down upon your w ath"

(BH 207). Simlarly, Vanessa realises that though she "had feared
and fought the old man [her Grandfather], yet he proclained
himself in ny veins"” (BH 207). Comrenting on the fact that
Vanessa does not visit her G-andfather's grave on her later visit

to Manawaka, Kent Thonpson in his "Review of ‘A Bird in the
House"! makes this perceptive observation that the enphasis "is
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not on what he stands for, his ideas, or least of all, hie
nmonunent. The enphasis is on G andfather Connor" (in A Place to

Stand On 235).

El l en Roxburgh in A Fringe of Leaves does not face any con-

flict wwth her parents even though she is forced to do hard
physical |abour in order to help the famly because her nother is
ill and her father takes to drinks. | nstead of her parents
hel pi ng and supporting her, she takes on the role of a protector.
Thi s individual, independent spirit extends to her relationship
W th Austin.

Despite the tough life Ellen leads on the farm (which |ater
helps Ellen in her sojourn with the aborigines), she never hates
her nother or father. As is evident in the narrator's conment,

it (the farm was all she knew. (Then she nust surely
have |oved her parents who, with herself, were insepa-
rable fromit, the three of themIliving at such close

3uarters you could hear one another's coughs, groans,
reans al nost anywhere inside the echoing house. ( FL
A L

2).
Such reliance on the physical intimcy alnost takes on an
I ncestuous tone. EHElen relates how when she was a young girl, her
father woul d stroke her cheeks "as though to learn the secrets of
her skin."™ On one occasion when she reprimands himhe sul ks. But
her own reaction is nore inportant. " ... shane told her she was
as much excited as disgusted® (FL 56). This reaction explains
Ellen's reliance on and perfect adaptation of the purely physical
exi stence with her brother-in-law Garnet, Jack Chance, the
convict and the aboriginal comunity. Patrick VWhite makes a
clear differentiation between Ellen's personality as a daughter

and as a wife--i.e., duyas and Roxbourgh personalities. It is
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the (3 uyas personality (daughter) with its romantic imagination
whi ch enables Ellen to endure life in the aboriginal tribe. It is
the conbination of the two personalities which |ater hel ps her
successful re-entry into civilisation.

Anot her feature of Ellen's personality becones evident in
her role as a daughter--i.e., her highly inmaginative mnd and its
fantasies. Hlen is fascinated by the castle of Tintagel and of
a prince who will come to marry her. The dreamis only partially
fulfilled when Austin offers to marry her and is conpleted during
Garnet's seduction and later during her near idyllic life wth

Jack Chance.
In The Diviners, Morag’s |life with her parents, Louise and

Colin Qunn, is recreated in the novel through six Snapshots. This
technique is used by Margaret Laurence to recall the past, which
i's done through Morag's thoughts about each photograph, about her
parents and of herself when she was a child. These Snapshots are
included in the first section of the novel entitled "R ver of Now

and Then." As the ol der Morag says, the Snapshots are "totems, or

contain a portion of mv spirit .... I keep the snapshots not for

what they show but for what is hidden in then (D 6) . The

Snapshots serve two purposes. One is to re-create the near
Edeni ¢ exi stence of Morag with her parents. Second, they show her
capacity to imgine and create things, which hel ps her as an
artist. Though the period covered by the Snapshots is very
brief, it shows the only tinme in her |ife when she has Ilived
within the confining limts of society. The other time, of

course, is during her life as Brooke Skelton’s w fe. In the
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period of the Snapshots, she is the only child of respectable
parents, her father being a farner. Al other details regarding
her father's pleasant and ever-smiling face and her mother’s
understanding in allowng her to sleep with the dog seem no nore
real than her creations Rosa Picardy, Peony, Bl ue-sky Mdther or

Add Forty-Nine. In her own words:

They r[her parents] renain shadows. Two sepia shadows on
an ol d snapshot, two barely noving shadows in ny head,
shadows whose few remmining words and acts I have
invented. Perhaps I only want thelir foragiveness for
having forgotten them X renenber their deaths, but not
their Tives. Yet they're inside me, flowing unknown in
ny bl ood and novi ng unrecogni zed in ny skull (p 18-9).

The end of Morag’s life on the farm and the beginning of her
life with Logans is conveyed through the first Memorybank novie
entitled "Once Upon a Tinme There Was... ." W |earn that both
@Qunns are dead with infantile paralysis. Christie Logan, because
of his friendship with Colin Qunn during the war, offers to adopt
Morag. Her parents’ death shatters her innocent idyllic world
and also alters her notions of God as is evident in the
narrator's statenment: "Mrrag is talking in her head to God.
Telling Hmit was all his fault and this is why she is so nad at
him Because He is no good, is why." (D 17).

Along with nmaking the Logans outcasts, Laurence also nakes
them physically grotesque. Prin, short for Princess, is fat and
| azy, eating jelly doughnuts. Christie with his sandy hair,
Adami s apple and missing front tooth is the joker for the
children of the towmn. But he also teaches Mrag, the advantages

of the divining insight. He is, in fact, the first diviner in

t he novel.
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"By their garbage shall ye know them" Christie yells,
| i ke a preacher, a clowny preacher... . They think
muck’s dirty. It's no more dirty than what's in their

heads. O mne (p 39) .
Conmenting on this passage, dara Thomas conpares Christie and
Prin to Archipelago and Doree in "The Perfuned Sea" and Godman
Pira in "Godman’s Master." Thomas observes that Laurence's

exaggeration "is a way of denonstrating that all flesh, young or

old, wugly or beautiful, is essentially incongruous to the

potential of the spirit within® (The Manawaka Wrld of Margar et
Laur ence 140) .

Initially Morag rejects and opposes everything Christie
stands for. But it is only by accepting Christie as her father
that Morag is able to recognise herself. In a way, Morag’s

witing of her novel Jonah aids this recognition. This aspect

will be treated in the next chapter. At Christie's deathbed,
Morag tells him "Christie--I used to fight a lot with you,
Christie, but you ve been ny father to me" (D 396). Christie's
reply that he is ‘blessed’ is interesting because it is Mrag who
has been granted the blessing of looking into her own past. Her
i nsi stence on the piper playing "The Flowers of the Forest" at
Christie's burial is her way of paying homage to him (This
resenbl es Vanessa's funeral service for her Gandnother Connor in
the presence of the canary). Mrag's acceptance of the Logan
heritage is also evident in her reply to Dan MRaith that

Christie's country is her country and his nyths her reality.
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As Lovers

Wnen playing the role of lovers in the fiction of Wiite and
Laurence can be classified under three categories. (i) Wnen,
whose |ove affairs enhance their own understanding |ike Vanessa
McLeod and Rachel Caneron, (ii) Wnen for whom | ove exists only
in a spiritual level |ike Theodora Goodman, Laura Trevel yan and
E. Twyborn and, (iii) Wnen, whose |love affairs are adul terous
extensions of their married lives as in the case of Elizabeth
Hunter, ElIlen Roxburgh, Stacey MacAindra and Morag Gunn. These
categories open up interesting possibilities. Wereas for the
first group, love aids in bringing together the body and m nd,
for the second group, love is supraphysical arising out of
fantasy. For the third group, affair hel ps in distinguishing |ove
fromlust. Let us now consider these categories in detail.

In ABird in the House, there are two instances of Vanessa's

|l ove affairs. More than the events thenselves, their signifi-
cance in aiding Vanessa's understandi ng becones nore inportant.
The first of these affairs occurs in the story "A Bird in the
House." Here, her love for an airman when she is seventeen during
the World War |l parallels her father's love of a French middle-
class girl during the War of 19109. Her realisation points out
her anxiety to get out of Mnawaka which only points out her
father's anxi ety when he was of her age. Vanessa burns the
| etter and the photograph of her father's lover in order to
prevent any tarnishing of his inage.

The second |love affair is between Vanessa and M chael, a

menber of the R C A F. training canp. Her grandfather treats
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Mchael with the same contenpt with which he treated Aunt Edna's
suitors earlier. However, it turns out that Mchael is narried.
| hated ny grandfather as | had never hated hi m before.
What | could not forgive was that he had been right,

unwittingly right, for I did not believe for one nonent
that he had really thought M chael was married (BH

202) .
Yet, this also marks her understanding of her nother and grand-
fat her whose advice, if not anything, cones fromtheir experience
of the world.

In A Jest of God. Rachel's affair with Nick Kazlick serves
to bring about a turn of events in the novel. Before the affair,
Rachel is bound by the norals of Manawaka society represented by
her nother, with her repetitions about "a woman’s noDSt precious
possession” (JG 89-90). For the nost part, Rachel mainly lives
i nside herself and breaks the social conventions only in her
dreans which are masturbatory in nature. For instance, in the
openi ng chapter of the novel, Rachel dreans of naking |love to a
handsome prince. The setting is either a distant forest or a

beach. The different features of the shadow prince are blurred.

She sees only his body distinctly, his shoulders and
arns deeply tanned, his belly flat and hard. He is
wearing only tight-fitting jeans and his swelling sex

shows (JG 18).
Rachel immediately checks herself by questioning whether she is
unbal anced or | aughabl e.
Touch and trust in the physical existence becones possible
to Rachel only during and after her relationship with N ck. As
Ronal d Labonte perceives, it is only during and after her affair

that she "rediscovers body and mnd as being one and the sane"

(in John Sorfleet ed. The Wrk of Margaret Laurence 167). For
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I nstance, when she thinks she knows nothi ng about Nick, her inner
voi ce sounds her true position: "Yet |'ve touched him touched
his face and his mouth. That's all | know of him his face, the
bones of his shoulders. That's not knowi ng very much" (JG 85) .
George Bowering's comments are perceptive on this point.
But she [Rachel] has to learn that touch can cone
before and lead towards knowing .... and even that
touch touches both ways, both people at once, so that

knowi ng yourself happens from the skin inward ("That
Fool of a Fear™ in A Place to Stand On 221).

This initial touch kindles in her the desire to know nore. "Then
| want ny hands to know everything about him the way the hair
grows in his arnpits, the curve of his bones at the hips, the
tight nuscles of his belly ... " (JG 104).

Bowering further observes that after her relationship with
Ni ck, her obscure sex-fantasies are replaced by dreans of herself
in bed with Nick. She overcones her initial problem of comunica-
tion by talking freely to Nck about their famlies. It is this

optimsm according to dara Thomas, that nakes Rachel

in a burst of self-confidence that follows her first
experi ence of physical release in |ove, she voices her
need for a child--his child (The Manawaka Worl d of

Mar garet Laurence 84) .

However, CM. MlLay views Rachel's plea as her desire to "escape
out of herself"” and "replace |loneliness" ("Every Man |Is An
Island” 60-1). Nck replies by saying "I'mnot God. | can't solve
anything" (JG 148). Further, he purposely del udes her by show ng
a phot ogr aph. Though Rachel is hurt beyond reason, at this
point, she l|liberates herself fromall possible constraints by
accepting the suspected pregnancy and the tunour as jests of God

to make fools of human beings. She al so understands the confines
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within which Nick is operating. Commenting on the whole
i ncident, Bowering traces the growth of Rachel. At first, Rache
|l ongs for the comforting presence of Nick. But | ater she

cultivates an intinmacy with calla and decides to break away from

the control of her nother. "There is confiding and confidence,
out side and i nside" (CGeorge Bowering in A Place to Stand On
222) .

Unl i ke Vanessa and Rachel, E Twyborn's attenpts to under-

stand the self through love in Wite's The Twborn Affair are

conplicated by his/her sexual anbiguity. Eddi e' s description of
hinself as a "pseudo-man-cum-crypto-woman" (TA 298) neatly
defines the gender confusion in the novel. However, it also helps
E. to try out different roles. In the first section, the reader
encounters Eudoxia as the ‘hetaira’ of Angel os Vatatzes, the |ast
survivor of the Byzantine heritage. Angelos fully creates "the
aesthetic version" of Eudoxia, that she reflects after Joanie
Col son's entry into their world that "nothing of me is mne, not
even the body | was given to inhabit, nor the disguises chosen
for it--... . The real E. has not yet been discovered, and
per haps never will be" (TA 79).

E.'s adoption of the masculine formin Part Il of the nove
adds to the conplication. Eddie's affair with Marcia Lushi ngton
only brings himnenories of his unusual relationship with his
not her . On the other hand, Don Prowse's rape, threatens his
het erosexual identity. E's avatar as Eadith Trist, the brothe
owner is a "novelette she enjoyed living" (TA 310). Eadith

manages quite successfully in creating a facade of an abbey out
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of her brothel. This is threatened by Lord G avenor's |ove for
her. She fears that G avenor "might have wecked the structure
of life by overstepping the limts set by fantasy" (TA 322) .
Eadith's disillusionnent that "the reality of |ove, which is
the core of reality itself, had eluded her" (TA 336) and her
resignation that "she was fated never to enter the lives of
ot hers, except vicariously. To enter, or to be entered: that
surely was the question in most lives" (TA 374) clearly
explicates the hono- and hetero- sexual anbiguities in her life.
To a certain extent, this anbiguity is resolved by Lord G avenor
who offers to accept her in whatever form she appears. Hi s
statenent that "[njen and wonen are not the sole nenbers of the
human hi erarchy” (TA 426) questions the restriction posed by
society. On the other hand, G avenor's remark--"‘Love’ IS an
exhausted word, and God has been expelled by those who know
better, but | offer you the one as proof that the other still
exi sts" (TA 426)--equates love with God and is affirmative of
the success in future. This, in turn, brings us to what Ingmar
Bj orksten rightly il dentifies as White's preference for
"charitable love--agape" over "physical love--eros™ (Patrick

VWhite: A General Introduction 54) which will be explored in the

fol | owi ng pages.

The conpassionate love is best expressed in the brief rela-
tionship between Mary Hare and her cousin, Eustace Cl eugh in

R ders in the Chariot. Ms. Hare tries to nake the best use of

her cousin's visit by arranging a ball. Miry dresses in silvery
white and wears her mother’s jewels and a bunch of "frail

fuchsia, and rank geranium and pinks, and camomile" (RC 29) .
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Before looking into the effect of such an event it is worthwhile
to conpare a similar dress worn by Belle Bonner in Voss which is
descri bed as highlighting her golden flesh. But here, though Mary
Is "dressed to kill, as one young fellow remarked, only it was
Mary who was kil l ed" (RC 28) . She becones aware of her own
grotesqueness which is further highlighted by the splendid
appearance and dance of M ss. Antill. Though di scarded and
i gnored by everyone, one nonent in the entire ball becones
significant for Mary and that is when she is the only one to
detect that Eustace hates to dance with Mss. Antill. Her
compl ete understanding of his position is evident in the
narrator's statenent: "He began to trenble. | f she had not
pitied, she mght have been shocked. But there had been nonents
when she had absol ved even her father frombeing a man" (RC 32).
Further, she also considers himnore as an individual and a hunan
being |ike any other creation of God. So, she responds to himas
an individual and not as a woman.
Then she touched the back of his hand, and he did not
withdraw. O course her skin told her inmediately that
she could have been a doa. but she was grateful to be
accepted if only in that form In fact, she woul d not

have thought of expecting nore, and nmercifully it had
never yet occured to her to think of herself as a wonan

(RC 32. enphasis added).

This submi ssive attitude is inportant because it characterises
her as a person since she adopts this ‘humility and simplicity’

in her surrender to nature al so.

In The Aunt’s Story, the four lover figures present various

possibilities. Whereas Frank Parrott and Huntly Clarkson

represent the eros aspect, Gen. Sokol ni kov and Moraitis represent
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the agape aspect. Theodora rejects the former and enbraces the
latter and finds a neaningful union with Hol stius. Though Ms.
Goodnman praises Fanny for her artistic talents and nakes out
Theodora to be dull, she has insights which are unsurpassed.
Theodora's father encourages this aspect of her character as al so
her ability to shoot straight with a rifle. However, they
prevent the possibilities of her marriage to Frank Parrott and
Huntly O arkson. The incident of shooting the hawk begi ns when
Theodora protests against the shooting itself. But Frank fires
and msses. Amng at the hawk as if it was ‘her own red eye’
she shoots and kills the hawk. On one level, this incident
proves Theodora's superiority which seeks to submerge the
mascul i ne presence into nullity. On anot her |evel, Theodora
identifies with the hawk and by killing it she begins the process
of destroying herself. ™ ... | shall continue to destroy nyself,
right dowmm to the last of ny several 1lives"™ (AS 71) . John
McLaren rightly considers Theo's killing of the hawk as her
assertion of "the freedom of spirit denied her by her bondage to

her not her and convention. By killing the bird, she asserts her

right to its freedom" (Australian Literature: An Historica

I ntroduction 177) .
The incident with Huntly Clarkson begins in the shooting

gall ery. When offered, other wonen refuse to take aim Theodora
ains ‘at the clay heads of the jerking ducks.’ To Theodora, this
mar ks her novenent away fromthe world of Huntly Cl arkson and
shooting of each duck shatters a secret life. \While Theodora
experiences the whole incident with a heightened intensity, for

the on-lookers, it i s ‘something nysterious, shaneful and grotes-
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que’ (AS 119) . As far as Huntly is concerned, with each aim and
shot of Theodora's, he noves away from Theodora or that ‘she was
separated from them forever by sonething that their snooth m nds
woul d not grope towards, preferring sofas to a hard bench’ (aS
120). Wiile Theodora views the whole incident as a confrontation
wth the evil in her, for Ms. Goodman, she (Theodora) has

di sgraced the prestige of the famly in public as well as deli -

berately spoiled her chances of matrinony: + ... You, Theodora,
will experience a double hell, because you have rejected life
(AS121).

The third lover figure in the novel is Moraitis, the
nmusi ci an. Like Laura's experience of the physical realities of
childbirth during Rose's pregnancy, Theodora experiences the
pangs of childbirth during the birth of her niece Lou. Mraitis'
musi ¢ i nvokes the physical sensations of love and Lou is the
synbolic gift of such a union. The description of the evening of
Theodora in Moraitis’ concert is full of sexual overtones.

She watched him take the 'cello between his knees and
wing fromits body a nore apparent, a thwarted, a
passionate nmusic... . She could read the nusic under-
neath his flesh. She was close. He could breathe into
her nout h. He filled her nouth with |Iong aching si-
| ences, between the deeper notes that reached down deep
into her body. She felt the heavy eyelids on her eyes

(AS 111).

What begins as an individual to individual reaction soon gains a

cosmc significance.

And the nusic which Mra'itis had played was nore tac-
tile than the hot words of |overs spoken on a wld
nasturtiumbed, the violins has [sic] arnms. This thing
whi ch had happened between Moraitis and herself she
held close, like a, woman holding her belly (AS 112.

enphasi s added).
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Al t hough, she is neither a musician who could reply him in hie
own nediumnor a nother to give birth to a product of such union,

"her contentnent filled the norning, the heavy, round. gol den

norni ng, sounding its red hibiscus note. She had waited sometimes

for something to happen. Now existence justified itself" (AS
112. enphasis added). The blissful existence of Theodora as a
result of this nmeeting is shown in her contentnment in the
nor ni ng. Her existence is placed within the ‘round, gol den
morning’ Whi ch enphasi ses the mandalic synbol. The enphasis on
the colour ‘red’ here and in the incident of the shooting of the
hawk brings in connotations of carnal, physical existence.

The fourth lover figure is Sokol ni kov of the Jardin Exotique
section. \What begins as the physical with Frank and Huntly and
reaches an indirect yet physical synbolismw th Moraitis reaches

a culmnation of the fantastic in Sokol ni kov. As J.F. Burrows

poi nts out,
The essential vitality of Sokolnikov, ... , lies in his
uni que blending of worldly disillusionment with a
continui ng dependence upon the illusory, of a nostly

tolerant scepticismwth an irrepressible joy in life
("Jardin Exotique: The Central Phase of The Aunt’s

Storv" 97) .

Apart from addressing Theodora as his mate Ludmilla, Sokol ni kov
builds a strong relationship with her by talking to her
I ncessantly to the point of boredom One thing that this rela-
tionship stresses is that "[t]hey were, in fact, that conpl enmen-
tary curse and blessing, a relationship" (AS 199). Such a
statenent, however, can be extended to alnost all the figures of
the Jardin Exotique section: " ... the faces, whether Katina

Pavl ov, or Sokol ni kov, or Ms. Rapallo, or Wetherby, only



44

slightly different aspects of the same state" (AS 179-80). The
fire at the hotel destroys all the inages Theodora has of herself
but sokolnikov is the only exception: "Sokolnikov was deathless"
(AS 250). In this respect, the |over-beloved relationship extends
beyond the Jardin Exotique section to the final section of the
novel . Hol stius completes Theodora's vision of various selves.
Hol stius is the first person with whom Theodora has a physica
contact ‘but the cloth on the legs of Holstius had the famliar
texture of childhood’ (AS 277-8). The emphasis on the inportance
of physical existence is stressed in the follow ng paragraph:
Resi stance had gone out of her as she 1lay, her head
agai nst the knees of Hol stius, receiving peace, whether
It was fromhis words, and she was not altogether sure
that he spoke, or fromhis hands. H's hands touched

the bones of her head under the danp hair (asS 278.
enphasi s added) .

John Beston points out how Hol stius puts an end to Theo’s "w est-
lings with her problens of |ove." Beston perceives Holstius as "a
recreation of [her] father” "endowed with the articul at eness of
the Man Who Was G ven His Dinner" ("Love and Sex in a Staid
Spi nster" 27).

The relationship between Voss and Laura is different from
the rest of the relationships between |overs. The |love relation-
ship between Laura and Voss in White's Voss also presents a
conbi nati on of eros and agape with a stronger enphasis on the
latter. Voss and Laura neet only for four tines but the bond they
establish between thenselves is renmarkably strong. The conmuni -
cation between them which is carried through letters, dream
sequences and tel epathic comuni cati on seens stronger than actual

wor ds spoken between them This aspect of their relationship wll
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be dealt in the section on ‘Women as Wives.’ The first meeting
bet ween Laura and Voss occurs when the latter cones to meet M.
Bonner, the financier of the expedition. Since the Bonnors are
away at Church, Laura is obliged to entertain their guest.
However, what seems a very superficial conversation between them
reveal s peculiar insights in Laura's later conversation with the
Bonners over dinner. For instance, she acts as voss’ defence and
tells M. Bonner and Tom Radcliffe: "‘He does not intend to nake
a fortune out of this country, Ilike other nmen. He is not all
noney talk‘’" (V 28). By stating that Voss is not afraid of the
country and that he is possessed of understandi ng, she places him
above the level of the Sydney society. By further pointing out
that the country "is his [Voss'] by right of his vision' (V 29),
Laura foretells the future and the rest of the novel is but an
explication of this.

During the second neeting at a picnic, they nove a little
closer. Laura |oves ‘the shape of his [Voss'] words' (V 63). But
as between any true |overs they had ‘departed from that natural
level.’ However, there is a secrecy in their silent understanding
of love and a physical dimension also: "Air joining air
experiences a vol uptuousness no |less intense because i nper-
ceptible" (V 63). Having begun their secret life "[b]Joth the nman
and the woman were lulled into living inwardly, w thout shane, or
need for protection" (V 69). There is a mutual understandi ng
and participation by Laura and Voss. Such an understandi ng and
the enphasis on eros and agape alike differentiates the Laura-
Voss relationship from being blatantly sexual and physical |ike

the relationship between Rose Portion and Jack Slipper. Another
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important feature about the relationship is that they, ‘the man
and the woman were of equal stature’ (V 69). It is this equality
that makes them question each other's validity instead of blindly
following one's opinion. Belle-Radcliffe relationship belongs to
the latter category. It is this quality that nmakes Laura describe
Voss' expedition as ‘purewill': "‘youare not going to allow

your will to destroy you,' she said rather than asked. Now she

was very strong" (V 69. enphasis added).

The third neeting between Laura and Voss takes place when
the Bonners give a party to the nenbers of the expedition. This
neeting forns the climax since this is the neeting when there is
actual physical touch (though very m nimal), understanding of one
anot her (not through silence but through speech) and discussions
regardi ng various subjects including God. They run into each
other when they go to the garden for sone fresh air. Voss is
curious to know about the lives of the donmesticated wonen and
Laura describes their high inmaginative capacity: ‘aAn advantage we
I nsect-wonen enjoy is that we have endl ess opportunity to indul ge
the imagination as we go backwards and forwards in the hive’ (V
86) . Answering his query as to what she thinks of him she reads

his character with a high degree of accuracy.

‘You are so vast and ugly,' .... ‘I can inagine sone
desert, W th rocks, rocks of prejudice, and, yes, even
hatr ed. You are so isol ated. That is why you are
fascinated by the prospect of desert places, in which
you will find your own situation taken for granted, or
nore than that, exalted... . But nost flattering, |
t hi nk, when you experience it, is the hatred, or even

the mere irritation of weaker characters’ (V 87-8.
enphasi s added).

She is also sincere and true to accept her fascination for him
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ad says: ‘You are my desert! ' (V 88). This metaphor of the
desert is important since it points to the simultaneous journey
of Voss across the landscape and of Laura into her mindscape.

Taking about God, Voss reiterates his hatred for the Gaod of
humility. This brings to mind the statement of the Moravian
priest that Voss hates God because He is not in Voss’ image.
However, VVoss pride awakens Laura's compasson and she shifts
fran her original atheistic position to saying that she will pray
for him. In a way, this is a turning point since Laura resumes
her faith in God.

The fourth and the last meeting occurs on the morning the
expedition leaves from Sydney. They do not speak to each other
but there is a wordless communication. "For an instant their
mninds wee again wrestling together, and he experienced the

melancholy pleasure of rejecting her offered prayers” (Vv 112

emphasis added). There are two important things to be noticed in
this passage. The term ‘melancholy pleasure’ hints at a subtle,
ney be unconscious shift in Voss position from his original
pride. It is this ‘offering of prayers’ by which Laura teaches
Voss the value of Christian humility.

The domination of eros is seen in the adulterous affairs of
Elizabeth Hunter, Ellen Roxburgh, Stacey Caraon aad Moag Gum.
In White's The Bye of the Storm, a numbea of sexua infidelities
are attributed to Elizabeth Hunter, but only two of them are
mentioned. Orne is Elizabeth's lifelong attraction to Arnold
VWAud and the other is her triumph over her daughter, Dorothy,
in capturing the attention of the Norwegian scientist Edvard

Pehl. But more important than the affairs themselves is



48

El i zabeth's realisation about her pol yganbus nature. Also, the
incident with Pehl on the Brunby Island during the eye of the
storm offers Elizabeth her nonent of illumnation which will be
examned in the Third Chapter.

During her stay at Van bpieman’s Land, ElIlen Roxburgh (A

Fringe of Leaves) 1is seduced by her brother-in-law, Garnet

Roxbur gh. Though she openly accuses Garnet, Ellen's reaction is
of a deeply sensual nature.

... she felt renotely related to Ellen Roxburgh, or
even Ellen Quyas; she was probably closer to the being
her glass could not reveal, nor her powers of percep-
tion grasp, but whom she suspected nust exist nonethe-
| ess ?FL 82).

Once, riding rashly on the spur of the nonent, Ellen, predictably
is seduced by Garnet. She realises to her shame that she is the
| east affected, for she has taken part in "an experience of
sensual ity she nmust have awaited all her life, however inadmiss-
able the circunstances in which she had encouraged it" (FL 103).
The description of the entire seduction scene is full of sexua

overtones:

She was again this great green, only partially disa-
bl ed, obscene bird, on whose breast he was feeding,
gross hands parting the sweeping folds of her tornented
and tormenting plumge; until in opening and closing,,
she m ght have been rather, the green, fathonless sea,
tossing, threatening to swall ow down the humanly manned
ship which had ventured on her (FL 102-3).

This passage clearly reveals the blurring line of demarcation
between the victimiser and the victim This increases her sense
of guilt.

Ellen's relationship with Jack Chance assunes near idyllic

happi ness. In her article, "Escape with a Convict: Patrick
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VWite's A Fringe of Leaves," Elizabeth Perkins sees Ellen's

relationship with Jack as "an acceptance and an expiation of
adultery with Garnet"™ (267). However, the expiation is over
during her harrow ng experiences with the aborigines. Wth Jack
Chance, she starts life afresh. Ellen experiences sensual depths
in her relationship with Jack. They live more by instincts than
by reason. As Jack says, "two bodies that trust can't do hurt to
each other” (FL 268). Jack helps in rejuvenating Ellen's spirits
and incul cates a sense of renewal in her.
She raised-her arms. It was |ove, whether selfless or
sensual, which had restored the youthful skin to her
breasts, the hollow in a snooth, |eaf-patterned flank
the tendrils of her hair singed off ritually by her
black mentors were again stirring in the arnpits. Her
face she was unable to see, unless she turned it to-
wards him and it becane reflected in his (FL 284).
In the last days of their relationship, Jack, her saviour,
becones Ellen's child. He is not only racked by the nenory of the
cruel penal laws and punishnments but also begs her forgiveness
for conmtting the nmurder of his wife, Mab, for her infidelity.
Apart from conforting him she actually experiences the role of
Mab.
In a discussion of the role of Jack Chance in the novel,
Manfred Mackenzie conpares him to Dimmersdale in Hawthorne's

Scarl et Letter.

Hawt horne's New England heritage dictated that it
should be a pastor who should conplete the old puritan
errand into the wilderness. By contrast, in A Fringe of
Leaves, tradition is inperial, penal, scarcely theo-
[ogical at all. It is appropriate, then, that its
georgi ¢ taking possession of a continent should be
conpleted in its heroine's relationship with a m scre-
ant and convict, Jack Chance ("Tradition and Wite's
| ndi vi dual Talent" 165).

Further, Jack's role serves to point this difference fromEl len
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His is an initiation avay fran society whereas Ellen is initiated
iNnto society.

IN Margaret Laurence's The Fire-Dwellers, Stacey’s affair

with Luke Venturi takes the foom of a brief affirmation of
physical existence in an otherwise tedious routine as wife ad
mother. The already existing misunderstanding between Stacey ad
Mac is widened by Buckle Fennick's lie about taking Stacey to
bed. Buckle, as the reader understands, is concerned about
arousing his om sexuality ard not in sharing it. But Stacey is
not able to mseke Mac understand this. Buckle's homosexual
tendencies become evident to both only after his death. This
unfair accusation of Ma offers an excuse for Stacey's affair
with Luke wo appears youthful and fresh ard a wdcome change to
her after Mac. He inquisitiveness is expressed nudch earlier in
the novel: "I want some other men, someone I've never been with.
Ony Mac for sixteen years. What are other men like?" D 15).

The affair with Luke is just an answer to this. She knows
that she has not been deprived sexually, but Luke is "like the
rain in a dry year" FD 174). Moae importantly, and as Clara
Thomes points out, Luke sees Stacey "exclusively as a wvaorail' ad
so, she is momentarily "freed of the kaleidoscopic wife-mother-

housekeeper roles” (The Mamawska World of Margaret L aurence

123). In her om words, her intercourse with Luke is

uncomplicated and uncontaminated by the din of everyday life.
I'd like to start again, everything, all of life, start
again with someone like you--with you--with everything
simpler and clearer. No lies. No recriminations. No
unmerry-go-round of pointless words. Just everything
plain and good, like today, and making love and not
worrying about unimportant things, and not trying to
change each other (FD 176).
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Stacey's affair with Luke also serves as a substitute for her
reminiscences about her love-life as a young girl in Manawaka.
This affair also helps her to gain a foothold and re-enter her
marriage with a nenfound freshness. Above all, Stacey learns
"through her brief affair with Luke that he is no less compli-
cated than Ma is and that he offers no magical solutions to
life's problems as she had hoped he might” (Miriam Packer in
John Sorfleet ed. The Wak of Margaret Laurence 129).

In The Diviners. "roles and selves converge in the

Laurentian cosmology, as personal identity which is directly a
function of gender... . Maag uses sexua behaviour to manipulate

sexual identity"” (John Moss. S and Violence in the Canadian

Novd 76) . There are four men in Morag's life apart from her
husband Brooke Skelton. Anaog these, two assume importance
through what they contribute to Morag's self-awareness. Jules
Tonnerre, through his songs of the Metis past, contributes to the
acceptance of a distinctly Canadian heritage and past to Morag.
Dan McRath helps in inculcating the sense of family in Morag,

In the first place, Jules offers Maag the freedom to wak
out of her sterile marriage with Brooke. She is also free to have
the child she earlier wanted axd to contribute more time to her
creative writing. Morag's acquaintance with Jules dates back to
their schooldays. She shares her virginity with hm in Grade
Eleven. Their first intercourse takes place in the Tonnerre
shack. "They smile, then, a each other. Like strangers wio have
rmnwv met. Like conspirators” (D 138). This sort of a relationship

continues between them till the death of Jules.
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Morag's relationship with Harold, a sad man in love with his
former wife and chas, a bully, are brief and tenporary. dara
Thomas descri bes these figures as "two-dimensional" portraits and
adds that "neither in fact nor in her menory did Hank Masterson,
Harold or Chas have any depth-quality to Morag, though Chas is

closer to a presentinment of evil personified" (The Manawaka

Wrld of Margaret Laurence 158). Through these encounters, Mrag

| earns about her own |atent powerful sexual drives.

Morag's relationship with Dan McRaith, an artist, serves to
show t he inportance of her Canadian past and the sense of famly.
A forty-seven year old man with sevekn children and a wfe, Dan is
essentially a ‘homebody’ who woul d never be hers. He also points

out the inportance of the sense of place.

“It's not big enough,” ... "but it's nmy place. You
m ght not think anyone could work here. How is it |
can't work anywhere else? .... It's the place that's

important to me. The surroundi ng circumstances--well,
t hey have happened and they are here" (D 388. enphasis
added) .
In a way, such a thinking influences Mrrag's ideas about her
past. She tells MRaith that she does not intend to go to
Sut herl and which she earlier inmagines to be her ancestral place.
Through all their love affairs, Elizabeth Hunter, Ellen
Roxbur gh, Stacey MacAi ndra and Morag GQunn cone t0 a common reali-
sation. This is very well expressed by Any Parker in Wite's The

Tree of Man after her adultery with Leo, the wandering sal esman.

"Lives, she realized, can only touch, they do not join."
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AS Wives

Very few successful marriages are portrayed in the fiction
of Wiite and Laurence. Wite credits the nmarriage of the mnd and
spirit as in the case of Laura and Voss. On the other hand,
Laurence offers only partial success. This section attenpts to
examne the roles of wonen as wives in the descending order of
success.

The synbolic marriage of Laura and Voss in Wiite's Voss

offers a good exanple of a successful marriage. The four neetings
bet ween Laura and Voss have al ready been di scussed. However, in
this section, a note on the sexual nature of these neetings wll
be di scussed. For exanple, during their second neeting at Point
Piper, the entire sexual wunion is expressed through the
archetypal inmages of wind, fire and water.
The gay day of wind and sharp sunlight had pierced the
surface of her sonbre green. It had begun to gl ow. She was
for ever flickering and escaping from a cage of black tw gs,
but unconscious of any transformation that m ght have taken
pl ace. This ignorance of her riches gave to her face a
tenderness that it did not normally possess .... There was
now di stinctly the sound of sea (V 59).
The gleamng quality of the day nakes the radical change in Laura
take place in a snooth manner. The inmage of the sun piercing the
sonbre green vividly suggests the secret spiritual union of the
two as well as the cosmc nature of such a union.
The first step towards their union occurs when Voss wites
to Laura proposing to marry her. She wites to him saying that

only on the condition that he accepts to "pray together for

salvation" (V 186), can their alliance be effected. By a clever

semantic twi st of the word Zussammen (together) to Samen (seeds),
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Voss creates an emblematic associ ati on.

But together. Witten words take sone time to thaw, but the

words of Tilies were now flowing in full summer water,

whether it was the water or the |eaves of water, and dark
hairs of roots plastered on the nouth as water blew across.

Now they were swimmng so close they were joined together at

the wai st, and were the same flesh of |ilies, their nouths,

t oget her, were drowning in the sane | ove-stream (V 187) .
This brilliant passage marks an elenental |ink between Laura and
Voss and hints at a kind of consummation.That she has an upper
hand in their relationship is seen in her making him accept her
conditions as also in her enphasis on the inherent superiority of
a woman: "you are in no position to accept. It is the woman who
unmakes nen, to make saints" (V 188) .

Voss’ second letter to Laura addresses Laura as ‘dearest
wife.’ Throughout Voss' |journey, the happy marital bliss and
mutual care and understanding continue. The culmnation of all
this is the birth of Mercy. However, there is a reference to sone
sort of a union, which is spiritual. This is when Voss di agnoses
Laura's illness as ‘celibate paralysis’ and the renedy suggested
is that he will "adm nister this small white pill, which wl
grow inside you to gigantic proportions” (V 2 69) . However, Voss
i medi ately feels nauseous about the *flesh proportions.’ He
considers hinself as ‘one’ who cannot be divided and he throws
the pill on the ground. "But she continued to smle her
i nexorable smle, which signified they had been married an
eternity" (V 269) . Voss expresses this sentinment to Laura in his
last letter where he states that theirs "is the true marriage."

Their marital relationship continues and Voss begins to

enjoy the rewards of the synbolic wedl ock. For instance, when he
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feels guilty of killing his dog, she conforts him. "Until the
continuous |overs felt for each other's hand, to hear the rings
chatter together. Truly, they were married" (V 267). She also
acts as his guarding spirit when Voss goes to the caves: "The nman
in the cave should have felt wet, and aching, and cold, but the
woman's snooth, instinctive soul caressed his stubborn,
struggling spirit® (V 275). In one of his dreans, Voss realises

Laura's superiority and his need of her conpany.

He was, after all, a nman of great frailty, both physical and
noral,... . She, however, was quite strong and admrable in
her thick, man's boots... . Yet, her face had retai ned the

expression he renmenbered it to have worn when she accepted

himin spite of his conposite nature (V 285).
As a truly understanding wife, Laura gives all possible help to
Voss. Even though Voss knows he is beaten, he tries to put up a
fight. Laura tries to persuade him against the fight: ‘1 wll
think of a way to convince you,' she said, after a time, ‘to
convince you that all is possible. If | can nake the sacrifice'
(V 367). As an ultimate sacrifice, she is even ready to part
wth Mercy. It is at this stage that their bond becones so strong
that it cannot be broken for years to cone.

... their understanding of each other had begun to
grow... . Leaves were in her lips, that he bit off, and from
her breasts the full, silky, mlky buds... . So they were
growi ng together, and loving (V 383).

Later, Voss is truly humbled and the routine of matrinony sets
in, with Voss explaining to her the scientific wonders all along
the way. Wth his death, she realises that her ordeal and
suffering are over. As well as pointing out the "unnecessary

literalisation" of the fruit of the marriage, David Tacey, in his

article "Patrick White's Voss: The Teller and the Tale," points
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out how the symbolic union between Laura and VVoss highlights "the
tremendous gulf between sexuality and love in White's world"
(257).

In Riders in the Chariot. Mrs. Godbold's roles as mother ad

Mother archetype are more important than her role as wife. Oe
significant feature, however, is her caring for her husband woD
iIs a drunkard. She tends hm when he is helpless and bears the
burden of daily chores uncomplainingly.

‘oh, the husband comes and goes. On several occasions he
has, hit her, and once he loosened several of her

teeth... ." ‘“Why doesn't she leave this husband? ‘She
considers it her duty to stay with him. Besides, she loves
him’ [RC 68).

This idea of doing one's duty as a wife unmindful of the worthi-
ness of the husband has its echo in the Lams of Manu. "Though
destitute of virtue, or seeking pleasure elsewhere, or devoid of
good qualities... . If a wife obeys her husband, she will for
that reason alone be exalted in heaven” (quoted in Ananda

Coomaraswamy’s The Dange of Sva 82) .

In spite of the surfacing differences, Elizabeth Hunter,
Ellen Roxburgh and Stacey MecAindra maintain partially successful
relationships with their husbands.

In The Eye of the Storm. Elizabeth Hunter's relationship

with her husband is not dealt with in detail. He roles as a
domineering mother and an affluent lady assume more importance.
However, there are certain things which require attention. BEven
though she chooses to live avay from her husband, she goes back
to hm on receiving the news about his illness and nurses him

till his death. Her first reaction on receiving the letter is
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anger, "because the charmng filigree of her 1ife had been
hammered wi thout warning into an ugly, patternless entanglement"

(ES 187). However, as she realises "her ill-natured dismissal of
some of his nore tender advances" (ES 187) , she begins to nurse
him out of the guilt that she "had failed to recognise this
gent| eman, her husband" (ES 188). She stays at Kudjeri, nurses
Alf, learns to give himinjections, reads Stendhal with him
pl ays the gane of ‘*Doyou like ... 2/ wth him This creates an
affectionate tenderness between them and is alnost like a "sere
honeynmoon of the hopeful spirit" (Es 192) . Each of themwants to
confort the other. As AIf grows weaker, Elizabeth's |ove changes
to pity and Al f becones her child. She feels a maternal as well
as an enotional need "to nerge herself wth this child who m ght
have sprung in the beginning from her body, by performng for him
all the nore sordid nenial acts" (ES 195).

These acts of Hizabeth serve to bal ance her character as a
whole. Pity, which is the ruling enotion when she tends AIf shows
her to be human and not the fierce rival of her daughter Dorothy
in capturing the attention of Edvard Pehl in the Brunby Island,
For once she noves beyond the physical expectations and shares a
spiritual bond with Alf.

She began to realise that the brief, exquisite phase
when she had been able to speak to her husband in words
whi ch conveyed their neanings was practically past;
from now on, they must conmmuni cate through their skins
and with their eyes. It was a clinmax of trustful ness;
but of course they had nothing left to lose (ES 197).
Anot her fact to be taken note of is her realisation of herself as

an individual. Though the realisation here is brief and is

devel oped only in her experience of the eye of the storm it is
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significant because it saves her from being an unfaithful wife.
At his death, she realises that "[s]he was involved in a mystery
so immense and so rarely experienced, she functioned, ... by
reverence, in particular for this only in a sense, feebly
fluttering soul, her initiator” (ES 198). It is unfair to
describe her as having no affection for Alf because she accepts
her guilt and works to expiate it:
For the time being she was neither widow, nor wife, not
even a woman. .. . For a momat or two she dipped her
toes in hell, anrd mede herself remember the bodies of
men she had dragged to her bed, to wrestle with: her
‘lovers’ (ES 198) .
This is the point when she first steps into her path of self-
awareness. She also understands and accepts her oM sensuality.
Against such textual evidences, A.P.Riemer’s criticism, that
Elizabeth nurses AIf out of ‘intensive pride than through any
pity she might have for him’ seems incorrect ("The Eye of the

Needle: Patrick White's Recent Novels' 259). However, Veronica

Brady, in her article "The Bve of the Storm,” clearly perceives

Elizabeth's position as one in which she becomes aware of "her
Inadequacies and failures as a wife of a maen whos= gentleness
mece hhm so terribly vulnerable"” (64).

In A Fringe of Leaves, there are four men in Ellen's life.

They are Austin Roxburgh, her husband, Garnet, Austin's brother
w seduces her, Jack Chance, her convict lover win helps her
escgpe from the aborigines and Mr. Jevons wo proposes to her at
the end of the novel. Hea relationships with them vary from
conventional love to coarse sensuality, to spontaneous blissful

love, to an acceptance of the social norms with an open eye.

Austin Roxburgh, wo comes to the Zennor farm in order to
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recuperate decides to marry Ellen. As a bride, her nother-in-|aw
takes it as her duty to nould Ellen. She is asked to maintain a
firmhand with the servants, to nmaintain a journal and the |ike.
Blen dutifully obeys them
To please and protect becane HIlen Roxburgh's constant
aim to be accepted by her husband's friends and thus
earn his approbation; to show the Roxburghs her grati -
tude in undenonstrative and undemeaning ways, because
anything el se enbarrassed them (FL 67).
She keeps up social nornms and so keeps quiet in strange houses
unl ess spoken to "for fear of what may junp out of [her] nouth"
(FL 65). However, one journal entry shows that Ellen is the
stronger one and her |ater experiences with the aborigines are
but tests to prove this strength:

... | would like to see ny husband as perfect. | wll
not have himhurt. | ambetter able to endure wounds,
and wld [sic] take them upon nyself instead. Wonen on
the whole are stronger because nore knowi ng than nen,
for all the know edge nen lay claimto. W also learn
to nunb ourselves against suffering, whether of the
body, or the mnd... (FL 67).

However, she is unable to prevent Austin's death which is un-
expected and full of action for a person who considers death as a
“literary conceit." In his effort to save Purdew, Austin gets
speared and killed. Ellen's grief over Austin's death is
hei ghtened by her guilt about her seduction by Garnet.

At the end of the novel, the reader encounters Elen on the
verge of accepting M. Jevon's proposal. However, this does not
imply Ellen's failure to sustain her illumnation (as Phyllis
Fahrie Edel son and other critics make it out to be). It points to
Ellen's state of understanding and human conpassion. In the [ast

scene, Jevons who tries to serve tea for Ellen tunbles and falls
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down and Wite describes himas a croaking ‘bull-frog’ (FL 365) .
This description serves as an inversion of the popular nyth of
the Prince Charmng in the guise of a frog. Here, M. Jevons is
no fantasy prince but an ordinary fallible human being. It also
marks the distance travelled by Ellen from her original position
of waiting for a dreamprince from Ti ntagel.

When we first encounter stacey and Mac in Laurence's The

Fire-Dwellers, they are in the sixteenth year of their marriage.

Their relationship takes the form of changel ess routine. Even
| ove-making is a swft, ritualistic act of necessity. 1In his
article "Wse and Gentle,” Phyllis Gosskurth vividly sunms up
Stacey’s condition:
Mac seens to have sonething to say to her [Stacey] only
when he reproaches her for spoiling the children. He
seens to notice her only when he remnds her to get her

hai r done before an office party (in A Place to Stand
Oh 228).

| f Laurence had described just this aspect of their relationshinp,
the novel will not hold so many connotations or sustain so nuch
of the reader's interest. By providing an insight into Stacey’s
nmental processes, Laurence enriches the whole narrative. For
i nstance, Stacey is in an age group which is not as old as her
parent's generation nor as young as her daughter's. But she
understands very well the bluntness that results fromany rela-
tionship held for a long tinme. Wen they argue over sone problem
concerning Mac's official career, Mc says, by way of ending the
argunent: "You do, eh? You really think you do?" (FD 37) Stacey
is imediately rem nded of her own parents in a sim/lar
situation. Wien her nother tries to stop her father from drinking

too nuch, he uses the sanme words as Mac. There are tines when she
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even thinks of walking out of the marriage. He reaction
expresses the first questions about women's liberation and
economic independence.
How could you walk out on him,... ? Yau couldn't,
sweetheart, anrd don't you forget it. Yau haven't got a

nickel of your oowvn. This is what they meen by emancipa-
tion (D 104. emphass added).

However, some of Stacey’s arguments show her to be mentally
liberated. For example, she questions the validity of Mac's
accusation about her alleged sexual encounter with Buckle
Fennick. She further questions the one-sidedness of the whole
agument by pointing out Mac's relationship with his secretary, a
young girl. "We go on this way and the needle jabs become razor
strokes and the razors become hunting knives and the knives
beocome swords and howv do we stop?' FD 139).

This is the reality which she faces in her day-to-day life.
In order to escape the daily grind of life, she tries to have
fantastic dreams or a brief affair. But in the end, through the
turn of various events, she realises that she has to face reality
with all its restraints and limitations.

Two relationships which break dowm beyond repair are those

of Hagar and Bram Shipley in The Stone Angd and of Moag and
Brooke Skelton in The Diviners.

The Stone Angd:

Whatever anyone said of him, no one could deny he
[Bram] weas a good-looking man. It's not every men wWo
can wear a beard. His suited him. He was a big-built
man, and he carried himself so well ... . if only he'd
never opened his mouth (GA 69-70).

The predominant emotion in the Hagar-Bram relationship is

physical passion. As Hagar puts it: " ... wed each married for
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those qualities we later found we couldn't bear, he for my
manners and speech, | for his flouting of them" (SA 79-80).
Wherees Bram accepts his physical existence entirely, Hagar
refuses to do so. Initially, she tries to gloss over it through
some fantastic ideas as to "how Brampton Shipley prospered,
gentled, learned cravats and ganma” GSA 50) . Bran matches her
stubbornness and remains, if not worsens into a further
degenerate state (one such is the act of relieving himself on the
steps of the Currie store).
FHanm the beginning, Hagar is the only one wo sees something
admirable in him.
I reveled in his fingernails with crescents of ingrown
earth that never met a file. | fancied | heard in his
laughter the bravery of battalions. I thought he
looked a bearded Indian, so brown and beaked a face.
The black hair thrusting from his chin was rough as
thistles. The next instant, though, | imagined hm
rigged out in a suit of gray soft as a dove's breast-
feathers (SA 45).
Bah Lottie Drieser axd Hagar’s father endorse the view that Bramnm
is "aonmmon as dirt” A 47). It is sad that Hagar, in order to
escgpe her father's authoritarianism falls a prey to another fom
of oppression. The man point to be noted about Hagar as wife is
that, in a puritan fashion she tries to negate the physical
pleasures on which Bran lays so much importance. "His [Bram’s]
banner over me was only his skin, ... " GA 81). As Linda
Hutcheon remarks in her essay "Pride and Puritan Passion”: "Hagar
fails to connect her innate sensuality with her sexuality, either
in the past or in the present” (58) . Yet, years later, when she

sees hm bedridden, her only reaction is the difference in Bram's

outward appearance.
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How had he ([Bram) grown so small? The broadness of him
was gone. His shoul ders were stooped, and hie w de
spade- beard had becone only a tufted fringe along his
face... . And I, ... was doubly shaned recalling how
["d thought of himat night these past years (SA 171-
2) .

Later, Hagar describes Bram"as an ancient child" (sa 183) . These
descriptions resenble the descriptions of Alf by Elizabeth Hunter

in The Eye of the Storm Both Bramand AIf are no |onger husbands

with equal or nore power over their wonen, but hel pless children
to their wives. Were this noves Elizabeth into conpassion and
realisation, it fails to make any inpact on Hagar. The only thing
she thinks of doing, on his death, is to bury him beside the
Qurrie plot and thus bringing her two heritages together. Though
Hagar wal ks out of her marriage, towards the very end of her
life, she realises the dire consequences of her pride and calls
out to Bram from her hospital bed. This marks the begi nning of
Hagar' s sel f - under st andi ng.

However, in The Diviners, Morag’s relationship wth Brooke

Skelton is the |least successful. She |oses both ways: by not
being allowed to have his child and by not being able to inprove
her creative talents. In a way, her success as a witer marks the
failure of her marriage which eventually breaks. How her life
with Brooke is allegorised in her novels, will be examned in
detail in the section "Wnen as Artists” in the Second Chapter.
Brooke's picture in the newspaper and the news about his
pronotion as President of the University sets Morag thinking and
the readers are acquainted with her first neeting of Brooke as
her professor, her life with himand their subsequent divorce in

the fifth chapter of the section "Halls of Sion." From the
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begi nning, the reader realises that the relationship between
Brooke and Morag is one where both are acting out each other's
fantasi es. Morag’s "‘mysterious nonexi stent past,’ ‘her genuine
i nnocence' " (D 195-6) are the things which attract her to
Brooke. Myrag desperately tries to tell himthat it is not her
true side. "She wants to tell himshe is not |like that, either.
She also has lived too long for that. The state of original grace
ended a long tinme" (b 196). He wants her to be a bl ank sheet on
which he can work out his own fantasies. 1In the sexual sphere,
this is one reason for his assunption about her virginity. On the
other hand, for Mrag, Brooke offers an escape into a world of
freedom away from Manawaka and from all the heritage she gets
fromChristie and Prin.

This fantasy soon wears out and she quickly gets bored and
frustrated about the rol e-playing that goes on between them 1In

the sane way as Nora in |Ibsen's A Doll’s House, Mirag resents

Brooke calling her ‘child’ or ‘littleone.' Brooke refuses to
all ow her the freedom necessary to grow as an individual. This is
reflected in his attitude to sex. He considers hinself as the
giver and Morag as the passive recipient. "‘Have you been a good
girl, love? Brooke asks. It has becone his game, his jest,
before going into her, and indeed before permtting his arousal
or hers" (D 245). Morrag begins by taking it as a joke but ends
up resenting this whole gane of rewards and puni shnents. In this
respect, her relationship with Jules offers her nore freedom
That Brooke always avoids or postpones any tal k about having a

child is another area of tension in their marriage. The reasons
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he gives range from nonsensical ones |like the snall space in the
flat to non-commttal ones |ike asking her to consider if the
world is the right place for bringing forth children. Her grow ng
frustration and resentnment find the last straw in his open insult

of Jul es.

As Mot hers

The theorization of the theme of motherhood has generated
several shifts even within feminist thought. On the one hand,
radical and socialist feminists including Simone de Beauvoir,
Shulamith Firestone and Juliet Mitchell "foreground the oppress-

ive aspects of motherhood" (Paulina Pamer. Contemporary Women'’s

Fiction: Narrative Practice and Feminist Theory 95) . On the other

hand, theorists like Naxy Chodoow and Dorothy Dinnerstein focus
on the pre-oedipal bond between mothers and children and treat
"motherhood as a source of pleasure and ambiguous power"
(Paulina Palmer 96). Emphasizing the pre-Oedipal bond, Helene
Cixous links the "ecriture feminine' to the mother's voice ad
Julia Kristeva detects in "maternal jouissance,” the potential
for disrupting phallocracy (Discussed in Toril Moi's

Sexual /Textual Politics 113-9; 167-8). Using the pre-Oedipal

bond, Adrienne Rich mekes a distinction between motherhood as an
institution and as an experience. While the former "highlights
the control which patriarchy exerts on women's reproductive
capacities,” the latter affirms "the potential for pleasure ad

self-fulfilment" offered by motherhood (Paulina Pamer 97).
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In their roles as mothers, the protagonists meet with
partial and complete success as also total failure. It is
interesting to note that Adrienne Rich's categories are used by
the writers to distinguish beween Good and Bad Mothers. Mothers
wo selflessly support their children and those for whom
"Im)Jotherhood is more a biological than an emotional fact”

(Ingmar Bjorksten. Patrick White A Generd |Introduction 36).

Patrick White has captured varying nuances of motherhood in
his portrayal of mother figures in his novels. In an interesting
article entitled "‘Mother, | won't never go drovin’; Motherhood
in Australian Narrative," Delys Bird points out the concept of

the Good ad Evil Mother in Riders in the Chariot. Mrs Godbod

refers to the former and Mrs. Flack and Jolley stand in
"oppositional textual relation” to her (43). But a closer
examination of the novels reveals numerous variations of these
concepts. Mrs. Goodman, along with Alex Gray becomes the
dissatisfied mother, while Any is the possessive one. Lauras
concegpt of mMmotherhood is mae mental and psycho-spiritual than
real. Mrs Godbold is the ideal mother. Whae Elizabeth Hunter
holds a rival relationship with her daughter, Eadie Twybomn
proceeds from a distressing position to an understanding of the
sexua ambivalence of her son/daughter. Only the roles of Mrs
Godbold, Elizabeth Hunter and Eadie Twbom are taken up for
detailed analysis. Ore reason is their centrality in the
respective novels. Bven though Alex is a central character, her

trial with her various selves is more important in the novel.
In Margaret Laurence's fiction, the mother figures are

distinctive and different from one another. Hagar'’s
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discrimination between her two sons resenbles Ms. Goodman's in
The Aunt's Story between Theodora and Fanny and Any Parker's in
The Tree of Man between Ray and Thel ma. Rachel does not go
through the various experiences of notherhood, but realises what
it means to take on the role and responsibilites of a nother.

Stacey, like Ms. Godbold in Riders in the Cchariot, is a good

mother who cares for and worries about her children. But unlike
Ms. Godbold, she is a nmodern housewi fe who has problems of
comng to terns with her own sexuality and with external reality.

Further, there is no synbol like the chariot in Riders in the

Chariot towards which her realisation can be directed. Morag’s
relation with her daughter, Pique, is an ideal relationship,
wel | -understood by both not her and daughter.

Let us now examne the roles of the protagonists as nothers

in the descendi ng order of success.

Ms. Codbold in Wiite's Rders in the Chariot and Mdrag Qunn

in Laurence's The Diviners are good exanples of successful

mothers. In Riders in the chariot, Ms. Codbold is described as

being "[s]trangled by the arns of a weaned child, she was sel dom
it seened without a second baby greedy at her breast, and a third
impatient in her body" (RC 66). This being the real picture of
Ms. Godbold, her "life sentence of love and | abour" continues,

in her nursing of the other riders. Ms. Godbold does her work

unconpl ainingly. But as Delys Bird puts it:

She exenplifies the sanctity and sanctification of
not herhood. ... As the portrayal of Ms. Godbold | apses
into sentinentality, its overblown sanctity .... en-
courages the intervention of a reading suspicious of
the clicheéd use of the ideal of notherhood (44).
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At the end of the novel, she becomes the timeless figure of the
Eath Mothe wo is compassionate and gives freely. This jr. seen
in the care with which she nurses May Hae when the latter is
down with pneumonia, Alf Dudoo wien he vomits a Khalil‘’s brothel
ad Mordeca Himmelfarb after his mock-crucifixion. Mrs.Godbold
also provides a contrast to Mrs. Hack axd Jolley. For instance,
Mrs Jolley relates her identity to her motherhood.
With her impossibly white teeth and her corsets, her
baking of pink cakes and her sentimentally superficial
Christianity, above all in her wincingly ladylike
manner, Mrs. Jolley parodies middleclass Australian
motherhood (Delys Bird 43) .
irs. Jolley along with Mrs. Hare, Mrs. Flack and Mrs. Rocsetree
are figures who reinforce White's satiric comments on the

suburban values of the Sarsaparilla society.

In The Diviners, Pique is the daughter of Moag and Jules

Tonnerre. Morag, as a true and concerned mother, constantly
worries about her daughter. In fact, the novd opens with Pique's
disappearance from home and Moag worrying about this. Moag is
also concerned about the kind of heritage Pique will receive fram

her.

Woud Pique's life be better or worse than Morag's?
Mine hasn't been so bad. Been? Time running out. Is
that what is really going on. with me now., with her?
Pique, harbinger of my death, continuer of 1life (D

290) .

Howevea, like Stacey, she admires the openness and simplicity she
sees in the sexual relations amnong Pique's generation and
especially Pique's relation to God and Dan and the swiftness ad
clear-headedness with which she changes or abandons her lovers
without any qualms. Like Stacey, she stands in a two-way relation

to the world--parent and child. Even though as a waoren of
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i ndependent spirit she wal ks out of her marriage with Brooke, she
neverthel ess commits herself totally to the task of bringing up
Pique. Jules aids her by inparting know edge of the past inherit-
ed by her through him Like Jules, Pique takes up singing and
recreating the old nyths of the Metis as her career. In its own
way, the famly consisting of Mdrag, Jules and Pique is an idyl-
lic, well-knit famly bound by understanding and freedom
Inspite of all this help, Pique feels insecure and

unsettled. For instance, in one of the neetings of their famly
with their nei ghbours,

Pi que picked up her guitar and began to sing. Around

her, there was an area of silence, as though all of

them all in this room here, now wanted to touch and

hold her, and could not, did not dare tanper with her

al oneness (D 411).
Jules helps her out of this during his final visit. As Cara
Thomas rightly observes, "[h]e also points Pique towards his
brot her Jacques and the place on Galloping Mountain as a kind of
area of security and hope out of all the drifting and loss of his
famly" (164). This kind of passing over of heritage cul mnates
in bringing together of the plaid pin and hunting knife. The
final stroke of understanding in the nother-daughter relationship
Is the decision of Pique to go to her uncle's place in the Metis
prairie. Mrag accepts that "Pique's journey, although at this
point it mght feel to her unique, was not unique" (D 441) .
Thus, Pique's song about Jules is one way by which, she repays
and affirnms the inportance of the Metis heritage. Another point

has to be stressed in this relationship. Pique' s response to

Morag wi shing her well is that she is not good at explanations.
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This response proves that Pique has avoided getting into the trap
of words. While Morag provides pique, through her (Morags) omn
experience, the insight into things, Pique in turn provides a rew
perspective on Morag's attitude to life and reality. Thus, the
relationships which have been dominated by single individuals,
here, culminates in the mutual understanding of both, which is
essential for leading better lives.

The second group consists of mother figures like Eadie
Twybom and Stacey MacAindra who, with some success, try to
canat their relationships with their children. In The Twybom

Affair, Eadie Twyborn’s character assumes significance only in
relation to her multipersonality child. Eadie and her changeling
Eudoxia-Eddie-Eadith have an emotional bond and it is the
acceptance of this bond by both, that forms the crux of the
novel. Just as Eadie's acceptance of her son/daughter is
important, two different factors become necessary to the under-
standing of her character. Oe is her possessiveness over her
child: "Father never wanted his child hanging round, or weas in
sne way afraid. Eadie wanted one constantly. Eadie: Don't you
love mg darling? . ... Then wy are you avoiding me?" (TA 123).
Agan, Eadie's reltionship with Eddie is one that is devouring.
‘Shouldn’t we embrace?’ The gruff warning in her voice
at once established her as his mother; and as they
advanced upon each other, still the victims of their
diffidence, he sawv that it was she wlo was beginning to
take the initiative, while he, the passive object of
her intentions, ... (TA 148).

Another factor is Eadie's lesbian relationship with Joanie

Golson.
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She [Eadiel] wes dressed in a pair of check pants ad a
coat which could have beonged to my [Eddie's] father.
Certainly the waistcoat of crumpled pointe weas

his, .... chugging along in the rear was Joanie
Golson, her bosom expiring in palest blue charmeune (TA
3D .

This incident is repeated to emphasise the ambivalence and
problems involved in sexual transformation. Two incidents help
retrieve Eadie’s position as mother in the novel. First, is her
explanation in her reply to Marcia Lushington’s letter in the

sscond  section.
Wha | would like to convey to you is that losing a
child in death, is so much better than losing a
gomn ... reasoning child, to life... . He is swdlowed
up. Whether in death or life, it is the same. We should
not have aspired to possess a hurmen being (TA 301-2).
This understanding further develops and at the end of the third
section both Eadie and E. are mutually self-realised. She openly
admits her longing for a daughter and foresees their future as
sitting in the garden drying their hair and talking matters
concerning women. Such an attitude characterises her near
pathetic waiting for Eadith: "Eadie said | muda not fail Eadith
mw that | have found her Eadith Eddie no matter which this
fragment of my self which | lost is rnow returned where it
belongs' (A 431-2). Commaiing on the ‘ambiguous triumph' of
this scene, Jean Pierre-Durix states that "[w]hen the mother
herself accepts her son's transsexualism a strange kind of peace
sets in, but this temporary balance can only lead to a refuge in
dream-like visions which ney well end up in death” ("Masks ad

Travesties: The Twybon Affair by Patrick White' 46) .

IN Laurence's The Fire-Dwellers, the readers encounter

Stacey as a mother of four children forever worrying about their
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wel fare, about what she supposes to be her husband's |ack of
affection for their son, Duncan. Through Katie, her daughter, she

recalls her own past and the mddl e position she occupies as both

mother and chil d.

That Stacey's identity is nmarked in her roles as housew fe

and nother is evident in her remark early in the novel.

| can't go anywhere as nyself. Only as Mac’s wife or
the kids’ nother. And yet I'm getting now so that I
actually prefer to have either Mac or one of the kids
along. Even to the hairdresser, 1'd rather take Jen

It's easier to face the world with one of them al ong.
Then 1 know who |'m supposed to be (FD 81. enphasis

added) .

In her essay "ldentity in The Fire-Daellers,” Nancy Bailey states

that in the above passage, Stacey is worried about "the real self

whi ch underlies the diverse personae” (in Oitical Approaches to

the Fiction of Margaret Laurence 111). It is the changi ng nmasks

that she resents in the long run, but she understands the need to
work out her realisation within the confines of a famly.

As a nother, she worries about many things. As O ara Thonas
points out, Stacey resents her inability to prevent "Katie's
vul nerability, at fourteen; 1Ian’s stiff, withdrawn pride, Mc's
m sunder st andi ngs of Duncan; and Jen's inability--or unwi |l i ng-
ness--to tal k" (120). Her fears can be broadly sumed up under
two heads for the sake of convenience: (i) generally concerning
all her children and (ii) especially her relationship with her
daughter, Katie, which parallels her relationship with her
not her.

Stacey's concern for her kids as a group is evident in one

of her interior monologues. Even though Mac points out and she
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herself realises that her fears are irrational, she is not able

{0 overcome them.

| fuss. Mdther-hen type. Al a load of nonsense. All

unnecessary. Another nervous tic. How can | break
habits |'ve acquired so gradually |I'm not even aware of
thﬁﬁ]unt|l | see they drive Mac out of his mnd? (FD
30) .

Al so, she is seen fervently praying to God. "-Please. Let thembe

okay, all their lives, all four of them Let ne die before they
do. Only not before they grow up, or what woul d happen to thenf"
(FD 65). There are nunerous instances, when she gets frantic
about Jen's inability or unwillingness to talk. Simlarly, she
feel s her own inadequacy to shape Duncan in the proper way. Mac
feels she is spoiling Duncan with too nuch indul gence. During one
of his tiffs with lan and his father, Duncan says that he is
unable to do anything right. Stacey's pondering over his words is
very intense:

-What words? | haven't got any. It isn't mne he wants

anyway. It's Mac's and Ian’s, and those he won't get.

I'mfar fromhim too. Far even from Duncan. How did it
happen like this? (FD 101).

This reflection may be taken to represent the gulf that separates
the masculine and femnine experiences as also the difference in
the | anguages of the discourses of a nmale and a fenale.

But even in the exclusively female world of herself and her
daughter, she feels her inability to help much. For instance,
Katie rebels against Stacey for not allowing her to go to an
adults-only novie just as Stacey herself rebelled against her
mother to go for a public dance. There are also other ways in
which the discrepancies between Katie and herself become

explicit. One such instance is when Stacey, in a fit of youthfu
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energy dresses up in an outmoded fashion and dances by herself
when the kids are asleep. This is followed by a stark contrast

when Kati e executes an el egant dance.

Katie is dancing... . Her auburn hair, |ong and
straight, touches her shoulders and sways a little when
she noves. She wears no makeup. Her bones and flesh are
thin, plain-nmoving, unfrenetic, knowi ng their idiom (FP

117) .
This passage is immediately followed by a description of Stacey:

Stacey MacAindra, thirty-nine, hips ass and face heavi -
er than once, shanrock velvet pants, petunia- purple

bl ouse, chea? guilt sandals high-heeled, prancing
squirmng jiggling (FD 117).
However, in spite of all these problens, Stacey ultimtely

strikes a harnoni ous relationship with her children. This cones
through three incidents: Jen's sudden burst of words, Mc's
caring for Duncan who gets drowned in the beach and Katie
confiding in Stacey, when Tess Fogler forces Jen is forced to see
the big fish eating its small one. Katie blanes herself for
nerely snatching Jen and running away fromthe scene. She tells
Stacey: " ... you would’ve known what to say. You always do. |
never do" (FD 179). Helen Buss rightly considers this instance
as establishing a sense of equality, a position "where nother and
daughter are equals, recognizing their commonality, being able to

speak of thenselves as ‘we’." (Mther and Daughter Rel ationships

i n the Manawaka Wbr ks of Margaret Laurence 48).

In their attenpts to differentiate between their children
and outrival their daughters, sone wonen fail in their roles as
not hers. Both Elizabeth Hunter and Hagar Shipley favour one child
over the other. They also resenble in their attenpts to scuttle

the plans of their children to admit them at the home for the
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aged. Similarly, Elizabeth Hunter and Alex Gray outrival their
daughters in their attempts to capture the attention of Edvad
pehl ad Patrick White respectively.

At the end of The Eye of the Storm, Dorothy's thought
process is given as a statement: " ... the worst mothers in the
flesh do not necessarily destroy the touching concept of mother-
hood® (ES 568) . Two categories of motherhood emerge here:
"motherhood as experience and motherhood as institution” (Delys
Bird 41) . In her quest for self-realisation, pride axd rivalry
with her daughter, Elizabeth loses her position as mother of the
flesh but retains the institution of motherhood in her lifelong
domination over her children. Instead of l|love, she nurtures
hatred towards her children. Just as families can eat mothers,
mothers can swdalow children (Ddys Bird 46) . Oe explanation of
Elizabeth's failure is that her sexuality is combined with
motherhood. In the Brunmby Island, Elizabeth tries to capture
Pehl's attention to herself: "She weas sitting sideways at the
table ... exposing her slender, miraculously unspoilt feet from
beneath the white, raw-silk hami® ES 385).

Elizabeth cooks for Pehl and plays hm music. The last straw
iIs when she openly bitches about Dorothy saying that the latter
iIs going through a difficult time and that hence she bears
grudges. Dorothy's reaction is a life-long hatred and resentment
for her mother. Further, she dismisses Elizabeth's realisation:
"Bu could anything of a transcendental nature have illuminated a
mind so sensual, mendacious, Mmaterialistic, superficial as
Elizabeth Hunter?' (ES 570). Further, Elizabeth makes an undue

differentiation between her son and daughter. She puts domn
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defiantly their plans of putting her in a hone for the aged
However, the redeem ng factor is her acceptance of guilt and
rivalry and her tinely, notherly nursing of Alf.

In The Stone Angel, the pride and inability to open up which

mars Hagar's relationship with Bram, continues in her relation-
ship with her sons. By an irrational belief, she holds that
Marvin, her el dest son is a Shipley whereas John, her favourite
son is a Currie. It turns out to be just the reverse. As John
once puts it succintly, "vyou always bet on the wong horse"
"Marv was your boy, but you never sawthat ... " (SA 237). Linda
Hut cheon provi des a psychol ogi cal reading to the whol e issue:
In preferring John to Marvin, Hagar had reveal ed her
doubl e allegiance to the passionate flesh and the
repressive will .... her notherly devotion to her
Shi pl ey son was an acceptabl e social sublimation of her
deni ed passion for Bram Simlarly, her secret despis-
ing of the hardworking, prosaic, but currie-like Marvin
is an unconscious rejection of her father's values-and
his inhibitions ("Pride and Puritan Passion" 59).
In fact, John with his coarse ways and manners, resenbles Bram
nore than Marvin. Hagar presunes that John will hold high the
Qurrie heritage and gives himthe plaid-pin. But he trades it for
the Tonnerre knife and which, in turn, he trades for a pack of
cigarettes. John, like Bram has intimate relationships wth the
hal f-breed Metis and resents Hagar's possessiveness. However, he
also cares for Bram during the latter's last days: "John had
washed and fed him [Bran], helped himto die-to what extent, only
John knew, and whether he'd done the right thing or not and in
what spirit, only God knew' (SA 184) .
In one sense, Hagar resents the nutual understandi ng that

exi sts between John and Arlene and the perfect marriage between
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Marvin and Doris. For instance, she once tries to advise Arlene
agai nst marrying John by saying that Arlene cannot change hima

bit. Arlene's reply shows her maturity and her difference from

Hagar :
“It's not nme," she [Arlene] said. "I’m by him, that's
all. If | could do nore, | would, but I can't, nor he
for me." | [Hagar] didn't see what she was driving at,
but)her calmand alnost withdrawn air infuriated me (SA
202) .

Similarly, John has a better understanding of the inportance of
the individual rather than the abstract famlial pride which
Hagar hol ds. When Hagar rejects Arlene by saying that she is No-
Nane Lottie Drieser's daughter, his reply is a cryptic question-
ing of all her values: "This nmay cone as a shock to you," John
said. "But it's not her grandfather |'m going around with, nor
she with m ne" (SA 204).

The perfect understanding that exists between John and
Arlene is evident in their clear thinking and frank discussions
about their marriage and their future. Wen direct confrontations
with John and Arlene prove futile, Hagar tries to break the
relationship by joining hands with Lottie. This results in their
plan to send away Arlene to the East. This, in turn, results in
the ghastly deaths of John and Arlene. Margaret Gl Gsachoff, in
“"Mral Vision in The Stone Anael." points out the interesting
feature that Hagar renenbers the chil dhood episode of killing the
chicks in the dunp, while Lottie forgets the whole incident. (ne
reason is that Hagar is "inaginative and sensitive" while Lottie
is "cold and callous" (151). Further, Lottie has accomplished

the task, while Hagar is not able to do it. The third possibility
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Is that Lottie is more villainous and therefore, |lies to Hagar.
However, Hagar who turns into stone, unable to weep is rel eased
from the bondage when she cries for John's death before Mirray
Lees, the surrogate son, who brings to light the fact that
tragedy is universal.

The facts about John are conveyed to the reader mainly
t hrough Hagar’s recollections. But her relationship with Marvin
happens in the present. W find Marvin and Doris, thenselves in
their sixties, struggling with an inpossibly stubborn woman,
Hagar. Even though Hagar accepts Doris as a good cook and takes
care of her, she is sarcastic about their natural fears and
verbally tornents them about their idea of putting her in an ol d-
age honme. Meeting Murray Lees and her night at the cannery brings
about her realisation, for, in the hospital, she is able to say,
"You' ve not been cranky, Marvin. You ve been good to nme, always.
A better son than John" (sa 304). Wth this, "she accepts the

evi dence of |ove she has always wanted® (Qdara Thomas 72).

Concl usi on

Wiile examning the fermal e protagonists within the purview
of their roles in the famly, certain simlarities and
di fferences energe. Though this was considered in the course of
the chapter, an overview of themat this stage may be of help in
studying the simlarities and differences in the perceptions of
Patrick White and Margaret Laurence. This may also help in
assessing the use of concepts like famly and the distinction

nade between sex and gender by the two witers.
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Despite the individual differences, certain anmmn features
are found with respect to the familial roles played by waren in
the works of the two writers. As daughters, protagonists are in
perpetual conflict with their parents (usually, dominant mothers)
ad are often unfavourably compared with their socially success-
ful sisters. As wives, sore of the protagonists are portrayed as
committing adultery. Elizabeth Hunter, Ellen Roxburgh, Stacey Mac
Aindra and Maoag Gun ney be cited as examples. On the one hand,
the adulterous affairs emphasise the loveless and incompatible
marriages mede by the warman On the other hand, it can be argued
that the portrayal of adultery is a form of questioning and
rebelling against the social norms which insist on chastity for
waren On a psychological level, the adulterous affairs are ways
by which the ‘real selves’ of the protagonists are revealed. This
aspect will be considered in detail in Chapter Four. As mothers,
we find protagonists grouping under three categories: successful,
partially successful and total failures. Favouring of one child
ove the other is a trait shared by some of the protagonists with
the other mother figures wio are not protagonists. For instance,
Elizabeth Hunter's favouring of Basil over Dorothy mey be
compaed to Any Parker's differentiation between Ray and Thelma
in The Tree of Man or Mrs. Goodman's differentiation between

Theodora and Fanny in The Aunt’s Story. Similarly, Hagar’s

favouring of John over Mavin ney be compared to May Cameron's
differentiation between Stacey and Rachel. Further, for waren
like Elizabeth Hunter and Hagar Shipley, motherhood is a

biological fact. It is interesting to find waren like Theodora,
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Lara and Rachel WD do not experience biological motherhood but
have an intense experience of motherhood as something emotional.
Let us mw consider the differences.

In portraying the daughter figures, White ssems to insist on
the physical ugliness of the protagonists. For instance, Theodora
is manly with a prominent ‘black moustache.’ Laura is a ‘plain’
headmistress. May is a ‘red girl' and ‘ugly as foetus' in
Norbert's terms. They are constantly compared with socially
successful woren like Fanny Parrott and Belle Bonner. Peter
Beatson is of the opinion that White tries to establish the fact
that "like success, beauty is an end in itself; ugliness, like

failures, points to a higher end" (The Bre in the Mandda 48)

ad also "the dichotomy of aspiring soul ard earth bound body"
(109). It can also be established as White's wey of subverting
the social norms of feminine beauty and womenly attributes.
Laurence also insists on such subversions in that none of
her daughter figures are extraordinarily beautiful by social
standards. However, Laurence establishes the passing awvay of
beauty with age and the acceptance of it with grace as marking
the growth in maturity. For instance, Stacey is well awvare of her
beauty as a young girl in Mamanveka But she realises her physical
bulkiness in the present which provides a striking contrast to
her daughter Katie's natural beauty. Thus, her final words in the
novel are a plea to "mutate into a matriarch." Similarly, Mo&ag
WD begins by being conscious of her long beautiful legs and wo
takes beauty treatments, grows into maturity in accepting Pique's
natural grace and agility. In spite of her pride in her good

tastes, Hagar is conscious of her grotesque bulk in the present.
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In the case of Rachel, her self-criticism about her ‘scarecrow’
appearance and ungai nly movements grows into an acceptance of the
very sane factors at the end of the novel.

The concept of tine as the healer results in the cenenting
of bonds in Laurence's fiction. Thus, Vanessa reaches an
understanding with her nother and grandfather and Morrag wth
Christie. The sanme nay be said of Stacey and Mac in the man-wonan
relationship. As mothers, Morag and Stacey strike an
understanding with Pique and Katie. What Nancy Bailey posits for
Stacey may be applied with equal validity to the others i.e.,
their capacity to break "the cycle of wonmen's lives ‘lived too
long in both depression and fantasy while our active energies
have been trained and absorbed into caring for others'" (in

Qitical Approaches to the Fiction of Margaret Laurence 117).

In the Whitean canon, the only exanpl es of such understanding are
those formed between Elizabeth Hunter and Alf and Eadie and E
Twyborn. Qtherwi se, the deviation fromwhat is considered nornal
Is quite glaring. Mdst of them are social outcasts either due to
their ugliness (Theodora or Mary) or the oddity of their mnds
(Laura) . Beatson points out that "though sone kind of dislocation
from socially defined normality hel ps activate the core of being,
it is not necessary" (126). It can be argued that a shift in

Wiite's stance can be noticed from The Eye of the Storm onwards.

Thus, Elizabeth Hunter, Ellen Roxburgh, Eadie Twyborn and Al ex
Gay nmaintain a veneer of socially accepted appearances.
Anot her area of difference between Wite and Laurence lies

intheir treatnents of sex in their fiction. For instance, in
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Wite's fiction, direct reference to the sexual act is very rare.
Physical union is seen as an act of necessity for procreation and
as a disease. This is seen in the juxtaposing of images of rotten
vegetation while describing physical union as in Voss. Thus,
Laura finds Rose's physicality repulsive, to cite an exanple. The
descriptions provided by Elizabeth Hunter and Alex Gay about
love-making are full of grotesque images. In an interview with
Jim sharman, White considers his books to be "very sexual."

They don't flaunt it. Oh, they do nore in the la

| at er
ones, because people now do flaunt sex. But in the
earlier ones you didn't, because people didn't. And
they also believed nore in love than in sex. Now people
believe less in love ("A Very Literary Luncheon" 30).

In the above passage, Wite distingui shes between |ove and | ust.
But his insistence on agape over eros is quite evident in the
rel ati onshi ps between Voss and Laura, Theodora and Sokol ni kov,
Mary and Eustace. Ingmar Bjorksten’s observation is perceptive in

this regard. Bjorksten argues that in White's fiction love is

consi dered as

a feeling and as a concept, as an experience and as a
presentinent; as that nystery which the intellect can
never grasp but which can be conprehended by the intui-
tion of a sensitive being or by the inspiration of an
"el ected" being (Patrick VWhite: A General Introduc-

tion 27) .

Such an argunment accounts for the notherly care with which
El i zabeth Hunter nurses her husband during his last days. This
can also be seen in the acceptance and affection of the "spirit
children" in White. Theodora's love for her niece Lou, and
Laura's love for Mercy can be classified under this category.
Anot her reason for the difference found in Wiite's portrayal

of sex is provided by his essentially ‘androgynous' vision. Mnly
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Johnson states that White presents sexual encounters "as
struggles for unity--two lacks driven to seek completion"
("Patrick White: The Eye of the Language® 344). In this regard,
White's statement in Flaws in the Glass is insightful: "In fact

sexuality refreshes and strengthens through its ambivalence.

the masculine principle in ... women, the feminine in ... men
(154-5. emphasis added). While echoing Virginia Woolf’s
statement regarding androgynY, the passage also accounts for the
recurring hermaphrodites in White's fiction. Theodora described
as a bloke in skirts and May Hare's animal compassion for her
father and cousin are good examples. Carolyn Bliss is of the view
that White uses androgyny "as a means of recalling a prelapsarian
unity and of entering a realm in which all dualities are

encompassed” (Patrick white’s Fiction: The Paradox of Fortunate

Failure 47). While androgyny may be a way of achieving mandalic
wholeness, White's statement (quoted above) seems to emphasise
the acceptance of the sexual ambiguity rather than its

resolution. E.’s sexual transformations in The Twyborn Affair

stress this aspect.

Unlike White, who seems to believe more in the marriage of
the minds, Laurence tackles the sexual encounters with ease.
There are constant references to the sexual act as a confirmation
ard a reassurance of communication and understanding between
individuals. As Ronald Labonte points out, though Laurence
differentiates between love and lust, "[s]exual touching is the
sine gua non in human contact because it alone pierces the
appearances, the abstract images of ourselves which we project

for the world to marvel at” (in The Wok of Margaret L aurence
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173). Though Hagar believes that love should be "tender at,
lavender sachets,” it is the acceptance of her sexual arousal to
Bram that finally leads to her self-knowledge. Similarly, Morag
encounters a patriarchal ‘giver’ in Brooke, lust in Harold ad
Chas, comfort in Dan MacRaith and perfect understanding in her
love-making with Jules. Commenting on Laurence's ability to
integrate sex and sexuality, John Maoss observes that "[u]niversal
problems of human experience are seen ad rendered in terms of
the sexual roles of her characters" ("The Presbyterian Legacy:
Laurence and The Diviners” 70). On the one hand, such
descriptions mark the insider's view Laurence has in writing
about the intimate experiences of her characters. On the other
hand, the sexual behaviour of Laurence's waren "is inseparable
from their total experience of themselves” (John Moss. "The
Presbyterian Legacy” 71). What they rebel against is the role-
playing ard gendering by society. Thus, Moag wio waks out of
her sterile marriage with Brooke and is permissive in her love-
affairs, takes it on herself to be a good mother to Pique.

This chapter is an attempt to study wha David Jeffrey
calls, "the search for a relational or interpersonal
understanding of the self” whose persistent aspect is the
"Obsession with the family"” ("Biblical Hermeneutic anrd Family
History in Contemporary Canadian Fiction: Weabe and Laurence"
87). While Jeffrey connects Laurence's family units to the
archetypal family structures derived from the Bible, Peter
Beatson divides White's family units into the ‘external,’

‘internal’ and ‘mythical.’ These two readings ney be taken to
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affirm the varied nuances and connotations of the individual
within the family provided by the two writers. The existing range
from the particular to the universal also portrays "the
structures of the existing forms of so-called reality”™ which
"prove too narrow and repressive for ... waren wo attempt to
discover where the cause of their bondage lies"” (Angelika Maeser

in John Sorfleet ed. The Wak of Margaret Laurence 151) . Though

some attempts at nom breaking were evident in the roles of waren
within the family, more such attempts will be examined in women's

professional roles as artists and teachers in the following

Chapter.



Chapter 11

Deconstructing Social Reality Through Professional

and Artistic Expressions—-—

VWnen in Social Roles

At a very early period she had apprehended instin-
ctively the dual life--that outward existence which
conforms, the inward life which questions... . There
was with her a feeling of having descended in the
social scale, wth a correspondi ng sense of having
risen in the spiritual. Every step which she took
toward relieving herself from obligations added to her
strength and expansi on as an i ndividual .

(Kate Chopin. The Awakening)
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In the last Chapter, | examined the different roles taken by
women Wwithin the family. Only very fen waren were able to
reconcile the restrictions posed by the family, and their urge to
nowe out of these roles in order to find alternate identities for
themsalves. Srme such attempts include their roles in society as
professsonal waman and as artists. This chapter has been divided
into two sections where the protagonists in the fiction of
Magaret Laurence and Patrick White are studied in their roles as

teachers ad artists.

Waomen as Teachers

In this section, an attempt is made to study women in
relation to their professions. The professional roles add an
extra social dimension to other familial and personal rela-
tionships. Both Rachd Camaon in Margaret Laurence's A Jest of
Gd ad Lauwa Trevelyan in Patrick White's Voss are portrayed as
school teachers. This section attempts to examine lhow teaching,
the normaly accepted profession for waren, is used for different
purposes by the two writers. Through the intellectual pursuit of
these two characters, the aammn factor which both the writers
hare maneged to establish is to meke the characters resist the
social nomns of getting married and leading stereotyped lives as
housawives. Both Rachel and Laura are middle-aged spinsters.
Howeva, behind this acoymon factor, there are also differences
bewean Rachd and Laura in terms of their attitude towards other

people (i.e., their relationships) axd their roles as teachers.
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Bang a teacher adds an extra dimendgon to Rachel's roles as
obedient daughter and lover. Fear, which is the mod apparent
ad amm reaction of Rachel, is established in this sphere
also. Rachel's fear is best exemplified in Carol Christ's

description fromm Doris Lessing's The Four-Gated City. Christ

describes '"fear as the primary obstacle to transcendence” axd
classifies it under three heads. "fear of wha other people might
think; fear of being different; fear of being isolated” (Diving
Dep ad Surfacing 67). Se fears the authoritarianism of wWillard
Siddley, the principal of her school just as she fears
displeasing her mother in the familial relationship. She fears
transgression of norma limits in her relationship with James
Doherty, her favourite pupil. Also, she feara becoming a
stereotyped spinster school teacher. The conflict and
unnecessaxry tensions created in this sphere is due to her fear
ad degpendency in relationships. Though this ney be said of her
familial relationships also, this bscomes more pronounced because
there is a social dimenson involved in these relationships. In
this section, a detailed study of these relationships is mecke as
aso comparisons with other teacher figures in Margaret Laurence,

nmdy Nick Kazlick in A Jest of Gad and Nathaniel Amegbe in This

Sde Jordan (1960).

Relationship with Willard

Though Rachea revolts in her mind against social norms,
these conventions are internalised in her. For instance, in an
interview with Willard she becomes self-conscious that she is

taller than hhm and consequently thinks: "I kow | must not stand
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up now, not until he's [willard)] gone. | am exceptionally tall
for a woman, and Wllard is shorter than I" (JG 7) . Thie sort
of dependency |eads to her submssion to all his decisions. e
such instance is the strapping of Janmes Doherty for being seen in
the woods when he has taken |eave from school on the excuse of
bei ng si ck. Even though Rachel feels strongly that strapping
will not do any good and that it is an unfair punishment, she
does not say so and also justifies Wllard' s stand by accepting
to send Janes to him "*1711 send himin, then' ... WIllard has
won. Maybe he is even right. He has two of his own. Could I be
expected to know what is best?" (JG 25). At this point, she
badly wants to |leave the job and the school but this nmaterialises
only after she undergoes the operation for tumour and has
confronted the fear of the imagined pregnancy. It is only at
this point that she is able to clearly understand her
relationship with WIIl ard.
What am | to say, though? Sonetines | was happy here,
and sometimes not, and often | was afraid of him
[WIllard], and still am although |I see nowthis was as
unnecessary as ny nother's fear of fate. What good
would it do to say that? | couldn't explain, nor he
accept (JG 197).
Thus, Rachel's relationship with Wllard takes the form of
the oppressor-oppressed relationship in the colonial situation. A

parallel to this is found in the relationship between Nathanie

Amegbe and his principal, Jacob Mensah in This Side Jordan. This

sort of a situation arises because of the failure of comunica-
tion. \Wereas calla, Rachel's coll eague manages situations by
asking Wllard not to nake a nountain out of a nolehill, Rachel

does not say this in order to avoid scenes and thus is put in
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tricky situations. The sane is true of Amegbe.

Rel ati onship wi th Janes

At one level, Janmes is Rachel's favourite pupil with whom
she desires to hold a nother-son relationship. At another |evel,
James IS a substitute figure for Nick. Like him Janes breaks the
conventi ons of Manawaka SoOCiety. Just as Nick noves out of
Manawaka Society and becones a teacher instead of taking up his
father's business, Janmes' revolt is seen in his unique choice of
drawing a spaceship unlike his classmates. Again, Gace Doherty,
Janes' nother provides a foil to all Manawaka not hers and Rachel
by allowing her son enough freedomto wander about in the woods
when he is recovering froman illness instead of forcing himto
attend school. In trying to hide her affection for Janes, Rachel
behaves rudely to him As George Bowering rightly points out in
his essay "That Fool of a Fear: Notes on A Jest of CGod":

She [Rachel] has a rather strong fear of becom ng
Janmes' eneny. So she becomes his tornentor, because
she al so knows that if she shows her |iking and adm ra-
tion of him he will be nade to suffer by his class-
mat es, who have been taught by their community to
detest and ridicule tender human touch (in CGeorge Wod-
cock ed. A Place to Stand On 215).

She hits himwith a ruler and speaks rudely to him for draw ng
I nstead of doing suns. However, she imedi ately feels guilty
about it: "It's so often Janes | speak to like this, fearing to
be too nuch the other way with hinf (JG 3). Fear of being
different and i ndul gent towards James, prevents her from
apologising to him Though Bowering also points out Rachel's

unconsci ous sexual attraction towards Janes, there is no textual
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evidence to substantiate this argunent.

Apart from the fear of conmtting any blunder in her rela-
tionship with people, another type of fear which grips Rachel
very strongly is the fear of becomng a stereotyped school
teacher. One such instance occurs at the beginning of the novel,
when Rachel asks her students to come back to cl ass.

‘Come al ong, Grade Twos. Line up quietly now.’
Am | beginning to talk in that sinper tone, the one so
many grade school teachers pick up wthout realizing?
At first they only talk to the children |ike that, but
it takes root and soon they can't speak any other way
to anyone (JG 2).
It is this sort of a fear which arises out of nodelling herself
like a teacher, that shatters Rachel about her i nmagined
pregnancy. She feels the shanme is nore because she is a teacher

In the novel, the students function as links to Rachel's
past. They are, what she was. The songs they sing when they skip
Is the same that Rachel had sung twentyseven years ago. Also in a
way, these ‘children’ of Rachel teach her inportant |essons in
life. She realises that her inability to possess her ‘children’
(pupils) permanently, is a trait she shares with all nothers. In
the end, with the nove to Vancouver, there is a hope that in
future, her relationships will be nore objective and |ess
possessive. In short, Rachel (very much like Martha Quest in

Lessing’s The Four-Gated Cty) has learnt the nost inportant

lesson in life, that is, "that one sinply had to go on, take one
step after another: this process itself held the keys" (Carol
Christ 69) .

Unli ke Rachel, who appears tentative in all her

relationships and especially in her relationship with her pupils,
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Laura Trevelyan in Patrick White's VVoss is portrayed as a
gookesvamen of Voss’ legend axd a charismatic figure capable of
inspiring the young femae scholars under her tutelage. As
Phyllis Fahrie Edelson emphatically states in her article "The
Hatching Process: The Female's Struggle for ldentity in Four
Novds by Patrick wWhite," Laua "assumes the leadership of those
wio would contribute to the cultural and spiritual growth of
Australia, [especially Mecy, Toogp and Pringle] counselling a
path to social regeneration through the work by the creative
imagination” (232) .

In the novel, Lauras introduction as a headmistress marks
the passage of time after Voss death. It also shows Lauras
superiority over other waren of the Sydney society. She holds the
ponvea of authority in two ways She holds a special intellectual
status as the head of the institution anrd also the position of
knonmng the truth about VVoss. With this knowledge, Laura attempts
to wipe out "the grey of mediocrity, the blue of frustration”
(V 447) that Pringle talks of in reference to the Sydney society.

In becoming a teacher, Laura is peforming two different
tasks. O is to impart some intellectual knowledge to the
future young waren of Sydney. Thus, she is trying to give back
something to society. In a way, this is a continuation of Voss’
task. Just as Voss tries to widen the physical limits of the
land, Laura tries to widen the intellectual horizons of an
otherwise materialistic society. Laura's other task is to teach
the mord and truth of Voss legend to the Sydney society. She
prevents society from weaving fabrications around the figure of

Voss thus meking hm a legendary character. Se induces life axd
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blood to his figure. Laura's comment about Voss isS perceptive on
this point: "‘voss could have been the Dpevil,’ ... ‘ifat the
sane time he had not resenbled a nost unfortunate hunan being’®
(V 414). Through this statenent Laura enphatically states that
Voss was neither a heroic adventurer nor a devil incarnate as he
is made out to be, but an ordinary human being with a vision in
life.

Laura fully understands the disparity between what Voss
really was and what others make him out to be. Wtness, her
reaction to the statue unveiling cerenony:

The school mstress was glad of some assistance towards
the illusion of conplacency. Thus, she had never
thirsted, never, nor felt her flesh shrivel in crossing
the deserts of conscience. No official personage has

experienced the inferno of love (V 440. enphasis
added) .

In a matured way she allows false notions to exist where they
cannot be hel ped. For instance, she allows Judd’s description of
the death of Voss. Judd confuses Palfreyman's death with a spear
on his neck with voss’ death. To Col onel Hebden’s question
whet her Voss has been canonized in this way, Laura says that all
truths are particoloured and is at rest because she is "
convinced that Voss had in hima little of Christ, I|ike other
nen. If he was conmposed of evil along with the good, he
struggled with that evil. And failed’" (V 445).

Laura's statenent enphasi ses her know edge of Voss' Ilife
whi ch cannot be tainted by other views. Mre inportantly, Laura
insists that individual views have to be acconmodated al ongsi de
the facts she states. (Quoting this passage, Veronica Brady nakes

two valuable insights in her article "In M End is M/ Beginning:
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Laura as Heroine of Voss." Brady points out how Laura offers the
hope that the inherent nediocrity "is not a final and irrevocabl e
state,” unlike Voss, who originally conpelled Le Mesurier,
palfreyman and Harry "Py the sheer force of his personality"
(28). Brady states that in giving the final word of the novel to
Laura, White suggests "that hers is the true concept of the
future" and "that the true concept of progress will not tolerate
possessi veness of any kind," which is one of voss’ greatest
weaknesses (29) .

Laura al so questions the type of quest which Col. Hebden
undertakes. Addressing Col. Hebden, WIlie Pringle,the painter
and Topp, the music master, she states the ultinmate truth about

voss’ life and | egend.

‘' .... Knowl edge was never a matter of geography.
Quite the reverse, it overflows all maps that exist.
Per haps true know edge only cones of death by torture
in the country of the mind’ (V 446).

Thus, she restates the need to undergo suffering in order to gain
both the know edge of the self and of the |and. In a sense,
Laura is repeating voss’ boast to M. Bonner at the beginning of
the novel that he will create a map of Australia. However, the
pride of Voss is here mngled with the know edge and experience
of Laura. Commenting on this passage, Veronica Brady makes an

interesting observation which enphasises Laura's role as a

t eacher.

The cosmc order, not the individual will, prevails.
Laura lives to conmt herself to the celebration of
this order and passes on this conm ssion to the young
peopl e gat hered about her. Their task, she tells them
Is not rebellion but one of consolidation. They nust
"express what we others have experienced by |iving"
("The Novelist and The New World" 175-6).
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This accounts for Laura's acceptance of the society she once
rejected and the knowl edge and w sdom which she has gained
through the desert journey, enables her to live "in the midst of
ordinary life" (Brady 175) albeit on her own terns.

Anot her inportant function that Laura's role as headm stress
serves is to set her apart from other women and also to
facilitate her questioning of the social nornms. For instance, it
sets her apart from Belle Bonner and Una Pringle who have totally
lost their individuality in return to marital bliss. Agai n,
unl i ke Rachel, who is concerned about her appearance, Laura gives
no inportance to it. To cite an exanple, she comes to Belle's
party in a black dress "of a kind worn by sonme wonen nerely as a
covering" (V 436). As the wonmen comment: * .... As if it were

not enough to have becone a school mistress, to arrive late at

Belle's party in that truly hideous dress!’ (V 437. enphasis

added) . However, Laura is untouched by these criticisns.

To conclude, one can point out the nost inportant difference
between Rachel and Laura. \Whereas Rachel is ashaned and afraid
of the social consequences of her pregnancy, Laura boldly adopts
Mercy and lets no gossip spoil her relationship with the latter.
She does not unnecessarily try to explain the relationship,
because she knows that it is difficult for society to accept
Mercy as a child born out of her synbolic union with Voss. To the
nenbers of the Sydney society, she remains as enigmatic a figure
as Voss. However, in conbining understanding and love in all her
relationships, as in maintaining a stern control over irrelevant

gossip, she cones out as a nore mature figure than Rachel. 1In a
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sense, she directs the way to be followed by Racheal in all her

rel ationshi ps.

Wwomen as Artists

The portrayal of artists as protagonists has enormous popu-
larity in the fiction of the present century. Feminist and post-
colonial theorists read such portrayals as subverting patriarchal
ad imperialist norms respectively. Hdene Cixous view ("The
Lagh of the Medusd') that ‘feminine writing' affords a clearer
perception of their omm sex and self to waren and the various

post-colonial reappropriations of Shakespeare's play, The Temped

are e instances of breaking of norms. The fiction exploring
the development of writers open up metafictional possibilities.
In this case, there is an exploration of the possibilities ad
limitations of the fom itself. These are sorme of the commonly
us=ed theoretical aspects of the portrayal of artists in fiction.
Let us consider why Margaret Laurence and Patrick White create
‘artist figures' in their fiction. Four different answers are
evident from a study of the artists. (i) To portray the growth
into maturity of individuals (Bildungssoman) by portraying their
devdopmat as artists (Kunstlerroman); (ii) to enable the waren
to articulate their experiences. The femde artists in both the
writers probe and accept the limitations of language; (iii) Sore
of the waren gain their momaits of insight through their artistic
capabilities; and, (iv) the writers themselves evaluate their

artistic progress through their artist figures. Vanessa Mad.exd

in A Bird in the House and Moag Gun in The Diviners are the
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fenale artists in Laurence's novels. Aex Gay (Memoirs of Mny
in One) is the only female artist-protagonist in the Patrick
Wiite canon. This section attempts to exam ne the devel opnent of
these ‘artist characters’ through the four stages nentioned
above.
Exploration of self is the lasting aim of the protagonists.

In creating themas witers, the two witers have doubled the
quest, i.e., the quest for the know edge of the self and the
guest for evolving as a witer. Laurence's statenment in Heart of
a Stranger (1976) is perceptive in this regard.

For a witer, one way of discovering oneself, of chang-
ing fromthe patterns of childhood and adol escence to

t hose of adulthood, lies through the exploration inher-
ent inthe witing itself ... this exploration involves
an attenpt to understand one's background and one's
past ... (13).

A Brd in the House is a semn -autobi ographical collection of

eight short stories. The stories are conplete in thensel ves and
are also interrelated. Unlike Mrag, Vanessa is not an esta-
blished witer. However, the stories explicate the seeds of
artistic talent in the younger Vanessa. This is comunicated to
the reader through the older Vanessa as narrator. The writing
talents of Vanessa can be seen in the different stories she
wites as a young girl as also in her descriptions of the other
famly menbers, of nature and her attitudes towards religion,
love and death. As CGeorge Wodcock rightly perceives,

Mar gar et Laurence has shown the lives and enotions of

ol der people through a child s eye, until in the end

the child noves into the age when those enotions becone

i dentical with hers, and the perceiver beconmes the
perceived (in A Place to Stand On 231) .

The difference between the inpressions of Vanessa as a child and
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the varied inpressions of the sane event or person marks her
growth both as a witer and as a person.

The follow ng subsections are divided into religion, death,
love and human rel ati onships. Wthin each of them an attempt is

nmade to show the evol uti on of mature thought in Vanessa.
Rel i gi on

That imagination dominated Vanessa more than anything else
can be seen in her replies to Grandmother Connor's questions as
to wha she learnt in the Sunday school. Since she had read
large portions of the Bible by herself, she has no trouble in
providing herself with a verse. However, she rarely listens in
the Sunday school because she finds it "more entertaining to
compoxe in [her] head stories of spectacular heroism in which
[she] figured as central character” @G&H 7). Such an imagination
enables her to find material even in concepts like Baptism. For
instance, she creates a story
in which an infant was baptised by Tota Immeson ad
swept away by the river which happened to be
flooding ... . The child was dressed in a christening
robe of white lace, ad the last the mother saw of her
was a scrap of white being swirled avay towards the
Deep Hole near the Wadwekwa bend, where there were
blood-suckers @+ 18).

At about the same age, she rejects Noreen’s conceptions of Heaven

ad Hel in a sceptical manner. Such an unconventional imagina-

tion leads the older Vanessa to hold the funeral service for her

gandmother "in the presence only of the canary" @E&H 83).
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Till the death of her father, Vanessa has no direct
experience of death. However, she romanticises the notion of
death ad spins stories. For instance, answering Grandfather
Corar in a rude manner, she says that her father has gone to
attend on a patient wo being affected by pneumonia is vomitting
blood. She questions herself "Did people spit blood with
pneumonia?’ She does not wait for an answer but creates a
fictional situation almost instantly. "Sick to death in the
freezing log cabin, with only the beautiful halfbreed lady (no,
wara) to look after him, Od Jebb suddenly clutched his throat”
&4 16). Similarly, as a child, the death of her grandfather only
shatters her vision of hm as immortal. However, twenty years
later wihen she travels from Winnipeg to Manawaka she realises
the tough pioneering life which has hardened his
authoritarianism. She realises rownv the immortality of Grandfather
Conor for "I had feared and fought the old man, yet he
procdlamed himsalf in my veins® @&H 207) .

Love

Even though she is too young to understand the connotations
of love, Vanessa creates romanticised versions of |ove stories
from the Bi bl e. One such is the story she takes from Song of
solomon about a "barbaric queen, beautiful and terrible” in |ove
wth a gifted carver. The antagonist of this story is a cruel
pharaoh who sends the lover to the desert in order to carve a
giant sphinx.? This childish view of |ove changes into a mature

understandi ng as she grows up. That is why she understands the
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unrequited early love of her father and burns the girl's picture.
Se does this in order to preserve an untarnished image of her
father. Ha om unrequited love with an airman a the age of

seventeen enables such a growth in understanding.

Huihan relationships

Such a mature understanding of Vanessa pervades through all
the spheres of huren relationships. At an early age, Vanessa is
bewildered by the sadistic behaviour of Harvey, the aloofness of
Piquette and the authoritarianism of Grandfather Connor. For
instance, when Havey deliberately hurts Nanuk, Vanessa's dog,
dhe imagines Harvey in dire trouble and places herself axd Nawk
in a position of strength and plans revenge. After her father's
death and Piquette's death, she is able to understand Piquette's
refusal to come and listen to the song of the loons. She sees
Piquette's refusal in a mav light. Vanessa sees Piquette as the
only one wo had understood the crying of the loons for survival.
Similarly, it is only when she is mudh older does Vanessa
understand the true nature of Grandfather Connor.

Vanessa's growth into understanding is three-fold. As Armold
Davidson rightly points out, "[t]he child endures Manawaka; the
adolescent ... looks with some magnanimity ... ; the older adult
narrator can more fully review Mamaneka® ("Cages and Escapes in

Margaret Laurence's A Bird in the House" 99). Thus, the

realisation of the constriction of relationships, imagining
fantastic escapes and the later return to the place, the memories
of persons and events are guidelines in the path to Vanessa's

personal liberation. In a paradoxical sense, the child wo
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rebel s agai nst conventions is freer than the older witer because
the latter is trapped by the memory and acceptance of those very
conventions on which she relies to create fiction out of ]ife.

In The Diviners., the reader first neets Morag GQunn as an

established witer with four novels to her credit. She is in the
process of witing the fifth. Though she constantly worries about
convincingly creating a world out of words, she remains nore |ike
any ot her wonan and not her concerned about Pique, her daughter.
Unlike witers ... who wite for a living, Mrag never
changes publishers, feels her agent is neglecting her,
worries about the size of other witers' advances, or
has any truck with universities (qtd. in Nancy Bailey's
"Fiction and the New Androgyne" 13) .
Though this criticismis absolutely valid, the inportance of the
contexts of Morag’s novels lie in their synbolic value. In this
regard, Nancy Bailey's defence is convincing.
The context revealed by the titles of Moraa’s novels
IS ... a synbolic progression of the inner self from
the light of "Spear of I|nnocence" and "Prospero's

Chil d" through the darkness of "Jonah" back to the
| i ght of "Shadow of Eden" and "The D viners" (13).

Though Mdrag's early literary talents are signalled through
her wite-ups in Manawaka Banner and the short story, published
in the coll ege magazine, literarily, her present is nore
important in terns of creativity. The past is inportant for its
literary value only when it is invoked in the works.

Morag's first novel Spear of Innocence is about the heroine

Lilac. The parallel to this character can be found in Mrag's
childhood friend, Eva Winkler, both of whom undergo painfu
abortions. In her article "Consolation and Articulation in

Margaret Laurence's The Diviners" (CGolin N cholson 145), Lynette
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Hunter points out how Fan Brady, Morag's landlady, is a mirror
image of Lilac. In the novel, Morag asks ‘Does fiction prophecy
life?’ Here is an instance when it does.

It is important to note that the writing of the novel serves
at that point of Morag's life as a substitute of the child she
cannot have by Brooke Skelton. The initial tension in their

marriage begins with the publication of the novel. INn Prospero’s

child, the heroine Mira, is an obvious reference to Miranda. The
story evolves around the growth of Mira from a childlike state to
that of a mental maturity when she rejects all barriers. The
parallels to Morag's life are very clear. Brooke, like Prospero,
is the father figure and coloniser. Morag, like Miranda,
initially submits to the tutoring but after attaining maturity
resents the cage and escapes from it. The third novd Jonah
brings in Biblical associations of being swdlowed by a whde ad
passng through a dark labyrinth anrd coming out alive through the
grace of God This novda fictionalises Morag's relationship with
Christie Logan, the garbage collector. Like Morag, Carol, the
heroine resents the fact that her old men is an outcast in
society. In a symbolic reading, the novd is a study of the
heroine's acquaintance with the dark forces of the self before an
ascent into realisation.

Shadows of Eden re-creates the tales of Piper Gun which

Christie imparts to Morad. It Is a re-creation not only of
Morag's ancestral past but that of the mythical past of the
country itself. This novd dhows the novelist's understanding of
the universal truths of life. The fifth nova which is obvioudy

The Diviners brings Morags present, Ha Ilife after divorce
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from Brooke and after having a child by Jules is brought into
focus.

The five novels of Morag are inportant in many ways. They
not only establish Morag as a witer but also further her
developnent in life in which she plays nore than one role: as an
orphan at the age of five, adopted daughter of christie, wfe of
Brooke, |over of Jules, mstress of Dan and not her of Pique. The
titles of the novels assune a |lot of significance. |In them
Mrag begins in a state of innocence, and noves on progressively
to being tutored by Brooke, to break away and beconme an outcast,
to having a glinpse of the Eden of the past which conmes alive
through the Piper Gunn stories to a final state of view ng
witing as divining. At this point, the creator and the created
merge. Like the synbolic river that flows both ways and which is
evoked at the beginning and the end of the novel, Morag divines
into the past and the future in order to understand herself.

"Look ahead into the past, and back into the future, until the

silence” (D 453). It is this silent nmonent in which she achieves
a state of grace that she returns once again "to wite the
remaining private and fictional words" (D 453).3

Just as Morag fictionalises her past experiences as al so re-

assess them Alex Gay in Patrick Wite's Menoirs of Many in One

attenpts to revisit her past by witing her nenoirs. The |exicon
defines menmoirs as "record of events set down from personal
know edge and intended as nmaterial for history or biography." It
Is inportant to take note of the words "history"” and "biography"

in the definition, for Alex's search traverses fromthe personal
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to the impersonal or universal. For instance, Alex begins the
search to find out "what | [she] need[s]?' MMO 18). In order to
assess her present need, she goes back to the past to "find out
whether the lives | have lived amount to anything” (MMO 35).
Alex also thinks that writing offers a possibility "to pause
indefinitely to absorb the beauty of life instead of escape from
its ugliness” MVO 40). At the same time, she considers writing
to be her refuge to escape the custody and prove her innocence
MMO 59) . This statement implies Alex's past and present at a
stroke. In the present, it is Hilda's custody which she resents.
It is also the custodial binding by her past misdeeds. HFom this
state of the personal, Alex moves on "to discover--by writing
out--acting out my life--the reason for my presence on earth”
(MMO 157). Unable to find peace in family (in relationships) or
religion, Alex uses writing as a wegpon to find the frame that
fits her VMO 49).

Ore way by which she tries, though unsuccessfully, to pin
dowmm her identity is through her outback tour as an actress.
There is an ambiguity regarding the authenticity of Alex's
theatrical tour. The reader wonders whether the tour is real or
a figment of Alex's imagination. Hilda remarks that even if the
tour took place in Alex's mind, "it should have got theatre out
of her system” (WMMVO 141) but the editor, Patrick White is not so
sure. In spite of the ambiguous nature of the tour itself, Alex's
stint as an actress serves an important purpose in the memoirs.
At this point, it is crucial to compare Alex with another actor

in White's fiction--Basil Hunter in The Eye of the Storm. Unlike

Basil, who is unable to perform the role of King Lear, Alex
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perforns the role of Ceopatra with much ease, or at least she
nmakes it out to be. But nore than the performance, the reader
wonders about the old woman for whom the theatre roles are nere
mani festations of her owmn life. This, for instance, is evident
in Alex's revelling in Cleopatra' s vol uptuousness as a way of
countering her "Demirjian mother-in-law" (MWD 134). Simlarly,
she sees her own production "Dolly Fornmosa and the Happy Few' as
a means to battle "with art and life" (MMD 136). It is also
Alex's way of coupling sexuality with life and art. Thus, she
believes that her production is a way of countering the boring
per f ormances of Shakespeare. Even though the production is a
flop, it can be seen as a substitution of inperial culture by the
I ndi genous. Arguably, this is a form of post-colonial subversion
of artistic norns.

Anot her aspect of witing which both fascinates and baffles
the artist figures is |anguage (especially, words). Interestingly
enough, Morag, Vanessa and Alex are all |anguage-conscious
prot agoni sts who desperately try to merge the word and the world
in spite of knowng the Iimtations of |anguage. Over the earlier
preference for silence and distrust of words to express

experience, in these novels (A Bird in the House, The Diviners

and Menoirs of Many in one), the artist figures attenpt a direct

confrontation with words.* This tendency marks a shift fromthe
earlier novels which is nade possible because Mirag, Vanessa and
Aex are witers. However, the tussle with words take on diffe-
rent forns in these three novels. For instance, Morag gives

I nportance to names because they define an identity. Thus, her
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daughter's name, Pique, is not only an act of recognition of
Jules’ dead sister Piquette but also placing the name within a
heritage. Al so, nam ng gives Morag, what Theo Quayle Donbr owski
calls the "Adam|li ke power" of naming God's creation for the
first time ("Wrd and Fact: Laurence and the Probl em of Language"
59). Like Vanessa's childish pleasure in creating a nane for her
Grandfather, Morag fantasizes the power involved in nam ng:
“I'magine nam ng flowers which have never been naned before. Like
the Garden of Eden. power! Ecstasy!" (D 170).° Vanessa and
Mrag al so seek to go beyond the intended neaning of a word. Theo
Quayl e Donbrowski classifies this as an attenpt to "create their
ownr reality" (59) . The inability to grasp the existing nmeani ngs
of words is seen in a series of questions asked by Vanessa and
Morag as children beginning with "Wat neans ....?" The expl ana-
tions sought for, include words |ike depression, drought, cord
scavenger and recess. At a later stage, the phrases "G eat Bear
Lake," "Rest beyond the river" and "Slowy, slowy horses of the
night" achieve "another, a different relevance" for Vanessa.
Smlarly, Prin’s word ‘mooner’ neans "sonething el se" for Mrag.
For Alex, CGod is the "Almghty Poulterer"” who plucks at hunman
"goose-flesh" (MMO 114).% In Alex's case such alternate
descriptions are instances of, what Veronica Brady terns, the
‘unnaming’ and ‘violations of |anguage' ("d abrous Shaman or
Centennial Park's Very Owm Saint? Patrick Wite's Apocalypse"
77). Wth such “unnaming’ cones the acceptance of the Iimtations
of | anguage.

Morag realises her power as the diviner of words which can

do magic or sorcery only occasionally. "He was divining for
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waer wha in hell was she divining for?" In these lines, Morag
questions the value of fiction and equates it to magical activi-
ties like divining. Moag also realises the limitations of
language to conjure the exact image or situation. As she herself
puts it:
The swallows dipped aad soun over the water, a streak-
ing of blue-black wings and bright breast- feathers.
Honv could that colour be caught in words? A sort of
rosy peach colour, but that sounded corny axd was also

inaccurate. I used to think words could do anything.
Magic. Sorcery. Bvanh miracle. But no. only occasional-

iy (D 4).

At the beginning of the novel, Morag wonders that "things

remaned mysterious, his [Royland’s] work, her own, the genera-
tions, the river" (D 4). Hea woks and her life are quests to
kow the meanings of those things which remain hidden. The
Sngpshots and Memorybank Movies are ways by which Maag tries to
chronologically re-create her past aad find out wha is hidden in
them. Through writing, Moag tries to demarcate clearly the

difference between reality anxd fiction. She questions herself at

a certain point in the novel whether the word "liquid bronze"
would be enough to depict the colour of the river. She
continues:

Probably no one could catch the river's colour even
with paints, mudh less words. A daft profession.
Wordsmith. Liar, more likely. Weaving fabrications.
Yet, with typical ambiguity, convinced that fiction weas
more true than fact or that fact was in fact fiction (D

25) .
It is the acceptance of the blurred line of demarcation between
fact anrd fiction that leads to realisation. In her book, The

Manawaka Wordd of Margaret Laurence. Clara Thomes refers to Maag

as a watcher in terms of her life and profession. W& is more
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important is that Morag "is far fromcalm but she is becal ned.
She is not powerless to act, but at this point in her life the
opportunities for dynamc action do not exist in her relation-
ships with others. They only exist when her work is going well,
in the act of witing her fiction" (135).

In the case of Alex, the acceptance takes the form of
rejecting art as a reference point. For instance, on the opening
night of the performance of "Dolly Fornosa and the Happy Few'

A ex senses t hat:

| amwaiting to perform sone act expected of nme in the
context of a play, dream ny own |ife whichever ... |
reach a point where | believe the cue will never be
g)orthcorri ng. | nust act of ny own free will (MMD 167-

Acting on her "own free will" results in her rejecting her given
dialogue "I amthe spirit of the land, past, present, and future"
(MWD 150) and voicing out "I amthe Resurrection and the Life"
(MWD 151) . Veronica Brady suggests that this mstake is not a
mere bungling of dialogues but nmarks a turn agai nst her creator-
protector (Patrick White) and the "riff-raff audience" i.e., "the
parasite students and academ cs who eat out your liver and lights
your heart" ("d abrous Shaman" 73).

Vanessa, Morag and Alex try to create fiction out of their
own lives and try to understand their lives through their
fiction. This two-way process has its own advantages and dis-
advantages. Morag’s devel opnent as an artist, (tragically and)
inevitably breaks her marriage. On the other hand, the tragic
circunstances of life kindle the understanding and creative

talents in Vanessa. Alex's artistic attenpts |ead her through



109

mazes as different as religion and sexuality. On a final
analysis, what matters more is their reliance and understanding
of their o selves. As a young child, Vanessa reports: "l could
not really comprehend these things, but | sensed their
strangeness, their disarray. I felt that whatever God might
love in this world, it was certainly not order" BH 59 . It
takes a lot of time and considerable experience for them to
realise the chaos of the world and the hidden order amongst the
apparent chaos. This understanding gives them their identity
which is strengthened by their artistic experience.

Though the progress as an artist itself serves as a means
for coming to terms with the self, there are also certain
heightened moments of grace enhancing the insights of the
protagonists. One such instance is Morag'’s spotting of the
flight of a "Great Blue Heron."

Once populous in this part of the country. Nowv rarely
seen.

Then it spotted the boat, and took to flight. A Sow
unhurried takeoff, the vast wings spreading, the slen-
der elongated legs gracefully folding up under the
Ccreature's body. Like a pterodactyl, like an angel,
like something out of the world's dawn. The soaring
and measured certainty of its flight. Ancient-seeming,
unaware of the planet's rocketing changes ... unknowing
that it was speeding not only towards individual death
but probably towards the death of its kind (D 357) .

This vision makes Morag realise that ‘her quest for islands’ had
ended and that Pique's has begun, simultaneously with Morag’s omn
attempt "to write the remaining private and fictional words" (D
453). Like the heron, Pique's Tonnerre heritage also faces
extinction. However, there is a hope kindled in Pique's journey

to Galloping mountains just as there is a "measured certainty”™ in
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the flight of the bird. J.A wainwright considers the passage as

Laurence's conviction that "the artist must investigate the

relationship between her art and her life" ("You Have To Go Home
Again: Art and Life in The D viners" 293). Winwight makes an
apt conpari son between Morag’s vision and the contrast between
Harry's delusion and the |eopard nentioned in the epigraph of
Hemingway’s "The Snows of Kilimanjaro."
If Hem ngway only inplicitly equates artist and |eop-
ard, Laurence weaves the image of the artist's quest
and task into her novel by linking Mdirag's creative
t houghts and accomplishments to the beauty, integrity,
and nortality of the heron's flight (293).
Al ex's nonent of grace takes place during her outback tour
as Dolly Fornmosa when she sees a vision of |ight.

| walk on into the plain beyond, a carpet of dust,
alnost a mattress. A few ghost trees console the reve-

nant | have beconme. Small birds skitter across the
desert, larger ones rise by grace of a stately basket
work of wings... . | cannot see his face, because it is

gilded by the sun's glare, but sense that it is sml-
Ing, and know that 1t nust be as dark as the snooth
dark kneeling thighs. | can feel the stream of under-
standing which flows fromthis mracul ous Being, bath-
ing ny shattered body, revitalising ny devastated m nd
(MVMD 138-9) .
The contrast nmade between the snall and |arger birds goes back to
Alex's search for a derelict nystic and not the Alm ghty God as
also her acting of Dolly Formpbsa and not the inmmortal
Shakespearean creations. Veronica Brady considers the vision as
a rebellion against "false notions of goodness, against the
| assitude which inposes limts, the so-called norality which is
nerely the instinct for self-protection" ("dabrous Shaman" 75).
Further, the protean nature of Alex's roles and the flexibility
they offer is well brought out in her statenent that her "naked

body conjures up the archetypes of birds, serpents, insects, nany
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of tham fiendish in their savage beauty, all hatched out of Dolly
Formosa's teeming brain” (VMO 137). Commenting on a similar
statement by Atwood's protagonist in Surfacina. Carol Christ
mekes a perceptive observation and to quote her:

The protagonist recognizes her body as both revelation
and incarnation of the great powers of life and
death... . The femade experience of the transformation
of ... body ... is perhaps the most complete human
incarnation of the great powers. The protagonist's
vision of the universal transformative energy ... is
reflected in her characteristic perception of the
fluidity of the boundaries between objects, animals,
plants, humans (Diving Degp and Surfacing 47-8).

SQdh experiences pave the way for the quest for authentic
selfhood.

So far, we examined howv writing (art) enables the protago-
nists to acame to terms with their pasts axd to realise the limi-
tations of words to express their experiences. In fact, these
are some of the concerns shared by any metafictional narrative,
whidh "self-consciously and systematically draws attention to its
status as an artefact in order to pose questions about the rela-
tionship between fiction and reality" (Patricia Waugh. Meta-

fiction: The Theory and Practice of Self-conscious Fiction 2).

Patricia Wauh points out how metafiction flaunts and exaggerates
the instabilities of the real world and language, which, in turn,
question and relativize each other. Se likens the relativization
process to Bakhtin’s concept of "dialogisation”™ (5). Both

Laurence and White have displayed their worksheets to the readers

through The Diviners and Memoirs of May in One. Miche Fabre

drans attention to the title The Diviners which is emblematic "in

a meta-fictional sense, since it sLums up the reading of the noved
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as process"” ("Text, Mini-Text and Micro-Text" 171). This

reeding includes not only the fictional works of Moag but also

other works such as Clans and Tartans of Scotland, 60th Canadian
Field Artillery Battery Book, 0Ossian’s Poans and The Canadian

Settlers’ Guide. There are also some instances of meta-

metafictional elements. Oe such instance is Laurence's account

of Morag's novel Prospero’s Child. Ildiko de Pgpop Carrington

ans it up as the writing of "a novelist separated from her
husband writing about a novelist separated from her husband wo
has written about a waren separating from her husband® ("Tales
in the Telling” 158).

Patrick White's Menoirs of May in Oe is a self-reflexive

narrative. But it is a metanarrative with a difference, for
White is writing against writing. The important question which
the novd raises is regarding the reader and writer of the novel.
Within the novel, Alex is the writer and White, the reader. For
the Manars itself, White is the writer ard we are the readers.
Thus, the boundaries separating the editor and author are often
collapsed. Veronica Brady terms such a collapsing of narrative
boundaries as "the game&' or "the dance' which
goes on of its om accord, the to-and-fro movement
between Patrick and Alex, dreem ad matter-of-fact,
absurdity and frivolity, life anrd death, writer ad
reader. It has no goal beyod itself to bring it to an

end but goes on renewing itself, generating its life
from the interplay of opposites ("Glabrous Samai’ 75-

6).
Sdh an interplay, allows interpretations like Axd Clark's
reeding of Gray as "half White' ("Patrick Whitee A Whiter Shade
of Gray' 4) and Ron Shepherd's review of the novel as a "self-

paody of a scholar manque’ Iin an "attempt at self-objectifica-
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tion" ("Eitor or Author" 43).

Havi ng ascertai ned the convergence of the witer and chara-
cter who is a witer, it is worthwhile to consider how Laurence
and White use such conventions (or breaking of conventions) for

different purposes. Wth The D viners. Margaret Laurence seems

to have reached an affirmative acceptance of art and its limta-
tions. The novel also marks the cul mnating point for both Mrag
and Laurence. Mdrag sets down the title and begins the novel
which the readers and Laurence have just finished. I n her

article "Margaret Laurence's The Diviners: The Uses of the Past,"

Gayle (eene conpares The Dviners to Doris Lessing's The (ol den

Notebook in that they are "self-begetting"™ novels which end in

the beginning (in Oitical Approaches to the Fiction of Mrgaret

Laurence 180) . This is seen in the novel opening and closing
wth Morag’s contenplation of the river which flows both ways.
Thus, what began as the merging of the perceiver and the

perceived in A Bird in the House leads to the nerging of the

creator and the created in The Dpiviners. Such a nerging of

Patrick White and Alex Gay is found in Menoirs also as is
evident in White's remarks within the text. Al ex "mght have
created me, and | her" (MM 180). Towards the end of the
Memoirs, Wiite renarks that
While | | --the great creative ego--had possessed
nyself of Alex Gray's life when she was still an inno-
cent girl and created fromit the many images | needed
to devel op ny own obsessions, both literary and real.
If she had becone ny victimin those endl ess scri bb-
lings which | was faced at last with sorting out, | was
hers through her authoritarian bigot of a daughter.

VW were quits, oh yes, but never quit of each other
(MD192).
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Thus, White, the creator goes on living while Alex, his creation
iIs deed or is only living through the memoirs. However, White
has been stripped of his powerful authority as Creator ad
Protector by his creation. Witness, Alex's dismissal of Patrick,

the self-appointed "spirit guide":

Now that | am free to write, shall | ever dare begin to
sort out my disordered thoughts? It is a frightening
prospect... . If Patrick wee here he could guide me

No, | must do it mysaf. Patrick guide! Patrick cannot
guide himself, that's wy he's taken to carrying a
walking stick (MMO 174).

By referring to hm variously as "Born Mother Superior,” "failed
artist” and "Old Patrick,” Alex includes and dismisses hm at her
will. As Veonica Brady aptly summarises,
She [Alex] writes hm into the memoirs, summoning him
when she wants hm and then dismissing him, and rele-
gating him to a very minor part in her world, even
closing her door on him and turning the key... . He
waits for her, and thus waits for himself, and is ulti-

mately, if not the master, at l|least the survivor
("Glabrous Sharan' 73).

Thus, both the powea of art and the potential of the artist are
questioned. Unlike the other artist figures, Alf Dudo (Riders

in the Chariot) axd Hurtle buffield (The Vivisector), wpo attain

their respective visions through their art, Alex's mamoirs keegps
the choice of realisation open to herself anxd her creator. This,
perhaps, is an excellent example of the reversal of roles of the
‘subject’ and ‘object’ in a narrative. Further, the Manars also
questions the validity of the solutions offered to life and
reality through love, art and religion in the earlier novels.
For Alex, love, art ad religion are additions to her existing

roles in life. Thus, the goals of the texts are "dispossession,"”
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"unrealisation" and "a negation of reference"” ("Glabrous shaman”
72-3) .
Identifying such goals leads us to a common reference point

towards which both The Diviners and Memoirs move, namey, the

renunciation of magic involved in art. This is done through
reference to Prospero’'s renunciation of his magical powers in
Shakespeare's The Tempest. Moaag initially questions whether
Prospero can actually renounce his powers but realises later
through Royland's loss of divining powe that "the gift was a
gift in the first place, not an inalienable possession”
(Margaret Atwood in A Place to Stand On 27). However, Alex's
shooting at the audience and her death signals White's exposure
of the theatricality of our lives or as Brady puts it,
the duality, even duplicity, which is the basis not
only of art but of life itself and which makes us
uneasy and often unwitting accomplices of the truth of
illusion and illusion of truth ... suggesting that
after all; " ... we are such stuff/As dreams are maecke
on, and our little life/ls rounded with a sleep”
("Glabrous Saren' 74).

Though The Diviners and Memors are works of metafiction,

there is a difference in attitude and treatment by Moag ad
Laurence and White and Alex respectively. This difference can be

accounted for by applying Linda Hutcheon's distinction between

modernist and postmodernist metafictions. Though The Diviners
uses postmodernist techniques such as fragmentation and parody,
it reveals "a modernist search for order in the face of mord ad

social chaos" whereas Memoirs reveals "a postmodern urge to

trouble, to question, to meke both problematic ard provisional
ay such desire for order or truth through the powers of humen
imagination" (The Canadian Postmodern: A Study of Contemporary

English-Canadian Fiction 2)e




Chapter 111

D scovering the self——

Women and the Spiritual Quest

The inner freedom fromthe practical desire,
The release fromaction and suffering, release fromthe

i nner
And the outer conpul sion, yet surrounded _
By a grace of sense, a white light still and noving,

... , concentration
w thout elimnation, both a new world

And the old nmade explicit,

(T.S. Eliot. Four Quartets)
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In the earlier chapters, we examined the attempts nmede by
woren at self-actualisation within the familial and social
spheres. We found that very fen waren succeeded in their
attempts. The quest for self-knowledge by the protagonists and
their urge to kow the self in itself devoid of typecast roles or
social trappings take on psychological axd spiritual dimensions
in the works of the two writers. The psychological aspect will be
examined in Chgpter Four. The present Chapter attempts to explore
the spiritual aspects of the quest for self-realisation. It is
important to note that even while stressing the spiritual aspects
in their novels, both Patrick White and Margaret Laurence are
sceptical about religiosity. That they are against
institutionalised religion (Christianity) is seen in their
critical questioning of its anpy rituals. Degpite the religious
framenvaks which entail religious interpretations, emphass is
laad on the need for freedom and the question of choice ad
responsibility which reveals the existential rather than dogmatic
goproach of White and Laurence to spirituality in their works.
The novels offer varied meanings and interpretations. In this
sudy, saore of the concepts found in the novels, are interpreted
according to the Vedantic principles. Another aspect which
bsoomes relevant is the underlying structure of the quest. This
aspect will be examined in the next Chapter along with the
psychological connotations of the quest. This Chapter consists of
wWo sections. The first section will analyse the attitude of the
protagonists towards orthodox religions. The second section will

explore the possible Biblical interpretations of the novels as
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wdl as the various frames (Existential or VVedantic) that enable

an assessment of the process of self-realisation.

Agang religion

Religion. Yes, that's behind all my books. Whet | am
interested in is the relationship between the blunder-
ing human being anrd God. | belong to no Church, but I
have a religious faith, ... . In my books I have lifted
bits from various religions in trying to core to a
better understanding; I've maece use of religious themes
and symbols (Patrick White. "In the M&king' in Patrick
White Speaeks 19) .

I don't have a traditional religion, but | believe
there's a mystery at the core of life (Margaret Lax
rence quoted in Valerie Miner's "The Matriarch of

Mamanvakd' 18).

I don't have any feeling, ... , of loyalty to the
traditional Christian religions, ... but | do not
really believe that Gad is totally dead in our uni-
verse... . A lot of my characters, like mysaf, inhabit

a world in which they no longer believe in the teach-
ings of the traditional church, but where these things
have enormous emotional impact... . [The Bibleg] s=ans
to express certain symbolic truths about the huren
dilemma and about mankind (Laurence in Dondd Camaon
ed. Conversations with Canadian Novelists 111~ 2).

The statements quoted above vividly express the attitudes of the
wWwo writers and their protagonists to traditional religion.
White's statement also highlights the confluence of various
religious ideas in his novels. The statements further revea the
uxe of religious frames by the two writers to explicate the
ultimate reality or wha Laurence calls "the mysery at the core
of life." It is the same mysery that impes the protagonists to
move beyond the cocoon of their existence in an attempt at self-

realisation.
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Let us mow consider the varying attitudes of the protago-
nists towards orthodox religion. It ranges from an acceptance of
Christian grace and humility in the case of Laura Trevelyan in

Voss and Mrs. Godbold in Riders in the Chariot to Hagar's open

defiance in The Stone Angel. While Rachd Camaon (A Jest of God)

ad Vanessa Mad.,eod (A Bird in the House) display a certain

amount oOf scepticism, May Hae (Riders in the Chariot), Theodora

Goodren (The Aunt’s Story) and Ellen Roxburgh (A Fringe of

Leaves) seek alternate means to counter the fetters of tradi-
tional religion. Wha begins as parodies of faith by Stacey
MacAindra (The Fire-Dwellers) and Alex Gray (Memoirs of May in

O¥ results in a total absence of religious faith in Maag Gun
(The Diviners) and Elizabeth Hunter (The BEye of the Storm). The

following sections will examine the protagonists range of re-
actions to conventional religion viz., acceptance, scepticism,
parodying, seeking alternate means, open defiance and total
rejection.

Despite their questioning of the narrow limits of tradi-
tional Christianity, Laura Trevelyan in Voss and Mrs. Godbdd in

Riders in the Chariot accept the tenets of Christianity in

spirit. The first glimpse of Laura, in the opening scene of VOss,
dons her as sceptical, having rejected the conventional religion
of the Bonners. She is seen as a rationalist questioning the
shdlow conventions.
... she had been softly sceptical, perhaps out of
boredom; she was suffocated by the fuzz of faith. She
did believe, however, mogt palpably, in wood, with the
reflections in it, anrd in clear daylight, axd in water
(V 9).

Sh an attitude challenges, for instance, Mr. Bonner’s idea of a
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boring Gad whose Divine Will approximated Bonner's will (y 349) .
At this juncture, Voss mistakes her for an atheist and tells her
that atheism is self-murder because the atheists usually are
incapable of conceiving the magnificence of the Divine Power (Y
89). However, Voss’ |later comment in the same chapter is
perceptive of Laura's true position. "You are an Apostle ‘of Love
masquerading as an atheist for some inquisitorial purpose of your
own..." (V 90). Though she rejects the outward trappings of
religion like Church attendance, she follows Christianity in its
true spirit. For instance, her emotional state during the birth
of Meacy is comparable to the Immaculate Conception of the Virgin
Mother. Earlier in the text, there is a reference to this. In a
paragraph full of sexual overtones, when Voss prescribes a white
pill for her ailment, he warns that it will entail great
suffering. "If | have suffered the Father, she smiled, then | can
suffer the Son™ (V 269). In fact, it is her doctrine of the
three stages of man's spiritual progression that constitutes the
central theme of the book. "Honv important it is to understand
the three stages. Of Gad into man. Man Ard men returning into
God..." (V 386). John and Rose Marie Beston in "The Thame of
Spiritual Progression in Voss.," show how the doctrine is
explicated in Le Mesurier’s poan ‘Childhood.’ Through such a
doctrine, she stresses the need for humility axd understanding,
ad as Veronica Brady further points out " [Laural is an oracle
whoee messege is of hope and of humen acceptance” ('In My Bd is
My Beginning: Laura as Heroine of Voss' 19). By taking such a
stand, Laura "not merely resists the ideology of the Bonners but

even the absolute claims Voss makes upon her" (Brady 23). That
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she is honest about her feelings is her virtue. She speaks out
openly: "ah, God, ... , | do have faith, if it is not all the
time" (V 330). Such an openness enables her to accept the need

for sacrifice.

‘I cannot [sacrifice] enouagh, that is obvious, but

something of a personal nature that will convince a
wavering mnd. If it is only human sacrifice that wll

convince man that he is not Ged’ (V 370) .

The sane hol ds true for her understanding of human suffering. Her
suffering during her fever and voss’ last days in the interior
re-enacts the passion of Christ: ‘Dear Christ, now at |ast |
understand your suffering' (V 386). This scene in the novel is
conparable to the enactnment of Christ's Passion by the nun in
Hopki ns' poem "The Weck of the Deutschland."

Describing Ms. Godbold, the narrator of Riders in the

Chariot comments: "For was not the sinplest act explicit,
unal terable, even glorious in the light of Hn?" (RC 270). This
explains Ms. Godbold's attitude to religion and life alike. In
her article "The Edge of Error," Dorothy Geen quotes the |ast
verses of Matthew 25 (‘Inasmuch as ye did it unto one of these
the least of ny brethern, ye did it unto ne') and states that
"Ms. Godbold is a living exanple" of this (41) . Her duty to God
Is inseparable fromher duties as wife and nother. That is why,
Leonie Kraner's question in her article "Patrick Wite's Gotter-
dammerung," "Is her ‘almost vegetable existence' conpatible with
il lumnation?" (18), comes as a msreading of the whole novel.

Ms. CGodbold's conception of the chariot is realistic rather than

abstract .
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Ms. Godbold remained a seated statue. The massive
rumps of her horses waited, swishing their tails
through eternity. The wheels of her chariot were solid
gold, well-axled, as mght have been expected (RC 67).

She is seen doing household work alongside praising the Lord
through hyytms  (RC 229). In this way, she conbines the tenporal

and the eternal.
Her attitude to religion is closely knit with her attitude

tolife as a not her.

Faith is not |ess persuasive for its fluctuations.

Rather, it beconmes a living thing, like a child flut-
tering in the wonb. So M's. Godbold’s faith would stir
and increase inside the grey, gelatinous envel ope of

morning, until, at last, it was delivered, new born,

with all the glory and confidence of fire (RC 231) .
Such an attitude enables her to be accommodati ve when Himmelfarb
guestions her about his being a Jew.

‘I do not know Jews, except what we are told, and of
course the Bible;, there is that’ .... ‘But | know
people,' she said, ‘andthere is no difference between
them excepting there is good and bad’ (RC 219) .
By this belief, she provides maternal service to Hmelfarb after
his mock-crucifixion. This, perhaps, is the reason why the sheets
she | aunders becone the sheets to receive the body of H nmmel farb.
Her attitude towards the question of good and evil contrasts her
from Harry Rosetree, who Judas-like betrays his faith and
H nmrel f ar b. In all, she energes as an individual "completely
free of theories about faith, or belief, or revelation, fromall
di scussions of which she shies away" (Dorothy Green 41).

Both Rachel Cameron in A Jest of God and Vanessa MaclLeod in

A Brd in the House are sceptical of the religious teachings

offered to them though they never openly express their defiance.

At the beginning of A Jest of God, Rachel views God as a Cosmc
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comedian taunting people for His perverted sport. This position
leads her to reject both her mother’s Church which is too plain
and Calla's Tabernacle which has "too much gaudiness and zeal"
(JG 41) . From this position, she moves to an understanding which
follows St. Paul's dictum. "If any man among you thinketh himself
to be wise, let him become a fool, that he may be wise" 3G
135). This enables her to take her final position of
understanding. She is even able to say in a jocular tone: "Gods
macy on reluctant jesters. Gods grace on fools. God's pity on
cCd (G 202). Hea mnrew found wisdom accommodates compasson not
only for men but also for God. While Hagar’s attitude is one of
outright irony, Rachel at least puts up with it outwardly for

fear of displeasing others.

I didn't say Gad hadn't died recently, within the last
few years, but a long time ago, longer than | could
remember, for | could not actually recall a time when
He was alive. NoO use to say that (JG 39).

In her mind, she rejects the synthetic smoothness that exists in

her mother's Church which,

shows a pretty and clean-cut Jesus expiring gently ad
with absolutely no inconvenience, no gore, no pain,
just this nice ad slightly effeminate insurance sales-
men who, somewha incongruously, happens to be clad in
a toga, holding his ams languidly upto something which
might in other circumstances have been a cross (G 41).

Though sceptical, Rachel never takes an atheistic position like
her dead father. She condemns the superficiality of Calla's

Tabanacle in a similar fashion.

Hov can anyone bear to meke a public spectacle of
themselves? Hw could anyone display so openly? I
will not look. 1 will not listen. People should keep
themselves to themselves--that’s the only decent wey
3G 35).
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This is her reaction to the jazziness of hymn singing and
people's speaking in tongues. Her unconscious speaking in tongues
is a mockery, for she never experiences the peace of mind that
accompanies such an event. In his article "Politics and A Jest
of God." Kenneth James Hughes points out the possible Greek
comparison. The two Churches refer to the polar opposites i.e.,
the prototypes of Apollo and Dionysus. Rachel rejects both the
tight control over emotion and the excessive outward display of
it. Thus, even when she turns to God in her hour of need, she
cries for a secular relationship with God.
My God, | know how suspect Yau are. | know how suspect
I am. If You have spoken, | am not aware of having
heard. If Yau have a voice, it is not comprehensible to
me. No omens. No burning bush, no pillar of sand by day
or pillar of flame by night (JG 171).
Towards the end of the novel, Rachel rejects both the Old
Testament God of Anger and Punishment and the Newnv Testament God
of Redemption and opts for a God who "would be a human-type beind
wlo could be reached by tears or bribed with words" (Kenneth
James Hughes 41).

Like Rachel, Vanessa MacLeod in A Bird in the House., is

faced with different religious sects: the Mitigated Baptism of
her maternal Grandparents, the United Church of her parents and
the Pentecostal religion of Noreen, their housemaid. The
Biblical stories kindle the creative spirit in her. This has been
examined in the previous Chapter. There is a mild irony in her
response to her Grandmother's reaction, when she says that in the
Sunday School they taught her about "How are the mighty fallen in

the midst of the battle."
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| was not astonished that ny grandnother thought the
bl oody death of Jonathan was very nice, for this was
her unvarying response, whatever the verse. And in
fact it was not strange, for to her everything in the
Bi bl e was as gentle as she herself (BH 7) .

Initially, she is fascinated by Noreen's abundant know edge
of Heaven and Hell and her communications with spirits through
the ouija board. Wien Noreen's statenment that "[a] bird in the
house means a death in the house"™ conmes true with her father's
death, Vanessa bitterly hates the religion represented by Noreen
as a prison fromwhich she battles to get out (BH 109) . When
Noreen conforts her by saying that her father will be in Heaven
wth God, she retorts angrily against any confort that religion
has to offer. "He didn't need to be saved,” .... "And he is not

in Heaven, because there is no Heaven. And it doesn't nmatter,

see? It doesn't matter!"™ (BH 110).

Stacey MacAindra in The Fire-Dwellers and Alex Gay in

Memoirs of Many in One express their dissatisfaction of the rigid

norms Of Christianity through parody. However, an inportant
di fference between the two characters has to be noted. Wile
Stacey's secularism arises out of her total subnersion in her
household roles, Alex's secularismis her way of conbining her

sexuality and spirituality.

The protagonist of The Fire-Dwellers, Stacey, IS nore

liberal in her attitude to religion than all the other protago-
nists. For her, God is another individual or her own nmasked self

w th whom she can hold conversations in order to get out of the

confusions of daily life.
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God knows why | chat to you, God--it's not that |

believe in youu O | do and | don't, like echoes in ny
head. |It's sonebody to talk to. Is that all? | don't
know... . Sorry, God. But then you're not dependent

upon nme, or let's hope not (FD 56) .
She is so deeply inmrersed in her roles as wife and nother that
she cannot get out of themto devote her tine to religion. Even
Matthew, Mac's father who talks about religion is seen only as a
diversion and she frequently tries to protect her children from
his awkward and delicate questions. She constantly pleads wth
Gd to safeguard the interests of her children and husband, in a

simlar fashion.

-Stacey, how dare you conplain about even one single

solitary thin%? Listen, God, | didn't nean it. Just
don't let anything terrible happen to any of them wll
you? .... -Please. Let thembe okay, all their lives...

(FD65) .
Patricia Morley describes Stacey's conversations with God as a
"silent dialogue with a God in whom she does and does not

bel i eve" (Margaret Laurence 104) . God, for her, is both an

omi potent figure and a hel pl ess one |ike human beings. Her nock
dialogue with God on the Day of Judgenent reveals this. On the
one hand, she feels God will condemm her to Hell for not being
sure of herself and on the other hand, she feels He Hnself wl
be uncertain about H s Existence (FD 7). Patricia Mrley also
points out that the entire episode of the R chalife propaganda
"is a secular parody of the religious vision of the Prom sed
Land: ‘Both spirit and Fl esh Altered’" (103).

The parody extends from the obvious pun in the name to

the evangelical testinonials at rallies by those who

believe the pills have altered their lives. Thor is the

prophet of this pseudo-religion, preaching the good
news... (103).
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S a parody helps Stacey to realise the foolishness involved in
man’s ways towards Gad and religion, when once the identity of
Thor is revealed. Stacey’s reaction to this is yet another comic
parody of the acoymmn Christian prayer. "Dear Lord and Father of
mankind, forgive our foolish ways, as some goon once said.
Reclothe us in our rightful mind" (FD 247). Further, as
Elisabeth Potvin rightly points out, Stacey realises that Thor's
offer of "secular religion is a cheap substitute for old-
fashioned salvation” (‘"A Myseay a the Core of Life": Margaret
Laurence and Women's Spirituality’ 33). More importantly, as
Potvin states, "Laurence inverts the mundane and sacred:
hairdressers become priestesses, supermarkets become temples ad
Stacey communing with the birds is described as a prophetess”
(32).

In Memoirs of Mawy in one, Alex Gray describes her search

for an identity in the following terms:
Had | been a nun | could have told my beads. | could
have meditated if | had been a Buddhist. | could have
done almost anything if | had an identity, .... But |
hadn't found the frame which fitted me (MO 49) .
This search for an identity whets Alex Gray's desire to find a
spiritual frame within which she can operate. Such a search
operates on two levels: On a real plane, it takes on the force of
finding a Saviour wio would unravel to her the mysteries of life.
That she ends up with an old derelict in the park, is part of the
comedy and satire which White uses. The religious search is
coupled with sexuality. Whaess she expects to find a break from

her past sins, she ends up perpetuating her sexual license. For

instance, the attitude of the Mystic from the park is sexual.
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“... | amseized by the wist, by a steely, yet clammy, nale
hand. The force of obsession brings us close together, breast to
breast, nouth to nmouth" (MMD 102). Instead of being taught by
the nystic, she teaches himto differentiate between flesh and
spirit. Simlarly, with the Dog which she brings hone to atone
for the sin of killing her husband's dog, thus causing her
husband' s deat h:
He [the Dog] has landed on ny bed, and lies there in
the lion couchant position, fringed paws outstretched,
Flesh" Br o s Al ob of “absol ving & n (M 106)
On an imaginary plane, the search culmnates in her roles as
Cassiani, the nun and Sister Benedict. W see her as Cassiani,
the nun, with unexpectedly bl ue eyes, sweeper of nouse droppi ngs,
| over of Onouphrios, the monk, who is rejected by the
‘Cchristians’ of Nisos, as an evil-eyed sorceress; as Sister
Benedi ct, who on the Feast of the Kippers leads the frailest
nenber of her order into the bush, there to learn the source of
goodness. In both these instances, she ends up realising her own
sensuality. "My own body is unbelievably strong and hel pl ess”
(MD115) .
The anusing search does not end with all this, for Al ex
breaks conventionalities in an unconventional extrene. |In one of
her fleeting visits to the Church, she totally abuses the itens

of ritual. To scrub her lipstick out, she uses holy water from

t he st oup.

| dried nyself on a panphlet advertising a retreat,
then | sat for a nonment to give thanks to Whonsoever it
is in this gloony Irish sanctuary. Fromthe gl ances of
various custodians | realised the Holy Spirit would
have wi shed ne to nove on (MWD 39).
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Through all this, Alex untiringly tries to see her om contribu-
tion to the establishment of identity or as she puts it: "the
continuity of being--though imposter--nun, sorceress, failed
wife-mother, mere women, in my various allotted lives" MMMO 80).
Witness, Veronica Brady's comments on Alex's religious search.
Brady is of the view that the novdl,
canvasses the possibility of God, and of a God wo
shows himself, erupts into the here-and-now. This
possibility would provide the "frame' Alex is looking
for, but it is a frame which is not so mudh an order,
scheme or structure but a frame in the original sense

of the word, a movarat or process ("Glabrous Seamen or
Centennial Park's Vay Oan Saint? Patrick White's

Apocaypse’ 77).
While parody expresses dissatisfaction of existing religious
noms, some of the Whitean protagonists choose alternate forms of

religion. Thus, both Theodora Goodren (The Aunt’s Story) and May

Hae (Riders in the Chariot) are nature mystics and holy fools.

While E-Twyborn in The Twybon Affair embraces the Byzantine

heritage and combines aspects of the physical axd spiritual in
her Lodon brothel, Ellen Roxburgh replaces the Lod CGaod of Hosts
by the Gad of Love.

The roles played by Theodora anxd May Hae as nature mystics
will be examined in the subsequent section dealing with the
various aspects of their self-realisation. However, a brief note
on their roles as holy fools is relevant here. Theodora ad

May, along with Bub Quigley (The Tree of Man), Harry Robarts

Vo ad Arthur Bromn (The Solid Mandaa), belong to the class

of holy fools in White's novels. These so-called crazy persons
possess a greater understanding of things around them and bring

in a multidimensional view of the world that is beyond the bounds
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of rationality and intellect. They seemto illustrate Bl ake's
ideal: "To see a Wrld in a Gain of Sand, / And Heaven in a WIld
Flower, / Hold Infinity in the Palmof your hand / And Eternity
in an Hour." 1In an article entitled "The Terri bl e Nostal gia of
the Desert Landscape,” Karin Hansson descri bes the sinpletons as
"explorers in their own right" who "by neans of very el aborate
synboli sm are strongly connected to the |andscape. Their voi ces,
their skins, and even their words are often ‘sandy’ ... to
indicate their special insight"™ (31).

Tracing the etynology of the words "fool" and "sinple,"
Patricia Morley concludes that these terns are not derogatory in
Wiite's usage but which characterise their nature as spiritual

el ects. According to Morley, Wiite uses "the divine fool as a

sinple soul, nearer than the average man to Cod" (The Mystery of
Uhity 86). By eguating ‘simple’ to ‘humble’ and ‘pure,’ \Wite
offers his sinpletons a purity of heart that ensures divine unity
(Mrley 87) . Incidentally, humlity, sinplicity and pureness of
being are the qualities that Wiite considers the criteria for
self-realisation. But these same qualities nmake them suspect in
the eyes of the society they live in. For instance, Norbert Hare

(Rders in the Chariot) accuses Mary of not sharing her intuitive

know edge of the chariot. Ms. Hare's remarks about Mary in her

journal al so proves Mary's grasp of reality.
Her statenents stop a person short. WIIl not deny that
Ms remarks usually contain the truth. But the world, |
fear, will not tolerate the truth, at least in con-
centrated form (RC 166).

Smlarly, George Goodman, The Man Who Was G ven Hi s Dinner,

Mss. Spofforth and Hol stius recognise Theodora's powerful
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insight into reality. The dive Schreiner epigraph to the third
section of the novel and Holstius' plea to Theo to accept
society's verdict of her madness, clearly reveal the relative
nature of oppositions such as sanity/madness and appearance/
reality. Their spiritual insight and nystical faith in nature
prove true Melville's statement in Mby Dick that "man's insanity
is heaven's sense."?! According to Cynthia Vanden Driesen, the
lives they |ead, pronpted only by instinct and intuition and not
by empty convention, "dramatise the fact that these non-rational
processes mght in fact be nore conducive to true clarity of

vision" (in Ron Shepherd and K Singh ed. Patrick Wite: a Qiti-

cal Synposi um79) .
What begins as an experinentation of various religious

thoughts in Riders in the Chariot, takes a turn to differentiate

between conventional Christianity and the natural religion of the

aborigines in A Fringe of Leaves. There is a sharp contrast nade

between the Church that holds the Lord God of Hosts and the
chapel which propagates the idea of God as Love. A third strain
cones through Ellen's acquaintance with the aboriginal religious
thought. Describing the "negative nysticism that operates in the

novel, Veronica Brady, in her article "A Fringe of Leaves:

AQvilization by the Skin of Qur Owmn Teeth," states that "if Hlen
Roxburgh is an epic protagonist, then hers is an epic of a world
without CGod or rather, one in which He remains silent" (128).
The conventional religion followed by her husband and nother-in-
law proclainm the Lord God of Hosts. Ellen realises its

I nadequacy even at the beginning of the novel. She thinks that
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" it was her origins which made her believe more intently in the
Devil than in the Deity" (E. 109) . She realises that right from
her cornwall chil dhood "rocks had been her altars and spring-
Water her sacranment"” (EL 222) . Hence, the novel |ays stress on
physi cal necessity and the perfect adaptation of the aborigina
ways. For Ellen, worshipping of the Roxburgh God has been by rote
and nerely a lip service to please others. Her nove away from
this conventional religion first occurs during the Christnas
celebration in Van pieman’s Land.
There was little in this austere tenple to provoke
those who | ook upon decoration as an incitenent to sin
and Popery, nor inspire others of shy sensibility who
need signposts before they can venture along the paths
of private nysticism (FL 94).
This cel ebration kindles her doubt and culm nates in her

confronting the dark side of her personality, thus accepting the

flesh and natural things: " ... she had taken it for granted that
her Christian faith insured her against evil, until on Christnas
Day doubts cane faltering into her mnd, ..." (FL 98). It also

acquaints her with sinplicity and necessity for survival. This
hel ps her to see the canni bal episode as a sacranent she had
partaken, in much the sane spirit as the aborigines, that is to
consume the strength of the individual who dies. As Veronica
Brady remarks in her essay "A Properly Appointed Humani sm"
Canni bal i sm beconmes a kind of "transubstantiation in
reverse” as Ellen is taken up into the |ife according
to nature, into the community of suffering, vulnerabi-

lity and oppression represented by the aborigines. The
power of this is signalled by the "single flute note

endl essly repeated"--an inmage, ... , which recalls the
story of the Carib devils who consuned a ritual norsel
of the eneny god... (65-6).

Blen's reaction here is in perfect harnony with her earlier
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rejection of the God of the winning side at the church, for that
institution justifies human cruelty. It is this, which later
makes her reject conpletely what conventional religion has t6
offer. To M. cottle’s routine questions, her replies are full of

understanding.
‘I don't know what | any |onger believe’

‘I do not know, M. Cottle, whether I amtrue, |eave
al one Christian,'

‘If | was given a soul, | think it is possibly |ost,
she said... .

‘only ny conscience, and that can be nore terrifying
than any unseen criminal’ (FL 347-8).

Such an attitude enables her to attain a sense of realisation in
the crude and primtive chapel built by PFilcher, since his chapel

does not divorce know edge and experi ence.

The interior was bare, except for a log bench and a
rough attenpt at what in an orthodox church would have
been the communion table... . Above the altar a sky-
blue riband painted on the wall provided a background
to the legend GOD IS LOVE, in the wetchedest letter-
ing, in dribbled ochre...

She did not attenpt to interpret a peace of mnd
whi ch had descended on her (she would not have been
able to attribute it to prayer or reason) but let the
silence encl ose her like a beatitude (FL 352-3).

In her article "A Fringe of Leaves: Gvilization by the Skin of

Qur O Teeth," Veronica Brady nmakes an interesting connection
between Pilcher’s chapel and the Dostoevsky epigraph to The Solid
Mandala: "it was an old and rather poor church ... but such

churches are the best for praying in* (133).

In The Twyborn Affair, the H ndu concept of rebirth and re-

incarnation finds a secular parody. Through the successive

avatars as Eudoxia--Eddie--Eadith, the protagonist tries to
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understand the mystery of being and existence. Apart from this
aspect, the novel also deals with the ideas put forward by the
Bogomil sect. The Bogomils (Lovers of God or Beloved of God)
flourished between the tenth and fourteenth centuries and were
ko to have practised all manner of sexual perversions (A.P.
Riemer. "Eddie and the Bogomils--Some Observations on The Twyborn
Affair" 12) . The Bogomil concept of dualism, that is, the gulf
that exists between the imperfect world and the perfection of G
is twisted in this novel to refer to the intrinsic ambivalence of
humen nature and human experience. Furthermore, this religious
concept is used by White to refer to the ambiguity that exists in
the relation of the sexes and in marriage.

Tonight again we [Angelos and Eudoxia] have been over
the Bogomil heresy without my coming any closer to what
essentially it means. Perhaps it's that way with any
heresy, more than most others those of sexuality (Ta

77) .

the Holy Ghost presides, even in the souls of
unbelievers, as he does over most marriages, A. to E.,
Boyd to Joanie Golson, Eadie Twyborn to Edward her
Judge. Sometimes the Holy Ghost is a woman, but whether
He, She or It, always there, holding the disintegrating
structure together (or so we hope in our agnostic
hearts) and will not, must not, withdraw (TA 78) .

Thus, both sexuality of any sort, and marriage are suspect in the
eyes of the protagonist. There is also a sceptical attitude

towards traditional Christianity.

She [Eadith] continued obsessed by the image of her
mother in a church pew, black gloves clamped to the
prayer-book. She had heard of Italian peasant-women
crawling as they licked the floor of the church comme
morating their saint, and once in a half-sleep, Eadith
visualised Eadie standing at the end of a platform in
the underground, herself licking at the stretch of
filth separating her from possible redemption (TA 403-

4).

Eadie’s appearance at a Church is hinted to be of no signifi-
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cance. On the other hand, her acceptance of the sexual ambiguity
of her child in itself leads to her redemption. Hawa Maes-Jelinek
in her article "Altering Boundaries,” draws attention to the
"degp sense of the mystery of both men and God' in the novel.
Just as the various perspectives on E. (by Joanie Golson, M.
Pelletier, Mme. Reéoa ad his/her diary) fail to reveal E.'s
sexud identity, the nature of God "whether He She or It" ad
His existence remain uncertain (171). On the one hand, such
treatment reveals E.’s scepticism to religion (very similar to

Stacey's in The Fire-Dwellers) and on the other, the huren nature

of the divine, encountered in A Fringe of Leaves. The coupling of

sexuality and spirituality finds its natural culmination in

Memoirs of May in One

The sceptical questioning of the Gods of the Establishment
in the other novels studied in the earlier sections, takes the
faom of open defiance combined with internalisation of the

rgected values in Hagar Shipley in The Stone Angel. In terms of

attitude to religion, the characters in this novel can be divided
into conformists and nonconformists of Scot Presbyterianism.
Jason Currie leads the list of conformists which also includes
Doris ard Marvin. The nonconformists include Bram and John. Hagar
occupies a middle position, Iin that she sees religion as
establishing order which she would like to adhere to in her
actions, but against which she revolts unconsciously. The confor-
mists are again superficial in their attitudes and thoughts about
religion. Jason's teaching includes "the sense of divine calling

to work, in other words the Protestant work ethic" (Andre
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pommergues. "Order and Chaos in The Stone Anael" 64). Jason
believes that "[t]he devil finds work for idle hands = == (od
hel ps those who hel p thensel ves. Many hands make |ight work" (SA
8). Hence, Jason never squanders time or noney. Bram OCCuUpies a
diametrically opposite position and in a way, it is the unconsci -
ous revolt in her mnd to Jason that attracts Bram to her.
Nevert hel ess, Jason is superficial in attaching inportance to
status and prestige in Church matters. The mnister thanks all
those who have contributed generously to the building of the new
Church and includes Jason's nane first in the roll call. Jason's
reaction explicitly reveals his attitude. ‘Father sat wth
nodestly bowed head, but turned to ne and whispered very low "I
and Luke McVite must’ve given the nost, as he called our names
the first"’ (sa 16) . Hagar's attitude to religion is one of
anused scepticism which at best, turns into indifference. Her
scenes with M nister Troy are comcal. For instance, her
description of himruns as foll ows:

... mnister is plump and pink, and if he nmet John the

Baptist in tatters in the desert, stuffing dead |ocusts

into that parched nouth for food, and blazing the New

Ki ngdom out of those terrible eye sockets, he would
faint (SA 38).

Unlike Doris or Marvin, Hagar has no use for religion. Justifying
Hagar's rejection of heaven as "an ersatz goal," Elisabeth
Potvin, in her essay "A Mystery at the Core of Life," states that
"[J Justice and love are irreconcilable according to the harsh
Calvinist doctrine" (29) and matches Hagar in withhol ding mercy
and conpassion. "Qught | to appeal ? 1It’s the done thing. Qur
Father--no. | want no part of that. Al | can think is--Bless nme

Ofnot, Lord. dust as You please, for I'll not beg" (SA 307).
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The pride, which dominates all her hurmen relationships, extends
to the Divine also. As she tells Mr. Troy, prayers have not

wrought anything for her.

"lI've never had nmuh use for prayer, Mr. Troy. Nothing
I prayed for ever carme to anything . . = If Gods a

crossword puzzle, or a secret code, it's hardly worth
the bother, it seems to mg&' GA 119) .
Hagar sees Gaod as somebody unseen but WD exercises power over
huen beings. Bven in the cannery scene with Lees, she senses the
omnipotence of God. '"We sit quietly in this place, empty except
for ourselves, and listen for the terrible laughter of God, but
can hear only the rapid chuckling of the sea® GA 234) . In his

article "The Paradox of The Stone Angel," Claude Pollack sees

this remark as capturing Hagar's paradoxical belief that
"dthough CGad is absent, he is responsible, anrd he rarely misses
a chance for a good laugh” (272) . As Sandra Djwa rightly
perceives, "Laurence's version of a cruel Gad wo sports with
humen misery ... mey be a fusion of the Jehovah of Canadian
priarie fiction with her sense of the appallingly difficult
existence of the Somali tribesman™ ("False Gods and the True
Covenat’ 44-5). It also explicates man's inability to understand
"the irony of human existence” from his "restricted vantage
point” (Sandra Dwa 45) . However, the lesson she learns from
Less is that no individual or event is the cause, for life is

determined by may causes. As Lees explains the causes of his
child's death,

"I can't figure out whose fault it could have
been,"”

"My granddad's, for being a Bible puncher in the first
place? Mother's for making me prefer hellfire to
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| avender talcun? Lou's for insisting nothing could
happen to hinf Mine, for not saying right out, lon
before, that | mght as well not go, for all the goo
It was doing me?" (SA 234).
This | eads Hagar to believe that no individual or God was
responsi ble for her son's deat h.
The culmnating point of the sceptical attitude to religion
Is the total absence of any conventional religious thought in the
lives of Elizabeth Hunter (The Eve of the Storn) and Morag Qunn

(The Diviners). Though Ms. Hunter does not adhere to any one

form of religion, she does accept the suprenme, overwhel m ng
presence of the divine during her nmonent of illumnation in the
‘eye’ of the storm This aspect will be explored in detail in the
subsequent section of this Chapter. In the case of Mdirag, there
is an initial questioning of God's nercy when she confronts the
deaths of her parents. Later, there is a total overshadow ng of
the traditional ‘Ged’ figure by several ‘diviners’ who hel p her
in probing the nystery that underlies life. That Christie, the
garbage coll ector, Royland, the diviner, Catherine Parr Traill,

the pioneer-settler and Jules, the Metis singer inpart severa

i mportant things about |life, and that these help her as a
creative artist, were examned in the Second Chapter. However,
the inportant fact to be noticed is the emergence of a
"personal ised religion" which takes into account the nyth and
magic enbodied in the ancestral heritage. Treating the ‘diviners’
in the novel as * shamans,’ Melanie Mrtlock concludes that these
figures grant Mdrag "unusual intuitive insight" to accept and
wllingly relinquish "life's many gifts (or, in nythic terns,

God's grace)” as also "the rules of physical and psychol ogi cal



139

survival" ("The Religion of Heritage: The Diviners as a Thematic

Conclusion to the Manawaka Series" 138-9) . Michel Fabre ("Words
and the World") sums up this idea succinctly and to quote him:
Divining thus amounts, ... , to being able to read the

meaning inscribed in the world, in nature, and in
events by the hidden hand of God. It is the ability to

discern a design or a "pattern,” ... , calling to mind
the Jamesian metaphor of "the figure Iin the
carpet” .... [or] according to the metgphor in Car-
lyle's Sartor Resartus ... the visible manifestation of

essence ad beng (253).

The range of reactions, that characterises the attitudes of
the protagonists to religion, reveals explicitly their head-on
confrontation with religious conventions. The scepticism
expressed and the seeking of alternate forms of religion also
revead the "eclectic" ad "non-dogmatic' religious approaches of
Whte ad Laurence (Peter Beatson 167) . Further, such approaches
nyy be viewed as attempts to re-define "religion axd spirituality
in a way that enables waran to recognize the spiritual in all
aeas of their lives, not smply in relation to the institutional
church” (Carol Christ xvii). Such approaches also reflect the
questioning of "the good-evil, light-darkness dichotomy of
Christian religion” axd the Judaeo-Christian tradition which
associates light with good and dark with evil thus "excluding a
part of humen nature as sinful Iin essence” (Hden Buss 26).
Tracing Laurence's shift from "androcentric orthodox religion to
‘gynolatric’" or "woman-reverencing,” spirituality in the
Maenda novels, Elisabeth Potvin concludes that Laurence equates
"spiritual freedom” not to "a question of either/or, but instead
an acceptance of the possibilities of both/and” (‘A Mysey at

the Core of Life" 27). This statement holds good for White's
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novels al so.

Almost all the protagonists confront the traditional form of
religions. The reason for this, arguably, is that both Laurence
ad White view religion as a factor that bind waman to conformism
in much the same way as other social conventions. Thus, going
against orthodox religion is a necessary step for the move
towards the liberation of the self. In both the writers, there is
an evolution from conformism to orthodox religion to a secular
and personal form of religion. Thus, whether the protagonist
breaks awvay or conforms to religion, the final outcome is to gain
a truer sense of one's identity. Describing the growth in
identity as something akin to self-realisation, Sandra Dwa
justifies "the rejection of false gods as enabling the indivi-
duad to win through to the true spirit which can inform the flesh
which the mow lifeless convention has denied” ("False Gods ad
the True Covenant” 50). The gods in wom the waran have belief is
a mysterious god glimpsed through a secular path and by coming to
terms with the dark side of one's personality. Thus, the novels
neither moralise about good or evil nor present an abstract
doctrine, but open to "the moden consciousness the neglected
springs of life, the sources of a full and kindled consciousness,
in separation from which the soul is crippled and incomplete”

William Wadsh. Patrick White's Fiction 124). Laurence and White

may be termed ‘religious’ only in their intentions to reveal ‘the

clarity of being’ hidden fram individuals (Wdsh 125).2
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women and the Quest for Self-Realisation

Terms | i ke self, self-realisation, illumnation are val ue-
| aden and can take on various connotations. Hence, it beconmes
important to define them (though they defy any sinple definition)
in the sense in which they are used in this section

Self may be defined as an individual, an *1’wth an urge to
know itself.® At the precise nonment of awareness, the ‘1~
reflects itself as both the subject and the object. This brings
us to the question of true and false selves, which may be

differentiated as the idea of what one is according to oneself as

opposed to the idea of one by society. In his book Existential-
ism, John Macquarrie refers to this distinction as the gap that
exi sts "between existence and essence, or between facticity and
possibility, or between the self one is and the self that is
projected" (203). He further points out that it is this ‘gap’
which brings in a sense of alienation as al so sets the process of
self-realisation going.

Self-realisation may be defined as the nonents when the self
arrives at an unqualified intensity of thought and feeling.
WIliam Wal sh defines these "nonents of heightened existence" as
moments when the individual "seenmed about to break out into the
world of otherness, or at least to be on the brink of being

released fromthe cell of self" (Patrick Wiite's Fiction 22). A

such nonments, the distinction between the observer and the
observed ceases to exist. As J. Krishnamurti puts it, "Conscious-

ness itself is the |I." The distinction between the self and self-

consci ousness is no |onger present.
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[Bleing and consci ousness have becone one; the thinker
and the thought have merged; all division, identifica-
tion or contradiction have ceased. Nothing is |ost, all
has becone one. Only the distinctions are abolished not
reality (Luis SR Vas ed. The Mnd of J. Krishnamurti

191-2) ",

This statenent finds an echo in Dr. Radhakrishnan’s definition of
self-realisation as "the process, as well as the result, of
bal ancing the different sides of our nature, body, mnd, and
spirit, the objective and the subjective, the individual and the

social, the finite and the infinite" (Eastern Religi ons and

Vé¢stern Thought 36) .

The nonent of realisation is without any feeling of pride or

greatness. In other words, it is a state of being aware of and
giving out |ove, conpassion and understanding. Thus, there is an
I ntense awar eness but there is no reaction, analysis, evaluation,
comparison Or argument.

Even though concepts like self-realisation and illumnation
are nearly synonynous, subtle differentiations can be nade
between them Self-realisation is a gradual process and thus, a
series of events may bring about the awareness. On the other
hand, illum nation is usually a single/isolated nonent of great
awar eness which may be epiphanic. Thus, self-realisation
accommodates illumnation as its ultimate point of awareness. In
his essay, "The Function of Inmagery in Patrick Wite's Novels,"
Mchael Cotter defines illumnation as "a final cul mnating
nonent in which the whole of life is given neaning; in which the
"inklings of transcendence" that manifest thenselves at different
points in a character's life assune .. . full scale proportion”

(in Ron Shepherd and K. Singh ed. Patrick White: A Critica
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Symposjium 25) .

The quests for self-realisation undertaken by the protago-
nists in the two writers ney be assessed within the frames
mentioned below. A ammn feature which almost all the protago-
nists share is their urge "to be a pilgrim of the imagination ad
understanding on a path that leads to light" (Clara Thomas.
"Towads Freedom: The Wak of Margaret Laurence and Northrop
FHye' 88) . The first step in this process involves "emptying the
self of the socially gpproved constituents of personality includ-
ing communaly sanctioned mord values axd sentimental social or
religious illusions” (Robat S Baker. "Romantic Onanism in The

Vivisector” 204). According to Hilary Heltay, the world of

perception that opens up when the characters cross the socially
defined limits "has its foundations in love, nature, art, and
faith, in utmost simplicity and madness® ("The Novds of Patrick
white' 92) . Howevar, such a movarat also results in the aliena-
tion and isolation felt by the protagonists. On the positive
side, alienation from society helps the characters to come to
terms with reality (or what White calls "pureness of being")

devoid of any trappings. This idea can also be found in Vedanta

ad EXxistentialism. For instance, The Bhagavad-Gita sees reality

as being enveloped by maya or ‘illusion.’

As a flame is enveloped by anoke as a mirror by dust,
as an embryo is wrapped by the amnion, so This [the
Eternal or Brahman] is enveloped by it [mayal (The
Bhagavad-Gita trans. Annie Besant. |11. 38 59).

A similar idea ney be discerned in Sartre's reference to the
world as a "varnish" on the surface of being-in-itself and

concealing it (cited in Robert G. Olson's An Introduction to
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Existentialism 39). Carol Christ voices a similar idea in her
discussion of womens spiritual quest. She describes "nothing-
ness' as a spiritual experience which necessitates "a stripping
aney of the facade of conventional reality that allows us to

confront our om depths and to see the world without illusion"

(Diving Dep ad Surfacing xXviii).

Another feature of the quest is the protagonist's attempts
to choose for oneself. This entails accepting total responsibi-
lity for one's actions. This attitude that "the individual must
accept responsibility for his [her] omn life aad nmeke of it wha
he [she] can” (David Tacey in Ron Shepherd and K. Singh ed.

Patrick white: A Critical Symposum 37), is wha White and

Laurence have in armm with EXxistentialism. Patricia Morley’s

description of the existential nature of Laurence's vision is

equally appropriate for White's vision.
Man is rarely free, ... . The other side of the coin is
bondage, entrapment, alienation. Sore of the bonds are
forged by her characters for themselves;, some are
imposed from without, ... . Laurence depicts an often
agonizing struggle to break these bonds, to overcome
alienation, to achieve an integration both personal and
social which is imaged as a freedom to love and to
accept love, to share, to mest ad to touch ("‘The long
trek home:’ Margaret Laurence's Stories” 19).

Another Existentialist feature which the writers seam to insist

on, is the direct confrontation with love and death. These two

topics are tabooed in the societies depicted by the two writers

ad hence, the necessity to break the taboos.

Let us now consider the important criteria that are
emphassed by the writers in relation to self-realisation. Intui-

tion occupies an important part in the quest. One of White's



jilluminati, Mordecal Himmelfarb (Riders in the Chariot) states

that "[t]lhe intellect has failed us.”" This remark, according to
Patricia Morley, "reflects a contrast between two sorts of
knowledge--spiritual wisdomm and purely abstract rationalism”
(Ohe Mygeay of Unity 6) . The ‘elect’ in both White and Laurence

despise the intellectual curiosity combined with spiritual
sterility. Emphasis is laid on the acceptance of the non-
rational modes of knowledge. The am, as Dr. Radhakrishnan puts
it, is to harmonize "[bJody and mind, instinct and intellect [tO]
become the willing servants of spirit and not its tyrannical

masters" (Eastern Religions and Western Thought 37). Further,

intuition enables the self to perceive the full meaning and
significance of the morat of insight a that very nomat axd not
afterwards as it hgppens in the case of objective knowledge ad
intellect.

Another criterion of importance is suffering. The mgor
hurdle in realising the self is the incapacity or the refusal to
e onesaelf squarely as one is. Suffering forces this insight
ad awakens awareness. "Suffering is but intense clarity of
thoughts and feelings which makes you see things as they are,”
sys J. Krishnamurti (Luis SR. Vas 207). The Gandhian epigraph

to White's Haopy Vallev equates suffering with spiritual

progress. Moe importantly, empathy with suffering implies
certain spiritual purity. It can also be seen as a way of
obliterating the distinction baeween self axd other.

Another facet of self-realisation that can be discerned is
the heightened awareness of the textures of experience and a

perception of the nature of reality in all its aspects. Thus, it
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is a moment when the individual is mog deeply in touch with the
inner self and most open to the world around. Carol Christ
defines illumination as "a powerful experience of finitude or
limitation in which social structures and structures of con-
sciousness which had provided meaning in a person's life are
called into question and recognized as less than absolute"

(Diving Dep and Surfacing xiii) . This necessitates a movamat

beyod distinctions such as good axd evil; illusion axd reality;
joy and suffering; life ard death; axd that of the self ad the
other. Experience imparts knowledge of the world and through it,
the knowledge of the self. According to vedanta, this is the
knowledge that the atman in every individual partakes of the
Brelmen (the Coamic Soul/Divine Essence/ Absolute Reality etc.)
as also the fact that the atman ad Brahman are one ad the same
This enables the questers to achieve realisation in the midst of
worldly affairs. This also explains the return to society of the
self-realised waren in the novels of White and Laurence. They
operate within the confined limits of society but are aware of
whet is beyond these limits. Peter Beatson gives a comprehensve
sanmmay of the relationship between the questers and society, ad
to quote him:
As the body is to the core of being, so society in
general is to the unique individual. This relationship
is expressed through a typical nodal pattern... . An
individual at the centre undergoes a supreme nmorgat of
exhilaration or despair. Haon this central character
circles of awareness radiate out, through one or two
who are intimately involved in the experience, to
others wo are less intimately concerned but still have
some intuition of the significance of the mystery, to a
peiphery that swirls about, sometimes indifferent,
sometimes repelled, sometimes fascinated, sometimes

concentrated on the centre with murderous hatred (The
Eye in the Mandala 122-3).
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Patrick White

In the novels of Patrick White, women undertaking guests for
self-realisation may be classified under two heads: Earth Mothers
ad Illuminati. Earth Mothers, through their bountiful, protec-
tive and understanding nature give endlessly. They also respond
to everyday life in a smple and direct manner through instinct
ad intuition. The illuminati, on the other hand, nowe avay fram
society and their experience of self-realisation gives them
knowledge of the self and knowledge of the world. While Earth
Mothes ney gain an illumination and thus fom part of the latter
category, the reverse is not adways possible. May Hae ad Ruth

Godbod in Riders in the Chariot are fine examples of Earth

Mothers. Theodora Goodmen (The Aunt’s Story) . Laura Trevelyan

(Voss) , Elizabeth Hunter (The Eye of the Storm), Ellen Roxburgh
(A Fringe of Leaves) and Eadie Twybon (The Twybon Affair) are

illuminaries. Ellen Roxburgh combines the gualities of both
categories in her personality. The ssame ney be said of May Hae
ad Ruth Godbold though they fit into the former category more
appropriately.

Patrick White stresses on humility and simplicity as
necessary conditions for self-realisation ("The Prodigal Son").
This search for "pureness of being' which is described Iin T.S.
Eliot's "Little Gidding' as '"[a] condition of complete simplicity
/Costing not less than everything,” is a recurrent motif in the
novels of White. The need for discarding inessentials is
expressed in terms of Hinduism. In an early short story, "The

Twitching Colonel,” Patrick White uses the onion-peel imeage to
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describe the process of self-realisation.

"only in dissolution is salvation from illusion": "I
shall strip nyself, the onion-folds of prejudice, till
st andi ng naked though conscious | see nyself conplete
or else consuned like the Hndu conjuror who is trans-
|ated into space" (606-7).

Asimlar image is used by Mary Hare in R ders in the Chariot:

"Bventually | shall discover what is at the centre, if enough of
ne is peeled away." The idea enbodied in the above statenents is
the knowl edge of everything/nothing that are inherent in being.
Let us now anal yse the novels of the two witers in the |ight of

the i deas di scussed above.

The Aunt’s Story

Theodora Goodman is the first of Patrick White's characters
who undertakes a quest for the realisation of the self. Through
her character, White puts forth ideas which are to becone
recurrent themes in his later works. In her lonely search for
the self, she undergoes suffering. As Thomas L. Warren rightly
remarks, "[s]uch suffering functions as a nmeans of paring away
| ayers of superficial being until a central core of the self is
found" ("Patrick White: The Early Novels" 134). During the
course of the novel, Theodora asks: "Wy then, ... , is this
world which is so tangible in appearance so difficult to hold?"
(AS 272). Her search for self-know edge provides the answer. 1t
is because the world and reality are veiled by illusion or what
I N Vedanta is termed maya.

At the beginning of the novel, we see Theodora bei ng defined

interns of the roles forced on her by society: an ugly spinster
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wth no bright chances of marriage, a good companion in the
service of old Ms. Goodman, her nother and an aunt to her niece.
Further, she is also unfairly conpared with her sister.
Theodora's loneliness at this stage is alleviated by a series of
figures: her father, the Man Who Was G ven Hi s Dinner, Moraitis

and M ss. Spofforth. They prophesy Theodora's vi sion.

‘You’ll see a lot of funny things, Theodora Goodnman.
You' |l see them because you ve eyes to see. And they'l|
break you. But perhaps you'll survive...' (AS 4 5).

... there is much that you will experience. You wil
see clearly, beyond the bone... . But there will be
nonents of passing affection, through which the opaque
world will becone transparent, and of such a moment you
will be able to say--my dear child (AS 63).

Theodora's insight into things is established early in the nove
when she is "riding round Qur Place with Father":

Theodora | ooked at the land that was theirs. There was
peace of mnd enough on Meroe. You could feel it,
whatever it was, and you were not certain, but in your
Bones It was 1n the clothes-Tine on which the sheets

Pp in the big pink and yellow cows cooling their
hee in creek mud, 1n magpie's speckled egg, and the
di sappearin snake. It was even in the fences, grey
with age and yellowwith Iichen, that tunbled down and
lay round Meroe (AS 24. enphasis added) .

This kind of insight reaches a clinmax in her statenment of faith
to Gen. Sokol nikov in the Jardin Exotique section. There are
times when Theodora sees the world as "a little crystal ball that
she could hold in her hand, and stroke and stroke" (AS 151).
This gives the realisation of the coexistence of sunyata and all -
pervadi ng Brahman or that * Everything is nothing, and nothing is
everything' (AS 152) . This, in turn, enables her to answer the
General 's question whether she believes in saints. ‘I believe in
apal of mlk,' said Theodora, ‘with the blue shadow round the

rim' .... ‘Andthe cow s breath still in it’ (AS 152).
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A ongsi de such nonents of insight, Theodora al so realises her own
destructive nature [in Beatson's words, "The Fall is a necessary

prerequisite for the Resurrection® (The Eve in the Mandala 36)]

as is seen in her instinct to kill her nother and in the hawk
shooting incident with Frank Parrott. On one occasion, she takes
the kitchen knife "very thin and impervious"™ with an aimto kil

her nother but at the right nonment she realises that this ‘does
not cut the knot' of her bondage. The mandalic significance of
the ‘knot’ beconmes evident in reference to Arthur's knotted

marble in The Solid Mandala which is considered a synbol of per-

fection and whol eness. "I amaqguilty of a nmurder that has not been
done, she said, it is the sanme thing, blood is only an acconpani -
ment " (As 123) . On waking up, Ms. Goodman significantly
cooments on Theodora's appearance as one who has seen a nurder.
This type of a destructive instinct ternmed "The G eat

Monster Self" in the novel, loons |large and is exorcised in the
Jardin Exotigue section. This exorcismis an attenpt to achieve
the desirable state which resenbles "nothing nore than air or
water." The epigraph fromHenry Mller to this section with its
enphasis on "the great fragnmentation of maturity" subtly explains
Theodora's journey. At Hotel du Mdi, people lead illusory
lives. They take on aspects of people known to Theodora, for
I nstance, the relationship between Katina Pavl ov and Theodora
recounts her relationship with Lou, her niece. But Katina my
also be taken to represent the positive side of Theodora herself.
In such a case, Lieselotte represents Theodora's destructive

nature. Wth the final destruction of the hotel by fire, Theo's
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link with the realistic illusion breaks and she realises the need
for humility, simplicity and suffering in order to gain a
know edge of the self. One way by which she achieves this is by
stripping herself of all the factors determ ning the ego. She
gains anonymty by relinquishing sone nmaterial objects including
her rail tickets. She also refers to herself as M ss. Plinkington
and presunes that *“[tlhisway perhaps she cane a little closer
to humility, to anonymty, to pureness of being" (as 269). n
the one hand, the assunption of a different nane may suggest the
acceptance of "everything and nothing” in one stroke and on the
other, a newer form of ego-assertion. That Theodora has reached a
state of acceptance is evident in her perfornmance of nenial tasks
| i ke scrubbing and washing the shack. She also refuses to go with
Ms. Johnson "[Db]ecause she firmy intended that this gane for
the soul of Theodora Goodman should be finally hers" (AS 281).
This marks Theodora's progress in her quest when she makes her
own choices and accepts responsibility for them Perhaps, this is
the reason for her arrival in the Arerican West and not returning
to Australi a. Commenting on Theodora's destination in the
Arerican West which is considered as Abyssinia, Patricia Mrley
nakes an interesting observation that |inks the American autum
to the Australian spring and sees Theo "enbracing all continents,

all seasons" (The Mystery of Unity 69). This nmay al so be taken

t o suggest Theo’s escape fromthe spatio-tenporal bounds.
Theodora's conversation with Hol stius enphasi ses and

explains her vision. Holstius enphasises the need to let go of

her past.
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‘Your sense of permanence is perverted, as it is in
most people. VW are too inclined to consider the shapes

of flesh that |loons up at us out of mirrors, and be-
cause they do not continue to fit like gloves, we take
fright and assunme that permanence is a property of
pyramds and suffering. But true permanence is a state
of multiplication and division. As you should know,
Theodora Goodnman, Faces i1nherit features. Thought and
experi ence are beaueathed’ (AS 284. enphasi s added).

The nmat hematical netaphor brings to mnd a simlar inmage used
during Stan Parker's vision in The Tree of Man: "One, and no

other figure, is the answer to all sums."™ According to Thomas

VWrren,

Wiite's use of the mathematical metaphor suggests his
Platonism; for Plato, nmathematics bridges the worl ds of
bei ng and becom ng. There is infinite possibility for
multiplication and division in mathematics, as well as
in the universe, and that infinitude constitutes permnma-

nence ("Patrick White: The Early Novel s" 138) .
El aborating these ideas, Warren states that, in this passage,

Patrick White has stressed the point that for

[t]hose who suffer in humlity and sinplicity glinpse a
Worl d beyond that described by those who favor the
reasonable life. The vision is of the unity that the
uni ver se possesses and whi ch should be man's base for

his viewof reality (137).
Wth the advent of Hol stius, the different threads of the

novel are drawn together.

‘You cannot reconcile joy and sorrow,' Holstius said.
‘or flesh and marble, or illusion and reality, or life
and death. For this reason, Theodora Goodman, you nust
accept .... there is sonetines little to choose be-
tween the reality of illusion and the illusion of
reality. Each of your several lives is evidence of

this' “(AS 278).

Acceptance of the paradox of life instead of trying to reconcile

themis itself a formof realisation. Such an understandi ng of
the ultimate reality underlying one's know edge of the world

hel ps Theodora to gain her vision. |In this respect, Holstius nay



153

be viewed as the reality which Theodora recognises only after she
has broken the illusions of the world: whether Meroe or Jardin
Exoti que. She has progressed to such a state that she is known by
herself rather than as a daughter or an aunt. The representa-
tives of society cannot understand her view of reality or her
relationship with the universe. Hence, the suitability of the
Qive Schreiner epigraph: "when your life is nost real, to nme you
are mad." The epigraph may be taken to suggest the relative
nature of nmadness. However, in relation to the novel, it may be
taken to suggest the inability of transcribing such nonents of

awareness into words or communicate it to fell ow humans.

\oss

While discussing Laura’s journey towards self-realisation,
it is important to bear in mind the fact that, for her, it is not
a lonely search like Theodora's. Both Laura and VVoss progress
together in the path of self-knowledge. Veronica Brady in her
article, "In My Bd is My Beginning: Laura as Heroine of Voss."
describes Laura as a "twinning device' of Voss, similar to Wddo

ad Arthur Bromn in The Solid Mandda (24). Thus, Voss’ journey

across the landscape is paralleled by Lauras journey through her
mindscape. This concept of doubling will be elaborated in the
Chapter on Techniques. While Laura teaches VVoss the need of
humility in accepting humen weskness before God, it is because of
her relationship with Voss that she herself returns to her

religious faith. Laura's relationship with Rose Portion also

gans significance in the novel.
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At the beginning of the novel, Laura is portrayed as an
intellectual prig and a religious skeptic. Though on a higher
rational plane than the others in her immediate circle, Laura is
described as being * suffocated by the fuzz of faith' (V 9). Like
the other illuminati, however, Laura is intuitively perceptive.
"She did believe, however, most palpably, in wood, with the
reflections in it, and in clear daylight, and in water" (V 9).
Again, she is also totally self-sufficient, a quality which makes
her alienation from others easy. However, unlike Theodora or May
Hare, Laura does not reject human relationships: "Yet, in spite
of this admirable self-sufficiency, she might have elected to
share her experience with some similar mind, if such a mind had
offered" (V 9). This accounts for her instant liking for Voss
Se attributes her strength to "arrogance"” and "will" (V 75),
qualities she shares with VVoss. Her brief, yet significant,
meetings with VVoss, awakens her to the fact that only by humble
surrender can both of them be saved. Agan, this is a noe avay
framn her rational stand.

With the return of faith, Laura becomes involved with Rose's
life. Earlier, her only reaction towards Rose Portion is her
repulsson of the physical body. However, it is only through Rose
that Laura learns about the true nature of suffering. As Ros=
tells Laura, * ... | was not meant to suffer, not then, or now--
yau would have said. But sufferin' creeps up. Ard in different
disguises. Yau do not recognize it, miss. Yau will see’ (V 76-
7). Laura also understands from Rose's lifestory that some
superior power operates and so suffering cannot be resisted by

her will alone. This is why, while accepting VVoss proposal,
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Laura tells him that their only hope of salvation lies in praying
t oget her. Her involvements with Voss and Rose grow
simultaneously. She begins to identify closely with Rose and
thus, her inpassioned plea to her uncle and aunt:

‘Do you not understand the inportance of this life
which we are going to bring into our house? Regardl ess
of its origin. It is alife. It is my life. your life,.
anybody’s life. It is |life. | amso happy for 1t. And
frightened. That something nay destroy this proof of
life...’ (V 224. emphasis added).

Laura's identification With Rose grows closer and closer that on
certain occasions, she physically experiences the sense
perceptions of Rose. "Once she had felt the child kick inside
her, and she bit her |lip for the certainty, the shape her |ove
had taken" (V 227). At the tinme of Mercy's birth, the mdwfe
tells Laura: ‘Well, you are that drawn, dear, about the face,
anyone would think it was you had just been delivered of the
bonny thing’ (V 230). As Ceoffrey Dutton correctly points out,

such a "visible token of |ove" seens far-fetched (Patrick Wite

27) . While Dutton's comment is acceptable, one has to take into
account the effect of such an experience in Laura' s progress

towards self-realisation for which Rose's death acts as a cli nax.
She descri bes her reactions to Voss:

... as | stood, the material part of nyself became
guite superfluous, while my understanding seened to
enter 1nto W nd, earth, the ocean beyond, even the soul
of our poor, dead maid. I was nowhere and everywhere at
once. I wasS destroyed, yet living nore intensely than
actual sunlight, so that T no Tonger feared the face of
Death as | had found it on the pillow (V 239. enphasis

added) .

This quotation assunes inportance because it stresses the onset

of the dissolution of Laura's ego and the shedding of superficial
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| ayers of existence. The significance of this passage lies in
Laura's experience of "everywhere and nowhere" simultaneously
which is very simlar to Theodora's experience of "everything and
not hi ng. " Furthernmore, Laura's acceptance of nothingness
(sunyata) frees her of the fear of death which is crucial to
self-realisation. Describing this instance as "the moment of the
eclipse of the self, of its dissolution into wnd, earth and the
ocean beyond, through which it attains to a greater understanding
and love," G A Wilkes sees it as a high point in Laura's quest
in his essay "A Reading of Patrick Wite's Voss" (Ten Essays on

Patrick Wiite 135). That she realises the value of suffering and

the worthiness of a virtue like humlity, is evident in her

r enar K.
Laura begins praying in earnest and surrenders herself

completely to Cod.

‘My prospects .. . are in the hands of God’” (V 308) .

Laura could not answer. This is the point, she felt, at
which it will be decided, one way or the other, but by
sone superior power. Her own mnd was not equal to it

(V313).
Laura's words echo Le Mesurier’s earlier in the novel.

‘In the beginning | used to imagine that if | were to
succeed in describing with any accuracy sonething, ...,
then I would be expressing all truth. But | could
not... . Until | becanme aware of ny power. The nystery
of life is not solved by success, which is an end in
itself, but in failure, in perpetual struggle, in
becoming’ (V 271).

Laura grows in her spiritual stature. In an attenpt at conplete
surrender, she even prepares herself to sacrifice Mercy whom she
greatly loves: "You see, | amwlling to give up so nuch to prove

that human truths are also divine. This is the true neaning of
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Christ" (Y 371) .

The final stage in Laura's self-realisation is her under-
standing of her suffering as well as feeling intuitively Voss'
ilTumnation. While both Laura and Voss struggle to deci pher "the
simplicity of a great idea," it is she who, by undergoing the
passion of Christ, understands the nessage central to the novel.
‘How inportant it is to understand the three stages. O God into
man. Man. And man returning into God...” (V 386). She also
understands that ‘when nman is truly hunbl ed, when he has | earnt
that he is not God, then he is nearest to becomng so. In the
end, he may ascend' (V 387). Through this understanding, her
moment Of awareness cones to her in a flash.

‘' ... there are certain beliefs a clergyman may expl ain
to one from chil dhood onward, wi thout one's understand-
ing, except in theory, until suddenly, alnost in spite
of reason, they are nmade clear. Here, suddenly, in this
room of which | inmagined | knew all the corners, |
understand!' (V 386)

The religious significance of Laura's concept of the three
stages of spiritual progression so well brought out by John and
Rose Marie Beston, is essentially Christian ("The Thene of
Spiritual Progression in Voss"). They see Laura as a Virgin
Mther and a Female Christ in a novel where Voss is the Christ-
figure or John the Baptist, Jackie, a Judas figure and Judd, a
Peter figure. However, a Vedantic interpretation is al so possible
in seeing man (jeevatma/individual soul) as a part of God
(Paramatma/Cosmic Soul ). In every human |ife, the D vine Power is
continually veiled by maya (illusion) and avidya (Ilgnorance). BY

escaping this illusion, an individual realises the D vine Essence

(Brahnan).
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Laura's inportance in the novel does not stop with her
experience of illumnation. In coining to live in society and
working for social progress wth the know edge gai ned through
this profound experience, Laura energes as the centre of interest
in the novel. Veronica Brady brilliantly suns this up in her

article, "In M End is M/ Begi nning: Laura as Heroi ne of Voss":

Wiite cones to a classical hunmanistic position, assert-
ing in effect that this world is not all that we can
know or aspire to, but that it is what we can be sure
of and nmust trust in. In this sense to go on living in
the city of man, honestly and true to one's personal
val ues, is nore heroic perhaps than to die, however,
splendidly, in the desert (17) .
How Laura transl ates and conbi nes her visionary experience wth
life experiences has been dealt in the section "wWomen as
Teachers" in Chapter Two. Since she understands that all truths
are partial, except "the greatest truth," she allow nyths and
| egends of Voss to grow where it cannot be avoi ded. She never
loses sight of reality and that is why she enphatically states

t hat :

‘Voss did not die,” ... ‘Heis there still, it is said,
in the country, and always will be. Hs legend will be
witten down, eventually, by those who have been trou-
bled by it (V 448).

Rders in the Chari ot

As suggested in the opening paragraph of this section, Mary
Hare and Ruth Godbold gain self-realisation through their roles
as Earth Mothers rather than their roles as the femnine part of
the quartet of riders. Mary Hare is close and sensitive to Nature
and Ms. Godbold cares maternally, not only for her children but

also for the other three riders--Mary, Himmelfarb and Dubbo. It
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Is interesting to note the difference in the nodes of perception
of the four riders. Cecil Hadcraft sunms up conprehensively in his
article "The Thene of Revelation in Patrick Wite's Novel s":

... their nodes of reception are varied--in a fit or
seizure, inintellectual contenplation, in a sensual or
physical joy, in a tortured or drunken insight. And
their acceptances correspond to their sensibilities--as
conpensati on, as understandi ng, as accepted nystery, as
a subject for expression (40) .

Such a difference springs fromthe fact that their know edge of
the chariot comes fromdifferent sources. Mary Hare conmes to know
of it when, in an unusual nonment of understanding, her father
refers to the chariot. H melfarb gathers know edge from his
readings in Kabbalistic witings. Ruth Godbol d knows the chari ot
fromthe hymms she sang as a child in England and Alf Dubbo from
a book of paintings.

Wiile looking into Mary Hare's character and her self-reali-
sation, the personality trait which strikes the reader is her
cl oseness to nature. This trait enables her to nove unhindered in
the wild bush like any burrowing animal. She understands the
natural world well, even though her link with the human world is
rather tentative. H nmelfarb and Ms. Godbol d enable her to reach
out to the human world. Her closeness to nature al so enabl es her
to conceive of the chariot in terns of natural occurrences.

That Mary Hare is different fromothers is revealed in her
statenent early in the novel. ‘I amnot afraid,' she said, ‘of
anythingg O not of the things people are afraid of (RC 9). As

for her relationship with nature, her early years in Xanadu may

be descri bed as Edenic.
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She scattered crumbs instead, and birds came down,
hobbl i ng and bobbi ng at her feet, clawing at her shoul -
ders, and in one case, holding on to the ribs of her

hat (EC 38).
Every norning ... , she had put a saucer of mlk,
but the snake renained to be converted. She woul d vvailt

and eventual |y, of course, perfect understandi ng wou d
be reached (RC 39).

She believes in the good of all existing things. Her belief in

nature is essentially transcendental .

‘ .... | have no proper gift, of words, | nean. Ch yes,
| believe! | believe in what | see, and what | cannot
see. | believe in a thunderstorm and wet grass, and

pat ches of light, and stillness. There is such a vari e-
ty of good. On earth. And everywhere' (RC 58) .

This enables her to fix her identity close to nature.

Now she recalled with nostal gia occasi ons when she had
| ost her identity in those of trees, bushes, inaninate
objects, or entered into the mnds of aninmals, of which
t he desires were unequivocal or honest (RC 82. enphasis

added) .

Quch an attitude helps her in building a strong sense of good and

evil. That is why she questions Ms. Jolley's justification for
killing the snake. She also feels that it is difficult to distin-
gui sh between good and evil. She sees nature as essentially good
and human beings as bad and cruel. In fact, in close nonents of
contact with humans, she connects themto sone object in nature.
For instance, in nonents of understandi ng, she sees her father as
"a distressed or desperate animal" (RC 23).
Mary Hare shows conplete ignorance of the Bible and conven-
tional Christian religion.
She found the Epistles too dry, and did not go much on
t he Revelations-- .... ‘I wll find out what I amto

find out, in ny ow way, and in ny own tinme. | am
different,’ maintained Mary Hare (RC 49).
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Se also replies in a simlar vein to Hmelfarb when he asks her
about relating the chariot to redenption: "M/ own house is full
of things waiting to be seen. Even quite common objects are shown
tous only when it is tinme for themto be" (RC 155). She does
not foresee or work consciously for redenption but allows things
to take their natural course. Thus, she progresses gradually from
nature to love of man through her relationship with Himmelfarb:
Whet her she had suspected a nonent before, probably for
the first and only tinme what it was to be a wonman, her
assi on was nore serious, touching. Ugent now that she
as been reduced to the status of a troubled human
bei ng (RC 30).
Thus, Himmelfarb’s crucifixion and his ensuing suffering have a
great inpact on her. "So Mss Hare was translated. Her aninal
body becane the |east part of her, as breathing thoughts turned

to being” (RC432) . In his exposition of Rders in the Chari ot,

@lin Roderick perceives that:

To Mss Hare, Hmelfarb's passion is a transfiguring

agent: "she had entered that state of conplete union
whi ch her nature had never yet achieved" that is to
say, ..., that she had at last glinpsed the divine in

man (70. enphasis added).
Patrick White's statenent early in the novel is suggestive of
Mry Hare's final insight.
., her mnd woul d venture in foxy fashion, or nore
bl under i ngly wormlike, in search of a conceal ed truth.
If fellowship with H melfarb and Ms. Godbold and
per haps her brief communion with a certain bl ackfell ow,
woul d confirmrather than expound a nystery, the reason
could be that, in the last light, illumnation is
synonynmous with blinding (RC 24).
Just as she glinpses the cosmc soul in the individual--H mrel-
farb, she herself surrenders to the magnificence of Nature. In

terms of Vedanta, she has reconciled atman and Brahman.
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Val ki ng and malkin% through the unresistant thorns and
tw gs. Ploughing through the soft, opal escent remnants
of night. Never actual arriving, but that was to be
expected, since she had becone all-pervasive: scent,
sound, the steely dew, the blue glare of white I|ight
off rocks. She was all but identified.

So M ss Hare stunbled through the night. If she did
not choose the obvious direction, it was because direc-
tion had at |ast chosen her (RC 439-40).

Rut h Godbol d, always presented with her brood of children
and al ways found hel ping other people, is the perfect Earth
Mot her archetype in Patrick Wiite's novels. She is also the only
one who has known suffering from a very young age. She nothers
her brothers and sisters, when their nother dies. Like Hardy's
Tess, she faces tragedy when her younger brother is crushed under
the wheel s of the cart, while haymaki ng and she brings the body
home. Such an incident, awakens her conpassion and she offers
help without differentiating. As she tells Hmelfarb, people are
not to be differentiated by their religious faith or any other
thing but by their inherent good or bad natures (RC 219). Such an
attitude enables her to care for Mary Hare, H melfarb, a1f Dubbo
and Tom Godbol d when they are ill. Like Mary's bond with Nature,
Ms. Godbold’s bond with daily life is very strong. She finds
exaltation in sinmple acts of routine because of her unswerving
devotion. For instance, as Ms. Chal ners-Robinson's nmaid, Ruth
attenpts

to express her belief, not in words, nor in the atti-
tudes of orthodox worship, but in the surrender of

herself to a state of passive adoration, ... . O, in
the performance of her duties, polishing plate, scrub-
bi ng fToors, nending the abandoned stockings, ..., she

could have been offering #b the active essence of her
being in unstinted prai se (RC 24 5. enphasis added).

This passage enphasises Ruth's adoption of the karma marga of

self-realisation which stresses the need to perform one's duty
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wth devotion and without any desire for the ensuing benefits

(cf. The Bhagavad-Gita lll. 7-9).

It is this unswerving devotion that enables Ms. Godbold to
enpathise with the fallen human beings at kKhalil’s brothel. Her
under st andi ng and conpassi on reach their culmination when she
encounters her dead husband in the street.

M's. GCodbold's self was by now dead, so she could not
cry for the part of her which lay in the keeping of the

husband she had just Teft. She cried, rather, for the
condition of nen, for all those she had | oved (RC 288) .

Patricia Mrley observes that Ruth has attained a state of equa-

nimity (The Mystery of Unity 173). Mre inportantly, by univer-

salizing her personal grief, Ms. Codbold gains realisation of
the sane reality present in every nan.

Mary and Ruth together provide instinct and enotion to the
intellect and inagi nation of Himmelfarb and aAlf Dubbo. Il um na-
tion, thus, becones collective in the novel. Though Himmelfarb’s
crucifixion and the events that follow enphasise the illum na-
tion, Ruth is nore illumned in her daily thoughts and deeds.
Though she does not fully understand the significance of the
Easter egg and lamb, it is she, not the Rosetrees (Himmelfarb’s
fellow nmen), who offers themto him The scenes after the cruci-
fixion and those preceding H melfarb's death show Ruth as a

mnistering angel. Expanding this idea, Colin Roderick remnarks:

To Ms. Godbold the Jew s agony is a neans of express-
ing the suprenme |ove: she takes the bruised soul hone
to her shed near the post office, and in himshe, too,
glinmpses the illumnating power of redenption; but she
sees nothing either peculiarly Jewi sh or peculiarly
Christian about Himmelfarb--"it is the same," she said;
"men are the sane before they are born. They are the
same at birth... . It is only the coat they are told to
put on that makes them any different" (70).
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However, her little acts of kindness assume Christian symbolism.
She would work fast and skilfully, even while remember-
ing painful things: how the wonen, for instance, had

recei ved the body of their Lord... . And would lay the
body in her whitest sheets, with the ove of which only

she was capabl e (Rrc 411) .
Similarly, her vision of the Chariot is firmy rooted in the

fearth.

M's. Godbold remained a seated statue. The massive
runps of her horses waited, swishing their tails
through eternity. The wheels of her chariot were solid
gold, well-axled, as mght have been expected (RC 67).

This is Mary's conception of Ruth's chariot. Ruth's own expl ana-
tion sonewhat reflects her character. "She had her own vision of
the Chariot. Even now, at the thought of it, her very centre was
touched by the wings of |love and charity" (RC 489) .

In her article "Patrick Wiite's Gotterdammerung," Leonie
Kramer questions whether Ruth's "al nost vegetabl e existence" is
conpatible with illumnation (18). There are two argunents
possible in support of Ruth. At the end of the novel, she has
realised two different things. As a mother, she sees beyond what
I's evident (wonen as producer of children) .

Finally the woman sitting alone in front of the desert-
ed shed woul d sense how she had shot her six arrows at
the face of darkness, and halted 1t. And wherever her
arrows stuck, she saw other arrows breed. And out of

these arrows, others still would split off, from the
strai ght white shafts.

So her arrows would continue to be ained at the
forms of darkness, and she herself was, in fact, the
infinite quiver. ‘Multiplication!’ (RC 489. enphasis
added) . o

Like Stan Parker, she too has been given to understand the

M atonian thought of the infinite possibility of nultiplication

and division as constituting permanence. The inmage of "the
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straight white shafts” brings to mind the simple phenomenon in
physics of the disc of spectral colours showing as white when
turned fast. In this respect, she includes within herself all the
varied ramifications of the world. Gong by Vvedantic views, Ruth
hes realised not only that atman is but a manifestation of the
Braarmen but also that the atman in each individual is to be
sought and respected for its omn worth.

Patrick White's description of Ruth Godbold at the end of
the novel puts to rest all doubts regarding her illumination.
Like Laura earlier and Ellen later, Ruth returns to civilisation
with the added knowledge of her vision. "Now she could approach
her work of living, as an artist, after an interval, will
goproach and judge his work of art” (@(RC 491). This statement
suggests that Ruth has reached the state of stithaprajna (i.e.,
an individual wo is not affected by the endless flux of life) .

That evening, as she waked along the road, it was the
hour at which the other gold sank its furrows in the
softer sky. The lids of her eyes, flickering beneath
its glow, wee gilded with an identical splendour. But
for all its weight, it lay lightly, lifted her, in
fact, to where she remaned an instant in the compay
of the Living Creatures she had known, ard mawy others
she had not. All weas ratified again by hands.

If, on further visits to Xanadu, she experienced
nothing comparable, it was probably because Mrs. God-
bold’s feet wee still planted firmly on the earth (RC
491-2).

This passage shows that Ruth understands the pull of material
life even in her moments of transcendence. In fact, she has

ganed the wisdom to see the transient perfection in everyday

life.
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The Eye of the Storm

Fromthis novel onwards, a shift in Wite's attitude and
treatenent of what Elizabeth Hunter calls, "the utnost in
experience" can be noticed. The earlier novels portray this
experience as sonething charateristic of the "burnt ones," the
moment Of insight has otherworldly, abstract overtones of the
chariot or the mandala (Leonie Kraner. "Patrick White: *‘The

Uhpl ayed 17" 65). However, in The Eye of the Storm, there is no

“triunphant energence of the occulted greatness"” but "[a] self-
centred, possibly nmediocre personality is subjected to an
experience that radically alters her perspective and her
perception--in her own way" (A.P. Riemer. "The Eye of the
Needl e: Patrick Wiite's Recent Novel s" 258). Wereas the other
protagoni sts consciously strive towards self-awareness, the
moment oOf insight is just given to Elizabeth Hunter. This is
evident in the structuring of the nmonment of illumnation, not at
the end of the novel as in the earlier novels, but nmuch earlier.
Bl izabeth Hunter does not die but lives on for about fifteen
years after the episode. In the words of A.P. Riener,

. . . the vision beconmes quite general and all- pervad-
ing. It remains, consequently, quite unspecific. Al we
are given, all that Elizabeth Hunter experiences, is
the general sense of illumnation (ecstasy in the
strict sense of the term ... ("The Eye of the Needl e:
Patrick Wiite's Recent Novel s" 257) .

Though the nonent of insight itself becones an annihilation of
the self, the conscience takes a rebirth and continues to |ive.
Thus, there is a conscious recalling of the nonent of illum na-
tion by Ms. Hunter, which incidentally brings about her death.
Quoting simone Weil's views on death, Peter Beatson remarks that

"[d]leath tests and crowns the quality of life." Sinone Wil is of
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the view that "the instant of death is the centre and object of
life ... [and that] it is the instant when for an infinitesimal

fraction of time, pure truth, naked, certain and eternal enters

the soul” (The Eye in the Mandala 51) .

Before we go on to analyse Elizabeth's illumnation, it is
worthwhile to consider a pertinent question posed in the novel by

Dorothy, Ms. Hunter's daughter and subsequently criticised by

Leonie Kraner in her article "Patrick Wiite: ‘The Unplayed |'.

I n the novel, Dorothy wonders:

Wiy was it given to B izabeth Hunter to experience the
eye of the storn? That too! O are regenerative states
of mnd granted to the very old to ease the passage
fromtheir earthly, sensual natures into final peace
and forgiveness (ES 71) ?

In her article, "Patrick Wiite: ‘7he Unplayed I'," Leonie Kramer

comments t hat:

The essential thing is that the experience itself is
curiously elusive; and it is a construction which does
not arise fromwthin Elizabeth Hunter's being, but
whi ch is inposed on her by the author, as a ‘big scene’
might be given to a |eading actress (66).

Kramer al so says that Ms. Hunter "preserves her nonent of
illumnation” because of Wiite's insistence and "not through his
account of the nysterious logic of notivation and experience"
(68). Countering these argunents, in his article, "The Gothic
G ace and Rai nbow Aesthetic of Patrick White's Fiction: An

Introduction,” WIIiam Scheick rightly observes that,

such nonments, not by transcendence but of inmersion,
not of cognition but of a "sensation"” of blinding Iight
and deafening silence, not only occur but specifically
do so because the human self is sensual, nendacious
(masked), materialistic, and superficial--all of which
demarcate the subjective nature of that self, existing
amd visible surfaces, as well as the inconpleteness of
that self, unable to close with the depths of its own

objectivity (141) .
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The entire passage ney be interpreted as a vivid description of
the momentary insight/awareness which pierces the veil of
illusion thus revealing the self in its subjective axd objective
aspects.

In the text itself there are two possible explanations to

this query. According to Sister de Santis, Mrs Hunter was chosen

because,

[she] was also a soul about to leave the body it had
worn, and already able to emancipate itself so com
pletely from human emotions it became at times as
redemptive as water, as clear as moming light ES 12.
emphasis added).

Narrating an incident similar to Mrs. Hunter's, the Dutchman
tells Dorothy that "God had willed us to enter the eye® (ES 69) .
A v explanation becomes possible when we look into the Marjara
Nyaa or cat-hold theory propounded by Ramanuja which posits the
belief that Gad chooses (and it is not in the hands of the humen
beings) the individuals wom He wants to enlighten. The only
virtue expected from the individual is to surrender completely to
G just as the kitten completely trusts the mother cat when the
latter carries it by its neck to safety. It is interesting to
note that Laura, in fact, aspires to achieve this humility axd
does s0 towards the end of VVoss. At the mnorat of illumination,
it can be seen how Mrs. Hunter surrenders completely to the force
of Naiure and later tries to seek alone "whatever the eye is con-
templating for me [her)" (ES 532).

Elizabeth Hunter's naomat of illumination takes place at the
Burby Island. Furious with her mother's attempts to capture

Edvad Pehl's attentions, Dorothy runs away. In a solitary
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moment, Mrs. Hunter acknowledges her owvmn guilt. She recognises
the type of relationship she has had with her husband and
children and the lust she has kindled in her lovers, the l|atest
amog them being Edvard Pehl: "To confess her faults (to herself)
and to accept blame when nobody was there to insist on it,
produced in Elizabeth Hunter a rare sense of freedom” (ES 401) .
Having overcome the desire for possession, she searches for
Dorothy and Pehl. Meanwhile, the storm gathers. For safety, she
climbs on the shelf of a wine bunker. For once she is overpowered

ad surrenders herself unquestioningly.

She lay and submitted to someone to wiom she had never
been introduced... . She could not visualise it. She
only positively believed in what she saw and was and
what she was too real too diverse composed of everyone
she had known and loved and not always altogether loved
it is better than nothing and given birth to and for
God's sake.

It must have been the silence which woke her. No,
not woke: she had been stunned into a state of semi-
consciousness from which light as .much as silence
roused her (ES 408-9).

Se is shorn of her identity.

Just as she was no longer a body, least of all a woman:
the myth of her womanhood had been exploded by the
storm. She was instead a beina., or more likely a flaw
at the centre of this jewel of light: the jewel itself,
blinding and tremulous at the same time, existed, flaw
and all, only by grace; ... (ES 409. emphasis added).

The moment lasts for what seems eternity and she is entirely at
the mercy of Nature. "She did not feel she could endure further
trial™ (ES 410) . The death-cry of a bird brings her back to
reality. The moment of insight has taught her life and death,
cdm and ferocious activity. She sees herself as "an old woman
ad foolish, who in spite of her age had not experienced enough

of living" (ES 410).
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At the end of her moment of insight, Mrs. Hunter also
realises that her material delusions of beauty, strength and
powva of attracting others are gone. "For the eye was no longer
focused on her, she could tell; and as it withdrew its attention,
it was taking with it the delusions of her feeble mind® (ES 410-
1) . This enables her to core back to social life and pleasures
but the whole episode offers her enormous powea of understanding
others, understanding love and understanding her om weaknesses.
Se also touches the lives of others with this knowledge.

As against Sister de Santis' opinion on love as "a kind of
supernatural state" (ES 157), Mrs. Hunter puts forward a
realistic interpretation: "‘The worst thing about love between
huen beings,’ ... ‘when you're prepared to love them they don't
wat it; when they do, it's you wio can't bear the idea’" (ES
11). She also confesses her love of power and possessions, be it
dolls or jewels (ES 156) . Later, she desires to bind people to
herself (ES 87), which is seen in her extra-marital love
relationships with Athol Shreve and Arnold Wyburd. In this

respect, she resembles Any Parker in The Tree of Man and Alfreda

Courtney in The Vivisector. However, she manages to nove beyond
their one-dimensionality through her powers of honest confession

ad self-examination. As Veronica Brady points out in her article

"The Eye of the Sstorm,"

The Eye of the Storm explores and even succeeds in
demonstrating mgor implications--..., Elizabeth Hunter
here achieves ‘salvation’, that is, completeness of
existence, not by denying but by affirming everything
in her life, her failures as well as her successes,
dom to the last physical humiliations of old age (62).




171

Se also realises the need to take charge of one's life.
"Whatever is given you to live, you alone can live, axd re-live,
ad re-live, till it is gagpped out of you' (ES 399) .

The repetition of the eye of the storm occurs towards the
ad of the novel. Dorothy and Basil plan to leave Mrs. Hunter in
an old-age home. This affects her deeply, though she bravely
announces. "nothing will kill me before | am intended to die"
ES 399). As she bitterly tells Flora Manhood: "This morning they
drove the temperature out of me for good ad all™ (ES 430). This
is followed by her plea to Flora to leave the bottle of sleeping
pills. When this is rejected on the grounds of morality, she
decides her final course of action. When she says that she will
withdrav her will and thus die, Flora only replies that it is not
as smple as she thinks. With a pun on the wod ‘do’ Iin "I am the
oewmo must do ... " (ES 531), she attempts to gather "enough
strength into her body to put her feet on the ground and wak
steadily towards the water” (ES 532). She re-lives her maomat of
insight. In a humble acceptance she calls out to her husband. In
utter simplicity, she surrenders and is ready to perform
"whatever the eye is contemplating” ES 532). In a final nomat
of oneness, she withdraws her soul from the body and unites it
with the cosmos. "Till | am no longer filling the void with nmok
substance: myself is this endlessness” (ES 532) . Commeantng on
this passage, Carolyn Bliss identifies "the familiar and
prototypical elements” such as "the surrender of will, the
immerson in creation, and an infinite outward flowing of the
dissolved and expanded self" (142). In his article "Patrick

Whites The Eye of the Storm,” A.R. Venkat perceptively remarks:
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Se [Mrs. Hunter) comes to understand that ‘happiness’
is being protected. Nature may be violent but one feels
protected when one realizes that one is a part of
nature. She might also be at peace just as the sea
birds are. Death, as she is made to realize, is an
evacuation (37).

The attitude expressed to death in this novel resembles that of
Heldegger, wWo points out the inevitability of death even while
stressing the awareness it creates in the individual regarding
the ‘totality’ and ‘' self-transcendent’ nature of existence
(Robat Olson 192-212).

Though the validity of Mrs Hunter's illumination is itself
guestioned, one thing is certain. Se uses her insight wisay ad
well. As Veronica Brady brilliantly sumns up in her article "The
Be of the Storm'™:

There is no attempt to disguise her occasional cruel-
ties, her pride, her insensitivity to the clams of her
husband's gentle love or of her children. But this is
because White has no false illusions about hurmen be-
ings; the best mogt of us can do is to learn to live
with what we are--as Elizabeth Hunter does. So, even
she, for all her failures as a huren being, is able

therefore to achieve dignity and a certain nobility
(66).

A Fringe of Leaves

The mysticismm of the ‘mandala’ and ‘chariot’ gives wey to
the down-to-earth treatment as is seen in the humanistic
depiction of Ellen's character and her experiences. Thus, White
creates a mrenv ethic stressing on qualities like ‘survival’ ad
the relative nature of ‘savagery’ ax ‘morality.’ In her article

"A Fringe of Leaves: Civilization by the Skin of Our Qnn Teeth"

Veaonica Brady presents these ideas succinctly and to quote her:
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She [Ellen] learns howto survive, howto cone to terns
wi th that savagery which, Wite suggests, is not just a
feature of life in so-called primtive societies but is
endemc to the human condition even to "highly civi-
lized" Australia (124).
As befitting the epigraph from Louis Aragon, |ove which is the
last chance for human survival is given inportance here. Thus,
the love and conpassion that characterises the relationship
between M's. Hunter and Alfred during his last days in The Eye of
the Storm devel ops into a permanent understanding in the El | en-
Austin rel ationshi p.

In the novel, Ellen nmakes two inportant entries. One, into
high society through her marriage to Austin. Another, into the
aboriginal tribe after the shipweck and after her husband and
the other nen are killed by the aborigines. Both these entries
set up various oppositions: natural and artificial; indigenous
and metropolitan; civilised white culture and coarse aborigi na
culture. In her entry into society, Ellen is the docile and
diligent pupil who gives herself to be noul ded by her nother-in-
lawto suit social nornms. In the entry into the aboriginal tribe,
the Quyas self of Ellen asserts itself. Earlier, it is asserted
once during her seduction by her brother-in-law, Garnet Roxburgh
This, in turn, goes back to "the presentinent of evil" which
Hlen foresees during her visit to St. Hya' s well

Like Ruth Godbold earlier, Elen also qualifies as an Earth
Mther. This is shown in her relationship both with black
children and the children at the Commandant's house.

The young children m ght have been hers. She was so
extraordinarily content she wi shed it could have |asted

for ever, the two black little bodies united in the sun
wi th her own bl ackened ski n-and-bones (FL 230).
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The young Lovell children nove closely with Ellen on her return

and insist on tales of the black children.

| nnocence prevailed in the light from the garden, and
for the nost part in her recollections; black was
i nterchangeable with white. Surely in the company of
chiTdren she mght expect to be heal ed? (FL 342. enpha-

sis added).

In fact, it is her closeness to children that keeps Ellen sane

during her sojourn. Simlarly, there is a near nmaternal el enent
in her relationship with nmen. Her relationship with Gswald is a
good exanple. She realises that, "[wjomen oOn the whole are
stronger because nore know ng than nmen, for all the know edge nen
lay claimto. W also learn to nunb oursel ves agai nst suffering
whet her of the body, or the mnd... » (FL 67). Such a know edge
does not nmake her arrogant but hel ps her in understandi ng peopl e.
In one of her early journal entries, Hlen wites:

Oten on such a night at z., a country to which |
bel onged (nore than | did to parents or famly) | wld

[sic] Tind myself wishing to be united with ny sur-
roundi ngs, not as the dead, but fully alive (FL 92).

Such an attitude helps her to survive in the aboriginal tribe.
She takes pain and suffering in her stride. Mss. Scrinshaw s

comment early in the novel is accurate.

‘' ... | only had the inpression that Ms. Roxburgh
could feel life has cheated her out of sone ultinmate in
experience. For which she would be prepared to suffer,
I T need be' (FL 17. enphasis added).

In Elen's l[ife wwth the aborigi nes, one thing assunes inportance
and that is, hunger, and life revolves in assuaging this hunger.
For instance, even death is followed by feasting as is seen in

the fish-feast following the death of the child which Ellen

nur ses.
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There was the occasional opossum snhake or |izard, and
once or twi ce the huntsmen brought in a species of
smal | kangaroo... . On a nenorable evening Ms. Rox-
burgh snapped up from under her masters’ noses a seg-
ment of roasted snake, which produced in her an ecstasy
such as she had never experienced before (FL 237-8).

This experience is contrasted with the dainty nibbling which goes
by the nane of eating in civilised upper class society.

The recurrent enphasis on hunger is a way by which Patrick
Wiite prepares the ground for Ellen's cannibalism

She found herself stooping, to pick it up. There were
one or two shreds of hal f-cooked flesh and gobbets of
burnt fat still adhering to this nonstrous object. Her
stiffened body and al nost audibly twangling nerves were
war ni ng agai nst what she was about to do, what she was,
in fact, already doing. She has raised the bone, and
was tearing at it with her teeth, spasnodically chew
ing, swallowi ng by great gul ps which her throat threat-
ened to return. But did not (FL 244).

This incident enables Ellen to take part in a larger system of

values and not the narrow ones posited by the society to which

she bel ongs.

She was |ess disgusted in retrospect by what she had
done, than awed by the fact that she had been noved to
do it. The exquisite innocence of this forest norning,
its quiet broken by a single flute-note endlessly
repeated, tenpted her to believe that she had partaken
of a sacrament... . Inthe light of Christian norality
She must never think of the i1ncident again (FL 244.

enphasi s added).

The eating of human flesh by the aborigines may seem savage in
society's view. But it is the sanme society which barbarically
puni shes fellow humans with penal |aws. This questioning is
provided by Jack Chance, the escaped convict who helps Ellen to
return to society. Jack tells her: ‘Men is [sic] unnatural and
unjust' (FL 253) . Further, Veronica Brady says that Wite has
tried to point out in the novel as to how "aboriginal culture

whi ch acknow edges the debt to nature is closer to human truth
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than white colonial society which doesn't" ("A Properly

Appointed Humanism: Australian Culture and the Aborigines in

Patrick White's p Fringe of Leaves' 67) .

Ellen accepts her transgressions--adultery and cannibalism.
Se never tells it openly either to the Commandait or anybody
else. But her return to civilization suggests that she has l|learnt
to combine and unite all aspects of life. Just as the cannibalism

of Ellen is a crucial episode in the novel, so is her momat of
illumination at the crude and primitive Chgpod built by Pilcher.

She did not attempt to interpret a peace of mind which
had descended on her (she would not have been able to
attribute it to prayer or reason) but let the silence
enclose her like a beatitude (. 353).

In Jill Ward's view, this norat

represents a part of the cumulative growth in awareness
which is at the heart of the mystical visions. Such
momats are not intended to lend themselves to intelle-
ctual scrutiny .... for Ellen it represents a cessation
of the struggle against the warring aspects of her
nature ("Patrick White's A Fringe of Leaves' 80-1).

With such an understanding, Ellen moves once again into
society. Towads the end, she is also on the verge of accepting a
marriage proposal from Mr. Jevons. Criticising this act, Carolyn
Bliss says that "[i]t is disconcerting to find a wamn such as
Ellen Roxburgh, a waorman whose very survival testifies to her
enomous strength, meekly accepting the fate of her sex in the
shape of the merchant Jevons' (154). In the context of Ellen's
experiences and realisation, this view is debatable. Further,
Bliss contradicts herself later in her book by interpreting
Ellen's reply to Miss. Saimshanv as the embodiment of "Ellen's

understanding of the task her life has set her: to love as wdll
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as she can whil e never well enough. She thus turns back to life
as we | eave her" (165). The picture of a "troubled bull-frog of
a man" awakens her conpassion and sympathy for the frailty of
human bei ngs, a quality she shares. Such an understandi ng enabl es
her to correct and check Mss. Scrinshaw s Pronethean [ongings to
soar and reach the el evated hei ghts.
‘I was sl ashed and gashed too often,’ ... ‘oOoh no, the
crags are not for me!' .... ‘A wonan, as | see, is nore
| i ke noss or lichen that takes to sonme tree or rock as
she takes to her husband’ (FL 363).
It is an affirmation of |ove and successful human rel ati onship or
what Helen M Gl bert calls "the synbolic rebirth towards which
we nmay aspire even though we renain in a continual state of flux"
("The Prison and the Font" 22). Elen's affirnmative stance proves
true her words early in the novel. "I discovered another world.

Wiich will remain with me for life, | expect. Every frond, and

shred of bark. M/ nmenories are nore successful than ny sketches”

(EL27) .

The Twborn Affair

The novel unfolds the conplex relationship that exists

between Eadi e and her sexual |y anbival ent child, Eudoxia-Eddi e-
Eadith (referred to as E.). Eadie herself is guilty of a |eshian

relationship with Joanie CGol son, which E. obviously resents. As

she | ater reali ses,

|l ove was difficult. ‘Quite a trapeze act in fact ... |
only ever really loved, and was loved by, ny little
flea-ridden dogs. | could talk to them and they under-
stood. Children and parents fail one another...' (TA

424. enphasi s added).

Consequently, there is no single nonent of realisation for Eadie
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but only a gradual acceptance of her child' s sexual ambivalence.

At the beginning of the novel, there are recurrent
references to Eadie's ageing since her tragedy. The tragic event
is that of Eddie running away on the eve of his marriage to
Marian. Eadie is upset about two things: the social disgrace it
involves and the attenpted escape of her son.

There are reasons for Eadie's strained relationship wth her
child. In the first place, she considers her child as restricting
her freedom "The child atrocious all afternoon. Threw tantrum
after tantrum Nanny usel ess. Don't know why intution didn't warn
me agai nst conceiving" (TA 68). Later, she resents E 's sexua
ambivalance as sonet hing which projects her own | eshiani sm

Anywhere else it mght have been unbearable to realise
that the son with om she had westl ed, perhaps even
tried to throttle in the agony he had caused while

forcing his way out of the wonb where he was not wanted
in the first place, had becone the mirror-fiqure oOf

hersel f (TA 149. enphasis added).

Fromthis position she cones to the understanding that children
and parents fail each other nutually and not one-sided as she had
feared earlier: I hope you're not going to nake us pay too
dearly, Eddie, for being your parents' (TA 148).

In accepting Eddie as her daughter Eadith at the end of the
novel, Eadie shows a change of attitude nmarked by tinme. For
exanpl e, when she finds out that Eadith is actually Eddie, Eadie
is full of understanding. In fact her forner reaction is juxta-
posed with her reaction at the present nonent.

‘I do wi sh, Eddie, you d stop picking that scab on your
knee. Sonetinmes | think you do things just to irritate
me'... . Nowinthis violet, northern |light, purged of

her mortal sins by age, Eadie m ght have been prepared
to accept a bit of scab-picking in others (TA 422).
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Eadie also understands the true nature of her other
rel ationships. She accepts her indifference towards her husband.
Se also realises her closed-in relationship with Joani e ol son.

| was fond of poor Joanie Golson--the friend | believe

you disliked so much you al ways avoi ded. Joanie was too
possessi ve. What one wants froma wonan finally becones

suffocating (Ta 424).
Thus, when Eadie sits in the hotel waiting for E., she realises
that she no |onger fears or cares for society. "Age had drained
her of fear, along with her vices, doubts, tornents" (TA 430).
She al so understands the value of suffering. Her understanding is
j uxtaposed to the scream ng worman: "Down the corridor a wonan was
hoppi ng scream ng, as though she still belonged to the present,
some young person no doubt who had not yet suffered enough" (TA
430). Eadie waits resignedly in spite of the threats of bonb
bl asts. The war-torn London with its bonb blasts is an illusion
to Eadie. The waiting itself is real.

What was real was the garden in which she was sitting.

She had conme out to dry her hair, and was sitting on

t he discol oured steps anongst the lizards and bul bul s
and hi bi scus trunpets, waiting for Eadith (TA 431.

enphasi s added).

Eadie is hopeful of the future. She dreans of "[s]itting in the
garden drying our hair together anmongst the bulbuls and drizzle
of taps we shall experience harnony at last" (TA 432). The
concl udi ng paragraphs of the novel fits Wite's description in

Flaws in the dass as "the Twyborn Monent of grace" (257) . The

same idea is conveyed in the "unusually fine sunset, if to the
east rather than the west" (TA 430). The sunset in the east

suggests rebirth as also the coexistence of life and deat h.
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Mar gar et Laurence

In The Fire-Dwellers, Margaret Laurence descri bes Stacey's

modest realisation in the follow ng words:

| used to think there would be a blinding flash of
light soneday, and then | would be w se and calm and
woul' d know how to coloe with everything and ny kids
would rise up and call ne blessed. Now | see that
whatever |'m like, | 'm pretty well stuck with it for
life. Hell of a revelation that turned out to be (H)
255. enphasi s added). _

As Cathy Davidson rightly remarks, Stacey has begun to cone to

terms W th "what she was, what she is, what she will be" ("Past

and Perspective in Margaret Laurence's The Stone Angel” 61). In
al the four Manawaka novel s, Margaret Laurence's protagonists
cone to terms with thenselves and their present by eval uating
their past. Just as the past hel ps in managi ng the present and
manipulating the future, the present, by hindsight hel ps themto
di scover the pattern of their lives in the past. There are no
profound revel ations. Such a realisation helps themto distin-
guish clearly between what they think is real and what in fact is
the reality.

Again the concept of reality is rooted within society and is
not pitched in nystical or netaphysical planes. |In one sense,
self-realisation helps them in accepting their roles (though
limted) in society. Alnopst all the protagonists return to
society with the know edge of attributes |ike survival, human
under standi ng and comuni cation. In this respect, the neaning of
self-realisation, in Laurence's novels, inplies standards of

ethical and noral perfection rather than nystical vision. As John
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Mbss obser ves,

Laurence's protagonists share with nost of us on a
narrower scale the conflict between roles jimposed by
gender and what we sense iIs our essential self sone-
where deep within us, surging randomy to the surface
("The Presbyterian Legacy" 75. enphasis added).

Thus, there is no overt religious framework juxtaposed in the
novel s. The references to religious thought are mainly interpre-
tations. There is no ‘mandala’ or ‘chariot’ guiding and unifying
the vision of the protagonists. Mnory acts as a unifying agent
of the past and the present. Another characteristic which the
Manawaka wonen share is their roles as Earth Mothers. Even in the
case of Hagar Shipley, it is her acceptance of her notherhood
that gives her the final l|iberation. Al the other wonen val ue
their notherhood. Interestingly enough, Cathy Davidson points out
the role played by nenory in the process of self-realisation and

to quote her:

Menory, for Laurence, is a self-conscious re-digesting
not of fornmer facts but of former impressions--impress-
ions of others, of events, of one's self ... so it is
Py this process of re-livina. not by living that the
revelation of a lifetine occurs (62).

The St one Angel
Hagar Shipley's nmonment of illumnation, if we have to point

out a single instance, occurs when she confronts willingly her
past deeds and confesses and accepts the responsibility for the
deaths of Bram and John to Murray Lees. Hagar neets Lees at a

cannery when she runs away from hone to escape going to an ol d-

age home (nmuch like Elizabeth Hunter in The Eve of the Storm.

Lees al so cones to the cannery in an attenpt to escape facing the
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fact of his child's death. Hagar drinks wine with himwho is a
perfect stranger and also sinks into sleep close to him. As Andre

Dommergues points out in his article "order and Chaos in The

Sone Anagel."

The fastidious lady is not ashaned of herself. For the
first tinme maybe, she has established a genuine rel a-
tionship with a nman and understood the meani ng of hunman

solidarity (69).
Also, for the first tine she outwardly shows her enotion when she
openly cries for the deaths of her husband and her son. Even
though Lees goes against his word and infornms Marvin about

Hagar’s wher eabouts, she forgives him Wen he nunbles that he

couldn't help it, she wants to say "I know, I know. Yyou really

couldn't help it--it wasn't your fault" (SA 252) and finally

says: "l didn't mean to speak crossly. 1--1"m sorry about your
boy" (SA 253) . She al so reaches and touches his wist in an open
show of affection and regard for a fell ow human bei ng.

Furt hernore, Hagar’s neeting with Lees is followed by her
only true and honest confession. Cara Thonmas considers this
passage as an "unforgettabl e’ exanple of what Frye calls Kervama,
"the vehicle of what is traditionally called revelation" in The
Geat Code ("Towards Freedom" 86).

Every good joy | mght have held, in ny man or any
child of mne or even the plain |ight of norning of
wal king the earth, all were forced to a standstill by

sone brake of proper appearances--oh, proper to whon?
Wien did 1 ever speak, the heart's truth?

Pride was ny w | derness and the denon that led ne

there was fear. | was al one never anything else,and
never free, for | carried ny chains within nme, and
they spread out fromne and shackled all | touched. oh,

mytwo, ny dead. Dead by your own hands or by mne? (Sa
292, enphasis added).
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As J.M Kertzer puts it, " [r)esponsibility, freedom and guilt
are three of the terns by reference to which Hagar nust judge her
life" ("The Stone Anael: Tinme and Responsibility" 502). Hagar's
freedomis linked to her acceptance of responsibility and guilt.
The basic paradox of Hagar's life lies in the fact that she | oses
the love of her father by breaking the norns to nmarry Bram and
|loses the |love of her brothers, of Bram and of her sons by
adhering to the very norns she herself broke. Hagar al so breaks
out of the cocoon of either blamng fate for the events or trying
to determne the causes. Lees perforns the task of educating her
regarding the fact that nore than one cause determ ne an event.
For instance, John's death is determned by a nunber of factors.
They are: Hagar's conspiracy with Lottie to separate John and
Arl ene; John drunk, accepting the bet wth Lazarus; Arlene,
unable to prevent him deciding to go with him the unschedul ed
train bringing food for people on relief crossing the bridge at
the sane tine and thus, causing the accident and the deaths of
John and Arlene. Hagar accepts her position and tells
comfortingly: "No one's fault, where do causes start, how far

back?" (SA 240) This serene acceptance is an extension of her

earlier statenent.

| can't change what's happened to ne in ny life, or

make what's not occured take place. But | can't say |
like it, or accept it, or believe it's for the best. |
don't and never shall, not even if |'m damed for it
(SA160).

This brings to mnd the Dylan Thonas epigraph to the novel. Hagar
fights the inevitable. Thus, her pride is both a strength and a
weakness. Commenting on Hagar's realisation, J.M Kertzer

describes it as "a human appeal made in recognition of hunman
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weakness, a reconciliation of people with each other and with
circumstance. Forgiveness suggests a concurrence or hamony with
others and with life" (506).

The question of pride takes us back to Hagar's past. To
recapitulate the events of the past: Hagar's refusal to comfort
her dying brother, to accept her sexual urge for Bram, to accept
responsibility for John's death and her contempt for Currie-like
Mavin, her mockery of the minister--all arise out of her pride.
Thexe things have been discussed in detail in Chapter One

Hagar's retribution for her past deeds comes with her
acceptance of responsibility for John's death which is certainly
not a heroic death in war as she mekes it out to be. In a further
step towards understanding, Hagar calls out to her long dead
husband in the hospital. This scene echoes Mrs. Hunter's call to

her husband Alfred in The Eye of the Storm. Also, Hagar tells

Mavin: "Youve not been cranky, Marvin. Youve been good to me
always. A better son than John" (sa 304) . She, thus,
acknowledges Marvin's kinship which is something she had denied
hm at his birth by mistakenly seeing hm as a Shipley. Though
Hagar herself questions the truth of such a statement, she also
understands that it "is a lie--yet not a lie, for it was gooken
a least and a last with what mey perhaps be a kind of love"
(sa 307). In a further attempt to affirm values of human
relationship, Hagar befriends Elva Jardine. She also endures
great pain in order to relieve Sandra Wongs pain and heartily
laughs over a joke. Hagar's sharing of wamth and love culminates

when she parts with her prized possession, her ring, to her
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granddaughter, Tina.

One obvious religious framework commonly observed in the
novel is that of the Add Testanent story of Hagar, Abrahanis
second wi fe, a bondswoman and the child born of the flesh,
Ishmael. The parallels are as follows--Hagar-Agar; C ara- Sarah;
Bram-Abraham; Marvin-|lsaac and John-Ishmael. However, this
readi ng does not take us far. For Marvin and John are so nuch
unlike Isaac and Ishmael. In fact, in the final scene between
Marvin and Hagar, Marvin resenbles Jacob in westling with Hagar,

the stone angel and bargaining "I will not let thee go, except

thou bl ess me" (SA 304). Biblical echoes in the novel include,

for exanple, Hagar's quotation from The Song of Solonmon "H s

banner over ne was |ove" (SA 80) to describe Brain's sexual

passion for her. Simlarly, Hagar's cry "If he should die. let ne

not see it" (SA 241) echoes that of the Biblical Agar who says

"Let me not see the death of the child" when she fears the death
of Ishmael in the desert for want of water. Elisabeth Potvin
finds another Biblical echo and points out that "[i]n a parody of
apostle Peter, Hagar denies her faith in patriarchy three tines,
fleeing first her father, then Bram, and then her son Marvin"
("A Mystery at the Core of Life" 28). As Claudette Poll ack

observes in "The Paradox of The Stone Angel,"

The effect of such references is to allow the reader to
accept the archetypal associations w thout hesitation.

Al though the Biblical references and anal ogies in
The Stone Angel strengthen our feelings for Hagar and
contribute Tnportantly to the atnosphere and tone of
the novel, they do not nmuch affect our understandi ng of
her character or her situation (269).
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However, the Biblical references reinforce one thing: the
wanderings in the desert by Agar corresponds to Hagar's quest for

self-realisation. For Hagar's quest, Laurence "transmogrifies a
hospital bedpan into the grail of nedieval |egend" (Patricia

Morley. Margaret Laurence 81) .

Anot her critical practice is to place The Stone Angel in the

elegiac tradition. In an interesting article, EJ. Hnz and J.J.
Teuni ssen conpare the novel with MIton's Lvcidas. Walt Whitman’s

Wen the Lilacs Last in the Door Yard Bloom’d and Thomas Wl fe's

Look Homeward. Anagel. Bram, in his deathbed, rem nds Hagar of an

“ancient child." Hnz and Teuni ssen connect this to the episode
of Hagar's inability to confort her brother, and say that the
whol e epi sode contains a veiled critique of the mmjor elegiac
icon in the Judeo-Christian tradition: Mchelangelo' s Pieta where
Mary's grief for her son (both depicted as being of the sane age)
is that of a grieving lover rather than of a sorrowful nother.
Simlarly, Hagar's refusal to show any enotion in the scene of
John's death, finds a correlative in the lack of expression of
grief on the face of M chel angel o' s Madonna (484-5).

The final attenpt of Hagar to hold the glass of water can be
interpreted in different ways. In the Christian sense of redenp-
tion, it is the cup of grace which Hagar has hunbly accepted thus
asserting the continuation of |ife. But pointing out Hagar's

earlier rejection: "ought | to appeal? It's the done thing. Qur

Father--no. | want no part of that. Al | can think is--Bless ne
or not. Lord. just as You please, for I'Il not beg" (SA 307) ,

Hnz and Teuni ssen say that Hagar is actually rejecting the

masculine Judeo-Christian solution. In their reading, the glass
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of water becomes the amniotic fluid and her urgency in getting
back to the "sleek cocoon" is followed by the mothering words
"There, there.”

Both the interpretations point to one thing and that is,
Hagar’s acceptance of responsibility as also human love and
warmth. Whether Hagar is redeemed in the Christian sense or
accepts her motherhood (in the sense that Laurence is offering a
"female foom of consolation™) , the effect of coming to terms with
the past certainly alters Hagar's present. He death at the

height of understanding prevents any talk of the future.

A Jest of Gd

In the case of Rachel Cameon, the protagonist of this
novel, coming to terms with the fears and inhibitions of her past
enables her to break the chains which have bound her for long.
Caning to terms with her past, enables her to prepare herself for
the present in a better way as well as to plan her future.

Though the beginning of her affair with Nick Kazlick itself
sarves as an initiation to her realisation, the specific momat
occurs when she is in the hospital undergoing surgery for a
benign tumour. Under anaesthesia she voices out: "I am the mother
now.” This cry assumes significance because she has finally aore
to terms with herself, her surrounding axd her relationships. To
put in Margaret Laurence's words. "She [Rachel] is beginning to
learn the rules of survival” (in George Woodoodk ed. A Place to
Sand On 32). John Moss sums up Rachel’s self-realisation in

succinct terms:
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When Rachda discovers that the growth inside her is not
Nick's child she is carrying but a tumour, the tran-
sience of their affair is confirmed. It is a cruel joke
that even this growth is benign, but one that shocks
Rachel into capitulation to a more complete or inte-
grated self than her rigid adherence to fragmenting
roles had allowed. Rachd gets body and mind together,
as it were, ad accepts herself as a whole person ("The
Presbyterian Legacy” 73) .

Considering her earlier conflict between her mental fantasies axd
her outward appearance and behaviour, Rachd has acame a long wey
INn uniting her inner and outer selves.

There are other factors which aid Rachel's awareness. Qe is
the late night visit to Hector's funeral parlour. Through this
visit, Rachd does amvay with the Manawaka taboo against confront-
ing death directly. commenting on the central role played by the
consciousness of death in A Jest of God, CM. Mda makes sore

interesting remarks, and to quote him:
While humaen relationships are an attempt to counter
isolation, death is a recognition of it,... . In Lax
rence, however, death ... accentuates our conscious-
ness of an isolation which already exists. It is only
in facing death that we are able to assess life, ad to
recognize our o isolation ("Every Man is an Island”
62-3).
Also, calla’s timely help enables Rachel to have a healthy
friendship with her. Further, Rachea stops worrying about the
fleeting relationships she will have with her pupils. Rachel's
rejection of Calla's Tabernacle and her mother's Church
culminates in her words. "Bless me or not God, for I'll not beg.”
This shows how far she has progressed and the final sentence of
the novel "God's mercy on reluctant jesters. God's grace on
fools. God's pity on God' (G 202) is an indication of this.

Patricia Morley points out the circular structure of this
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sentence and how it identifies "Gd wth mankind as D vine Fool."

Mercy, grace and pity becone the basic criteria of relationships.

According to Morley,

[t]his is the culmnation of an intricate pattern on
the folly of fear and fear of folly. Westling with it,
Rachel is ready to smle at "that fool of a fear, that
poor fear of fools."™ "| should be honoured to be of

that conpany" (Margaret Laurence 96).

dting Rachel's final stance as the proof of "Laurence's concern
with the human condition,” Sandra Djwa suggests the possible
Exi stentialist parallels in that Rachel is nade to "choose be-
tween the nausea of bad faith and the anguish and despair of
freedom as also in her focus on the "process of becom ng"
("False Gods and the True Covenant” 49). The cul mnating point of
her realisation cones when Rachel understands and accepts the
restrictions within which Nck is operating. She even forgives
him for his deception with the photograph.

He [N ck] had his own denons and webs. M ne brushed

across himfor an instant, and he saw them and had to
draw away, knowi ng that what | wanted from himwas too

much (JG 189).

Viewed fromthe present, Rachel's future holds out bright
prospects. Above everything el se, she takes charge of her life
and pl ans her noves and takes decisions personally. Though this
is nothing extraordinary, the fact that it comes from Rachel
marks her triunph. The first anong these is her decision to take
up a job in Vancouver and thus npve out of Manawaka. Rachel
finally breaks free of her nother's dom nation over her. To her

mother’s plea against the nove when she cites her poor health,

Rachel replies:
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It isn't upto me. It never was. | can take care, but
only some. | amnot responsible for keeping her alive.
There is, suddenly, sone enornous relief inthis reali-
zation (JG 195).

She literally nothers her nother when the latter fervently, even
childishly, appeals against the nove. Rachel feels |ike saying

"Hush, it will be all right--there, there. | amthe nother now"

(JG 196). In an article entitled "Politics and A Jest of God,"
Kenneth Hughes brings in an interesting anal ogy between Rachel's
relationship with her nmother and that of the relationship between
the col onised and the col oniser, say, Canada and Britain. Ms.
Caneron becones the inperial power whereas Rachel is synbolic of
"a Canada seeking to free itself froman authoritarian colonia
past and to make its own future" (50-1). Rachel's tunour
represents the colonial past and its authoritarian values, while
its renoval suggests freedom from the colonial state of m nd.
Following this application of Mannoni’s framework, this novel can
be seen as a socio-political allegory of the colonial situation.
As Patricia Mrley points out,

Rachel's quest, like Hagar's is a search for freedom

and joy .... she wins a partial release from fear, a

new under standi ng of her relation to her nother, and an

acceptance of the nystery of human personality: the
ot her, in Mannoni's phrase (Margaret Laurence 89).

Rachel al so re-works her relationship with willard. She is clear
about her thoughts. She now sees that her fear of himwas totally
basel ess and unnecessary.

Regardi ng her own future, Rachel is realistic and does not
fantasi se. She keeps her options open. She may marry a mddle
aged wi dower, or a |ongshoreman, or a cattle-hoof-trinmrer, or a

barrister or a thief" (3G 201). She may or may not have
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children. Light-heartedly, she pictures herself as an old
spinster wearing outlandish costumes whom Stacey's children will
call Aunt. She may feel light-hearted, light-headed, afraid of
even going mad (JG 202). He ironic jest to Gad ends the novel.
This sort of a humor and fearlessly looking into herself will no
doupbt take her far in life.

There are three obvious Biblical references in the novel.
First, is Rachel's fear of losing her pupils (her ‘children’ as
de refers to them). This has its parallel in the mourning of the
Biblical Rachel for her unborn dead children. Sandra Djwa’s

reeding of this particular Biblical reference is perceptive in

that, it points to the possibility of interpreting A Jest of CGd

as a socio-religious allegory.
INn Genesis this is a lament by a barren wife; in the
allegory of Racha in Jeremiah it is a lament by the
Israelites wo have fallen anvay from the fruits of the

spirit into the worship of false gods: both concepts
are contained in Laurence's presentation of Rachel's

character (47).
Second, is the reference to St. Paul. "If any men among you
thinketh himself to be wise, let hm become a fool, that he nmey
be wise.” This dictum is central to the novel. Behind such a
statement lies the paradox central to Christianity. Third, is the
reference to Jonah in the Sandburg epigraph to the novel.

If I should pass the torb of Jonah

I would stop there and sit for awhile;
Because | wes swdlowed one time degp in the dark

Ard came out alive after all.
Rachd has to make the journey into her omm self and there
confront her repressed side just as Jonah was destined to spend

time Iin the stomach of the whale.

Rachel's crisis is comparable to that of the alienation ad
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isolation experienced by any human being. She copes with
difficulties and grows stronger in the process. As Patricia

Morley rightly sums up in her book Margaret Laurence: "She

[Rachdel] escapes not fram society, like some Canadian Huk Finn,

but into more dynamic forms of community life" (93).

The Fire-Dwellers

Unlike Hagar and Racheda, Stacey MacAindra is affirmative ad
does not deny life. Hagar distances herself from others because
of pride and Rachel, because of fear. But Stacey is fully
involved in life anrd demands the reader's attention "whether in
approval, in dismay or in rueful laughter.” Stacey does not
separate herself from others and in fact mouns huren isolation.
Clara Thomas’ perception is convincing in this regard ad to
quote her:

She [Stacey] thinks of herself as commonplace and
ordinary but the great achievement of her anxious,
rueful, urgent voice is to reveal her extraordinary

qualities of love, fortitude, and especially, vitality
(The Mamaweka Woald of Margaret Laurence 128) .

Stacey has come to accept that an epiphanic mormat or "blinding
flash of light” (FD 255) cannot do miracles in her life. Nor
does she see profound implications of being a housewife ard a
mother. Ha understanding, at the exd of the book, is howv to be a
human being.

Stacey's quest for self-discovery takes on a circular fom
as against the linear movements of the quests of Hagar and

Rachdl. Clara Thomes compares Stacey's consciousness to an ‘eye’
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whose pupil expands to accept the world and contracts in sudden

fear.

[T]he movement is halting opening and shutting, a
broadeni ng and then a narrowing, and the final point of
poise in the novel is not Stacey's comng to a revela-
tion or to any new point of departure,' but her accept-
ance of her own kind of sensitivity, her own ways of
seei ng and under st andi ng others--and hersel f (122) .
Hence, a particular instance cannot be cited as her nonment of
illumination. There are a series of events that bring about her
realisation. The first of these is Mac's accusation of her
infidelity. Believing Buckle Fennick, Mc suspects Stacey of
going to bed with the fornmer. Qutraged and insulted by Mac's
accusation, stacey drives alone to the sea-shore where she neets
Luke Venturi, a young artist. She feels that, w th Luke, conmuni -
cation is nuch easier and enjoys having sex with himwhich, she

feels is revitalising.

I'd like to start again, everything, all of life, start
again with someonelike you [Luke]--with you--with
everything sinpler and clearer. No lies. No recrimna-
tions. No unmerry-go-round of pointless words. Just

everything plain and good, |ike today, and naking |ove
and not worrying about wuninportant things and not
trying to change each other (FD 176).
dara Thomas points out that Stacey feels this way because Luke
treats her primarily as a wonman, "as a singular being, freed of
the kal ei doscopi ¢ wi f e- not her - housekeeper rol es" in which she and
others identify her (123). Furthernore, the guilt feeling of
unfai thfulness to Mac enables her to get over her clearly erotic
fantasies as al so avenge his basel ess accusation. This affair
al so teaches Stacey to be independent of Luke or any other man.
QG her events which bring about change in Stacey's life are:

Jen speaking her first words, as also Katie and Stacey
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communicating like real adults after Katie rescues Jen from the
hold of Tess Fogler, who forces Jen to watch the brutal

cannibalism of the golden fish. In her book Margaret L aurence.

Patricia Morley brings in an interesting intertextual connection

to The Stone Angel.

In their mutual concern for Jen, Katie and Stacey
encounter one another as persons, without the role-
playing structures of mother and daughter; they say we.
like Hagar and the Oriental girl in the hospital bedpan
incident (106).

Duncan's narrow escape from drowning, the love lan exhibits for
Duncan in the place of jealousy and Mac's demonstrations of his
affection for Duncan, aid Stacey’s momat of awareness. Further,
Buckle's death proves that he is only a masturbator and nothing
had happened as Mac suspected and Buckle lied. The final stroke
comes when the identity of Thor Thorlakson, the self-important
man turns out to be runny-nosed Vernon Winkler from Manawaka To
cite John Moss conclusion:
Super-male and super-female prove merely human, and
Stacey MacAindra, nee Cameon housewife and mother, can
have a young lover and can, by choice, turn away from
him in favour of the roles of conventional homelife
that both sap and sustain her. She discovers the free-

dom of choice that makes the choice itself irrelevant
(74. emphasis added).

The effect of such a realisation is to wipe out the frustrations
Stacey had felt in the past. In the present, she accepts change

ad is a¥so sure of the fact that certain things cannot be

changed.

It would be nice if we were different people but we are
not different people. W are ourselves and we are sure
as hell not going to undergo sone total transformation
at this point.... I can't take it yeh! I can though.
By God, | can, if | set, ny mnd to it (FD 247-8.

enphasi s added).




In this way, Stacey more or |less decides her future. Rather,
she plans to take life as it comes. "If | could absorb the notion
of nothing, of total dark, then it would have no power over me"
(FD 263) . She does not demand this grace and accepts the
condition that each one has to work out one's salvation. The
condition is very simlar to her realisation that she can never
again be young or have decent-|ooking hip. She does not see this
as a tragedy, but considers it normal, at the nost, |udicrous.
This ability to laugh at herself, wll no doubt provide her wth

endur ance, patience and wi sdom

G ve ne another forty years, Lord, and | may nutate
into a matri arch.

St acey heaves over onto her side. The house is
quiet. The kids are asleep. Downstairs in the ex-study,
Mat t hew has been asleep for hours, or if not asleep,
nmedi tati ng. Beside her, she can already hear the steady
breat hing that neans Mac is asleep. Temporarily, they
are all nore or |ess okay (FD 264. enphasis added) .

Sacey does not seek to alter things. Like Ms. Godbold and H I en
Roxburgh in White's novels, she is satisfied with the transient
perfection of the world which is echoed in her prayer. Patricia

Mrley suggests that the timespan of forty years "is that of the

Israelites’ desert exile enroute to the Promsed Land" (108) .

Further, Morley points out that nutate suggest evolution of the

species and is conbined with the alliteration in matriarch which
suggests the fenale head of the famly, clan and dynasty. "This
mutant joins her famly and city in peaceful sleep" (108).

The Biblical framework which provided sone insight in the

earlier novels, is nerely used as a parody in The Fire-Dwell ers.



196

The first instance of this is Stacey'E statement "Cain and his
brother must have started their hatred like this" D 12) when
her two sons fight over a go-cart. The religious parody is at its
best in the sections featuring Thor. The Richalife campaign
promising rejuvenation is a secular parody of the religious
vision of the Promised Land. Thor is the pseudo-prophet. There is
an obvious reference to evangelical testimonials, at rallies when
people declare the alterations made in their lives by the pills.
Similarly, the confessional element involved in the Richalife
quiz which each employee and his family is asked to fillin,
parodies religious confessions.

Another important Biblical reference is that of Luke's role
in altering Stacey’s life. Like the Biblical Luke, he is a
physician to Stacey who also provides "a temporary unreality" to
her by calling her ‘merwoman’ and identifying her with water
(Clara Thomas 123). This affair enables Stacey to abandon her
responsibilities as mother and wife temporarily and consequently,
direct attention on herself. John Moss’ comment on Stacey's

affair and on the ending of the novel is precise and lucid and to

quote him:

There were no scintillating alternatives for Stacey
along the way; only variations. A life deeper than she
was and a little older Stacey is left at the novel's
close to carry on and perhaps even to enjoy 1life
somewhat more. having witnessed it for a brief time
from the different perspective afforded by her affair
(75. emphasis added).
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The D vi ners

The river inmage that opens and closes the novel subtly and
vividly captures Morag Gunn’s growth as an individual. At the
begi nning of the novel, the "apparently impossible contradiction"
of the river flow ng both ways fascinates Morag. Towards the end

of the novel, the sanme phenonenon urges her to "r 1 Jook ahead into

the past, and back into the future. until the silence" (p 452-

3). Her recollections range from the Snapshots, nmenories,
rem ni scences and songs from her personal past as well as her

ancestral past. As John Moss rightly puts it, The Diviners "is a

brawing vision in the mddle of a life of the various identities
that have been achi eved, evaded and stunbled inevitably upon, by
one person, Mrag Gunn" (69).

However, the specific instances which bring out Mrag' s
realisation are: (i) her acceptance of Christie Logan as her
father and thus, accepting the heritage he has offered her
through his ‘tales’ as her only true heritage. (ii) As a witer,
her acceptance of the limtations of the powers of the word. This
know edge is given to her by Royland, the water-diviner, and
(iii) the nonentary insight offered by the flight of the Blue
Her on.

During her visit to the McRaith's hone in Crombruach, Mrag
cancels her earlier plans of visiting Sutherland, a place from
where the Gunns were believed to have originated. In answer to

Can McRaith's question, she says:
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"T don't know that | can explain. It has to do with
Christie. The myths are my reality... . And also, |
don't need to go there because T know now what it was |
had to |l earn here" ... "it’s a deep land here, all
right" ... "But it's not mine, except a long |ong way
back. I always thought it was the | and of my ancestors,
but it iSsnot™ ... "Christie’s real country. Wiere I

was born™ (p 390-1. enphasis added).

Morag realises that christie, the Manawaka scavenger, apart from
bringing her up, has given her a heritage which is truer and nore
real than what history has to offer. Before Christie dies, Mrag
manages to go back to Manawaka as also to voice out her
realisation to him "Christie--I used to fight a lot with you,
Christie, but you' ve been ny father to ne" (D 396) . This scene
Is a touching one in the novel because both Mrag and Christie
"comuni cate a massi ve conpound of |ove, pity, and nourning, shot
through with the relieving incongruity of |aughter” (dara
Thormas 162- 3) .

Christie's funeral scene is one of the nost powerful scenes
inthe entire ganut of Laurence's novels. dara Thonas, interest-
ingly enough, conpares it to the scene in the hospital, when
Hagar dares M. Troy to sing "Ad Hundred" for her and then bei ng
released into the magnificence of her "Pride was ny w | der ness"
confession (SA 163) . Sensing that Christie will be at ease only
if he is buried alongside Prin and in the Nui sance G ounds which
has forned such an inportant part in his life, Mrag insists on
burying himinstead of cremating himas Hector suggests. She al so

Insists on a piper playing the final farewell to Christie.

And Pi per Gunn, he was a great tall man. with the voice
of druns and the heart of a child., and the gall of a
thousand, and the strength of conviction. The piper
plays "The Flowers of the Forest,™ the Tong-ago pi-
broch, the lament for the dead, over Christie Logan's
grave. And only now is Mrag rel eased into her nourning
(D403).
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Through music, Christie is connected to the ancestral figure Qunn
and thus, a heritage is created which Morag accepts as her own.
Royland’s divining for water parallels Morag’s own search
for words. She had known all along that words cannot do magic or
sorcery but what she has to learn from Royland is the fact that
"(tihe gift, or portion of grace, or whatever it was, was finally
wi thdrawn, to be given to sonmeone else" (D 4 52). Royland hunbly
accepts his loss of divining powers. She sees himas "The old Man
of the River," "an ex-shaman" whose powers are gone. But he
points out to her how, true to her depiction of him"as an el der
of the tribe," he can pass it on ta sonebody el se.
I"?It's something | don't understand, the divini n%, "
oyl and said slowy, and it's not sonething that
everybody can do, but the thing I don't usually let on
about is that quite a few people can learn to do it..."
(D 451-2).
Hr realisation, here, is that all forns of divining whether for
water, words or heritage may be passed on and thus, does not
becone exti nct.
The inheritors. Was this, finally and at |ast, what
Morag had always sensed she had to learn fromthe old

man? She had known it all along, but not really known
(D 452. enphasi s added).

Mrag realises that her own heritage and Jules' wll be carried
forward by Pique just as she herself, though unwittingly, carried
on Christie's heritage.

The instance which offers a visionary insight to Mrag
occurs when she goes out fishing with Royland. It is then, that
she sees the Great Blue Heron, a species facing the threat of

extinction. On spotting the boat, the heron takes to flight but
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[a] dow unhurried takeoff, the vast wings spreading,
the slender elongated legs gracefully folding up under
the creature's body. Like a pterodactyl, like an angel,
like something out of the world's davn. The soaring axd
measured certainty of its flight. Ancient-seeming,
unaware of the planet's rocketing changes. The sweeping
serene wings of the thinag, unknowing that it is speed-
ing not only towards individual death but probably
towards the death of its kind (D 357. emphass added).

The emphasised portion of the passage quoted above may be
interpreted as the intuitive understanding offered to Morag about
Pique's mission, by the heron's flight. Like the Great Blue
Heon, the Metis are threatened with the fast extinction of their
heritage. According to Cheryl Cooper, in "the vision of the
heron, Maag glimpses the perfection she has been seeking in her
life and art: certainty, serenity, mastery. The heron symbolizes
wholeness, the cycle of life ard death" (in John Maoss ed. The

Canadian Novel: Here and Nown 96). Apart from her serene

acceptance of this fact, Pique also decides to journey back and
wak for the welfare of her people in Galoping Mountains. Thus,
FPgue offers Moag the realisation that "[Morag’s] quest for
islands had ended some time ago, and her need to meke pilgrimages
hed led her back here” (D 357).

Through such a realisation, Maoaag has progressed a long way
fram her initial frustration of being Christie's wad and her
desperate attempts to leave Mawawaka ad escape the heritage it
hes to offer. This sets her apart from the other Manawvaka
heroines. Wherees Hagar, Rachel, Vanessa and Stacey are born and
brought up in Manawaka, thus imbibing its values, Moag is an
outsider Wb enters Mawawdka society to live with Christie after
the death of her parents. Ha life with the town's garbage

collector certainly influences her view of Manawvska Agan, her
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artistic tenperanent keeps her out of the normal circle of the
other heroi nes (Vanessa, perhaps, is the only exception).

Such a marginalisation enables her to acquaint herself well
wth things considered as taboos, according to Manawaka noOrns.
The two main factors here are her direct acquai ntance with death
and sex. Morag's first know edge of death conmes when both her
parents die of infantile paralysis. Later, as a reporter of a
Manawaka newspaper, she is asked to report the deaths by fire of
Piquette Tonnerre and her children. Later still, she senses
closely the end of Jules. "The brief sound in the darkness was
the sound of a man crying the know edge of his death" (D 446-7) .
John Mbss vividly captures the poignancy of the relationship
between Morag and Jul es:

The trenendous power of his death cones of the conpl ex,
al nost nystical, relationship Jules and Mrag shared,
whi ch sonehow transcends ordinary passing. Theirs is a
story of bonds and affection nore enduring than | ove;
of sex nore potent than passionate enbraces; of a
| asting connection between psyches and souls, occasion-
ally conplenented by sexual consummation and wordl ess
touchi ng, but needing no such reinforcenent to endure
("The Presbytarian Legacy" 79) .

Just as death is revealed to Morag in its varying shades, so
is her know edge of sex. Her attitude to sex is nore open and
overt than that of any other protagonist of Mirgaret Laurence.
Wile she is in G ade Eleven, she shares her virginity with
Jules. The bond between the two strengthens and grows during the
next thirty years till Jules' death. For an outsider |ike Mrag,
Jules is more of an outsider since he is a half-breed. For
Instance, after their first intercourse, "[t]hey smle, then, at

each other. Like strangers who have now net. Like conspirators”
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(D 138) . It is this strong bond which brings them together when
Morag decides to wak out on Brooke Skelton, her professor--
husband. Her sexual behaviour seems to determine her sexual
identity as is seen in her other affairs. The encounters with
Harod and Chas teach the fleeting nature of such unions. In her
unhgopy marriage to Brooke, Moaag tries to overcome her inability
to have his child by turning to creativity, which agan he fails
to support. Her frustration with Brooke ad her eventual wak out
is aided by her three wek affair with Jules and the birth of
their daughter, Pique. Morag's encounter with Dan McRath makes
her realise the importance of family and place.

Jules visits Pique and Maag from time to time axd passes on
his songs on Rider Tonnerre and on Lazarus to Pique just as Maay
tells her stories about Piper Gun. During one of his visits when
Fgue is very young, Jules tells Morag: "Sure, Morag,” ... "She's

yours, all right. But she's mine too, enh? (D 338). emphasis

added). True to his word, Jules shares responsibility of Pique's
life by pointing out the future to her. He asks her to go up
Galloping Mountains where his brother Jacques lives. Similarly,
after his fair trade of the Shipley plaid pin for the Tonnere
knife with Morag, Jules passes on the knife to Pique as his share
of her heritage. Whereas Morag's journey wass anvey from Mamawvaka
Pigue's takes her to her om people. Whaeess Maag defied conven-
tions, Pique in fact is affirming them. Thus, Morag's life has
taught Pique certain things. "Freedom for Moag is the evasion
of negative forces; not, as for Pique, the quest for positive

ones’ (John Moss 79).
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The end of The D viners nmarks the end of the Manawaka cycle

"(w)ith a resolution of the ME and the NOIT-ME into the humlity
of an acceptance of a place within the ALL" (dara Thomas 170).
in terns of Vedanta, it is the realisation of the union of the
Self and Not-Self within the Brahman. In Existentialist thought,
it 1s the presence of the being-for-itself and bei ng-for-others
within the being-in-itself.

Before attenpting conparisons and contrasts of the various
| deas discussed in this chapter, it is, inportant to bear in mnd
that the fiction of these two witers serve as good explications
of self-discovery. K.R. Srinivasa Iyengar’s comment in his paper
"Patrick White: Laureate of Australia" is perceptive in this
regard and can be applied wth equal relevance to Laurence's
fiction. He conpares the novels to "sSudana’s Tower and towers as
descri bed in the Buddhi st Gandavyuha Sutra":

And all these towers ... each preserves its individua
exi stence in perfect harnmony with all the rest :
there is a state of perfect intermngling and yet of
perfect orderliness. Sudana, the young pilgrim sees

hinmself in all the towers as well as in each sinple
tower, where all is contained in one and each contal ns

all (14).

Concl usi on

As the precedi ng sections show, fenmale protagonists in the
novel s of Patrick Wiite and Margaret Laurence undertake quests in
order to realise the Self. Wnen in both the witers begin by
being frustrated and dissatisfied with the roles assigned to them
in society. Thus, their spiritual quest involves the breaking of
| ong-standing habits "of seeking approval, of trying to please

parents, |overs, husbands, friends, children, but never herself.
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I n probi ng her experience and aski ng basic questions, a wonan nay
begin to wonder whether she has ever chosen anything she has
done" (Carol Christ 9). This feeling alienates and isol ates them
fromthe imrediate surrounding of the famly and from society at
large. Further, alnost all of them are self-sufficient (Rachel

Caneron in A Jest of God is one possible exception) with a very

strong and active ego. Hence, comunication with others becones
difficult. The quest for self-realisation, then, is an attenpt to
understand oneself. This enables them to understand others.
Hence, every quest denmands a conscious attenpt to devel op such
qualities like |ove, conpassion, humlity and sinplicity.

Both the witers insist and affirmthe val ue of the surviva
instinct in their protagonists. |t ranges from a bl atant
adaptation of the aboriginal node of subsistence in a character

like Ell en Roxburgh in A Fringe of Leaves, to learning the sinple

rules of society by a person |like Rachel Caneron in A Jest of
God. However, there is a paradox involved in this respect. For
instance, qualities like pride, wll-power and self-sufficiency
go a long way to enable the protagonists in their quest.
Characters |ike Hagar Shipley, Laura Trevelyan and Elizabeth
Hunter have to give up their pride, self-sufficiency and
arrogance in order to gain an illumnation. On the other hand,
Rachel Caneron has to substitute these sane qualities in the
place of her fears and inhibitions in order to gain a little
human dignity.

Almost all the characters undergo trenmendous suffering

before gaining a vision. Both the witers are affirmative and
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view suffering as a positive feeling, which strengthens the
individual, as also provide self-awareness. Again, suffering
ranges from the extreme physical torture which Ellen Roxburgh
undergoes in the aboriginal tribe to the mental trauma of all the
others (say, Morag’s trauma as an outsider in the Manawaka
society) .

Both Patrick White and Margaret Laurence depict their
protagonists as going back to the past in order to understand the
present and shape the future. The past is not only the personal
past of the individual concerned but also the ancestral pasts of
the society and country. Thus, the pioneering days in Australia
ad Canada respectively are re-created vividly before the eyes of
the reader. The ideas mentioned above will be explored in detail
in the Chapter on Techniques. However, both the writers move
beyond the situation of merely placing their characters in
specific situations, to embrace such concerns as humaen isolation
or survival, thus meaking the experiences universal.

Talking of the past, both the writers insist on the need to
acknowledge the experiences and perceptions of the natives as
means for understanding the country. Thus, the aborigines and the
Metis are vividly presented by White and Laurence respectively.
For instance, the cannibalism episode and the heritages offered
by Christie Logan and Jules Tonnerre assume importance in the
self-realisation of Ellen and Morag, respectively. Morag's
frequent reference to the pioneering experience through imaginary

conversations with Catherine Parr Traill help greatly in her

realisation.
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Another common feature which both White and Laurence share
is their depiction of a vivid sense of place. Nearly all of them
gain their moments of illumination amidst natural surroundings.
Witness, Mrs. Hunter's illumination in the ‘eye’ of the storm and
Hagar's in the cannery. The importance given to landscape is a
recurring feature in the literatures of both Australia and Canada
ad the two writers are no exceptions to this trend. Further,
the two writers also use landscape to analyse and probe the
mindscapes oOf the individuals. This tradition has been made
popular in this century by D.H. Lawrence, Joseph Conrad and
Gradham Greene. In the New Literatures in English, White and
Laurence share this convention with Wilson Harris and Macolm
Lowry. Another point which both the writers emphasise is that
women are essentially ‘travellers’ across the l|landscape and
mindscape and hence, are able to assimilate and understand all
the experiences comprehensively. A good contrast is provided by
the mae protagonists in Patrick White wio seek to imprint their
impressions and consequently, fail in their attempts to overpower
nature. Voss and Stan Parker mey be cited as examples.

These being the shared aspects of the two writers, let us
mw consider the differences with regard to self-realisation. At
the beginning of this section, there was an attempt to differen-
tiate between the concepts of self-realisation and illumination.
Patrick White lays emphasis on single moments of illumination
(consider Elizabeth Hunter's, Ellen Roxburgh's and Laura's
ilfTuminations). Of course, Theodora and Eadie go through
processes of self-realisation. On the other hand, Margaret

Laurence considers self-realisation as a gradual process, which
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someimes requires efforts for a lifetime. Agan, White is meta
physical in his approach and deals with such questions as good
ad evil and appearance axd reality. Characters in White deflect
fran society in a maked manne whereas Laurence's characters
wak within social restrictions.

Further, White insists on a binding mystical framenvok of a
mandala or a chariot. There is no such binding image in Laurence.
In White's fiction, there is a steady evolution from a spiritual,
mystical stance to a position of Humaniam. The shift occurs in

The Bye of the Sorm and proceeds steadily throughout the rest of

the novels. This vein can be perceived right through Laurence's
fiction. The reason, perhaps, ney be that White had to consci-
ously and cautiously move to an insider's position whereas,
Laurence had this advantage of being of the same sex as her
characters. However, in Laurence, the division between
protagonists and others is distinctly marked. Though, White
begins somewhat similarly in his early novels (as his satirical
portrait of Sarsaparilla waran show), he moves on to a position
where he portrays flawed characters as gaining a vision
(Elizabeth Hunter, for instance). However, both writers insist
ad succeed In seeing axd presenting the extraordinary behind the
ordinary.

White emphasises on the essential androgyny of the mind.

Commaiting on the Tiresias motif in The Aunt's Story, Patricia

Morley is of the view that the motif points to three aspects of

White€s vision.
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The first is that sex, unlike love and hate, good ad
evil, is not of ultimate importance... . Secondly, the
bisexuality suggests a universal or unlimited quality
of vision, which is not restricted to the experience of
merely one half of mankind... . Finally, fertility or
creativity is not limited to physical reproduction...

(The Mydgery of Unity 77).

His all-embracing concern for nen and waren questers reaches its

ane in his creation of the sexually ambivalent Eudoxia-Eddie-

Eadith in The Twybon Affiar. White distinguishes between the

questers i.e., the sensitive men and woran against the

materialistic, insensitive people. Bonners axd Pringles, for

instance, come in for a lot of ridicule. On the other hand,

Laurence's concerns are predominantly feminine. She shows
considerable understanding of the problems of the opposite sex.

Witness, Rachel's final understanding of the restrictions within

which Nick operates in A Jest of God

Another area of difference lies in the depictions of the

respective landscapes by the two writers. In Patrick White, land-

scgpe is raw, uninhabited nature, whereas in Margaret Laurence,
it is peopled with huren figures. In White, landscape remains the
same, though each individual perceives different aspects of it.
Laurences Manmaweka grows axd changes, nuh like RK. Narayan's
Malgudi. Though both White and Laurence are satirical of
restrictive social values, Laurence comes out as being more
sympathetic towards humanity in general. Whether this is due to
the difference in their sexes is debatable.

The comparison so0 far leads to one mgor conclusion. Though
there are subtle differences in perceptions of the two writers,

their concerns are essentially humanistic. For instance, though

the fiction of White and Laurence are not "conventionally
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religious," running through their works are "a deep concern wth
what invests human |ife with meaning"” and "an affirmation of the
essential worth of human life" (Frederick Sweet. Profiles jip
Canadi an Literature 50-1). The quests undertaken by the protago-
nists to unravel the hidden neaning of |ife assunes psychol ogi cal

significance also. This aspect of the quest will be examned in

the follow ng Chapter.



Chapter 1V

Structuring the Patterns of the Quest--

Individuation of Warm

... a [psycho-] spiritual journey ... begins in an
experience of nothingness, a shattering of the
conventional pieties that had supported the self,
comparable to the mystic’s dark night of the soul. W
supported by the courage to see, the clear-sighted
facing of the emptiness at the heart of conventional
views of the self, it leads to an ontological insight,
a new seeing or revelation of "what is,” which then
requires a mrav _naming of self axd world.

(Carol Christ. Diving Dep axd Surfacina)




211

The last Chapter discussed the attempts mede by waren to
realise the self and the ensuing spiritual implications. The
present Chapter attempts to study the self-actualisation or
‘individuation’ of ware in the fiction of Patrick White and
Margaret Laurence by applying the psychoanalytic framework of
Cal Gustav Jung. Though feminist and literary theories, in
general, extensively use Freudian concepts, the present study
makes use of the Jungian concepts for the following reasons:

(i) Whereas Freudian psychoanalysis is a paternally-based
psychology with a good deal of emphass uyoon conscience, duty axd
fear of punishment, Jungian analytical psychology is rooted in
the maternal ad is concerned with the efforts of the developing
personality to extricate itself fran the toils of maternal encir-
dement (Anthony Storr. Jung 8) . A maternally-based psychology
ssEaTs more suitable for a study of woren

(il) Wheess Freudian analysis ams at developing a mature rela-
tionship with another person as its goa, Jungian analysis ams
at an integration within the fragments of the individual mind
itself. Thus, while Freud axd Adler place emphasas on the object
ad subject respectively, Jung's focus combines "a centrifugal
movement of libido in hysteria (outer), as contrasted with a
centripetal movamait in schizophrenia (inner world)" (gtd. in
Storr 63) . The present study concentrates on the attempts mede by
the protagonists to reconcile their inner and outer worlds in
their growth towards self-awareness.

(iii) "For Freud, the ego remaned ... the mogs important part of

the personality; .... Jung, athough recognizing the validity of
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repression as a psychological mechanism, attributed more impor-
tance to dissociation and splitting within the mind; "
(Storr 14). Doubling and fragmentation of personalities is a
amm feature in the works of both White and Laurence. This
aspect will be explored thematically in the present chapter ad
technically in the next.

(iv) Freud's study attributes supreme value "to the orgiastic
release of sex" (Storr 190 whereas Jung's study attributes equa
vaue to the unifying experience of religion, sex axd culture axd
points to a symbol of wholeness through the reconciliation of

conflicting opposites. In his "Two Essays on Analytical

Psychology” (Collected Woks Vol. 7), Jung criticises this

aspect of Freudian psychology as an attempt "to solve the world
riddle in a test-tube” (27). Since the present study emphasises
the varied implications of the individual's development in
different spheres alike, Jungian framework seems more
appropriate.

Despite the fact that Jungian psychology is maternally-
based, it has faced severe criticism from the feminists. Thus,
Rosmary Ruether finds fault with Jung for supporting men's "co-
optation” of the feminist movarat through the idea that men too
have suffered from sexism and their need to recover the feminine
side of themselves. May Ddy considers "Jung's androcentric
animus~-anima balancing act" as a token inclusion, for Jung,
according to her, ascribes anima to maes only axd defines animus
mostly in negative terms. Deending Jung, Am Ullanov criticises
the feminist method of placing the blame outside oneself axd of

equating the feminine to sexism (Demaris S. Wewr. Jung and
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Feminism 2-3; 99).
These criticisms aside, the appeal of Jungian psychology

lies in the fact that it is a "meaning-making” psychology which
opens up Mw worlds, not only those of dreams, fairy-tales ad
myths, but also of poetry, music, dance, arts and crafts (Wehr
6) . Further, Jung's concepts are not gender specific or context
based. Archetypal factors transcend time and space (Wdr 13-4
ad Jung's method demonstrates the fact that "inner" axd "outer”
realities are intertwined and mutually reinforce one another
Wdr 21). In combining the individual and the mythical/arche-
typal, Jungian mehod offers universal significance to the indi-
vidual. This organising principle is of importance in enabling an
individual to be in hamony with oneself and with others in
society. Sudh ideas provide valuable insights to the study of the
protagonists. Though the ultimate result of the guest, self-
awvareness, is important, more interesting is the ammnm underly-
ing structure of the quests which will be explored in greater
detail in the following pages-

A detailed reading of the guests of the protagonists reveals
a anmm underlying structure which can be explained in Jungian
terminology as follows: The psychological journey which seems
circular, is in reality spiral. The questers begin in a state of
total identification with the persona and are oblivious of their
real selves. Thus, there is a gulf separating the inner and outer
realities. In this journey, the travellers must first meest their
dedown "and learn to live with this formidable ad often terrify-

ing aspect” of themselves. According to Frieda Fordham, "there is
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no wholeness without a recognition of opposites" (An
Introductjon to Jung's Psychology 79) . Terming this ac "the
integration of the shadow, or the realization of the personal
unconscious,” Jung calls it "the first stage in the analytic

process" (qtd. in The Portable Jung 161). In the second stage of

the journey, the quester also meets the archetypes of the
collective unconscious which include the anima and animus. The
successful confrontation with other archetypes like the Wise Old
Man and the Great Mother marks the final stage of the process of
individuation. The total integration or wholeness is explicated
by the figure of the mandala. Thus, anY psychological quest has
at least one descent followed by an ascent. The emphasis on the
descent characterises many religious and mystical thoughts.
Further, the four stages mentioned above find a parallel in Carol
Christ's classification of women's spiritual quests as consisting
of four stages--viz., "nothingness, awakening, insight, naming"

(Diving Degp and Surfacina xv). Before analysing the novels of

White and Laurence within the framework mentioned above, it is
worthwhile to attempt a definition of terms like self, shadow,
persona, archetypes, personal and collective unconscious, mandaa
ad individuation.

Jung defines ‘self’ as the "centre of personality,” a
position "between that of consciousness with its hardly-won
values, and unconsciousness with its vitality and power,” from
which "a new centre of personality can emerge, differing in its
nature from the ego-centre” (Fordham 61). Thus, the self is a
totality of the conscious and unconscious which are not in con-

tradictory but complementary relation. The centre of the mandaa
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represents this state.

One factor which obstructs understanding of the conscious
and unconscious is the ‘persona’ which is a termderived from the
Latin for the mask used by actors and is used by Jung to desig-
nate the role played by an individual in accordance with the
expectations of society, as opposed to what the person is in
reality. In his "Two Essays on Anal ytical Psychol ogy," Jung
describes the persona as a nmask for the collective psyche and as
a conprom se between individual and society as to what one shoul d

appear to be (nanme, occupation, etc.) (Collected Wrks Vol.7

156). The persona is broken by dreanms and fantasies, or by the
archetypes of the personal/collective unconscious.

Consci ousness, personal unconscious and coll ective uncon-
scious together formthe three psychic |evels of human persona-

lity. In his work, The Archeypes and the Collective Unconscious.

Jung differentiates between the levels in the followng ternmns:
"Whereas the personal unconscious consists for the nost part of
complexes, the content of the collective unconscious is nade up

essentially of archetypes"” (Portable Jung 60) .

Archetypes are synbolic fornulae represented in consci ous-
ness through religious ideas, nyths, folktales, visions and
dreans. For instance, the archetypal images of the good and bad
not her, according to Jung, manifest thenselves in ways ranging
from not her goddesses to nore abstract things associated with
fertility, protection, containnment and the |like. This archetype
I's expressed through synbols |ike witches, dragons, devouring and

entwining animals, grave and sea. The nythol ogical figures used
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in the mother-daughter relationship are usually Demeter-Hecate
and Kore-Persephone.

Jung defines ‘shadow’ as an archetypal figure--"the negative
side of the personality,” (Collected Wrks Vol. 7 65) the sum of
all those we like to hide. In his book, Aion: Researches into the

Phenonenol ogy of the Self. Jung defines the shadow as;

a noral problem that challenges the whol e ego-persona-
lity, for no one can becone conscious of the shadow
wi t hout considerable noral effort. To beconme conscious
of it involves recognizing the dark aspects of the
personality as present and real. This act Is the essen-
tial condition for any kind of self-know edge, and it
therefore, as a rule, neets with considerable resist-

ance (The Portabl e Jung 145).

Further, the individual projects the shadow aspect on to others,
usual |y of the sane sex.

Ani mus and anima are the archetypal images underlying a
person's experience of the opposite sex. The forner refers to a
worman's inmage of a nman and the latter, a nman's inage of a wonan.
Both these are personifications of parts of personality opposed
to the conscious ego. The anim has an erotic, enotiona
character and the aninus, a rationalizing one.

Two ot her archetypes which becone influential in a person's
life are the Wse Add Man and the G eat Mdither. These archetypes
hol d positive and negative neanings. Wiile the nmagi cal, prophetic
and healing powers of the Wse dd Man enables a genui ne deve-
| opment of personality, they also tend to be destructive if
devel oped into negal omania. Simlarly, the Geat Mther figure
has infinite capacity for |oving and understandi ng, hel ping and
protecting. But, in making others dependent, this figure

exercises a subtle tyranny which can denoralize and destroy the
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personalities of others (Fordham 60-1).

A successful confrontation with the above-mentioned arche-
types results in "individuation” which literally means becoming
an individual anrd embraces our innermost, last and incomparable
uniqueness. It also refers to the process of becoming one's own
self and refers to the inner devdopment of a person emancipated
from undue influence, journeying towards the integration of
opposites. The am of individuation, according to Jung, "is
nothing less than to divest the self of the false wrappings of
the persona on the one hand, and the suggestive power of

primordial images on the other” (Collected Waks VVol.7 172).

The symbol of the mandala denotes the successful
individuation. It is generally a circular fom or a quarternary
structure which represents a rev synthesis or union of opposites.
Thus, it is a conjunction of conscious and unconscious, fantasy
ad external reality, thought axd feeling. Combined with the
Yantra symba of the East, it becomes according to Jung, a kind
of symbolic representation of the archetype of God

Let us rmow consider the structure underlying the quest of
the protagonists in the light of the concepts discussed above.
The first step in the quest is the attempt to break the total
identification with the persona. The next step is the confron-
tation with the dshadow or the repressed part of one's psyche.
The third step involves the understanding of the archetypes of
the collective unconscious. The final step of the individuation
process involves a successful reconciliation of consciousness,
shadow, complexes and archetypes. In his analysis of White's

novels, Ingmar Bjorksten describes the four stages of develop-
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ment as "innocence, experience, death and reconciliation"

(Patrick White; An Introduction 40). The rest of the Chapter has

been divided into two sections which analyse the novels of the

twWwo writers individually.

Margaret: Laurence

Margaret Laurence's African works (This Side Jordan. The

Tomorrow-Tamer and The Prophet’s Card Bell) and her novel

written for children, Jason's Qued serve as reference points for

a study of the psychological quest. In her essay, "Shadow
Continent: The Image of Africa in Three Canadian Writers,"”
Patricia Mak shows how Africa becomes the shadow or the dark
other self in the quest for a Canadian identity (3). The integra-
tion of the African eement results in the reconciliation of the
shedowv element of the Mawaweka society--the Tonnerre family in
The Diviners (Mak 21). In Jason's Quest, Jason's journey to find

a cure for the "invisible sickness" that affects Molanium
involves an understanding of the need for change as well as an
insight into the dark forces of the humen psyche and world. The
central characters in the Mawaweka novels share this trait with
Jason. The novels also reveal the movamait avay from the patri-
archal to embrace the maternal ard feminine which becomes evident
in the use of feminine archetypes such as Hecate, Demeter,
Persephone and Artemis.

The opening description of the Mamawaka cemetry with its

"doubly blind" stone angd is a striking passage which provides a
series of alternatives. Commaiing on this passage from The Stone
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Angel, ("Antimacassared in the Wilderness: Art and Nature in The

stone Angel”) Dennis Cooley perceptively remarks that Laurence

esoppos=s What is foreign and what is native, what is imposed and
what is discovered, what is artificial and what is natural. In
psychological terms she contrasts conscious and unconscious
experience" (30). Early in the novel, Hagar is seen waking only
"on paths.” This is an early indication of the repression of
natural instincts by Hagar wio is totally subsumed by the values
of the Currie household upheld by her father.

Such an attitude alienates her from her husband and
children. Though she derives pleasure from being with Bram, she
never lets it out. Such a repression cancels her rebellion
against her father in marrying Bram, for she has internalised her
father's value system. Instances of this kind abound in the
novel. To cite but one, Hagar fancies Rosa Bohneur’s painting of
horses whereas she hates the very sight of Bram’s horses. Bram
thinks she objects to them because they are smelly. But the
reason is that she "was frightened of them, so high and heavy
they seemed, so muscular, so mudh their om masters--I never felt
| could handle them" (A 83) . As Dennis Cooley rightly points

out, this incident shows Hagar’s

avoidance of the powerful, even sexual, forces embodied
in horses and in Bram, wlo identifies with them. Art
enables Hagar to evade or control the dark side of life
("Art anrd Nature in The Stone Ange"™ 34-5).

Such a negation of her om natural instincts makes her rigid and
totally submerged behind the mask. The instances of the bees and
the chicks further point out her withdrawal from natural things.

Ha pride in preserving her joy during her intercourse with Bram
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distances her norma reactions. Commenting on this pride, Helen

Buss comes to the conclusion that Hagar

has no true sense of her wornanhood ... [or] her owmn
genitalia... . Typically she names her vagina "a second
head” thus translating her Eros into Logos--her body
into head--refusing to accept her womanhood... . To
show response would be to accept some part of the
feminine (Mother and Daughter Relationships in the
Manaweka Woaks of Margaret Laurence 15) .

In her relationship with Bram, she also faces the conflict
between what her persona imagines hm to be anrd what he really
IS.

Love, | fancied, muds consist of words and deeds deli-

cate as lavender sachets, not like the things he did
sprawled on the high white bedstead that rattled like a

train (SA 80).

This is wy she expects Bran to become sophisticated though she
is internally aroused by his coarseness. The restraint which she
exercises with Bram, extends to her relationship with Marvin,
won she mistakenly identifies as a Shipley. He inability to
goeek the usual things mothers say, whaen Mavin leaves for wa is
an instance which points out how tightly she has bottled up her
emotions.

Another problem which Hagar faces is her inability to accept
her motherhood and maternal instincts. This is seen in Hagar’s
rejection of her feeble dead mother, her weak effeminate
brothers, her sharp tongued attacks on Doris, a daughter-in-law
who literally mothers Hagar, and her contempt for Clara, Bram’s
first wife. In her article, "Laurence's Fiction: A Revisioning
of Feminine Archetypes,” Stephanie Demetrakopoulos describes
Hagar's problem as "animus-bound” pride that makes her reject

feminine relatedness and describes Hagar herself as a "Persephone
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trapped forever underground with the depressing, disconnecting
masculine values of Hades' (57). This unrealized femininity
becomes evident in Hagar's use of negative anima images. For
instance, she refers to Doris as an "unwilling hen,” Arlene as a
"pouter pigeon,” the old waren at Silverthreads as "ewes' ad

Bran's daughters as "lumps of unrendered fat."

In The Stone Angel, Lottie Drieser is the shedow projection

of Hagar. The scene a the dnp assumes great significance in the
novel. In refusing to join Lottie in the killing of the chicks,
Hagar quite successfully represses her destructive instincts.
However, she carries the negative instincts for a long time
afterwards and is satisfied only by her successful plotting with
Lottie to separate John and Arlene. This ends in the tragic
deaths of their children. By not shedding tears at John's death
(JOhn can be seen as an extension of the animus-figure, Bram) ad
by pretending that he died in the war, Hagar evades her shadow.
Howeva, Naxy Bailey in her article "The Recovery of Sef in The

Sone Angd” interprets the scene at the dinp in positive terms.

Baley sees Hagar's refusal as,

the rebellion of her unconscious against the destruc-
tion of the fertility symbol even though when she
remembers the incident later in life and is convinced
that her reaction weas right, she has no awareness that
in the incident she was revealing her truest persona-
lity. It is this sarme unacknowledged inner self that
accounts for her marriage to Bran who, like her mother,
represents Hagar's "otherness,” and whom, like her
mother, her conscious ego rejects and denies (68).

Hagar's acceptance of the unconscious is aided by Murray
Lees in the cannery scene. In an attempt to escape Marvin's

atempt to put her in an old-age homg Hagar runs anvay from home

Hagar's descent from her "tower-like" house to a dark cannery bY
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the sea-shore is symbolic of her psychol ogi cal descent. Here, she
meets Mirray Lees, who cones under Jung's category of the Wse
old Man, whose insight, understanding and good advice is of great

hel p. Dennis Cooley brings to our attention the synbolism in

Lee' s nane.

That Hagar is in the ‘*lees’ of life makes his surnane
appropriate. "Murray" is a Scottish nane "by the sea"
and "Ferne%," of course refers to some of the plants
found in the forest around the canner%. The Christian
nanes indicate the "w |l derness" Hagar has entered ("At
and Nature in The Stone Angel " 43).

In confessing to Lees, her rejection of Bram and her role in
John's death, Hagar confronts and frees herself of the conpl exes
that has plagued her for so long. Her final realisation, however,
depends on her acceptance of notherhood and she is aided in this
process by a series of surrogate nothers. Cting Doris, Ms.
Steiner, Elva Jardine, Ms. Dobereiner and Ms. Reilly as not her
figures, Helen Buss makes an interesting remark that Hagar is
hel ped in her identification of womanhood through the Keatsian

figure of Meg Merrilies.

It is the image of woman outside the civilized order
whose "house was out of doors,"” whose "bed it was the
brown heath turf," that Hagar needs to touch in her-
self. Meg is also "brave as Margaret Queen" and "tall
as Amazon" thus representing a wonanly strength based
on a female tradition rather than a denial of femnini-
ty. The fact that Meg's "bed" is the "brown heath turf"”
connotes not only the earth-nother aspect of the fig-
ure, but also indicates the old gypsy's con- nection
with the nother as the archethaI female figure that
wel comes the individual to death (17).

The positive effect of these nother figures is seen in three of
Hagar’s acts. Hagar asks for Tina's perfune ‘Lily of the Valley'

whi ch shows her acceptance of her immnent death. She passes on
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her prized possession of a ring to Tina and has a funny, yet
moving relationship with Sandra Wng whose pain she relieves by
bringing a bed pan. Finally, she lies out of |love to Marvin.
Hagar questions her earlier repression in a true and honest

conf essi on.

Every good joy | might have held, in ny man or an
child of mne or even the plain light of nDrnin?, 0
wal king the earth, all were forced to a standstill by

sone brake of proper appearances--oh, proper to whom?
When did | ever speak the heart's truth? (SA 292).
Such a realisation enables her to help the other patients in the
hospital, to accept Marvin as her son and to use the nothering
words for the first time in life: "There, there" (SA 308).
citing Erich Neumann, Helen Buss is of the view that in holding
the cup by herself, Hagar is accepting "the vessel character of
the Femnine [which] not only shelters the unborn in the vesse
of the body, and not only the born in the vessel of the world,
but al so takes back the dead into the vessel of death, the cave
or coffin, the tonmb" (21). The final acceptance cones when in
her half-conscious waking dreamin the hospital she calls out to
Bram. Thus, "Bram becones the final synbol for Hagar's own | ost
self, her aninus or ‘soul-image’" (Nancy Bailey. "The Recovery
of the Self in The Stone Angel " 71) .
The epigraph to A Jest of God (from Carl Sandburg's Losers)

reinforces the Jungian concept of the need to accept one's own
dark side in order to realise the self. Comrenting on the opening

interior nonologue in A Jest of God, Coral Ann Howells in her

essay "Wavi ng Fabrications,” points out that there is "no harno-
nious rel ati onshi p between subject and object"” and that "

[Rachel] is haunted by the discontinuities between her inner and
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outer world, ... , she is conscious of the doubleness of her
perceptions." Quoting George Bowering, Howells describes Rachel's
life as a pendulum life "oscillating between the world of social
convention and her inner fantasy life" (Colin Nicholson 96).
Like Hagar, Rachel Camgon alienates herself from hurmen wamth
ad companionship. She does this not because of pride but because
of the fear of transgressing the norms of Mawawnaka society.
Henog she tightly clings to her persona provided by her roles as
spinster, daughter and schoolteacher. She totally suppresses her
instinctive nature. Hea relationship with James Doherty, her
favourite pupil is one such instance. For fear of making public
her maternal affection for him, she punishes hm unduly. Hea true
inner self, at this point, is completely hidden behind her facade
as spinster schoolteacher. At unguarded moments, her dhadow
breaks in. Once it happens, early in the novel, when she
fantasises a sexual encounter with a dhedow prince. She imagines
the whole scene to be set in a degp forest. That she wants this
sene to be in a place avay from the places she normally visits
is because of her fear of being seen by somebody. Thus, even in
her dream, she cannot confront her om sexuality without being
afraid of what others might say. She also cuts short her erotic
fantasy and tries to justify herself as is evident in the
following remark. "I didn't. I didn't. It was only to be able to
sleep. The shadow prince. Am | unbalanced? Or only laughable?
That's worse, nuh worse”  (JG 19).

Another area of tension is Rachel's relationship with calla,

wo acts as her shadow. Rachel's resentment of Calla calling her
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‘child’ is a rejection of her om nature. As Naxy Bailey points

out:
Her [Rachel's] childishness is evident in her fearful-
ness and in her refusal to venture beyond the tracks or
dowmn into her father's world. Rachel, like her bedroon,
remains "girlish,” she resists growth ("Margaret Lau-
rence and the Psychology of Re-birth in A Jest of God"
&4) .

Her true nature emerges during her speaking in tongues at the
Tabernacle. Instead of accepting it gracefully, Rachel feels
ashamed of her hysteric outburst. Further, she concludes that
calla is a lesbian because calla kisses her. "The kiss frightens
Rachel because it is so close to her om innermost erotic and
sensual need” (Nancy Bailey. "Margaret Laurence and the Psycho-
logy of Re-birth in A Jest of God® 64). Calla offers positive

support to Rachel during her supposed pregnancy and this changes
Rachel's attitude towards Calla. It is this true friendship which
mekes Rachel finally accept the wisdom of being a fool.

Rachel's affair with Nick Kazlick liberates her against the
sexual taboos which her mother emphasises. By loosing what her
mother terms "a woman's most precious possession,” Rachel finds
(realises) and appeases her natural sexual instinct. However, she
does not experience a complete individuation because Nick fails
to match her as her animus. He is seen grappling with his shadow
in the figure of his dead brother, Steve. However, the whole
episode prepares Rachel for the final step in her quest for
individuation, in her midnight visit to the funeral parlour of
Hector Jonas.

In this visit, she learns to confront death which is another

taboo in the Manawaka society. In the figure of Hector Jonas, she
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confronts her own father whom she had not understood fully when

he was alive. This |ifts the final veil which blinds her vision.

Hector Jonas... . Comc prophet, dwarf seer. The life
he wanted nost. If ny father had wanted ot herw se, it
woul d have been otherw se. Not necessarily better, but
at least different. Od he ever try to alter it? Od I,
with mne? (JG 124-5).

Hector, the Jungian Wse Ad Man, helps Rachel to realise that

li ke her father, she had so far chosen to alienate herself from
any living thing, thus leading a dead life. This incident offers
her the strength to accept her supposed pregnancy. She decides to
have the child even after Nick |eaves her. Wen it turns out to
be a benign tunmour she gracefully accepts being a fool. Wth a
reversal of roles with her nmother, she accepts her own
not herhood. Nancy Bailey's comments that Rachel's statenent "I am
the not her now" should not be taken literally but as a synbolic
one throwing light on Rachel's rebirth in finding a new self.
This reading is suitable because while applying the archetypal
rel ati onship of Demeter and Persephone to May Caneron and Rachel,
the final scene is taken to reveal a conplete identification with
the G eat Mother. In such a reading there is a danger of seeing
Rachel as self-centred and tyrannical as her nother. Warren
Stevenson, in an article entitled "The Myth of Deneter and
Persephone in A Jest of God," applies the Geek nmyth of the
abduction of Persephone by Zeus and the ensuing grief of Deneter
resulting in Persephone's two-fold roles as the goddess of the
dead and goddess of fertility. According to Warren Stevenson,

Rachel's di scovery that she is a nother who,
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represents by means of ironic reversal the fulfilment
of the quest of Demeter for her lost daughter, just as
the tumour represents the ironic fulfilment of her

[Rachel's] role as Persephone, wio was also childless
after her descent to the underworld (123) .

Quoting Erich Neumamn, Hden Buss dhows the positive aspect
of the archetype which shows "Kore full grown and almost
identical with her virgin-mother Demeter... . The one essential
motif in the Eleusinian mysteries ... is the heuresis of the
daughter by the mother, the finding again of Koe by Demeer, the
reunion of mother and daughter" (37). This reunion is brought
about in the novel by calla whose "figure is not a plot
convenience but a psychological necessity to Rachel's develop-
ment" (43).

Wherees Rachel does not accept her sexuality, Stacey in The

Fire-Dwellers is aware of it, but is frustrated by routine.

Howevear, unlike Rachel, she maintains a right relationship with
he father and accepts hm as the animus. In this sense, she is
mae balanced than Rachel. Stacey is frustrated by her roles as
wife and mother. She is impatient with the present and
apprehensive of the future. This is the reason wy she worries
unnecessarily about the supposedly strained relationship between
Dutan and Mac and Jen's inability or unwillingness to speak.
Stacey best exemplifies Jung's description in "Psychological
Agpoects of the Mother Archetype' of the type with an exaggerated
feminine side and with "an intensification of all female
instincts, above all the maternal instinct. The negative aspect
is seen in the wamn whose only goa is childbirth." She belongs

to the class of hypertrophied maternal types wWo is unconscious
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of her Eros and nothers her husband (Helen Buss 44-6) . There is a
persistent conflict between her |life as she is |eading and what
she imagi nes. In one such fantasy, she imagines herself to be

leading an idyllic life with Mac much contrary to her life at the

Bluejay C(rescent.

There is a l|adder leading up to each sleeping plateau,
and when she and Mac are safely on top, they pull up
the rope Tadder after them The children are not here.
They are in another place, grown and free, nothing to
worry about for her at this nonent (ED 221) .

SSmlarly, she longs to keep up an attractive appearance but is
faced with the reality of her bulky self. Further, Katie serves
to enphasi se Stacey's age.

Stacey's life with Mac lacks vitality. Her fantasy about
having an affair with sonmeone else cones to her mnd very often

but she keeps it well within control.

| want sonme other man, soneone |'ve never been wth.
Only Mac for sixteen years. What are other nen

like? ... | think of all the nmen I'Il never nake | ove
with, and | regret it as though it were the approach of
ny own death. [|'mnot nonoganous by nature (FD 15).

This image of her shadow breaks out when she is forced to watch
Buckl e's coarse sexuality. The effect on her is worsened by Mac
accusing her of infidelity. However, the positive effect of
this encounter is her brief affair with Luke Venturi, in whom she
finds her aninus inmage. She learns that no man or for that matter
not even God can give her the illumnation and that she has to
work out her realisation. She also realises that her relationship
wth Luke will not be in any way different from her relationship
with Mac. However, on the positive side, Stacey's affair with

Luke hel ps her to extend "the Mother archetype to include the
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sensual that is to reunite the Demee (Mother) and Kore (Maiden)
figures so long kept apart by patriarchal and Western culture,

The mystery of the mother wio is at the same time a maden
was central in primitive matriarchal societies” (Nancy Bailey.

"Identity in The Fire-Dwellers"” 114). Further, Jen's sudden

willingness to speak, Duncan's rebirth from the sea and Mac's
release from Thor serve as rebirth symbols in the novel. All
these events are of equal significance in making Stacey accept
her roles, which, in archetypal terms is a combination of
Aphrodite, Demeter and Hera i.e., lover, mother and wife
(Stephanie Demetrakopoulos 48) . Even though she cannot be young
again with attractive features, she only wishes to be a

matriarch. Such a wish makes her accept things without seeking to

alter them. As Nancy Bailey neatly sums up,

Thus at the end of The Fire-Dwellers, Stacey is as
triumphant as life allows... . The emphasis on quiet
peace and intimate closeness in a continuum of past,
present, and future suggests that Stacey is much closer
than she realizes to fulfilling her quest for selfhood
("Margaret Laurence, Carl Jung and the Mamawvaka Waral'

308) .

The image of the river flowing both ways which opens and

closes the novel assumes importance in The Diviners. It signifies

the fluid state of realising the self through the past and the
future by locating Pique as a mirror and catalyst to Morag's
growth. Morag differs from the other protagonists in that she is
marginalised by society at an early age. She is forced to live
with Christie Logan, the town garbage collector, after the deaths

of her parents. She resents Christie's profession and Prin's

uncouth appearance.
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Morag is completely swayed by the mask (persona) and is
impatient to get avay from Christie and the Manawaka background
ad enter as an acceptable citizen of society. This is the reason
why she moves to Winnipeg to study in a university and also plans
to marry Brooke, a respectable university professor and vows
never to let m kow of the Black Celt in her. Jules realises
this nuth earlier and states it during their final meeting before
dhe leaves. "To him, she is rov on the other side of the fence.
They inhabit the saame world no longer” (D 165).

However, Morag’s days with Christie impart some useful
knowledge to her. Christie's stories of Piper Gun gives her a
sense of her o past and heritage. Christie is also the first
diviner and animus figure in Morag's life in his insistence on
reading people's minds through their garbage. Her stay in
Maeneka also gives Maag a firsthand knowledge of death during
Piquette's death by fire. She also shares her virginity with
Jules Tonnerre wo becomes a mainstay in her life. Thus, at an
early age, Morag confronts the two man taboos of Mamanaka
society--death and love.

Further, Prin acts as a shadow figure of Morag. Fearing
society's scorn, Prin exiles herself axd dwindles to a vegetable
existence. However, Moag pushes herself forward through the
obstacles anrd confronts society. This, perhaps, is the reason wy
Morag's decision to leave Brooke Skelton comes soon after Prin's
desth and that section is mared "The Halls of Sion,” the title of
Prin's favourite song. She realises that Brooke Skelton is not

the prince she had dreamt of.
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Her neeting with Jules enables Morag to wal k out of her
sterile marriage with Brooke. As Jules rightly says, " ... You
were doing magic, to get away... . I’mthe shaman. eh?" (D 273).
Before the birth of Pique by Jules, Mrag noves to Vancouver. She
also maintains close relationship with two aninus figures who
help her in her individuation--Jules and Dan McRaith. Whereas
Jules divines into the past, MRaith teaches her the val ue and
security of famly life. She also realises that her forbears are
not in the Scottish Sutherlands but Christie's own |and and
ancestors. Thus, she also accepts the heritage passed on to her
by Christie and the ancestral heritage of the Gunns. "Her
i ndividuation is tested and proved by Christie's death. She
bl esses him in recognizing himas father..." (Nancy Bail ey.
"Margart Laurence, Carl Jung and Manawaka Wnen" 315). Commenti ng

on Jules' role as Morag’s shaman in The Diviners, Catherine

Shel drick Ross quotes Eliade who defines a shaman as a nedi at or

between the earthly world and invisible powers:
Jul es as shaman can hel p Morag make a breakthrough to
the upper world. But equally inportant he can hel p her
find her way back to the lower world represented by
Christie and the Nui sance Grounds. Therefore he gives
Morag access to deep sources of power that Brooke has
kept repressed ("Fenale Rtes of Passage" 93).

Morag's individuation in her career as novelist and in her-
self is aided by Royland, the Jungian figure of the Wse dd Mn.
Hs loss of divining power nmakes her realise that "[t]he gift, or
portion of grace, or whatever it was, was finally withdrawn, to
be given to soneone else" (D 452). She is content that Pique is

carrying on the heritages of both Jules and herself.
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Another figure wio helps Maag is Catherine Parr Traill, the
pioneer woman. Through the imaginary conversations with her,
Maag learns the instincts of survival as also the collective
past of Canada She applies this past to her oM present just as
her present will enable Pique in future. Though less perfect, she
learns to live in the present. In this, she resembles Stacey. The
figure of Catherine Parr Traill is the culmination of the
"Hestian or domestic role" played by Prin and Mrs. Gerson in
Morags life. Along with Jules, they pave a way for Morag to
beoome a Demeter figure herself (Stephanie Demetrakopoulos 52-3).

Quoting Toni Wolff, Nancy Bailey points out that the

feminine fom in The Diviners appears in four forms: the Mother,
the Hetaira, the Amaann and the Madum In Morag, the Motha ad
the Amean are combined in the nurturing support she offers to
Prin, Jules, 0.K.Smith ad young Dan. The Maum is expressed in
her ‘divining’ activities as a novelist. Morag's relationship
with McRath brings out the Hetaira in her, since it involves the
deception of Pique axd necessitates the proper orientation of her
other aspects ("Margaret Laurence, Carl Jung and the Mamwaweka
Woraet? 318-9). Thus, by bringing together the various facets of
her personality, Morag rejects the mask and achieves a
realisation of her true self. Commenting on the Pique-Morag
relationship, Hden Buss sees a parallel of Maag with Psyche wo
epitomizes the balance between "the progressive character of the
self and the regressive character of the Great Mother” by her
ability "to take the mae path to consciousness and yet to
surrender her gains to the greater demands of her feminine

nature... . Psyche's rewad is not only the reunion with her Eros
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but the birth of a girl-child, Pleasure" (75).

The steady novenent fromthe patriarchal to the pre-patri-
archal and an acceptance of the val ues of both, marks the culm -
nati on of the Manawaka cycle. As CGeorge Wodcock rightly points
out :

Margaret Laurence's four Manawaka novel s are concerned
with the masks of woman ... and the bew | dered real
sel ves who peer through them at the world. In every
case there is a concealed self, sustained by a flow of
menory and nonol ogue; .... and the world is the place
wher e bei ngs nmasked by prejudice and fear confront each
other and occasionally drop their masks and cone to-
gether in freedomand love... . Laurence is presenting
a paradigm of the Canadian condition, with the rela-
tionships of its characters exenplifying the divisions
and distrusts and inperfect understandi ngs and frus-

trated |ongings that make the collective psyche of
Canada ("The Human El enents" 151-2).

It is this understanding that nmarks the successful individuation

of all the Manawaka protagoni sts.
Patrick Wite

White's novels also share the same structure of individua-
tion, we find in Laurence's novels. However, the structure is
more conplex because of the multiplicity and doubling of the
aninus and shadow figures. These will be analysed in detail in
the Chapter on Techniques. There is also a conbination of the
traits of anima and ani nus. The question of good and evil takes a
moralistic turn. The religious franework is also heavily laid
down. Taking the view that the opposites signify the descent of
Nous to Physis, Peter Beatson remarks that "Wite is concerned
wth the ethical, psychological, artistic and spiritual signifi-

cance of the descent ... [which] is an ethical inperative; since
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it is only by accepting the flesh in all its imperfection that
the virtues of compasson and humility can be discovered” (The
ffyein the Mandala 12). The figure of the mandala, which forms an

important part in Jungian psychology, plays a mgor role in

Whites fiction. For instance, in The S06lid Mandda it signifies

the opposing personalities of Wdaddo axd Arthur (Intellect and
Intuition; Thought and Feeling). It further points to the
masculine and feminine in them. Agan, in Riders in the Chariot,
the four visionaries symbolically refer to the Thought/Feeling,
Sensation/Intuition aspects of the mandaa As a symbol, it is

used both directly and indirectly. Ary circular or four-sided

object takes on mandalic significance Eg., the rose in The Aunt’s
storv axd description of the circular gaoden during Stan Parker's

visionary momaits in The Tree of Man
Several critics including Patricia Morley, Peter Beatson,

Ingmar Bjorksten and A.P. Riemer discuss mandda as signifying a
union of opposites in Patrick White's fiction. However, in a

recent Jungian study, Patrick White Fiction axd the Unconscious,

Daid Tacey points out that all these critics and Patrick White
himself have mistaken the uroboros, which refers to the
primordial unity that existed even prior to consciousness, for
the mandda signifies the unity regained. According to Tacey, all
the protagonists in Patrick White are completely submerged in the
matriarchal matrix and their vision of individuation is a mee
iIllusion. Though a pioneering study following archetypal

criticism, Tacey’s viewpoint is not wholly acceptable for the

following reasons:
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(i) The questing nature of the protagonists betrays the fact that
the unity which once existed (uroboros) is already |ost and has
to be regained and the mandala is but one manifestation of this
unity;

(ii1) Only the dark aspect of the nother archetype has been
projected. The positive features have been totally negl ected;
(iii) By describing any positive attitude to the quest as being
the result of the working of the unconscious resulting in the
| ack of perception about the failure of the quest (whether the
characters or Patrick White), seens a reductionist approach.

The opening statenment of The Aunt’s Story--"But old Ms.

Goodman did die at last"--marks Theodora's freedom from the
tyrannous hold of her nother, Julia Goodman. But true freedom
el udes her because Theodora does not take into account the denons
and angels of her own psyche. A quest for these conpl exes and
archetypes takes Theodora to Jardin Exotique and the American
Md-west as well as the labyrinths of her own m nd.

The first aninmus figure in Theodora's life is her father,
George Goodman. He understands her well and is warm and affec-
tionate towards her, unlike her nother. Theodora, and her father
tell stories to each other and take |long wal ks at Meroe. Two such
things assune significance.

It was the bird that sat in the crocodile's throat.
Fanning his larynx, ... . She could not set down on the
bl ack grass of the <country that was called
Ethiopia. ... In this dead place that Father had de-

sc;ibed the roses were as brown as paper bags, ... (AS
23) . T

The bird in the nmouth of the crocodile synbolises the co-

exi stence of opposites such as good and evil and bondage and
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freedom Simlarly, her quest in the Jardin Exotique section
takes her to that place of fantasy. Tacey views the above-
nmentioned instances as exenplifying the conplete subnersion of
the ego in the matriarchal natrix. However, the positive connota-
tions of the instances becone evident in Jung's statenent in his
book Modern Man in Search of a. Soul , that fantasy is actually
"the maternally creative side of the masculine spirit." Jung
further states that though the fantasies nmay | ook worthless,
| nadequate, norbid, unsatisfying and sterile to a person wth
commonsense, this proves nothing against the value of creative
imagi nation (76). M. Goodman is the first person who understands
the true nature of Theodora. He is the first person to point out
that she ‘has great understanding’ (AS 31). Mich the sane thing
is stated by the other aninus figure--The Man Who Was G ven H's
Dinner. ‘You’ll see a lot of funny things, Theodora Goodnan.
You' || see them because you' ve eyes to see. And they'll break
you. But perhaps you'll survive' (AS 45). Wile her sister Fanny
acts as a foil to Theodora, her nother synbolises the sort of
devouring stifling relationship from which Theodora constantly
tries to escape. The constant search for a substitute aninus
figure after the death of her father provides the reason why
Theodora rejects the conventional suitors, Frank Parrott and
Huntly d arkson. However, in both the incidents (shooting of the
hawk and the clay ducks), Theodora essentially tries to confront
her own shadow or in her case, the evil latent in her

personality. As she herself says:
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... | shall continue to destroy myself, right down to
the last of ny several lives... . It was her aspira-
tion. In a sense she had succeeded, but at the sane

tinme she had failed (aAS 71) .
That she has learnt to confront her shadow is a success to her.
In the process she loses her suitors and thus becones a soci al
failure.
In The Aunt’s Story, the neeting of the aninmus figure and

shadow occur alternately. Another aninus figure Theodora neets at
Merte IS Moraitis, the Greek cellist. There is a perfect
under standi ng of her own aninus by Theodora, though the whole
episode is significant only on a synbolic level. Thus, for the
first time, there exists a sexual elenent in her animus confron-
tation. At this point, her evil side projects itself when

Theodora attenpts to kill her nother.

But this, she trenbled, does not cut the knot. She
threw back the thin knife, which fell and clattered on
the zinc [sic], where it had been put originally to be
washed (AS 123. enphasi s added).

The phrase ‘does not cut the knot’ synbolises the warring
opposites in her that have not been reconciled. It also rem nds
the reader of the knotted marbl e (mandala) of Arthur in The Solid
Mandal a. David Tacey nmakes an interesting comment on Theodora's

unsuccessful attenpt to kill her nother.

Theodora has confused nythic with literal |evels of
reality. It is right that she should want to destroy
t he dragon-nother, yet the dragon to be slain is within
herself, in her own longing for disintegration. She
cannot kill it for that woul d mean conquering what she
val ues nost, the backward striving novenent of her own

psyche (31) .
Wth such an experience and with the death of her nother,

Theodora is free to undertake a physical journey to conpl enent
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her internal quest. At Hotel du Midi, she meets surrogate figures
WD are also fantasy figures. They provide parallels to the Maoce
figures. (Mrs. Rapallo-Mrs. Goodren, Animus-Sokolnikov, herself-
Katina Pavliov). She also acts as the surrogate anima figure,
Ludmilla, to the General. With the stealing of the nautilus shell
fran Mrs. Rapallo for the General, Theodoras repressed side is
fully projected and symbolically, all that are held dear are
destroyed in the fire. In spite of the understanding, the final
realisation is not effected since none of the animus figures has
so far given her the ultimate knowledge

‘We have destroyed so much, but we have not destroyed

enough. We must destroy everything, everything, even

ourselves. Then at last wten there is nothing, perhaps
we shall live' AS 168).

The culminating figure in the entire drama is Holstius. He
teaches Theodora the need for absolute self-annihilation and the
need to combine the opposites. He asks her to reconcile the
eternal opposites of joy axd sorrow, flesh and marble, illusion
ad reality and life anrd death. In teaching her the mystery of
life contained in the varied earthly forms, Holstius helps in
giving a break to Theodoras life which becomes an endless cycle
of life and death, joy and sorrow. Though Tacey sees Holstius as
a trickster figure wiho merely fantasises a wholeness for
Theodora, the Jungian overtones are obvious and point out the
final mandalic unity. The black rose closing the novd is but a
symbd of this. Further, according to Jung, a trickster is but a
negative aspect of the archetype of the Wise Od Man

Unlike Theodoras individuation or that of any other femde

protagonist in Patrick White, Lauras progress in individuation
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appears more conplex. One reason for this is that in Voss. the

focus is on the realisation process of nore than one character
(i.e., Voss, Palfreyman, Le Mesurier and Laura). Mst critica

readings treat in detail Voss' quest for selfhood and Laura is
treated as his consort or helpmate. Citical readings vary from
seeing Laura as Voss' Anima/Bride, to that of seeing Laura as a
Crce/Siren figure and the devouring Earth Mdther as in David

Tacey's book, Patrick Wite; Fiction and the Unconscious . The

present study focusses on Laura's individuation and maturation as
an individual. The structural progression outlined earlier is
followed in the analysis of the novel.

Laura's social persona in the novel is presented very
mninally for, even before her neeting with Voss, Laura tries to
break her social status as the niece of the Bonners. Mich agai nst
the social norm Laura is intellectually superior. Tacey cites
these instances as exanples of "the awakeni ng of the contrasexua
mascul i ne si de" (74) or what Jung ternms the effect of the
negative ani nus. However, in the opening scene of the novel,
Laura is at her best socially, in her role as the hostess of
Voss, in the absence of her aunt. Like other people of Sydney
society, she is "tired of this enclosed man" (V 15) and dislikes
his scarecrow appearance (V 16). She offers himthe second best
port and engages in polite conversation with him Even under this
veneer of social nmask, Laura has a true understanding of Voss and
his expedition. This is seen in her defence of Voss at the dinner
table (V 28-9).

Laura's rejection of the mask and thirst to realise her true

self is seen early in the description of her childhood. "The
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rather thin, grey voice of the nother, to which she had never

succeeded in attaching a body" (V 12) shows not only the distant

past of Laura but also the feebleness she wishes to avoid. In

this, she resenbles Hagar in The Stone Angel. The influence of

her father on her is seen in the follow ng description.

Oten the Captain would lock her in his greatcoat, so
that she was al nost part of him . all smelled of
salt and nen. The little girl was falling in love with
an imensity of stars, or the warnth of his rough coat,

or sleep. How the rigging rocked, and furry stars.
Sl eepi ng and waki ng, opening and closing, suns and
moons, sSo it goes (V 12-3).

That the masculine elenent domnates in her is seen in her

intellectual witticisnms and her aptitude in solving mathemati cal

problens. This sets her apart fromthe wonen of her own cl ass,

like Belle Bonner and Una Pringle, who confine thenselves to

prescri bed social roles.
Wth Voss' journey across the |andscape, Laura's quest

traverses her mindscape. Her maturation process iS combined wth

that of Voss. As we have seen earlier, individuation occurs only

with the descent confronting one's own dark side/shadow. Laura

has to confront the shadow on two | evels: sexual and religious.

On a sexual level, Rose Portion acts as her shadow. Through her,

Laura realises the physical aspect of marriage. Laura partakes of

Rose's pregnancy as a physical dinension of her spiritua

(A detailed analysis of this has already been
Phyllis

marriage to VoOSSs.
nade in the sub-section "Wnen as Wves" in Chapter One).

Fahrie Edel son sees Laura's identification with Rose's pregnancy

inanewlight.
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Through her experience with Rose, Laura seeks to regain
what the intellectually superior waren in a patriarchal
society is in danger of losing--her sexuality ("The
Hatching Process: The Female's Struggle for lIdentity in
Four Novels by Patrick white" 231).

The process of her maturation develops with her acceptance of her

owmn sexual feelings.

Then the girl [Laura], who in the past had barely
suffered her mad to touch her, on account of a physi-
cal aversion such contact invariably caused, suddenly
reached out and put her arms round the waist of the
swelling woman, and buried her face in the apron, in
the sleeping child, to express what emotion it was
difficult to tell (Vv 164).
Laura's religious maturation was analysed in detail in Chapter
Three. One aspect which has to be stressed here is, her
acceptance of humility which she eventually teaches Voss. This
attitude enables her to sacrifice Mecy, her adopted child, the
fruit of her spiritual marriage to Voss and the acme of her
rebellion against social norms.

The animus figure in Laura's quest is Voss. He provides a
refreshing contrast to the huddling society of Sydney. His explo-
ration is not materialistic. Laura learns through the experience
of Voss. Mawy critics question the validity of Lauras return to
norma life without any influence of the journey. For instance,
David Tacey remarks:

Whean she recovers from the psychological adventure she
returns to her earlier state of being, previous to her
involvement with Voss. She emerges from the chaos as if
nothing ever happened, as if she were surfacing from a

bad dream only to reawaken to her former self ("Patrick
White's Voss. The Teller and the Tale" 266).

The possible reason for this (which of course applies to nearly

all female protagonists), is the fact that women are not

explorers who break into Nature and try to imprint their mark on
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the land. They are travellers across | andscape and mindscape, who
imbibe and succour all experience.

Anot her aspect of the novel which has encouraged critica
debate is that of Laura's appearance as an aboriginal woman to
Voss just before his death. According to Tacey, this sequence of
| mages suggests that Laura is a dark, destroying figure who
shares a psychol ogical affinity with voss’ primtive captors.
However , Patrick Wite's description of their final intense

moments as husband and w fe discredits Tacey's anal ysis.

Gven tine, the man and wonman m ght have heal ed each
other. That time is not given was their one sadness.
But tine itself is a wound that will not heal up (V

383) .

Further, on the positive side, Laura's appearance as an
abori gi nal worman suggests an acceptance of the opposites: self/

ot her, |ight/darkness, personal/shadow.

The mandalic design which becones explicit from The Solid

Mandala onwards, is nade nore conplex in Riders in the Chariot by
j uxtaposing the spiritual concepts [Christian symbolism,
(Ezekiel's vision of the Chariot), Transcendentalism Jew sh
Kabbal a and Bl ake's visionary poetry]. This aspect was exam ned
in the Third Chapter. The mandalic synbol which usually takes the
formof a circle/round is replaced here by a four-cornered figure
of the chariot which unites the riders. The picture becones nore
conpl ex because what is seen as the four corners of the
i ndi vidual ego is given four personalities. Hence, it is easier
to take all the four riders as noving towards one goal and
therefore constituting one individual. Patrick Wite also |inks

each of them subtly and nmakes them confront the same evil even
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though they take different paths to achieve realisation. Thus,
Ms. Jolley and Ms. Flack provide the evil nother counterparts
to Ms. Godbold just as Reha and Malke, Himmelfarb’s w fe and
not her, are extensions of the good nother. Simlarly, Himmelfarb
proves to be the ultimate aninus figure to both Ms. Codbold and
Mary Hare. In fact, his death enables both of themto achi eve the
final illumnation. The spiritual inplications of this scene
outwei gh the psychol ogical inplications and hence was studied in
the preceding chapter. The other aninus figures who appear in
their lives are not strong enough to sustain them There is a
single instance of this in Mary Hare's life during the nonentary
under st andi ng between Mary and Cousin Eustace. Simlarly, Ruth
CGCodbol d offers help to the needy. Her service extends to her
loving care of her now dead brother, her husband Tom and Alf
Dubbo, when he suddenly takes ill at the brothel. However, it is
only with her mininstrations t0o Himmelfarb that she attains
I ndi viduation. A possible reason for this is that H mrelfarb,
according to the Jungi an mandala, represents Thought, the highest
level to reach the state of individuation. Al other faculties
have to translate their dom nant enotions to thought before
realising the self. Thus, the services to H mmelfarb assune
i mportance. Though H mel farb and Ms. Jolley and Flack act as
ani mus and shadow figures for Ms. Godbold and Mary Hare, there
are certain individual instances that serve to bring out the good

and evil conmponents of their psyche. Thus, Mary Hare feels

responsible for "the sacrifice of her poor goat" and "her

father's unnentionabl e end® and becones aware of "her own powers



244

of emulating the cruelty of human beings" (EC 83). similarly,
Ruth Joyner’s pride in her capacity for physical endurance
amounts to nothing during her brother's death. Her father also
advi ses that she "should learn to forgive" (RC 240) when she
decides to go to Australia on hearing his decision to marry
again. Ms. Godbold conpensates for her hel pl essness during her
brother's death by taking good care of the other three riders and
forgives unconditionally her wayward husband, Tom

Let us now consider the positive and negative aspects of the
Qeat Mother figure that Ms. Codbold represents. In the words of
Jung, a personality like Ms. Godbold’s is "a sublime, nmatri-
archal figure, the Geat Modther, the All-Merciful, who under-
stands everything, forgives everything, who always acts for the

best, living only for others and never seeking her own interests,

the discoverer of the great love, ..." (Collected Wrks Vol.7
226). The negative side of the personality shows itself as the

"G eat Goddess" or roagna mater and "Himmelfarb, M ss Hare and

Dubbo all appear as her children, offshoots from the materna

source" thus serving as pueri figures (Tacey 90). This is evident
in Toms statenment when Ms. Godbold goes to Khalil’s brothel to
bring hi mhone: "You done a lot to showne up, Ruth, in our tine,
but you just about finished ne this go" (RC 286). However, our
interest in the character of Ms. Godbold is kindled by the fact
that she conbines both the aspects of the archetype and becones
at the end of the novel, a universalized Earth Mdther who grieves
for the sufferings of humanity.

In Riders in the chariot. we found a single ego and vision

split between four individuals. In The Eve of the Storm.
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El i zabet h Hunt er plays pol ynorphous roles. The masks she has to
wear are nunerous. Her character includes: bedridden geriatric,
ustful m stress, dom neering nother, ‘oldwtch,' ‘ancient
queen’ and ‘barbaric idol.' Behind all these masks, she has a
self which is nore serene and which surfaces during the ‘eye’ of
the storm

As Alfred Hunter's wife, Elizabeth, (like Elen Roxburgh in

A Fringe of Leaves) nerely plays her social role and there is no

inner fulfilment for her. It is a loveless marriage and all the
passion ends as a duty paving the way for the birth of the two
children. She encourages the lust of Arnold wyburd and literally
covets Edvard pPehl from Dorothy. But she al so has a cl ear-sighted
notion of the negatives of her life.
She recognised her own type of useless, beautiful
woman, whose husband had got the nunber of children

required by convention from the body he had bought at
an inflated price because he was over-|oving, and

regretted the contract-... . She was a wonman who had
encouraged her lovers’ |ust; indeed she had nade it
inevitable; ... (ES400).

Wth the discovery of her own sexuality during the storm at
Brunby |sland, she realises what it nmeans to | ook beyond the

confines of her wonanhood.

Just as she was no | onger a body, least of all a woman:
the nyth of her womanhood had been expl oded by the
storm She was instead a being, or nore likely a flaw
at the centre of this jewel of light: the jewel itself,
blinding and trenulous at the sanme tinme, existed, flaw

and all, only by grace; ... (ES 409).
Thus, her lustful, sporting sexuality ends with her realisation
in the storm There is a know edge of her own dark side. After
this, there is only an ascent upwards to realise herself, as also

help others in their individuation. One result of this is her
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adm ssion that she had not |oved Alf enough and her mnistrations
to himduring his last days. She also confesses about this to

Sister de Santis: "I wanted very badly to love ny husband,

sister, even after I knew!| didn’t--or couldn't enough” (ES 20) .

Even though her charm attracts other characters as well as the
readers to her, she conbines and passes on her spiritual triunph
to those around her. Thus, Sister de Santis and Fl ora Manhood
enbody her®spiritual and instinctual selves which though opposed,
achieve a working relationship wwth each other, Dorothy |earns

the limtations of power and Lotte Lippmann |earns to control her

"undifferentiated personality" (Tacey 160-1). Eizabeth teaches

the val ue of the physical relationship, of |ove, of conpassion
and of human communi cation to those around her. On the negative
side, Tacey sees her as the Mther Goddess who relishes in the
sacrifices and the offerings of her worshippers.

During the last nonents of her life, Elizabeth Hunter once
agai n experiences the ‘eye’ of the storm This tinme it serves to
reinforce her know edge of the self. The aninus figures she had
searched for in life is revealed to her in the figure of Alf,
whose | ove she had earlier rejected. "Afred ny dearest dearest
you are the one to whom | |ook for help however | failed" (ES

532). Inthis, she resenbl es Hagar Shipley (The Stone Angel ), who

in her last nonents calls out to her husband, Bram. Elizabeth

Hunter's "withdrawing her will" and re-living her illum ned
moments in the ‘eye’ of the storm (which marks the end of her
life and of the novel) have generated considerable critica

debate. But a psychological interpretation of this can be found
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in Jung's "Two Essays on Analytical Psychol ogy where he points
out the danger of activating the unconscious. Wat is a minor
folly in the case of feeling out of sorts can result in dangers;
whi ch, given the right psychol ogi cal moment, may well put an end
to our lives. According to Jung, the popul ar saying, "old so-and-
so chose the right time to die," cones froma sure sense of the

secret psychol ogi cal cause in question (Collected Wrks Vol .7

113) .
In A Fringe of Leaves, Ellen's role as Ms. Roxburgh, wfe

of Austin Roxburgh, fully projects the social persona in her. She

conplies with social norns as taught to her by her nother-in-Iaw

just as she submts herself to the torture of the aborigines. The
only difference lies in the fact that wth the latter, she is
nentally free and is not tied down by conventions. Her role as
wife has already been discussed in Chapter One. Beneath the
socially well-adapted veneer, lurks Ellen's real self which is

hi ghly sexual and which rebels against the traditional Lord God

of Hosts. Her fantasies of Tintagel are the first evidence of the
highly erotic but repressed dark self of Ellen Roxburgh. Elen's

descent into the St. Hya’s well gives her a prenonition, "a

presentiment of the evil"--that is, adultery to be conmtted

| ater. However, nore inportantly, Elen's dreamresenbl es the one
di scussed by Jung (in Collected Wrks Vol.7) of a young man who

dreans of a lofty cathedral filled with nysterious twilight. 1In

into which he has to descend.

the centre is a deep dark well,

Jung concludes his analysis by stating that the dreaminplies "an

unconscious infantile bond, a psychically enbryonic state" (101-

2). The descent to a nascent stage is the first step in Ellen's
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individuation. Ellen's contact with her Gluyas personality occurs
mare than once in the novel. Guilty of her feelings towards her
seductive father and discontented with her husband, her act of
rebellion first takes the fom of a coarse lusty encounter with
her brother-in-law, Garnet Roxburgh. Though guilty of adultery,
Ellen's individuation is not complete since Ganet is only the
dark side of Austin.

With the shipwreck and the death of her husband, Ellen
becomes the captive of the aborigines. In his "Two Essays on
Analytical Psychology,” Jung states that religious mysteries
usher in a wholly mrav set of relationships as also a renreved ad
changed personality, into a rnrew world, like one reborn. Jung
further remarks that "the initiation is often attended by all
kinds of tortures, somdaimes including such things as circumcis-

ion and the like" (Collected Waks Vol.7 104). Soon after the

capture, the aborigines strip Ellen of the vestiges of her
Roxburgh personality. Psychologically, Ellen reverts back to her
Gluyas personality. Though she undergoes physical torture, she
quickly adapts to the surroundings. The reason for this is that
her Gluyas personality takes over the Roxburgh personality. Her
natural agility and her early rural conditioning help her

adaptation and later, her escape. As Phyllis Fahrie Edeson

remarks:

White touches the heart of feminists wo have argued
against suppression of young girls’ athletic abilities
when the strength of Ellen's country girlhood comes to
her rescue, enabling her to climb trees axd sustaining
her through exhaustion axd hunger ("The Hatching Proc-
ess: The Femae€es Struggle for ldentity in Four Novds
by Patrick Whiteg' 233).
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Anot her significant thing to note in Ellen's stay with the
aborigines is the latter’s acceptance of her at a spiritual |eve
notw t hstanding the confrontation at a physical 1level. This
acceptance paves the way for Ellen's realisation during her act
of cannibalism. As Kay Schaffer rightly points out Ellen's canni-
balism "leads her back to the dark/ instinctual side of her
nat ur e" ("Australian M/t hol ogies"” 1). Her re-entry into society
is aided by Jack chance, the escaped convict. It is only with
Jack that Ellen experiences true love in the physical
rel ati onshi p.

The easy transit of Ellen between the outback and the city
in the novel is described by Tacey in terns of her resenbl ance to
the archetypal daughter and maiden--Kore-Persephone, "who noves
constantly between upper and |ower worl ds" (175). Her
i ndi viduation is conplete in her successful adaptation to the
worl ds of darkness and light. This seens a possible defense
against Phyllis Fahrie Edelson’s statenent that Ellen's decision
to marry Jevons suggests retreat and that her individuation is
i nconpl ete. Tacey draws our attention to the final scene in the
novel . When M. Jevons inadvertently spills a cup of tea on
Blen's dress and rushes to nop up the nmess, Elen bursts out in
her Cornish idiom This, according to Tacey,

suggests that she is not re-assimlated to the val ues
of culture and high society as she would |ike. The
natural self still rests there, just bel owthe surface,
liable to break out at any unguarded nonent. The worl ds
of darkness and light are not as far apart as they were
before her Australian nekvia [descent] (182).

In his analysis of the novel, John colmer points out the fact

that in her quest for wholeness and fulfilnment, ElIlen passes,
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through the historic phases that have transformed
savage tribes into civilized nations. We carry within
us not only our om pasts but the past of the race.
Neither must be denied ("Patrick White's A Fringe ¢of

Leaves' 99).
Such a conclusion serves to reaffirm the Jungian notion of the
coexistence of the personal and the collective unconscious in the

individual psyche.
In his book, Patrick White: Fiction and the Unconscious,

David Tacey sees The Twybomn Affair as recording "the advanced
(184), though this is

stages of psychic disintegration"”

presented behind a facade of "bisexuality," "androgyny" and

"transvestism" (185). According to Tacey, even the archetypal

resonances of Demeter-Persephone relationships dwindle into a

total submersion in the matriarchal matrix. However, the

archetypal framework of Demeter and Persephone is important

because it doubles the quest for individuation by Eadie and E.
Thus, Judge Edwad Twybon is the animus figure for both Eadie
ad E. Despite the search for several animus figures--Angelos,
Don Prowse, Greg Lushington and Lord Gravenor--it is the
acceptance of Edwad Twyborn that offers individuation to both
Eadie and E. Similarly, Joanie Golson serves as the dhadow figure
for both Eadie and E. While the Eadie-Joanie relationship verges

on lesbianism, it also emphasises the ambivalent sexuality of E.

Further, Joanie's entry marks the transformation of guises/

avatars in E.'s case. Joanie's entries mak E.’s exits from

Crimson cottage and Bogong.
Let us nmow examine the quests undertaken by Eadie and E. in

se detail. The inability to answer satisfactorily the question

of sexual identity sets the path of self-discovery in the novel.
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For instance, in a moment of introspection, Eudoxia States: "1
would like to think nyself norally justified in being true to
what | am--if | knew what that is. | nust discover"™ (TA 63).
Simlarly, Eddie refers to hinself as "a kind of m stake trying
to correct itself" (TA 143). E.’s "pseudo-man-cum-crypto-woman"
image results in his/her life becomng "a collage of fantasies".
(TA 392). Further, "the reality of love, which is the core of
reality itself" (TA 336) eludes hiniher. Thus, the acceptance of
sexual anmbiguity by Eadie and E. alike and the acceptance of
Edward Twyborn as the aninus figure becone the criteria for
individuation in the novel. Problens arise in reading the text
because of the pol ynorphous roles played by E. and because of the
presence of several aninmus and shadow fi gures.

E. undergoes three transformtions—as Eudoxia, Eddie and
Eadith--in the novel. In the first part of the novel, Eudoxia is
the Byzantine hetaira in the service of Angel os Vatatzes, an aged
Q eek. There are nunerous instances to suggest that the Eudoxi a-
Angel os relationship is an echo of the nythical Persephone-Zeus
rel ati onship. For exanple, Angelos is described as a "cadaver-
ous," "skeletal" man (TA 18) with "cold bl oodless fingers" (TA
21). Such descriptions, as al so Angel os' secl usion, suggest death
and a nysterious underworld real mof fantasies. Further, Angelos’
gift of a ponegranate shawl echoes Zeus' offer of the seeds of
ponegr anat e whi ch binds Persephone to the lower realm Angel os
fails as an aninus figure because he hinself is struggling to
cone to terms with his past. However, a couple of instances

enabl e Eudoxia in the path of individuation. For exanple, Eudoxia
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understands that in their relationship they have "explored each
other's scabs, experienced each other's airs axd graces' ad have
understood "as far as it is possible to understand” (TA 31 .
Thus, the underworld is also a place for transformation and
understanding. Further, in a dream where Eudoxia associates
Angdos ad her father, she realises for the first time her "love
for this men | was privileged to call ‘Father’" (TA 34).
Significantly enough, Eudoxia compares her stay with Angdos as
being "shut in a tower™ ([A 65 . The image of the tower implies
their isolation from the reality of the outside world and their
total submersion in the persona they create for themselves. The
facade is only partially broken by the entry of Joanie Golson.
Towads the end of the section, there is a brief axd tentative
attempt by Eudoxia to accept Joanie’s entry and thus accept the
lesbian relationship beween Joanie and Eadie. She realises that
everything depends on her "owm free will" as is evident in her
questioning: "Shall my will ever gow strong ad free enough for
me to face up to mysaf?' ([JTA 122).

In the second part of the novel, E. takes on the avatar of
Eddie Twyborn, the jackeroo at Bogong. Daon Prowse, the station
manager and Greg Lushington, the owner, serve as animus figures.
Marcia, Greg's wife parallels Eadie and is also the dshadow
figure. At this stage of the individuation process, Eddie
realises the need to exorcise his past. This is conveyed through
a dream where he simultaneously experiences "the protective
wings' of a great eagle (TA 136) and his omn "floundering in mud'
ad "the slime and blood of human bowes' ([TA 137). This dream

accurately portrays Eddie's psychic state. While there is a
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desire to be individuated and fly above like the eagle, the
inability to come to terms with the shadow results in his
unsuccessful grappling with the flesh and slime of humen life.

Don Prowse and Greg Lushington act as potential animus
figures. In wanting a son and in his affection for Eddie, Greg
acts as an extension of Judge Twyborn. However, his relationship
with Eddie remains as tentative as the one between Eddie and his
father. The other animus figure, Doh Prowse, comes out moe as a
shedow projection of Edwad Twyborn. Dan counters Edward's fine-
ness with his "brashness, brassiness of tone" ([TA 212). He fails
as animus because he himsalf is still humiliated by the recurring
nightmare of his wife's desertion. Thus, even after his rape by
Daon, Eddie realises that "[i]n the light of shared desire, it wes
ome consolation ... to remember a momet in which he had
embraced, not so nudch a lustful male, as a humen being exposaed in
its frailty and tenderness®’ (TA 298) .

Marcia acts as a shadow figure of Eadie in her possessive-
ness, her readiness to accept Eddie "back into her body" and "to
imprison him in her ward® (TA 222) . She serves as an extension
of Eddie himself. In an archetypal reading, Marcia is the
childless figure of Persephone. The positive figure in this
section is Peggy Tyrrell, the housekeeper at Bogond. Her
reference to Eddie as a girl foreshadows Eadie’s acceptance of
Eadith as her daughter in Part 111. Eddie believes that Peggy
will "be more inclined to sympathise with the anomalies of 1life"
(TA 183). It is this belief that enables Eddie to see the

Lushingtons as extensions of his om parents (TA 232) and defend
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Marcia to Eadie. He seeks to correct Eadie's inpression of Marcia

as "a bad woman."

Aren't you perhaps blamng her for showi ng up your own
faults? This is how nost blane is doled out. | shoul d-
n't be accusing you of this if | didn't know how alike
we are. |t should have brought us cl oser, but never has

(TA 241) .

Apart from sone significant alternation of shadow and ani nus
figures, this section is also inportant for its portrayal of
Eadie's self-gromh. This process is aided by her acceptance of
blame for E.’s disapperance as al so her confession that she had
not |oved her husband enough. Eadie's acceptance of Eddie is

evident in her letter to Marcia in which she realises and points
out their folly in aspiring "to possess a human being" (TA 302).
Her reference to the losing of her child and her sufferings
consequent to the loss is remniscent of Deneter's at the |oss of

Per sephone. Further, for the first tinme she realises that her

child is a "mirror-figure of herself" (TA 149). Hi s/her sexua

anbi guity highlights her own |esbian relationship with Joanie.
The narrator's comment about "hands |ocked in sisterhood" (TA
149) confirns her grow ng acceptance of her child and foreshadows
her acceptance of Eadith as her daughter.

E.’s transformation as Eadith Trist, the owner of a London
brothel marks the culmnation of the quests within the novel.
Eadith realises that "in any of its permutations [her transvest-
isnj her life had never been sinple" (TA 328). For the first
time, she nmeets Lord Gravenor who is ready to accept her in
what ever form she appears. As he states firmly in his letter,
"[mJen and wonen are not the sole nenbers of the human hierarchy”

and points out that if they had broken their inhibitions, they
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could have "loved each other, completely and humanly” (TA 426) .
With Gravenor, Eadith finds the strength to drown "in Wagnerian
waves of love and redemption" (TA 410). In his role as the
Jungian Wi Old Man, Gravenor enables Eadith to examine herself
which leads to her confession: ‘That’s the kind of remark I|'d
have made to my parents if | hadn't been numbed by youth,
cruelty--yes, a bit--and fear' (TA 412).

In Gravenor’s company, Eadith accomplishes a few tasks which
enhance her individuation. They are: (i) Eadith's wish to adopt a
child (TA 353) which is very different from Eddie's earlier
rejection of Marcia's statement that she is carrying his child.
(ii) In attempting to answer the questions which the adopted
child might ask, E. dreams of several children probing his/her
sexuality (TA 414) which leads to an acceptance of both aspects
of his/her personality. (iii) E. successfully exorcises the
shadow figure of Joanie when Eadith helps an old "wheezing,
groaning, panting, hobbling®™ (TA 366) Joanie after her accident
on the road. This is a reversal of Part | where Joanie helps
Eudoxia recover from an accident. Further, significantly enough,
Eadith refers to Joanie's visiting card as "an epitaph” (TA 367)
thus, pronouncing her final word about Joanie. (iv) Through Reg
and Nora, Eadith breaks through the materialist, conformist
facade of the Golsons (TA 386). (v) Philip's acceptance of his
homosexuality brings him closer to Eadith (TA 400). This marks

her oM acceptance of her sexual ambivalence. Thus, Philip is a
mirror-figure of E.

Finally, on learning about Judge Twyborn’s death, Eadith
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begi ns her quest for reunion wth her mother. This phase has

several false starts when Eadith's will falters and "the moment

of longed-for, but dreaded expiation had once nore evaded, and

was followed by one of passionate regret” (TA 405) . Eadith's

despair following the |oss of Eadie, "the nother of her flesh and

blood if not her spirit" (TA 394) is a reversal, both of Eadie's

loss in the earlier sections and the archetypal |oss of

Per sephone by Deneter. Both Eadie and Eadith admt that love is
difficult. In Eadith's resolution to neet her nother and tell her
everyt hing about her own existence (TA 427) and in Eadie's

"waiting for Eadith" (TA 431) amdst bonb raids, there is a hope

for "harnony at last" (TA 432).
In a study of the individuation of women, Menoirs of Many in

(ne occupies a crucial position for two reasons. First, the quest

Is as nuch Wiite's as Alex G-ay's. Secondly, Menoirs objectively

scrutinises many of the concerns underlying the earlier novels.

Thus, religion, love, art and the authenticity of illuminatory
where they were accepted
t he

experiences are questioned thoroughly,
as solutions to the quests in the earlier novels. Simlarly,

entire process of individuation is portrayed fromthe wong end.

The other side of the coin is schizophrenia. Unlike other schizo-

phrenics, Alex is very much aware of the del usions, even as Wite

Is forced to encounter at the end of the novel.

That there are two sinmultaneous quests for individuation by
the author and character alike, is seen in sone of Wite's
editorial comments to the text. For instance, in his Editor's

Introduction, Wite states that "some of the dramati s personae of

this Levantine script could be the offspring of [his] own psyche"
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(MDD 16). similarly, in the Epilogue to the text, Wite traces
Al ex's psychol ogi cal quest and his contribution to the same. "
A ex had spent so much of her life westling with the saints and
denons wi shed into her at birth. Sensing their presence early on,
1 suppose | had encouraged her to cultivate them as an extension
of ny own creations” (MMO 185). That the interaction operates
both ways, is revealed in Wite's comrent towards the very end of
Menoi rs.
Wiile | I--the great creative ego--had possessed nysel f
of Alex Gay's life when she was still an innocent girl
and created fromit the many inmages | needed to devel op
ny own obsessions, both literary and real.

If she had beconme ny victimin those endl ess scrib-
blings which | was faced at last with sorting out, |
was hers through her authoritarian bigot of a daughter
(MDD 192) .

Alex differs fromthe earlier protagonists on two counts. n
the one hand, she is fully aware of the fact that "[n]obody
under st ands one but onesel f" (MDD 18) and that "the key to
anybody is in one's self" (MM 64). On the other hand, she is
not sure both of the persona and her real self. Thus, she dons
various disguises to find her persona (Dolor, El eanor Shadbolt,
and Enpress Al exandria of Byzantium and Ni caea) and her self
(Cassiani and Dolly Fornosa, for instance). The first instance of
inventing a persona for herself is seen in her penchant for
acquiring names--Alex Xenophon Demirjian Gray. As Wite
succinctly remarks, "A ex acquired names as other wonen encrust
t henselves with jewels and bower-birds collect fragnents of

coloured glass" (MDD 9).
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In an attempt to fix meaning(s) to her existence, Al ex spins
fantasies in her mnd. This aspect of the text is conparable to

the Jardin Exotique section in The Aunt’s Story. Thus, Al ex plays

roles as different as Cassiani, the nun, Sister Bernadette, Dolly
Fornosa, the actress, apart frombeing a shoplifter or Princess
Thingumy as and when it suits her. The artistic and spiritual
aspects of Alex's roles were examned in the Second and Third
Chapters respectively. Just as Cassiani and Dolly Fornosa are
surrogate creations to express her religious and artistic incli-
nations, A ex's encounters with the derelict Mystic and the stray
Dog are expressions in the spiritual and personal spheres.

The first insight into Alex's creation of surrogate figures
occurs when she runs away fromthe clutches of Hlda. As El eanor
Shadbolt, Al ex nmakes a "surrogate nother and reluctant dad" of
Mollie and Frank Dobbin (MMD 51). During this encounter, she
desperately tries to prove "that inside an old woman there's a
young girl waiting" and expresses her need for parents by
snuggling close to the sleeping Dobbins and saying, ‘I was
lonely. | wanted to be with ny parents’ (MW 47). However, her
encounters with the Mystic and Dog are attenpts to atone the sins
commtted in the past, i.e., her role in the deaths of her
husband and his dog, Danny. For instance, seeing the big black
dog, Alex says, " ... this dog nay be sent as atonenent for the
dog | murdered--Hilary’s Danny. | can feel his tongue |icking the
sins fromny sticky hands" (MWD 87).

In all her fantasies, Wite is Alex's conpanion. Wile on
the rational level, he is a plotter with Hlda against Alex, at a

psychic level, he is her aninus. The shadow figure in the entire
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drama is Magda Demirjian, Alex's mother-in-law. For example, in

her attempted role as Cleopatra, Alex wears make-up "to suggest

the earthiness, the Nile silt, the ful medames of which this

Egyptian slut is composed.” She only wonders as to how her

mother-in-law "Magda Demirjian, herself a Middle Eastern slut,
would have appreciated the transformation” MVO 129-30). Another
shadow figure is Hilda. Alex projects her own drab and dull
aspects on to her daughter. Alex's constant confrontations with
Hilda on the conscious plane is a mere extension of her unconsci-
ous rebellion. In a reversal of the daughters' confrontations

with parents in the earlier novels (Theodora and May Hare, for

instance), Alex has problems with her daughter. In this sense,

Memoirs reverses and demythologises the Demeter-Persephone myth

which dominate novels such as A Fringe of Leaves and The Twyborn

Affair.
As a last attempt to order the maze of her life, Alex writes

her memoirs. As she questions sceptically, "But do | want

absolution from the sins | have committed--perpetuated? That is a

difficult one to answer" (VMMO 35) . But she also realises that

"[n]Jo husbands lovers fathers children saints mystics. Only when

you're stranded amongst human furniture, the awfulness of life,

you've got to set out on a search to find some reason for it all”

(WD 105).

Within the text, White begins by aiding Alex's individua-
tion. Thus, Alex's fantasies are partly hers and partly what
White has "helped 'her create for herself" MVIO 143). Alex's

moment of death becomes the momeaett of realisation for both Alex
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and White. Whereas Alex asks ‘[i)s it this--then...?’, White, on
seeing the falling black skull with "a trickle of garnet-coloured
blood escaping from one corner of the mouth" is, Iin his own
words, "hypnotised by wha | saw as the moment when the last of
humen frailty makes contact with the supernatural”™ MMO 183).

Alex, thus, has come a long way in her individuation process
from her earlier questioning. For instance, she realises that
Hilda is "self-satisfied."

Whereas | wo have had men, waran too, have never been
consummated in a true sense. During the sleepless hours

I am a failure. | hate mysaf because | kmow the inner
me. My beauty is a mask, my writing a subterfuge MMO
57).

On the other hand, for White, the trip to the Church of Santa
Chiara is "the final act of exorcism" when he realises "wha mus
have driven her [Alex]" perpetually in her quest (VMO 189). In
spite of being warned that the head or mask of Santa Chiara is

fake, White states:

[t]he candles, the incense, the glitter of embroide-
ries, could not prevent me re-living a personal rela-
tionship with a barely human figure in another setting,
life slipping from the dark skull as we watched. |
would have sworn | could see a thread of garnet-co-
loured blood trickling from a corner of Santa Chiara’s

mouth (VMO 189).

In his book, Patrick White: Fiction and the Unconscious,
Dasid Tacey describes Manoirs as "a psychopathic parody of indi-
viduation” in which the psychic drama leads Alex "to criminality,
vandalism, delusion and death” as also to "shoplifting, prowling
ad poaching, exhibitionism and indiscriminate attacks on the
public” (201) and this assessment is acceptable. However, to
call Alex's parody "anarchic" (200) and White as "a blind

attendant . .. who dedicates his services and talents to
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something which lies beyond his understanding" (200), is to
underscore the entire work. Tacey further discredits awy positive
reading of the text as a mindless adoption of "Alex's delusive
system" (207). Arguably, one ney read Memoirs as a case of
mutual projection or transference of qualities by White and Alex
alike which is but a different manifestation of the mutua animus

ad anima influences positively portrayed in Voss (Voss axd

Laura) and Riders in the Chariot (the four riders).

Conclusion
In both Patrick White and Margaret Laurence, the psycholo-

gical individuation assumes importance in the quest of waren to
realise their selves. Oe ammn feature in this process is the
splitting of personality which occurs in both the writers. For
instance, the two personalities of Ellen (GluyasRoxburgh) serve
to emphasise the difference between the persona and the shadow.
The amn practice, however, is to present waran in polymorphous
roles and differentiate the Self from these. Elizabeth Hunter's

roles in The Bve of the Stoom have been dealt with in the earlier

section. Similarly, Morag Gunn’s roles in The Diviners can be

cited as an example. Both the writers use doubling as a
technique. This will be examined in greater detail in the next
Chapter. The aonmon archetypal figures referred by both the

writers are Demeter and Kore-Persephone (Refer to the treatment

of Ellen in A Fringe of Leaves and Rachdal in A Jest of God). On

the one hand, such archetypal figures represent the activation of
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the unconscious and on the other, the union of mother and

daughter at the literal and mythical levels. In her book, Diving

peep and Surfacing. Carol Christ focusses on the positive aspect

of the Demeter-Persephone relationship. According to her, this
relationship represents the "power of life and death: there is no
life without death, no joy of connection without separation."
Thus, both Demeter and Persephone are "two aspects of the same
whole” and the underworld is "a place of depth and
transformation” (xix). Further, both the writers portray the
presence of multiple animus figures. Thus, George Goodman, The
Man Wb Was Given His Dinner and Moraitis act as animus figures

for Theodora in The Aunt’s Story and Christie, Jules and Dan

McRaith as animus figures for Morag in The Diviners. Also, both

the writers accord to "the non-rational ... a role of supreme

importance and value" (Cynthia Vanden Driesen in Patrick White:

A Critical Symposum 81). This accounts for the emphasis given to

dreams, fantasies (say of Theodora, Rachel, Ellen axd Stacey),
the telepathic communication between Laura and Voss, and the

magical powers of divining (in The Diviners. for instance) .

Regarding the differences, in Margaret Laurence, the
conflict between the roles and the real self is central to

individuation (Eg. Stacey in The Fire-Dwellers). In Patrick

White, roles are relinquished more easily (Eg. Theodora Goodmen
is portrayed as an independent guester free of any ties. This is
one reason Wy she is able to take on the role of Ludmilla in her
relationship with Gen. Sokolnikov in the Jardin Exotigue section.

Similarly, Alex Gray in Memoirs of May/ in Ore tries out various

roles as nun, actress and princess in her quest for individua-
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tion) .
In Patrick White, the spiritual framenvoak is often combined

with the psychological. Hence, a reading of the two different

aspects in Riders in the Chariot becomes difficult. I, Margaret
Laurence, the two dimensions are kept apart. In fact, the
psychological is given moe importance and the religious frame-
wak is imposed from outside.

The symbol of the mandala plays a central role in Patrick
White. Hence, the connotations of it are direct (Eg. Riders in
the Chariot. The Solid Mandda ad the imege of the rose in The

Aunt's Story). On the other hand, though there are references to

the conflict of opposites in Margaret Laurence, there is no
direct reference to the mandala Hence, circle/round images are
not coomaly found. On the other hand, the individuation process
itself is symbolically presented through the imege of the diviner
ad the process of divining (Ref. The Diviners. The diviner

figures in the nova include Maag Gun, Royland, Christie Logan,
Jules Tonnerre and Pique).

Patrick White often combines the animus and anima figures,
thus representing an androgynous state. It is presented through
the representation of masculine qualities in waormaen (EgQ.
Theodoras moustache, skill at shooting and Laura's intellectual
superiority) or through the coupling of personalities (Eg. The

four riders in Riders in the Chariot as representing one perso-

nality and the ambivaence of sex in EudoxialEddie/Eadith in The

Twwvbon Affair). In Laurence, the feminine is given more

importance and the masculine appears only in the figure of an
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aninmus (Eg. Jules as Morag's animus in The Diviners). The
difference in the sex of the two witers is, perhaps, the reason
for such a difference in perception

Leaving aside the simlarities and differences in the
perceptions of the two witers, what strikes the readers is the
guest undertaken by the protagonists "to accept the psychic
depths of [one's] own nature of which the conscious rational
process formonly a fraction of the totality. The harnoniously
integrated personality is one which reflects a bal ance between
the pronptings of the conscious rational intellect and the darker
powers of the unconscious” (Cynthia Vanden Driesen 80) . The
present study has used the psychol ogical inplications nerely as a
framework for interpretation and to gain a better insight into
the workings of the novels. Therefore, there has been no attenpt
to study either the author's stance in the individuation process
or the effects of the individuation of the characters on the two

witers. This om ssion is a deliberate one follow ng Jung's

cautionary remark in Volune XV of his Collected Wrks:

The personal psychology of the artist may explain nany
aspects of his |[her] work, but not the work itself. And
if ever it did explain his work successfully, the
artist's creativity would be revealed as a nere synp-
tom Hence if a one-to-one relationship is traced/ 1t
Is detrinental both to the artist and the work (86).

However, interestingly enough, Wite and Laurence use a sel ect
conbi nation of techniques to express the spiritual and the
psychol ogi cal aspects of self-realisation. This aspect wll be

explored in detail in the follow ng Chapter.



Chapter V

Expl oring the Fictional Methods of Expression-

Techni ques

The human passion is first, but it nust yet be joined
by an equal passion for the medi um before good witing
can happen. ..

(John G ardi. "on Witing and Bad Witing")
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Critical studies on the technical aspects of the fiction of
Patrick White and Margaret Laurence often deal with: images
(apocalyptic/natural), symbols (diviner/mandala/chariot), quest
motif, journey metaphor axd the use of stream-of-consciousness
techniques through interior monologues axd first peson axd third
person narrators. The am of this Chapter is to study other
techniques used by the two writers which have not been explored
by critics. TWwo man techniques have been identified for this

purpose-~-doubling of characters and the concept of Time Other

related techniques will also be studied.

Doubling

Answering a query by Robert Kroetsch, Margaret Laurence

replied that she was not conscious of doubling or counterpointing

Stacey and Rachda till she completed A Jest of &God axd The Fire-
Dwellers. However, Kroetsch points out that devices like the
"doppelganger" motif and the act of dividing oneself or meeting
oneself "in another form," in order to "discover our om
complexity, our om contradictions" are commaly used by Canadian
writers ("Conversation with Margaret Laurence” in A Place to
Sand On 51-2). Incidentally, Patrick White has also pointed out
quite often "the infinite .possibilities of a single personality"

(quoted in Heseltine's "Patrick White's Style" 63). It is§

interesting to note that multiple personalities are commonly

foud in the fiction of White and Laurence.

The double in itself is quite a amm technique in litera-
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ture. Robert Roger's illuminating study (A Psychoanalytic Study

of the Double in Literature) reveals this with many instances

from the works of writers including walt Whitman, Oscar Wilde,
Fyodor Dostoevsky, Shakespeare, Melville and Henry James.
However, a study of this technique is rare (almost unexplored) in
the critical works on White and Laurence. These two writers use
this technique for several purposes. The man am is to
effectively dramatise the "intrapsychic" conflict of the
protagonists. Doubling also effects the disparity beween the
true and false identities of the characters. Several other
related techniques used to bring about doubling are: use of
various guises ad disguises, use of mirror images (symbd of the
‘mandala’ by White), dreeam symbolism, multiple narrators ad
flashback axd flashforward techniques.

There are a fev general characteristics in the type of frag-
mentation shared by the writers. For instance, fragmentation/
doubling is both implicit aadd explicit; multiple anrd dual; ad by
multiplication and division. Let us consider these in sore detail
in the novels.

(i) Fragmentation of characters can be either implicit or
explicit (Rogers 4). The mgor similarity between the two writers
lies in the fact that both use implicit fragmentation where it
concerns the fragmentation of a single character. Examples from
Laurence's novels include the division of Shipley-Currie

personalities of Hagar in The Stone Angel, Cameron-MacAindra

sides of Stacey in The Fire-Dwellers, Gunn-Skelton facets of

Morag in The Diviners and the younger axd older Vanessa in A Bird

in the House. Examples from White's novels include the Salkeld-
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Hunter personalities of Elizabeth in The Eye 9of the Storm.

d uyas- Roxburgh identities of Ellen in A Fringe of Leaves and the

Eudoxia-Eddie-Eadith personages in The Twyborn Affair. Patrick

Wiite uses explicit fragmentation where there is a distribution
I ncl ude

of a single selfhood into various characters. |nstances
Wal do and Arthur in The Solid Mandala and

Laura and Voss in Voss.

Himmelfarb, Mary Hare, Ms. Godbold and Alf Dubbo in Riders in

the Chariot. The distinction between inplicit and explicit

fragnentations also reveals a nmarked difference between the two

witers. Wiereas Laurence uses only the inplicit nethod, Wite

uses both. This inplicit nmethod, in turn, accounts for the

predom nant use of interior nonol ogues and first person narrators

in Margaret Laurence. Wite conbines the narrative and dramati c,

first and third person narrators.

(i) Fragmentation can be either dual or multiple (Roger 4) . Most

of the characters nentioned above serve as instances for dua

break up of characters. Let us discuss multiple fragnmentation in

this section. In Rders in the Chariot, four characters conbi ne

to forma single personality or psyche. |In Jungian terms, they

constitute Thought, Feeling, Sensation and Intuition (A detailed

anal ysis has already been done in the Fourth Chapter) . Jung sees
these four elenents as basic constituents of human personality,
even though one or the other of these elenents nay domnate in a
person. In religious terns, these four characters are the
Zaddikim, according to Jewi sh Merkabah, who through their
goodness counteract evil in the world. The Twyborn Affair offers

a different picture where E. Twborn successively alternates
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between male and female roles with his/her sexual ambiguity. By
creating three avatars out of a single individual, White attempts
to emphasise the fact that sexuality is not even biological but
is only man-made. Alex Gray in Memoirs of Many in One serves as
an excellent example of splitting of this kind. She consciously

undertakes various roles to find, what she calls, "the frame

which would fit me." In a spellbinding attempt to fix her owmn

identity, she alternates successively as Cassiani, the nun,
Sister Benedict and Dolly Formosa. He intermediary roles include
that of Empress Alexandria of Byzantium, Dolor Gray and Eleanor
Shadbolt. AIll these roles reveal her attempt to grasp her owmn
self in material, spiritual and artistic terms. As far as the
works of Margaret Laurence are concerned, we find the role-
playing in almost all the protagonists. (This has already been
analysed in Chapters One and Two).

(iiti) Another category of fragmentation is that of doubling by
multiplication and by division (Roger 5) . Doubling by multiplica~-
tion is characterised by several persons striving to define a

particular concept or attitude. The Aunt's Story offers rich

evidence in this aspect. The various father figures serve to
bring into focus an intimate knowledge of Theodora's true nature.
These figures include George Goodman, The Man Wb Was Given His
Dinner and Holstius. The first two predict Theodora's self-reali-
sation whereas Holstius actually helps her to grasp the truth.
Also, many of the figures of the first section are complemented
Mrs.

in the Jardin Exotique section--Theodora-Katina Pavlov,

Goodman-Mrs. Rapallo etc. In The Eve of the Storm. Lotte Lippman,

Flora Manhood and Sister de Santis are projected as supplementing
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ad symbolising various aspects of Elizabeth Hunter. David Tacey
sees them as Elizabeth's ‘acolytes’ extending her omn sensual ad
spiritual aspects. There is only one instance in Margaret
Laurence for the use of doubling by multiplication. In The
Diviners. Colin Gun, Christie Logan aad Royland serve as father-
figures. All these characters contribute to Morag's realisation
about her ancestral axd creative heritages. Christie Logan ad
Royland also function as guiding spirits of Morag. Both function
as diviners in the novel.

Doubling by division takes place when characters are 0o
to be ‘complementary’ (Rogers 5). Characters with opposing
qualities are contrasted against one another, say ‘good’ ad

‘bad’ father. In The Aunt’s Story. Frank Parrott and Huntly

Clarkson are portrayed as conventional suitors wo fail to
establish a fruitful bonrd with Theodora On the other hand, the
amost silent, yet strong, bond created by Moraitis vividly
conveys the foundations of true love. Further, Theodora herself

is matched unfavourably against Fany (These two aspects have

already been elaborated in the First Chapter). In Riders in the
Chariot, characters are contrasted in terms of motherhood.
Mrs.Godbold, the epitome of ideal motherhood, is contrasted with
Mrs. Jolley and Mrs. Flack. In Voss, Laura Trevelyan is
differentiated from Belle Bonna and U Pringle. She remains a
spinster and becomes a headmistress after Voss’ death and thus
tries to wok for social welfare instead of following the roles
of wife and mother in a stereotypical fashion. Similarly, in the

final scene of A Fringe of Leaves. Ellen Roxburgh is set off
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against Miss. Scrimshaw with her longing for Promethean heights
and Mrs. Lovell wo is totally subsumed in her maternal role.
The division of characters along this axis is relatively

rare in Margaret Laurence's novels. One example which comes in

handy is the various me in Morag’s life in The Diviners. There
are noticeable differences between Brooke Skelton, Harold, Chas,
Dan MacRaith, and Jules Tonnerre. All except Jules fail her. Her
relationship with Brooke is sterile and is marked by his
authoritarianism. To Harold and Chas she is nothing but a warn
ad that too in a very physical sense. For Dan, making love is an
extension of speech, comfort and reassurance all of which he
constantly needs. On the other hand, though Jules and Morag come
together at long intervals, there is a complete giving and
understanding between the two.

The three categories mentioned above constitute the magor

types of doubling. Let us mow discuss some of the other devices

closely related to this technique.
(i) Use of masks, guises and disguises:

All these are interrelated in the sense that disguises form
the physical aspect of masking in a character. In A Fringe of
Leaves, the stripping of Ellen by the aborigines constitute in a
crude physical form the metaphorical stripping of the superficial

values of civilization. In The Twybon Affair, Eadith's trans-

formation into Eddie at the end of the novel, is portrayed in a

grotesque manner. Eddie wears mae attire whereas he still keeps

the mask of the bawd.



272

The great magenta mouh weas still flowering in a chak
face shaded with violet, the eyes overflowing mascara
banks, those of a distressed woman, professional whore,
or hopeful amateur lover (TA 428) .
Through this description, White re-emphasises the thin line which
demarcates male and femde sexuality. Another instance of the use
of disguise recurs throughout the novel. This is the repeated
versions of Eadie in Judge Twyborn’s clothes.
She [Eadie] wes dressed in a pair of check pants ad a
coat which could have belonged to my [E.'s] father.
Certainly the waistcoat of crumpled points was his,
though she hadn't been able to commander the watch-

chain... . Its mog incredible detail was that Mumy
had corked on a moustache: ... (TA 38).

Eadie's disguise not only highlights her lesbian relationship
with Joanie Golson but also serves as constant reminder of the
sexual ambiguity of her child. Alex Gray's repetitive
transformations also bring out the disguise element. Alex's
desire to dress up brings out her sensual nature as also the
constant doubt about her real identity. One such instance, in

Memors of Mawy in One, is the scene wien Alex dresses up in a

"lovely film of sari," "pale lipstick" and "black liner" WO
26) in order to go out with Patrick. While on the one hand, this
shows her desire to look her best, physically, in spite of her
advanced years, this also fixes one of her mawy identities for
she says: "I am Alex once moe€' MMO 27) . This fondness for the
best attire and jewellery is shared by Alfreda Courtney in The

vivisector and Elizabeth Hunter in The Eve of the Storm. In

Elizabeth Hunter's case, two instances in the novel serve to
emphasise this point. The first of these is the scene in Brurby
Island when Dorothy and Mrs. Hunter compete to attract Edvard

Pehl. Throughout this scene, Mrs Hunter's costume and dress are
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presented through the critical eyes of Dorothy.

she had obvi ously dressed herself for an occasi on,

in 'allong white robe of raw silk, of unbroken fall if
it had not been for a corded girdle, and faint flut-
ing)s whi ch gave her slenderness an architecture (ES
382) .

... why leave off her shoes? ..., Hizabeth Hunter
had done it to impress, if not to seduce. She was
sitting sideways at the table, sipping the wi ne she had
brought up fromthe bunker, exposing her slender, mra-
cul ously unspoilt feet frombeneath the white, rawsilk

hem (ES 385).
This desire for dressing up continues to be Ms. Hunter's passion
till the end. She orders Fl ora Manhood to nake her up in the best
manner. Thus, she adorns "rose brocade," enerald earrings, "an
emerald stomacher” and "green wi g" (ES 522) . That she is not
satisfied with all this is seen in her desire to wear the pink
sapphire ring. In a well-argued article, "The Structure of The
Eye of the Storm" David Kelly connects the ‘mask’ elenent in the

novel to the epigraph froma NO play. It is interesting to note
that the NOtradition in Japanese dranma is domnated by the use
of masks. Contrasting Ms. Hunter's mask of cosnetics and Basil's
hypocritical mask of an actor, David Kelly observes:

Ms. Hunter's mask is not a protection against the
threatened annihilation of the self. Waring it, she
seens "conscious of her own fiend": it is a way of
acceptance, which |leads her to accept that nothi ngness
whi ch Basil screens off, and to discard that nock

substance which Basil clings to (67-8).

In Margaret Laurence's fiction, Hagar (The Stone Angel)
matches Mrs. Hunter in her desire to wear the best. She al ways
chooses pure silks and suitable colours like lilac. Her good
taste is also evident in her criticismof Doris' choice |ike dark

brown sil ks. Later, when Doris cones to neet her in the hospital,
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Hagar first notices only the inappropriateness of her [Doris’])

dress.
She's wearing her gray silk suit... . How like her to
get dolled up just to visit a hospital. The bouquet on
her hat nods foolishly. She's got terrible taste in
hats, that woman. They're always |oaded with artificia
flowers. Her head |ooks like a green house full of
t uberous-root ed begonias, petals of all rosy shades,
fl esh and bl ush and bl ood (SA 278) .

Hagar di splays her interest in dresses almost till the end, for

she notices what each one wears. sShe also strikes a bond wth
Sandra Wong by sharing a dab of perfune. stacey, in The Fire-
Dwellers. al so shares these traits with Hagar. However, she soon
realises the absurdity of the whole thing on seeing the stark
contrast offered by her daughter, Katie.
In a green dress Katie MacAindra sinple and intricate
as grass is dancing by herself. Her auburn hair, |ong
and straight touches her shoulders and sways a little
when she noves. She wears no nake-up. Her bones and

flesh are thin, plain-noving, unfrenetic, know ng their
i di ons.
Stacey MacAindra, thirty-nine, hips ass and face
heavi er than once, shamrock vel vet pants, petu-
ni a- purpl e blouse, cheap gilt sandals high-
heel ed, prancing squirmng jiggling (FD117).
Anot her type of guise is the mask of the role the characters
play. An extrene adaptation of it can be seen in Rachel Cameron

(AJest of God) . She herself detects the ‘simperingtone' in her

voi ce so typical of primary school teachers. This device of mask/
gui se/ di sguise is used by both the witers to enphasi se the
essentially grotesque nature of existence.
(i1) Dreamsynbolismand fantasy el enents:

Bot h t hese devi ces serve to enphasise the inner lives of the
characters which are markedly different fromthe roles they play.

They al so focus on the gulf between the inner and outer selves of
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the characters. An excellent exanple of the use of these devices
is seen in the tel epathic comunication that exists between Voss
and Laura in Patrick Wite's Voss. Through this device, Wite
tries to bring out the strong bond betwen Laura and Voss. This
bond is nore nental and spiritual than physical. The first
i nstance occurs when Laura, at the height of her fever, tells
Voss: "You need not fear. | shall not fail you. Even if there are
times when you wish ne to, | shall not fail you" (V 358). In the
following lines, she is even aware of how dry Voss' skin is and
that his dog is licking him Barely five pages |later, Voss riding

through the hell of a desert hears the sane words which soothe

himlike an "ointment."” "‘I shall not fail you,' said Laura
Trevelyan. ‘Even if there are tines when you wish ne to, | shall
not fail you'" (V 363). Such a fantasising is perfectly

acconplished in the scene where Laura appears alternately as an
aboriginal ‘green’ woman and in an imracul ate state before Voss.
They also live nentally as husband and wife. She promses not to

| eave him They not only pray together but receive the holy

communi on of wafers (V 393).

Both these elenents operate in A Fringe of Leaves where

Ellen, after the dip at St. Hya's well, waits with hope for a
Tristan to rescue her. Al ex's account of her theatrical tour of
outback Australia shares elenents of fantasy. Even though A ex's
performances as eoptara and as Dolly Fornosa are very realisti-
cally described, there are subtle hints by Wiite and Alex to
prove ot herwi se. For instance, Alex says: "[s])ometimes | am

carried off into dreans"” (MMO 126). "I wonder who will inherit
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my m dni ght robe and sequined fan. O have | never existed for
any of thenP" (MMO 140) . The editor, Wite, tells Hlda that the
tour was a "fantasy life which we have hel ped her create for
hersel f" (MVD 143) . Hlda talks of her nother's account of the
fanmous tour: "Even if it took place only in her mnd, | hope she
wll have learnt a lesson. It should have got theatre out of her
systeni (MWD 141).

In Margaret Laurence's fiction, these devices operate in the
erotic fantasies of Rachel and Stacey. Wereas, in a Jest of God
dreans and fantasies operate to bring out Rachel's repressed

sexual instincts, in The Fire-Dwellers, they bring out Stacey's

longing for an idyllic world free of everyday chores. The opening

chapter of A Jest of God closes with sexual fantasy: "A forest.

Tonight it is a forest. Sometines it is a beach. It has to be
right away from everywhere. Qherw se she may be seen" (JG 18) .
Rachel does not see her dreamlover's features or face clearly.
She only sees his body distinctly. Immediately followng this, is
her dream of a nortuary where she sees silent people "lipsticked
and rouged, powdered whitely like clowns"” (JG 19) . These two
dreans show clearly her revolt against the tabooed topics of
Manawaka society--love and deat h.

Though escapi st |ike Rachel's, Stacey's fantasies cover a
wi der range. They include elenents of science fiction when Stacey
I magi nes the gal axy as controlled by "a scorpion-tailed flower-
faced film buff”: "He switches off the pictures which humans
al ways bel i eved were thensel ves, and the inmaginary planet known
as Earth vani shes" (RID 69) . It is wistful |longing, the type

offered in the advertisenents of Richalife, when Stacey inagines
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that,

Out there in uknom houses are people wo live without
lies, anrd wo touch each other. One day she will dis-
cover them, pierce through to them. Then everything
will be all right, and she will live in the light of

the morning FD 77) .
Science fiction is combined with erotic fantasy when she imagines
Zabyul, a planet with a very advanced technology. She imagines
herself to be transformed into a beautiful young waren wo would
meke love to a handsome "galactic pilot” (D 85). At other
times, it is a desire to lead a carefree life with her husband
Mac. Stacey imagines the place to be an island where,

There is a ladder leading up to each sleeping plateau,

and when she and Mac are safely on top, they pull up

the rope ladder after them. The children are not there.

They are in another place, gown and free, nothing to

worry about for her at this mnomat FD 221).
Other devices which bring out the technique of doubling/fragmen-
tation are the use of mirror images and of multiple narrators.
The use of flashback and flashforward techniques will be studied
in detail in the following section on Time

Both White and Laurence use mirrors and mirror images to

enable the characters to come to terms with themselves. These
devices collapse the boundaries between appearance and reality
ad fact and fiction. Doubling is also seen in devices such as
double narrators, double voices and double narratives. Elizabeth
Waterston considers Laurence's focus on the twin motif as
reflecting the Zeitgeist of the 1960s when speculation of double-
ness was rife--"an ambidexterous universe, a black-hemispheric

brain, a double helical structure of DNA, the fundamental

genetical material"” (in Colin Nicholson's Critical Approaches to
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the Fiction of Margaret Laurence 84). However, doubling in both

Wiite and Laurence can be traced in their fiction before the
1960s al so. The comon aim of the witers seens not only to
present "polarities such as radical setting of young versus old,
havenots and haves, bl ack versus white, dropouts agai nst establi -
shnment, nen versus women" (Hizabeth Waterston 89) but also to
see the divisions within the individual personality.

Many of the protagonists in Wite and Laurence look into
mirrors to get an objective perspective of thenselves. The
paradox lies in the fact that "while what they see is an accurate
subjective vision, it is often an inaccurate objective one"

(Cheryl Cooper. "Images of Cdosure in The Diviners" 93). This

comrent is very true of Laurence's novels where we can trace a
devel opnent in attitude to mrror-watching. Hagar Shipley in her
old age still sees the youthful Currie self reflected in the
mrror. "Hagar, with her indomtable will, defies the mrror"
(Cooper 93). As Cara Thomas rightly points out, "[o]nly her
[Hagar’s]) body has aged; her spirit is indomtably young, tough,
and brave" (The Manawaka Wrld of Margaret Laurence 63). Rachel

is confused about what she finds in the mrror. "Do | see ny face
fal sely? How do | know how it |ooks to anyone el se? Do | have
good bones? | can't tell. I'mno judge." After a series of con-
frontations with the mrror, Stacey, unlike Hagar, learns "to
reconcile Stacey Caneron and Stacey MacAi ndra."” Only the ol der
Morag has an enviable mrror inmage. Mrag realizes that who she
I's, depends on nore than what the mrror offers (Cooper 93-4).
Perhaps, only Mdrag achieves the self-objectivity so desired by

the others. The striking feature about mrror-watching in Wite's



279

novels is the insight that the protagonists gain about
themselves. For instance, in The Eye of the Storm. Elizabeth
Hunter catches a glimpse of her "spiritual semblance" in a mirror
on the night of her husband's death. As Maly Johnson points out
("The Eye of the Language"), wha Mrs. Hunter sees is "her
Doppelganger: aged, dishevelled, ravaged, eyes strained by
staring inward, in the direction of a horizon which still had to
be revealed” (347) . Conversaly, Ellen’'s reflection in the mirror
in A Fringe of Leaves arouses her sensua self. "Se was a first
too amazed to move, but then began to caress while uttering
little, barely audible, cries of joy and sorrow, not for her oan
snuous body, but for those whose embraces had been a shared ad
loving delight.” This scene assumes importance because she is
herself and not a wok of art of her husband or the aborigines.
In her article "A Properly Appointed Humeniam,” Veronica Brady
ams up the implications of this scene. "Here she is her o
creation, poised between the two extremes of the "raw" and the
"cooked,” nature and art, in possession of herself whethe naked
or clothed because she has taken possession of an essential
humanity” (64 .

Both White anrd Laurence use various other devices to bring
out the twin motif. For instance, White doubles or counterpoints
characters: Arthur-Waldo; Himmelfarb-Mrs.Godbold-Mary Hare-Alf
Dudbo, and Laura-VVoss. Laurence uses puns and echoes, double

plot, allusion to twins, twinned phrases axd double entendres as

in A Jest of Gad (Elizabeth Waterston critically analyses A Jest

s

of Gd in this light. See Colin Nicholson 85-91). Both the
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writers extend the two-character technique to double/multiple
plots, narratives and narrators. This aspect has attracted a lot
of critical attention. However, the important fact to be
mentioned is the advantages and disadvantages of the technique.
For instance, the double perspective in & Bird in the House helps
in juxtaposing young and old Vanessa as also the narrator and the
writer. As Kent Thompson perceptively remarks, "Vanessa sees
things but Laurence sees the significance of things” (George
Woodoodk 232) . On the negative side, the two-character technique
forces Laurence "to overuse both the eavesdropping device and the
listening-but-not-understanding device” (Leoma Gom."Laurence and
the Us= of Manay'™ 55) . Similarly the "now-then"” distinction
gives ironic vision to Hagar but also mekes it "difficult to see
the relationship beween the humour-less, self-involved Hagar of
the past and the self-mocking, witty, axd ironic Haga of the
present momat'  (Claudette Pollack. "The Paradox of The Stone
Angd" 267) . The Diviners offers the two-character technique

successfully because the older narrator Moag is reliable ad

self-aware.

Despite the disadvantages of the mirroring technique pointed
out by critics like Leona Gm and Claudette Pollack, the mgor
advantage of this technique has been examined by Veronica Brady
in her review of White's Flaws in the Glass. Se connects the

mirror image to the Lacanian mirror stage of deveopment. Brady's

agumat is acceptable in this regard:

[T]his reflection of the self can have a formative
effect something like the process of psychoanalysis,
which enables the individual to corme to terms with
feelings of powerlessness by contemplating the painful,
even shameful as well as the more pleasing possibili-
ties of the self anxd mastering them at least in imagi-

nation (106).



281

The culminating point of this almost narcissistic dive into the

self can be seen in juxtaposing not individual selves or

characters but the protagonists axd creators as in The Diviners

(Morag and Laurence) and Manars of May in Qe (Alex Gray ad

White). Such juxtapositions collapse the boundaries between fact
(autobiography) and fiction, axd the creator and created. For
example, in Memoirs, White frequently collapses the boundaries

between an editor and a writer.

Now, let us consider the advantages of using the techinque
of doubling/fragmentation. Robeat Rogers’ conclusions are useful
on this point. Wha he puts forward holds good for White ad
Laurence.

This technique stimulates defensive adaptations by the
author/reader and character alike. Roges points out that a
"character may be said, to defend against an inner drive or
conflict by projecting the unwanted ‘thing’ onto another
character [or object]" (173). The best instance of this is the
"Grest Monger Self" of Theodora Goodraen which is projected on to
the hawk, clay ducks and to all the intriguing fantasy in the
Maoe section.

This technique also affords distortion. Author and reader
alike can distort things and thus register unconsciously those
things which cannot be easily confronted in all its naked glory
(Rogers 173) . Both White and Laurence see existence as essen-
tially grotesque. The best way to reveal this is through
distortion as is seen in E. Twyborn's sexual shifts, Alex's

transformations, Rachel's sexual confrontation and Stacey’s
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mental projection of the chaos in the famlial circle onto the
social circle through fantasising of violence in media and motor
acci dent s.

As Robert Rogers rightly remarks, all these techni ques con-
tribute to establish an aesthetic di stance which has a bal anced
appeal to the reader's mnd (173), Further, the intimate becones
distorted in these "inner space fiction" (to use Doris Lessing s

phrase) through the use of doubling.

Time

In keeping with the popular trend in the fiction of this
century, both Patrick White and Margaret Laurence emphasise the
importance of time both in the fom and the content of their
novels. Time, in their novels, is not chronological but circular
thus encompassing past, present and future in one continuum. This
shifting of emphasis avay from the linearity of time constitutes
the modernity and psychological weight of their novels. Here, an
attempt is made to study time in relation to: (i) Nicholas
Berdyaev's categories of time-history, (ii) the Australian abori-
ginal concept of Dreaming (dreamtime) and (iii) Patricia Tobin's
idea of the genealogical aspect of time. In a way, all the three
categories are interrelated, for they basically point out the
various aspects of time and the simultaneous operation of time at
various levels. The commonily used techniques in both the writers
to bring out the concept of time are the use of maay as a noke
of linking the past with the present and the related techniques

of flashback and flashforward. Another technique is to begin the
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novel in roedias res, thus focussing on the present with a
hindsight of the past axd foresight of the future. Wheaess White
conforms to conventional techniques, Laurence uses innovative

techniques (as in The Fire-Dweéllers ad The Diviners) . The use of

the river image (in The Diviners) to denote the flow of time ad

life has its implications in amost all the novels of the two

writers.1

According to Nicholas Berdyaev, there are three categories
ad corresponding symbols for describing time (gtd. in John Hary
Raleigh's Time, Place axd Idea: Essays on the Novd 45) . The

first type is * Cogmic time' symbolised by a circle, which refers
to the endless recurrence of things: night following day, season
following season, the cycle of birth, growth ad decay. In short,
it is the circular character of humen axd natural experiences.
The second type is ‘Historical time’ symbolised by a horizontal
line and referring to the course of nations, civilisations,
tribes through time. Likewise, an individual has a linear as wdl
as a circular relationship to time. Tha is, the individual takes
part in the historical and coamic occurences. The third type is
‘Existential time' symbolised by a vertical line, referring to a
notion of time somewhat like Bergson's duree, only religious or
mystical in nature. This concept of existential time is actually
an extreme form of individualism, or in Berdyaev's words,
‘personalism, ' and presupposes the individual's ability to free
himsdf from either cyclic or historical time. It is interesting
to note that these three types correspond to Morris Philipson’s

categories of natural time, society-determined time and self-
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determined time (qtd. in Clara Thomas’ "The Wild Gaden and the
Mamawveka World' 402). We can also find parallels in categories
like Time spiritual, Time historical and Time psychic mentioned
by Jitendra Kumar Sharma in his analysis of T.S.Eliot's works in
his book Time and T.S.Eliot: His Poetry, Plays and Philosophy.
According to the aboriginal mythology, dreaming (Alcheringa)
denotes the mythical distant past when the cultural heroes and

totem ancestors inhabited the earth. The popular aboriginal
belief is that these spirits, which are form-changing, continue
to live in the present anrd will do in the future. Quoting A.P.
Elkin, John McLaen defines dreaming as encompassing "a past
which is recreative in the present through ritual, and ... a

future which is assured by that same ritual” (Australian Litera-

ture: An Historical Introduction ix-x). stating a similar idea in

his essay "Twyborn: The Abbess, The Bulbul, and The Bandy House,"

Maly Johnson observes:

This [aboriginal] view of the relationship between men
and nature, between men and other species, sees humani-
ty as part of nature, as bound to other parts of nature
by strong emotional ties. All share a life force which
is sacred. The individual is believed to contain the
same spiritual essence as the mythic being with which
he is'most closely identified (167).
By linking an individual to a range of mythic beings ad to the
land itself, dreaming emphasizes its "unchanging nature within
the context of seasonal fluctuation” Md.aen 146-7) as also the
fact that "the past, present anrd future ... [form] a continuing
ad uninterrupted stream" (McLaen 302). Such an attitude to
time prevents any abstract conceptualisation axd results in the

merging of objective and subjective realities.
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It is the working out of the flow of time that is of inpor-
tance in the works of both the witers. The graphic image in
Margaret Laurence is the Yoruba synbol of the continuum of time,
the three interflowng circles of the serpent swallowing its
tail. The Yoruba belief that "the dead, the living and the un-
born, literally inhabit the sane tine and sane place" (David

Richards in Critical Approaches to the Fiction of Margaret Lau-

rence 21) is echoed in the Manawaka work where "history proceeds
simul taneously along the linear, horizontal and syntagmatic pat hs
of the Western consci ousness of tinme and paradigmatically along a
vertical, African axis" (Arthur Ravenscroft "Africa in the
Canadi an | magi nati on of Margaret Laurence"” 39) . The correspondi ng
image in Patrick Wiite is the serpent eating its ow tail, ac-
cording to the Kunapipi ritual in Australian aboriginal nytholo-
gy. It is easy to see a connection between these two inmages and
the concept of the ‘uroboros.’ Woboros is the Geek equival ent

of the tail-biting snake. Qoting CG Jung, David Tacey defines
the uroboros as "the nost basic and prinordial of all archetypa

synbols... . The uroboros synbolizes the all containing (self-
fecundating, self-devouring) nature of the unconscious prior to

the advent of human consci ousness" (Patrick Wiite: Fiction and

the Unconscious 6) . In alnost all nythol ogies and al chem cal

sciences, the uroboros is identified with the prinordial dragon
and represented as the "circle-as-beginning." Contrasting the
uroboros fromthe mandala, "which signifies the * recovered’ unity
whi ch includes humanity, tine and creation," Tacey considers the

uroboros as leading "one out of tine and space into an inchoate,

eternal dreamstate" (238) .
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In an interesting study (Iime and the Novel), Patricia

Drechsel Tobin offers the metaphor of the ‘genealogical
imperative." According to her, the genealogical assumption
results out of the linking of genetical descent (one of the
oldest ideas of Wegern man) with mae chronological succession.
If events in time aare to be perceived,
as begetting other events within a line of causality
similar to the line of generations, with the prior
event earning a special prestige as it is seen to
originate, control, ad predict future events. W in
some such manna ontological priority is conferred uoon
mere temporal anteriority .... time is understood as a
linear manifestation of the genealogical destiny of
events (7).

In Tobin’s thinking, the fact that the concept of linear
time is as intimate and peculiar an aspect of Wedern civiliza-
tion as patriarchy, is no accident. "The prestige of cause over
effect, in historical time, is analogous to the prestige of the
father over the son" (12) . In literature, the ‘genealogical
imperative' can be found in the conceptualized frame of the
tempora form of the classical novd (6-7). Tobin contrasts this
with the Eastern Philosophies which consistently emphasize
"gigantic cycles of eternal recurrence" which is the reason for
"the symbolic rather than mimetic nature of Eastern literature”
(13). Thomess Man, D.H. Lawrence, William Faulkner, Viadimir
Nabaokovr and Gabriel Garcia Maguez dong with Janes Joyce are the
exponents wio broke the linearity of time in their novels.

Patrick White and Margaret Laurence easily fam part of the list.

WHet Tobin says for the rest holds good for these two writers.
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Patrilineal authority gives wey to matrilineal accommo-
dation, relations of descent to those of affiliation,
the socialized family to the biological community or

mythical alienation... . The simple 1ine, ... , of
genealogical structures, is replaced by such wild
divergencies as the dg)uble cycle, the circle and the

Moebius strip (26-7).

The symbol of the mandala in White's novels and the

interflowing continuum of time symbolised by the river which
flows both ways in Margaret Laurence bring out this idea. The
matrilineal accommodation can be seen in the re-definition of the
mother-daughter relationships axd the obvious affiliation to the
mythical/archetypal modes. Tobin cites matrilineal accommodation

as the reason for the sins committed against the family which

include adultery and incest. According to her, these sins are

portrayed in the novels, in "a spectrum of value that arches fram

the tragic recognition of disorder to its joyous celebration”

(26). The familial-social aspects wee studied in the First

Chgpter and the archetypal resonances (for example, the Demeter-

Persephone relationship) weae examined in the Fourth Chapter. The

genealogical imperative entails an emphasds on the present with

constant revisitation of the past which, according to Hden Buss,

indicates a religious novarat anvey fran a patriarchal
world-view that emphaszes cause-effect mord behaviour
based on logical rules and notions of rewards and
punishment, towards a materna world-view in which one
responds to the needs of the present nomat through a
freeing of the positive values of emotion and instinct.
In such a world-view, the past is not remembered
through recall on a cognitive level, but re-membered
through a felt participation in life's cycles (30).

The man purpose accomplished by all three categories of

time mentioned above is to establish the smultaneous presence of
time at various levels. The novels of White and Laurence share

this quality in their treatment of the past which is not only
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individual past but encompasses the past of the nation and the
ancestral/mythical past of the land. For instance, The Stone
Anael treats not only Hagar's personal past but the pioneering
past and the Scottish Presbyterian values of Caneda through Jason
Currie's past anrd the mythical past through the clan motto ad
war-cry of the Curries and finally the Old Testament Biblical

past through references to Abraham, Aga axd Jacob. A Bird in the

House treats VVanessa's past which runs parallel to the Depresson
years. It moves backward to the pioneer past of Grandfather

Covyar and touches upon the Metis past through references to the

Tonnerre family. In this respect, The Diviners is the culmination

of such a treatment. The novda scans through the Gumn axd Logan

heritages through Christie's stories, some Snapshots aad Maray-
bark Movies and the early pioneering past of the country through
Morag’s imaginary conversations with Catherine Parr Traill. It

divines the Metis heritage through Jules’ songs and finally

combines all these by bringing together the Currie plaid pin ad

Tonnare knife.

Patrick White also follows a similar mehod to suggest the

flux of time in Australian society and history in his novels.

Thus, we come across the " settlers' (‘huddlers’ in David Tacey's

terms) represented by the Bonners and Pringles in Voss and

Merivales in A Fringe of Leaves and convicts (Rose Portion ad

Judd in Voss) and aborigines (Alf Dudo in Riders in the Chariot

ad Jackie and Dugdd in Voss) . Le us mowv analyse the various
aspects of time evident in White's novels.

The Aunt’s Story combines Theodoras personal past with the
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materialist past of the society with its definite views on norns
| i ke marriage, physical appearance, behaviour, etc. through Ms.
Goodman, Fanny, Frank Parrott and Huntly d arkson. The novel also
brings in aspects of the *newworld in Theo’stravel in Arerica.
It al so goes back to the nythical Abyssinia, so well brought out
in the Meroe section. Voss traces the individual pasts through
the characters of Laura and Voss, the historical past by re-
creating the exploration of Ludwi g Leichhardt, the Gernan
explorer, the past of the settler society through the Bonners,
the out back culture through Sanderson and Boyle, the penal past
t hrough Rose and Judd and the aboriginal past through figures
l'i ke Jacki e and Dugald. The novel also traverses the distant
myt hi cal past of the aborigines through references to the
appearance of the conmet, The G eat Snake. The Biblical reference
I's invoked through Laura's teachings to Voss about the virtues of
| ove, grace and humlity. R ders in the Chariot is a confluence
of the Australian pasts of Mary Hare and Ruth Godbold, the
abori gi nal background of Alf Dubbo and the effects of the
concentration canps in Nazi Germany through Himmelfarb’s past. To
this, is added the Biblical and Jew sh Kabbalistic thought
through references to Isaiah and to the four riders as the hidden
‘zaddikim’ who do good to counteract the existing evil in the

world. In A Fringe of Leaves, the reader encounters the personal

past of Ellen through her past in Zennor farmas a peasant girl
and in Cheltenhamas Austin's wife. The historical past surfaces
in Wiite's basing of the novel on the Ms. Fraser nyth. The penal
past is brought to focus through the personal histories of

Garnet Roxburgh and Jack Chance. The aboriginal presence is
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brought out by Ellen's sojourn with them and their nythical past
Is re-created by such instances |ike the vulappi dance and the
epi sode of canni balism The Scottish nythical past is captured in
Ellen's visit to the St. Hya’s well when she firmy believes the
truth behind the Tristan and Iseult nyth. References to the
Genesis nmyth are clear in the description of the near idyllic

lives of Ellen and Jack in the forest. The Twvborn Affair offers

three different pasts through the three avatars of E. Twyborn
Eudoxia's relationship wth Angelos signifies the Byzantine past
and the Bogom | heresy. Eddie's stint as a jackeroo establishes
the Australian past. Eadith’s brothel in London and his/her fina
death before neeting Eadie, brings out vividly the reality of

war-torn England. The title, Menoirs of Many in one. itself

signifies the plurality of Alex's transformations which in turn
signifies her multicultural heritage. In the introduction of
Al ex, the novel portrays G eece during the Wrld War. |t noves on
to the Australian past in Alex's tour to the outback as an
actress.® There is also a reference to Christians of ancient
N sos in Alex's account of herself as cassiani, the nun and | over
of Onouphrios, the nonk and as Sister Benedict, who, on the Feast
of the Kippers, leads the frailest nenber of her order in the
bush. Apart frommnor transformations, Al ex also has her stint
as the Enpress Al exandra of Byzantiumand N caea at Lady Mriams
party.

By projecting the past (both distant and near), both Wite
and Laurence present the heritages offered by the past (This is

seen in their affirmative and positive attitude and treatnent of



291

the aborigines and Metis), as also the cruelties in history (the
harsh penal code, for exanple). The experiences of the past add
to the present. The enphasis on the past by the two witers is,
arguably, an attenpt to understand the present as an interplay of
various ‘pasts’ (both distant and near). To state it in Henri

Bergson’s Wor ds:

there is no consciousness w thout nenory, no continua-
tion of a state without the addition, to the present
feeling, of the nmenory of past noments (An Introduction

t o Metaphysics 40).

Further, PY going back to nythologies, both the witers try
to universalise the otherwi se personal and psychic journeys/
quests of the protagonists. For exanple, Mrag says that the
echoes of Christie's tales and Jul es' songs, go "back and back."

As David WIllianms rightly points out in his article "The Indian

Qur Ancestor,"

They [tales and songs] sound finally, in racial "neno-
ry," in the subterranean haunts of the Dream Ti ne.
Utinmately, for Laurence, the ancestors are within; if
in the blood, also in the unconsci ous as those who
never lived in "so-called real life," but who wl
always be. |f they cone dressed in history, if they
make their appearance through the particular tine and
place of the individual, they neverthel ess nake over
the present in their ow inage. Thus the Dead |ive, and
through ecstasis or intuition... (324).

However, personal and famly histories provide alternate nodes to
the historical and archaeol ogical nodels, in the works of Wite
and Laurence. What John Thieme says of Laurence's novels can be
applied wth equal validity to Wite's fiction

Myt hos of personal and famly origins provide another
obvious focus for such investigation, wth geneal ogy,
anot her di scourse of the past, providing the nodel for
this kind of search, and the tracing of individua

ancestry and the construction of famly trees assum ng
representative significance as the ancestors being
traced are located as archetypal figures in the Cana-
dian [and Australian] consciousness ("Acknow edging

Myt hs" 153) .
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QG her related techniques used by the two witers are: the
use of menory to reconstruct the past and the use of premonition
to bring in the future. In narratological terns, these devices
may be ternmed flashback and flashforward. In his book Narrative
D scourse. CGerard CGennette |abels these devices as ‘prolepsis’
and ‘analepsis.’ These two devices function by, what Leona Gom
calls, ‘associative memory.’ Thus, sonething in the present

triggers the menory of a past event in the lives of the

pr ot agoni st s.
Anot her common feature shared by Wite and Laurence is to

begin the novels in medias res. The novels open in the present

and then swi ngs back and forth. Oily in The Stone Anagel, nenories

of the past are chronological.’ Even here, as in other novels,

menory works by association. Thus, Hagar’s lilac dress rem nds

her of the lilacs which blooned in the Currie courtyard. The

rhynmes sung by children while playing remnds Rachel of her own
chil dhood. Mac's angry words remnds Stacey of her father's angry
words to her nother. Brooke's photograph published in the paper
remnds Morag of her own narried years with him The nmain device
used by Laurence to bring out the thoughts of the individual is

through interior nonol ogues. Apart from self-reflexive analysis

of their own actions and words, all the heroi nes even address

their partners silently. These are italicised in the text. Thus,

the reader encounters such phrases as "Bram, Listen--," "N ck,

listen--" and "Listen, Mac--." In The Fire-Dwellers. Laurence has

used audi o-visual techniques and fantasy elements. As Mriam

Packer succinctly sums up, in her article "The Dance of Life: The
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Fire- Dwellers,"

"Form iS intricately related to content in this novel.
The indented nenories, italicized fantasies, private
t hought s preceded by a dash, capitalized news fromthe
medi a, narrator's comrents in ordinary type, and actua
conversations in ordinary type create a page which is
visibly cluttered and untidy just as is Stacey’s life
and her inner passion..." (John Sorfleet ed. The Wrk

of Margaret Laurence 126) .

More inportant than the neat dovetailing of form and content is
the novel's unfolding of Stacey's re-discovery of her psychic

whol eness. In her illumnating article "The Fire-Dwellers:

Crcles of Fire," Sharon Nancekivell makes detail ed anal yses of
Stacey's dreans, nenories and fantasies to show how t he novel
follows the heroic quest pattern denonstrated by Joseph Canpbel

in The Hero of a Thousand Faces. Nancekivell’s concl usions are

perceptive. "The novel unfolds laterally and cyclically,
progressing forwards and backwards simultaneously through many
level s of tine and the psyche" (158). A graphic representation
of Stacey's nenories, fantasies and dreans reveals "a recurrent
pattern of peaks and valleys” (166) which indicates the
reaffirmation of "the cyclic continuumof life" (167). Quoting
Campbel I, Nanceki vel | enphasises "this idea of circles turning
within circles" which indicates "the cosmogomic cycle [which] is
normal |y represented as repeating itself, world wthout end"
(167). The identification of the circular nature of the quest is
In accordance with the earlier argunent about the circularity of

time at the beginning of this Chapter. In The Diviners. there are

a variety of devices to convey the past apart fromthe inage of
the river. They are Snapshots, Memorybank Mivi es and Innerfilms

apart from Christie's tales, Jules' songs and Mdrag's tales to
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Pi que. Laurence's preoccupation with tinme in The Dviners is seen
in the dedication "To the Elmcot people--past present and future
and for the house itself--with |ove and gratitude.” Mchel Fabre
makes interesting connections between the epigraph and the novel.
The three-fold tine reference hints at the river of now
and then; the "house" hints at the |og cabin erected by
the Coopers at MConnell's |anding; and Laurence's
“love and gratitude" parallels Morag’s final thankful-

ness for her heritage and roots ("Text, M ni-Text and
Mcro-text" 174). 8

Simlarly, alnost all the novels of White begin in the

present and then swing to the past (Eg. The Aunt's story, The Eye

of the Storm Menoirs of Many in One). The difference lies only

in the shifting of time in the novels in relation to the past and

present. In novels like The Aunt’s Story and Voss., it is a
pendul um novenent between the past and the present. There is a

“bio-dramatic" shift into the past as in Rders in the Chariot.

In A Fringe of Leaves. there is an initial backward novenent

followed by a continuous nove towards the present barring

occasi onal rem ni scences. The novenent is circular in The Eve of

the Storm and The Twyborn Affair. To sum up what has been

described in the earlier paragraph, Bergson's concept of ‘inner

duration’ cones in handy and is described as:

... the continuous life of a menory which prolongs the
past into the present, whether the present distinctly
contains the ever-growi ng inage of the past, or wheth-
er, by its continual changing of quality, it attests
rather the increasingly heavy burden dragged al ong
behi nd one the ol der one grows. Wthout that survival
of the past in the present there would be no duration
but only instantaneity (An Introduction to Metaphysics

41) .
Veronica Brady, in her article, "The Novelist and the New Worl d"

arrives at a simlar conclusion about the tinme aspect in Wite's
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novel s whi ch may be extended to Laurence's novels as wel|l.

... in his handling of tine Wite respects reality,
resisting the tenptation to soar above past, present,
and future to live instead in the continuous present,
the time dear to Romantics, in which the past is dead
and the future represented only by desire. The Ronmantic
hero lives in what Lawence Durrell has called "the
adventive nonent," the nonent of intensity which cannot
?e nFasured or dism ssed but only experienced,

179).

Thi s explains the appropriateness of the river inmage in

Laurence's The Di vi ners.

The river flowed both ways. The current noved from
north to south, but the wind usually cones from the
south, rippling the bronze, green water in the opposite
direction (D3).

... theriver, ..., seened to be flow ng, both
ways. Look ahead into the past, and back into the
future, until the silence (D 453) .

The novel opens and closes with the river inage. Wat happens in
the mddle is an explication of this statenment. Laurie Ricou

makes an interesting coment on the passage quoted above.

The past is sonmething eluding us, still sonmething to
| ook forward to, but the future, already determ ned,
seens behind us. And the silence which wll provide

resolution to the paradoxes is not only the silence of

the grave, but also the silence of unspoken |ove and

intuitive understanding ("Never Gy Wl fe" 178) .
The knowl edge and experience of the present enables Morag to re-
visit and re-assess the past, whereas Pique's future course is
directed towards a novenent in the past, that of joining her
living ancestors. Such an attitude towards tinme enables Mrag as
wel | as the other Manawaka heroines to probe the past in order to
understand the present. As Mrag rightly points out: "[a] popular

m sconception is that we can't change the past--everyone isS con-

stantly changing their own past, recalling it, revising it" (D
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60). Thus, Morag’s reconstruction of the Snapshots is more
fictive than real. Thus, the past is not a ‘given’ existing ‘out
there, ' but a psychological reality which can be revisioned or
changed. On the other hand, by an honest re-assessment of the
past, Hagar, Rachel and Stacey are able to change the course of
their present and future. Vanessa's reaction to her Grandfather
is no longer a hatred for an authoritarian figure but a
sympathetic understanding of the man behind the mask,
‘proclaiming himself in her veins.’ For instance, time plays an
important role in self-realisation in Hagar’s life. As Shirley

Crew oObserves ("‘Some truer image': A Reading of The Stone

Angd™) :

The changes put forward by Mavin and Doris do not only
threaten the immediate pattern of life but also those
apparently settled interpretations of the past... .
Driven back to her memories for comfort, she finds
that, contrary to her expectations, the existing situa-
tion has altered the past in disturbing ways by produc-
iNng unaccustomed perspectives and unwelcome truths

(38).
Thus, these novels prove true Laurence's statement in "Time and
Narrative Voice" that the "past and the future are always

present, present in both senses of the wod always monv and always

here with us" (A Place to Stand On 156). The same idea holds

good for White's novels. The honest self-reflexivity of almost
all the characters enable them to come to terms with the present.

At this juncture, it mey be helpful to examine the flashback
and flashforward techniques which are used by these writers to

bring out the flowing continuum of time. The Fire-Dwellers offers

a special insight in this regard. Stacey realises that she stands
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“inrelationto ... life both as child and as parent, never quite
finished with the old battles, never able to arbitrate properly
the new, able to |l ook both ways, ... " (FD40). The tinme epan in
the novel includes Stacey's past as a young girl in Manawaka, her
present as a parent which is simlar to the past of her parents
and Katie's present which corresponds to Stacey’s past. Thus, her

nmenories are constant conparisons between herself, her nother and

her daughter.

FI ashback techniques in Wite' s novels, include various
i nstances of the protagonists' nenories of the past. Certain
i nstances, however, may be singled out for analysis. In The Eye

of the Storm, apart from associative nmenories, there are
is Elizabeth Hunter's

conscious recallings of the past. One
rem nder to Dorothy about their stay at Brunmby Island and their

neeting with pehl.

‘What was that nman's nane, dear?

‘Which nan, Mot her?'
‘You know--the Norwegian--when sonebody invited us to

an island" (ES 336) .
Dorothy only renenbers hating her nother's treachery in conpeting
with herself for the attention of Pehl. However, to Eizabeth it
Is a re-living of a great experience as also a penitence for her
past behavi our. Another instance when Ms. Hunter forcibly
recalls the past is during the last nonents of her l|ife when she
tries to experience once again her illumnation during the ‘eye’

of the storm (532). Mchael Cotter's observation in "The Function

of Imagery in Patrick Wite's Novel s" is perceptive:



298

The storm is central to the novel's narrative and
symbolic structures. The main character's past, present
and future experiences are gathered within it into a
single moment, so that the storm episode becomes a
microcosmic enactment of the whoe novel. By an inter-
change between the detailed events in the storm episode
and the developments of Elizabeth Hunter's inner pro-
gression. .. . White conveys mog powerfully wha it is
to understand the condition to which she aspires, both
a the momat and mare permanently (Ron Shepherd ad K.
Singh 23).

In The Twwbon Affair., White uses the theatrical technique

of entries and exits to mak off the past anrd the present. Joanie
Golson's intrusions into E.’s life at strategic points signify a
forced mamaoy of the past. In the first section of the book,
Eudoxia is forced to leave the place for fear of exposing her
identity. In her o words, " ... just when |I'd begun to order my
life, perhaps even make it into something believable, this
emissary comes to gmnash it to pieces" (TA 22). Similarly,
Eddie's exit from the Lushington household is preceded by the
visit of the Golsons. In the final section, again, Eadith Trist's
life is somewha disturbed by the arrival of Joanie Golson in the
scene. However, this time the exit is marked by a renewed
relationship with her/his mother. Another feature of Joanie's
entry is the constant reminder of Eadie's tragedy which refers to
Eddie's disappearance on the eve of his engagement. Joanie's
appearance also reminds E. of Eadie's disguise in Judge Twyborn's
clothes which, in turn, emphasises the lesbian relationship
between Eadie and Joanie.

There is a twoway nmovarat in the use of the flashback and
flashforward techniques. Qe is a journey from the present to the
past, while the other is a linear journey from the past to the

present and the future. Quoting Miller, Patricia Tobin describes
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these journeys as "a circle of time" and sees them as the
doubling back of two linear journeys: "the setting out at the
begi nni ng, when nothing is known (prospective experience), and
the analysis at the end of the journey, when everything is known
(retrospective eval uation)" (24).

Prenmonition of events to cone is one of the commonly used
flashforward techniques in the works of the two witers. However,
the future is accommodated in other ways as well. The presence of
children towards the end of the novels is one exanple of this.

Thus, in White's novels, Ray Jr. in The Tree of Man conti nues

Stan Parker's quest, Mrcy in Voss acts as the future referent to

Laura's life, the Godbold children in Riders in the Chariot and
the Lovell children enable Ellen's easy transit from nature to

culture in A Fringe of Leaves. |In Laurence's novels, Hagar's

self-realisation is affirmed by her sharing of confidences with

young Sandra Wng in The Stone Angel. Rachel refers to her nother

as "the elderly chiia" at the end of A Jest of God. Duncan's

new y found confidence with lan and Mac in the beach scene, Jen's
first words, Katie's sharing of responsibility with Stacey--all
these events greatly help Stacey's self-awareness. |In The
Dviners, Pique's journey parallels and explicates Mrag s own
guest. Laurence seens to enphasise the need to learn fromthe
experiences of the children. Thus, Mrag wonders at the openness
and flexibility that exists in Pique's relationship with nen.
Further, Pique's journey noves back towards the heritage offered
by her ancestors whereas Morag's journey, earlier in the novel,

takes her away from her roots.
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Anot her aspect to be noted in the presence of children is
the category of ‘spirit children.’ Wiile alnost all the children
fit into this category, the divine fools (discussed in the

earlier Chapter) and the mysterious child who appears and dis-

appears soon after the Wllunya flood in The Tree of Mn and
Margaret Quong in Happy Valley serve as fine exanples. Pique is
the spirit child in Laurence's canon. In his article, "‘Leave the
dead sonme roomto dance!' Margaret Laurence and Africa," David
Richards draws an interesting connection between Pique and the
abiku figure, the child spirit in Yoruba nythol ogy. Richards
describes Pique as "a living mracle, a point of intersection
between this world and the other, the present and past" (23).
According to the Yoruba belief, the world of unborn is older to
the world of the living. R chard sees Pique as the converging
point of the Indians, Metis, Hghlanders and English in the novel
(23).

Let us now consider the flashforward technique in the works
of Patrick White. This is done by way of a prenonition of the
future. This technique is not evident in Laurence's works. 1In
Wiite, these prenonitions are nade in the past of the novel's
time-history. Thus, what is foreseen as the future is actually

perceived by the reader in the present. In The Aunt's Story., for

i nstance, George CGoodman, The Man Who Was G ven H s D nner and
M ss. spofforth have insights into Theodora's true self. George
Goodrman says that Theodora ‘has great understandi ng' (AS 31) .
The Man Who Was G ven His Dinner and M ss. Spofforth are
propheti c about Theodora's future. Wat the readers encounter in

the present tinme of the novel is, in fact, an explication of



301

t hese st atenents.

Similarly, Ellen's prenonition of the evil to come, in A

fringe of Leaves, explains the noral stands she has to take in

future regarding her seduction by Garnet, and her cannibalism
Anot her related technique used by Wite is the prol ogue-like
openi ng chapter. The opening pages of Wite's novels assune
inportance in that they provide hints about the future course of

the novel. Consider the opening chapter of A Fringe of Leaves;

Ms. Merivale and M ss. Scrinshaw rightly predict that Ms.
Roxbur gh has been denied of a deeper experience in life and for
real i si ng whi ch she woul d undergo trenendous amount of suffering.
As the Merivales return hone, they neet Delaney who tells them
about a canni bal episode which subtly hints Ellen's cannibalism
later in the novel. Further, there are repeated references to the
beautiful fringe of BHlen's shaw which synbolically foresees her
dress of a fringe of |eaves which, in turn, points to the thin
veneer that separates nature and culture. Simlarly, the opening
pages of Voss are significant and are full of hints to the future
course of events.

The flashback and flashforward techni ques reveal the Janus-
faced view gained by the protagonists in relation to tinme. Wile
historical -time is circular in that it repeats itself and
individual tine is linear, a conbination of the two gives a
spiral nmovenent to the quest.!® Quoting Peter Brooks’ Reading
for the Plot. Gayle Greene sees the fundanental notive of
narratives as: "the recovery of the past, transformation of the

present, and transm ssion of inheritable wisdomto the future"
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("Margaret Laurence's The Diviners: The Uses of the Past" 181) .

The protagoni sts do not merely experience repetitions of past

events but,
[t]he circular movement of the novel[s] suggests a

fruitful intertwining of ends and begi nnings, a sense
of life like that synbolised by the Quroboros, the

serpent swallowing its tail, figure for ‘thecontinuity
of life’ and ‘continual return, within a cyclic pat-
tern' (200).

Furthernore, alnost all the novels share the structure "in which

time present alternates with tinme past until, in the final

section, the past catches up with and becones the present”

(Gayle G eene 181). Identifying a simlar structure in Wite's

novel s, Peter Beatson ternms "anticipation, experience and

contenpl ation” as the three stages of "inner, psychol ogical tine"

(The Eve in the Mandal a 66).
we can consider A Bird in the House in sone detail

Per haps,
in the light of the above-nentioned structure. The shifting of

generic boundaries (short stories, fiction, autobiography,

history etc.) reveals above all "the strangeness and nystery of

the very concepts of past, present and future" ( Mar gar et

Laurence in "Tine and Narrative Voice"). Stating that the stories

are formally and tenporally related, Sherill Gace observes that

"the stories forma circle, within the mnd of the narrator, that

I's enbodi ed in the opening and cl osi ng words of the book. . . The
present tense of the opening sentence underscores the point of
the entire book--one never nerely drives away. The past lives on

The

in the present as we re-create it" ("Qossing Jordan" 333).
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entire collection bears evidence to this fact by depicting the
memory of a past momat, its connection with other events ad its
explanation offered by hindsight.

The discussion of time in the preceding sections has may
implications in the novels of the two writers. The implications
are not merely the use of various devices but wha they address
within the texts and outside them. Margaret Laurence states
openly that in her writings she attempts "to assimilate the past,
partly in order to be freed from it, partly in order to try to
understand [her]self and perhaps others of [her] generation,
through seeing where [they] had acore from' (George Woodoodk ed.

A Place to Stand On 15) . In another essay in the same volume,

Laurence explains the use of time in her novels.

In any wak of fiction, the goan of time present in the
story is not only as long as the time-span of every
character's life aad manay; it also represents every-
thing acquired and passed on in a kind of memory-
heritage from one generation to another. The time which
is present in any story, therefore, mugst by implication
atleast--include, not only the totality of the charac-
ters’ lives but also the inherited time of perhaps two
or even three past generations, in terms of parents'
and grandparents' recollections, and the nmucth mud
longer past which has become legend, the past of a
collective cultural memory... . It is the character wo
chooses which parts of the personal past, the family
past and the ancestral past have to be revealed in
order for the present to be realized and the future to
happen... . The past ad the future are both aways
present, present in both senses of the word, dways row
and adways here with us (George Woodoodk 155-6).

Laurence's statement vividly sums up the preoccupations
underlying White's novels also. The statement further echoes
Heidegger's philosophical speculations which see time "not [as] a
string of meaningless points to which significance is attri-

buted .... time is not something ... neutral and general.”
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the notion of time as an interflow ng conti nuum of past,
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Vsl ey A Kort enphasises

present

and future.

Future tine, the tine of anticipation and possibility,
and past tinme, the tine of conditions and nenories,
have to do with present time because things future,
while not yet existing, can be matters of concern in
the present, and things past, while no | onger existing,
concern nme as well in the present... . The past both
yields to the present and conceals itself fromit, and
the future both withholds fromthe present and grants
sonething to it... . In other words, present tine
provi des us a sense of the unity of our tenporality....
That unity is a kind of fourth dinmension of tine

(Modern Fiction and Human Tinme 161-2).

The discussion in preceding pages also reveals the

I nportance of tinme (whether past, present or future) in the self-

realisation of the protagonists. Here again, Heidegger's ideas

cone in handy. Quoting Heidegger, VWsley Kort states:

Rai sing the question of tenporality neans facing the
I nconpl et eness and uncertainty of one's own existence,
and it locates the neaning of that existence in sone-
thing yet outstanding in and for one's life. Raising
the question of tenporality to the |evel of conscious-
ness is, consequently, a difficult act for any person,
but it is that person's defining and individua- ting

act (157).

Commenting on the awareness of the sense of tinme, Wsley Kort

sees the plots which reveal psychol ogical or personal tine as

melodic.

Since nelodic plots find their nmost congenial associa-
tions in the developing internal life of an individua

person or group, netaphors and seatings of a psychol og-
ical or internal nature are nobst congenial to it.
Movenment is caused neither by attraction to nor con-
flict wth sonething outside the individual, ...., but
Py an actualization of internal potentials. The process
Oiginates fromwithin, and its eqy grants identity to
the individual (Vésley Kort 19). 1
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Concl usi on
The preceding sections attenpted to study in detail concepts

such as ‘doubling’ and ‘time’ through a study of the related
techni ques which are used to exemplify these concepts.
Col l ectively, all these techniques help in reinforcing the
central thenes of the novels. (ne reason for the choice of these
two concepts and related techniques is to find a critical path
unfrequented by others. Mre inmportantly, these bring out the
neat dovetailing of formand content in the works of Wite and
Laurence. As Harry Heseltine rightly puts it, "white’s style
is .... in fact a direct function of his deepest response to
l[ife" ("Patrick Wiite's Style" 61). Arguing that Wiite's style is
nore enotional and less logical, Heseltine concludes by saying
that "every elenment of White's style works to explode and
elucidate his thenes" (74) . Wite has openly accepted the role
played by intuition in his novels. Laurence echoes this idea when

she describes formas a ‘vehicle’ of communication in a novel.

Form in witing, concerns ne .... as a nmeans of con-
veying the characters and their particular
dilenmas ... . [It] is the kind of vehicle or vessel

capabl e of risking that peculiar voyage of exploration
whi ch constitutes the novel ("Gadgetry or Growi ng: Form
and Voice in the Novel” in AP ace to stand On 157).

Thus, the two witers are not innovators of particul ar techni ques
but use suitable variations of available techniques in their
fiction to explore the predomnant thene of self-realisation in

its spiritual and psychol ogi cal aspects.



Converging Standpoints and Differ ences-

Conclusion

... art is mutuality. The artist is both feminine ad
masculine, the mde artist is fashioned internally,
seized internally, by the waorman of all ages ad
climates that he creates or attacks, strips or
sustains, renders violent or INMMos iNto sensuous
beauty, ... . The sare is true of the waen wo .
assembles into characters in fiction and poetry
invisible ad visible arrows pointed at her innermost
guilts, innermost longings ad desires, innermost fears

of eternity.
(Wilson Harris. "The Ques for Fam)
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In the preceding Chapters, 1 discussed in detail the quests
for self-realisation undertaken by the female protagonists in the
fiction of Patrick White and Margaret Laurence. Though compari-
sons and contrasts were made at each point in the study, an
overview of them a this stage ney clarify the acaormon ideas
underlying the works of the two writers even though they are
presented differently.

The three mgor obstacles that the protagonists encounter in
their quests are: (i) restrictions posed by family, (ii) bY
society in general and (iii) by institutionalised religion. The
breaking of nooms and the movarait anvey from these restrictions
foomed the basis for discussion in Chapters One Two and Three
respectively. In successfully resisting the conventions, the
protagonists are true to themselves. This quality distinguishes
them from other wamen wio are subsumed in their familial ad
social roles. The urge to know the ‘real’ self sets the
protagonists in the path of self-realisation. The quest has both
spiritual and psychological implications and these aspects were
examined in depth in Chapters Three and Four. The quest also
strengthens the sense of their om identities. It also
distinguishes them from other people with no sense of self. White
terms this polarity the Living and the Dead (incidentally, the
title of his second novel). Both White anrd Laurence portray the
contrast and conflict between the two categories which has mord
ad psychological repurcussions. Thus, the questing waran in both

the writers are spiritually axd psychologically superior, though
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they are far from successful in the social sphere. Their
acceptance of society results from their acceptance of the
spiritual and psychological aspects of the self.

The fiction of both White and Laurence is marked by a neat
dovetailing of themes axd techniques. In the Fifth Chapter, |
discussed the concepts of "doubling® and "time" which highlight
the themes discussed in the other chapters, from the point of
view of writing techniques. While "doubling” is a psychological
concept which can be related to the idea of true/false selves,
the concept of circular time highlights the entire process of
self-realisation. Bah the writers consistently dow the relative
nature of time and also of space. BY projecting time from the
present to the near historical past/ to the distant mythical/
archetypal past, axd by meking "real” the inner axd psychological
time, both the writers attempt to portray time as a continuum ad
break temporal restraints. Similarly, by offering an entire range
of perspectives ranging fram the mythical/archetypa to national,
regional and individual, the two writers diminish the
distinctions of spatial reality. Explaining these ideas, Sri
Chandrasekharendra Saraswati, in his book The Vedas, concludes
that at the point of self-realisation, there is fresdom fram "the
play of time and space” (102).

Almost all the ideas that wae examined in the preceding
chapters clearly reveal the premises that the two writers share.
Tre individuality of the two writers accounts for the differences
arising out of a anmmo base. Through this, the essential
androgyny of the creative mind mey be established and it can be

sen to transcend all barriers of sex, nation and culture.
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Further, Py view ng one against the other, a nulticultural
approach is available to the readers and witers alike.

The underlying simlarities between the witers can be found
in the follow ng aspects: (i) the existential-humani st position
occupied by the two witers, (ii) their deconstruction of social
reality, (iii) the enphasis they place on psychic reality and
(iv) the femnine node of witing adopted by the two witers
which offers scope for subversion. These aspects also help in an
easy assessnent of the individuality of the two witers arising
out of the differences in their fictional nethods of expression.
In sharing certain preoccupations, the two witers coll apse
differences in tinme, space and cul ture.

Let us now consider the existential-hunani st aspect in sone
detail. In Chapter Three, an attenpt is nmade to study the
presence of certain characteristics of Existentialism (freedom
choice and responsibility) in the works of Wiite and Laurence.
However, the nihilism associated with this philosophical system
of thought is not found in the two witers. Further, despite
their netaphysical insistence on self-growh, both of them are
humani sts. They may be terned humanists in their affirmative
stance regarding the essential dignity of human beings within a
conplex reality. Though White and Laurence stress on the
"individuality" of each person, they arrive at it through
different means. Let us discuss this aspect in sonme detail.

Wiite's works enbrace two nodes of thinking. As Kirpal Singh
rightly points out, Wite conbines the classical Geek position

and "the existential exigency," (in Ron Shepherd and Kirpal Singh
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ed. Patrick White: A Oitical symposium 120-1). While accepting

the existential questioning of ethics and nmorality, Wite

discredits the state of futility and meani ngl essness that

characterise Existentialism Wite's working out of this thought

Is expressed in his belief, and as Kirpal Singh puts it, "not

that the universe is neaningless because there is no God to
sanction it, but that man is neaningless until he can transcend

his geonetric coordi nates and behold the nystery of the universe"

(PatrickWhite: A Critical Synposium 121) . All the ideas

menti oned above may be applied with equal validity to Laurence
also. Wiite's works may be read in tw different ways. One, is to
see the duality of the classical and existential elenents in his
t hi nki ng which set up a conflict of other oppositions as well.
The other is to see the shift to the existential position from

The Eye of the Stormonwards. An early adherence to this position

may be found in The Aunt's Story as well as his two earlier

novels. The fiction fromVoss to Vivisector is not divorced from

this aspect, but in them Wite conbines the existential wth
nmet aphysi cal, nystical and religious frameworks. Failure to take
note of the conbination of the two trends results in critical
attacks like the one nade by Leonie Kramer about the validity of

Ms. Godbold' s self-realisation in Riders in the chariot.

Further, the equal insistence on the two aspects results in
Wite's portrayal of ordinary people capable of experiencing the
transcendental aspects of life. This accounts for the gaining of

vision hy flawed individuals fromThe Eye of the Storm onwards.

Unli ke White who maintains two different positions, Laurence

maintains the existential-humanist position in all her works. In
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her fiction, it has psychol ogi cal and social implications, taking
into account both the individual and the society. This has
several ramifications in her novels. Firstly, Laurence is
constantly trying to bal ance the amount of freedom one wants,
with what one can get in society. In her interview w th Bernice
Lever, Laurence states that in a social process and in the
I nteracti on between individual and society, "there's so much
circunstance or fate. There are always things trying to limt
your freedomor limt your chances to survival" (12). Secondly,
the quest for identity in Laurence's novels is "the archetypa

quest for identity" shared by many English-Canadian works. This
trait also offers conparison between Laurence and witers |ike
Chi nua Achebe, Wole Soyinka, Edward Brathwaite, Derek Wl cott and

Ceorge Lamming all of whom are commtted to a strong "sense of

mission." As Clara Thonmas observes, these witers attenpt "to

explore and illumnate the past of their peoples in order to
bring a sense of dignity and continuity to the lives of nen and

wonen in the present” (The Manawaka Wrld of Margaret Laurence

189) . Finally, Laurence carries this search for identity to a
|arger frame to enbrace a nation's search for identity, the post-
colonial search and on to the archetypal quest. To cite an
exanpl e, Kenneth Janes Hughes in his article "Politics and A Jest
of God" shows how Rachel's character cag be read as "individual

as woman, and as the synbolic representation, the "type" of
Canada in a process of transformation. Readers in other countries
wll readily see how Rachel enbodies different aspects of their

own post-col oni al experience" (46-7) . The sanme may be said of



312

Hagar wio in the end becomes "everybody'’s grandmother” crossing
boundaries of age, race, culture and nation. Thus, the underlying
guest of the protagonists is an attempt to accept the past, and
understand the present in order to shape the future. Arguably,
this expanding movement from the individual outwards to embrace
humanity at large, accounts for Laurence's creation of universal
concerns within the space of an individual, regional,
specifically Canadian identity.

Another concern which the two writers share is their
attempts to deconstruct social reality. In Chapters One and Two,
an attempt is made to examine the process of deconstruction of
social reality by the protagonists seen in their questioning and
rejection of accepted familial, social and religious norms. The
deconstruction of male-dominated social conventions of marriage
and chastity for women is accomplished through the creation of
spinsters like Laura, Theodora, May Hare and Rachel and
adulterous relationships maintained by married women like
Elizabeth Hunter, Ellen Roxburgh, Alex Gray, Stacey and Morag.
White further questions the validity of heterosexual norms
regarding sex. This accounts for the presence of transvestites,
homosexuals and lesbians in his novels. In Lord Gravenor’s remark
to Eadith in The Twyborn Affair, that "[m]en and wamen are not

the sole members of the huren hierarchy” (426), White questions

man-made and socially determined attitudes and standards
regarding sex and gender. WHhite's constant striving for an
androgynous state is evident in his use of the image of Tiresias.

The attacks by the writers on religion is not an attempt at

creating a Nietzschean world where ‘God is dead,’ but a world of
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a mysteriously silent Gad whose voice is subsumed by empty
rituals and customs. While White allows his characters to choose
between various religious thoughts, Laurence seems to woak within
a range of reactions to Scottish Presbyterianism. Despite
adopting different ways of projecting the resistence to
conventional religion, both White and Laurence ssamnm to share a
amm view regarding the difference between religiosity axd
spirituality, in their exploration of ways of worship different
from what the orthodox churches offer and in finally seeing
conventional religion as another binding, restrictive factor for

women Thus, in Riders in the Chariot, May Hae wo is moe a

nature mystic and wio has no use for the Epistles or the Church
of England services, is a positive character capable of self-
realisation, while Mrs. Jolley and Mrs. Flack wo attend Church
services regularly, are in fact evil.

However, White and Laurence differ in a mgor way in their
attempts to deconstruct social reality. White consistently
demythologises the popular Australian myths by describing them as
contributing to "The Great Australian Emptiness’ through his
characters (week fathers vs mateship, strong waran against the
patient waran waiting a hore while man spend their lives outside

in glorious feats). White's fiction mey be seen to nove beyond

the oppositions discussed by GA. Wilkes in his book, The Stock-

vard and the Croquet Lawvn The two stereotypes in the title set

up "the antithesis of the genteel ad robust, the refined axd the
crude, the old world and the new" (4). White condemns the

middle-class Australian philistinism which lays emphasis on "nmen
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coping with the rigours of existence" where

of steel,
"intellectual pursuits are unmasculine" (Wilkes 144). This,
perhaps, is the reason for White being tarmed an "un-Australian®

writer. Furthermore, his satirical portrait of the typical

Australian suburb, Sarsaparilla ard critical portrayal of

conforming individuals only support this criticism. Howeve, the

breaking of norms is not so nmuch an attempt to question and
redeem the society that is depicted (though this nmey be the
implicit am of White), but to project the psychic/spiritual

reality of the individuals which is in opposition to the existing

social reality.
Like White, Laurence is highly critical of the superficial

bourgeois norms of the Manawaka society. In presenting accurately

the changes taking place, even while presenting the familiar
landmarks, Laurence makes Mawmwseka a living community. She
shares this trait with writers like R.K. Narayan, William
Faulkner, Stephen Leacock, Robeaetson Davies aad Alice Muwo. In
creating a dynamic town, Laurence emphasdses the role of place as
an identity marker. Although Laurence subverts the norms of

Mananvaka, she seems to rely more on the need to adapt and re-

appropriate existing norms. A very good example of this is her
treatment of the Metis in her Maenda novels. Hagar convincingly

echoes the popular view of the Mawawnaka society about the

Tonnerres Wo live on "the wrog side of the tracks"™ of the town.

For Rachel, it is the town's distinction between natives,

settlers and immigrants that explains the difference between her

ad Nick. For Stacey and Vanessa, there are brief momaits of
questioning of noms in their relationships with val and Piquette
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respectively. In the Morag-Jules-Pique relationship, there is a
culmination of the need for unity axd communication between the
settlers and the natives. WM begins as the difference in the
use of language between Hagar and John, Bram and L azarus
Tonnerre, ends in Morag accepting the songs and tales as
heritage. Through the tales and songs, Laurence creates an
identity specifically Canadian axd regional. Yet, it is not
narrow parochialism, for the attempt here is to project something
that is amm axd necessary to humanity at large. While White
emphasises the need to acknowledge the aborigines and presents
them as spiritually superior, there is no portrayal of the
integration of theam within his social scheme

The use of myths ney also be seen as an attempt to discover
things mythical/archetypal axd to enhance the presentation of the
individual. This leads us to the question of psychic reality, for
the archetypal is but a collective manifestation of the
unconscious psyche in Jungian terms. The psychological implica-
tions of the guests are examined in Chgpter Four.

The first step in the quest for a psychic reality involves a
movaerat anvay from society, which results in alienation. The
positive aspect of alienation is the objectivity it gives the
artists and their characters, to view the societies they condenn.
As Jack Lindsay points out in his article "The Alienated
Australian Intellectual,” alienation in this context is to be
understood "in the smple sense that they feel quite outside the
thing they describe; they are cut-off ad view the idiot scene

from the other side of the asylum-wall" (49). Howeve, this
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objectivity results in quite different things in the works of the
two witers. In Laurence, because of a strong sense of place,
myths and heritage, the objectivity heightens the effect of self-
realisation by placing the individuals within a larger national/
mythical/archetypal framework. |t enables Laurence to cross the
barriers of narrow parochi alismand nationalism--for she uses the
very same barriers to shape a new reality fromold. However, the
case is quite different in White. Since, the |ocale and
characters are not imrediately recogni sabl e as Australian by nost

peopl e, the novels seemto project a matrix which is purely a
| andscape of the mnd, sometines conbined with a nystical aura.

Wiite also attenpts a psychol ogical realismdifferent from narrow
nationalismor social realism Further, Wite' s alienation |ands
himin what Kirpal Singh calls "an interesting paradox" (119) .

Wiile Wiite's novels transfornmed Australian literature from being
the offspring of dreary journalism they have not represented the
Austral i an character in toto. The way out of the paradox may be
effected by considering Wite's vision within a larger franework
of the psycho-spiritual quest of humanity at |arge.

Leavi ng aside the debate about the Australianness or
Canadi anness of the witers and the nuch debated question of
regionality versus universality, the enphasis placed on the
psyche by the two witers has sone interesting inplications to
the mode of writing evident in their works. Many of the
techni ques used by the witers bring out vividly their ideas on
self-realisation. Two such techniques are examned in Chapter
Five. It is interesting to note that the concept of doubling

projects the distinction nade by the witers between inner/outer
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realities, true/false selves, which ney be extended to embrace
oppositions such as male/female, self/society, spirit/matter,
mind/body etc. Likewise, the search for identity mey be equated
to, wha S.H.Vatsyayan terms, as 'the search for lost time" (A

Sense of Time 33). The search for time can be traced in the

reliance on mamy by admost all the protagonists. The narrative
techniques used are the flashback ad flashforward modes If the
search is extended to that of selfhood (devoid of usually
available identity markers like family axd society) , then the

time-scale is universal, involving collective manay which is
archetypal in the Jungian sense. Thus, the search noves outward
towards social/national markers and correspondingly inward
towards personal and collective unconscious which are
repositories of myths

Nearly all the techniques used by the two writers tend
towards one destination, i.e., the feminine node of writing.
Though both the writers are not radically feminist in their
concerns, their writing is ‘feminine’ in the sense in which
Hdene Cixous uses the term. Before discussing the feminine nmodeg
it is important to clarify the fact that feminine is not eqguated
to warmen and masculine to men. This clarification is important
because we are dealing with writers of two different sexes
employing similar modes of writing. The first aspect of this noce
can be traced to the use of subversion by the writers which wes
discussed earlier. Both the writers use, wha Veronica Brady

calls "the mode of introversion and passivity, the mode of

Narcissus and of Orpheus, exploring the world by means of the
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self" (in Wo is She? 178). These elements correspond with the

elements Freud identified with the feminine--"narcissism,

passivity ad masochism" (Brady 186). The narcissistic eements
mey be traced in the quests of the protagonists in search of
themselves and this is reflected in the narratives through the
use of mirror images (discussed in Chapter Five). The passivity
of the questers is revealed in their acceptance of the cosmic,
suprapersonal and things beyod intellectual grasp. For Elizabeth
Hunter, the "gift" of grace is given notwithstanding her may

weaknesses. For Morag, it is not her reason which provides

solutions to the riddles of life and art, but her intuitive

understanding of the flight of the blue heron and Royland's

acceptance of his loss of magicad poweaes. The masochistic dement
nmey be traced to the pervasiveness of suffering in the fiction of
White and Laurence. The realisation of one's sins and guilts ad
atoning for them parallels the confrontation of one's dhedow in
Jungian psychoanalytic terms. It also refers to the acceptance of

one's body, one's frailties and omissions. Both White and

Laurence emphasise the need for a state of "silence, simplicity

and humility” combined with intuitive powers. The feminine node

nmey also be found in the use of circular time which proceeds

infinitely and in the reliance on myths, dreeams axd archetypes.
So far, we discussed the frames which provide structures for
the fiction of the two writers, viz., their existentialist-
humanist position, their deconstruction of social reality, their
emphasis on psychic reality ad their use of the feminine node of
writing. Such anrmon foundations lead to certain conclusions:

the androgynous nature of the creative mind and the multicultural
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perspectives available to writers and readers alike. While
androgyny enables writers to cross the barriers impossd by s=ex
and gender, the multicultural method enables the readers to
inscribe ideas characteristic of a culture into texts of other
cultures. In this thesis, the Vedantic ideas accessible to the
Indian readers were inscribed into Australian aadd Canaedian texts.
Further, the use of the multicultural method offers scope to
transcend confines impossd on the readers and writers by nation,
sex, culture or age. Caomined with the interdisciplinary mode
this method paves a way for the devdopment of post-colonial
criticism avay fran merdy thematic studies. Suxdh studies weae
essential to start the process of reading post-colonial texts.
However, the formulation of rawv modds of post-colonial critical

theories is aided by experimentation such as the present study.



Not es
Chapter |

1 0n her article "The Hat chi ng Process: The Female’s
Struggle for ldentity in Four Novels by Patrick Wiite," Phyllis
Fahri e Edel son makes an apt conpari son between the struggle for
identity of "females in nmal e-dom nated societies" to "the psycho-
logical birth of the human infant" described by the psychiatri st
Mar garet Mahler (229). Like the human infant, wonen in society
nove from"a period of differentiation, condemned as rebellion by

their social group"” to "a period of practising independence, in

sone way separate fromtheir social mlieu." Finally, if success-

ful, this leads "to a consolidation of self and re-entry into the
social order on their own terns" (230). A parallel novenent can
be easily established in the identity quests of women in Wite
and Laurence. The breaking of social norns or codes of conduct is
not merely a rebellion but a way by which these wonen realise

their "self-worth" and "individuality" as will be shown in the

rest of the chapter.

2 |'n her article, Constance Rooke makes a sim|l ar

observati on:

He [Jason] is proud ... of her intelligence, but w shes
it had been granted to his sons instead. So Hagar is
cour ageous, proud, brainy--everything that her father
admres; and she is also female, so that these virtues
are perceived as useless ("A Femnist Reading of ‘The

Stone Angel ' " 28).
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3 Coral Ann Howel |'s makes a related argunent to show how
Laurence's wonmen express their deepest desires and resistances

t hrough "fantasies, daydreans and ni ghtmares"” or "the subtexts of

| nner - space di scourses. "

Fenal e voi ces speak out of domestic spheres and nurtur-
ing roles, never openly dissenting fromthem any nore
than their nothers had done, and indeed in their own
lives confirmng traditional cultural patterns ("Veav-
ing Fabrications"” in Colin N cholson ed. Critical
Appr oaches to the Fiction of Margaret Laurence 94-5).

The internalisation of their parents' values by Hagar, Stacey,
Vanessa and Mdrag confirns this aspect. Howells’ statenent also

proves ny argunent about the subtle deviations from social norns

of the Laurentian protagonists.
Chapter 11

In her book Patrick White’s Fiction: The Paradox of

Fortunate Failure (1986), Caolyn Bliss lists the crucial

functions served by the coda-like last chapter of the novel.
These functions include: (i) the portrayal of Laura as "the
inheritor of Voss experience" (79), (ii) identifying Mercy,
Topp and Pringle as Laura's heirs and (iii) wha Bliss calls "a
parting view of Laura and a chance to gauge how far back into
life she has ventured' (80). Bliss cites Lauras determination
to stay at Belle's party and her rummaging for lozenges at the
ad of the novel as instances to dow Lauras failure to sustan
the state of grace. Disagreeing with Carolyn Bliss, | would

argue that these very instances dow Lauras successful re-entry

iNnto society.



2 This instance is of interest in may ways. It iIs a
childish view of love. Bu that the child is perceptive is seen
in Vanessa linking the picture of the barbaric quean "keening her
unrequited love" to her Aunt Eda wWo dismisses Jnmmy Lorimer’s
proposal. Vanessa understands the total mignach of her menta

picture of love and the reality she faces in seeing Aunt Edma

crying in the night, for she dismisses Jnmy Lorimer only because
the alliance would displease Grandfather Connor. Clara Thomes

makes a perceptive observation that the stories not only show

Vanessa's emotional maturing but her

growing awareness of appropriate and inappropriate
modes of fiction, of the insufficiencies of the high
romantic node for the actual presentations of life's
losses and agonies (The Mawaweka World of Margaret

Laurence 103).

3 It is worthwhile to note that similar conclusions are
draawvn by Pamea MccCallum. In her article "Communication and
History: Themes in Innis and Laurence,"” she attempts to apply
Harold Innis' ideas on Canadian economic history and on

communications to The Diviners. Ha conclusions can be snmad up

as follows: (i) "Writing is a means by which Moag can both
formalize her denied past feelings and criticize them for the
greater perception of present understanding”; (i1) While

reworking lived experiences, Morag's novels also remove them

"from the limited particularity” axd (iii) Morags novels mediate
between "individual experience and the broad socio-historical
patterns suggested by the tales"” (12).

The distrust regarding the powea of language to express
one's experiences and thoughts are voiced by may protagonists in

Patrick White's fiction. She of the instances are as follows:
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Theodora Goodman in The Aunt’s Storv concludes that "words,

whet her witten or spoken, were at nost frail slat bridges over

chasns." Elizabeth Hunter in The Eye of the Stormreflects that

"you can never convey in words the utnost in experience." Mry
Hare to Himmelfarb: "‘Oh, words, words!’ she cried, brushing them
off with freckled hands. ‘I do not understand what they mean’"

(Riders in the Chariot) . Mary Hare is of the view that "the

truth is what | understand. Not in words. | have not the gift for
words. But know."™ In spite of realising the gap between words and
t houghts, Laurence's protagonists are frantic to explain
t hensel ves and do so in their silent pleas. For instance, Hagar,
Rachel and Stacey constantly plead "Bram, |isten--," "N ck?

Listen--" and "Mac--let nme explain” in The Stone Angel. A Jest of

God and The Fire-Dwellers respectively. For these characters,

conpletely articul ate speech is possible only when there is a
| oss of conscious control as is seen in Rachel speaking in
tongues at the Tabernacle and Stacey's drunken speech at Thor
Thor | akson's party.

5 Morag's namng of the plants in her garden is very simlar
to what Mary Daly describes as "new namng." In her book, Beyond
God the Father. Daly speaks of Adamis namng in the Genesis story

as a "false nam ng" in which wonmen and the world have been
described fromnen's point of view Cting Daly, Carol Christ
remarks that "[a]s wonen begin to nane the world for thensel ves
not only will they create new |ife possibilities for wonen, they
will also upset the world order that has been taken for granted

for centuries" (D ving Deep and Surfacing 24) .
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6 Such attitudes to words by Vanessa, Morag and Al ex afford
interesting interpretations. In an article entitled "Intersecting
Marginalities: Post-colonialism and Feminism," W.D.Ashcroft
consi ders |anguage as an oppresive weapon which marginalises
col onial s and wonen. Curiously enough, strategies used by the
three protagonists nmatch those forwarded by Ashcroft to resist
t he hegenony of |anguage. Such strategies include authenticating
the existing |anguage to the particular situation, using |anguage
as a tool for constructing a different reality and gai ni ng power
t hrough the process of namng (27) . The parallels in the novels

are quite direct.

Chapter 111

1 In her interesting study of the ‘divine fools’ in White's
novels, Patricia Morley also places tham in the long tradition of
the fool in cultural history and in literature. Sore of the
‘fool’ figures that she mentions include Perceval in the
Arthurian legend, Fool in Shakespeare's King Lear. Myshkin in
Dostoevsky’s The Idiot. Little Pip in Melville's Mdy Dick and
Mr. Feebleminded in Bunyan's The Pilgrim's Progress (The Mydery

of Unity 85-95).

It 1s interesting to note an echo of these ideas 1in
Margaret Laurence's "A Statement of Faith” (published in George
Woodcock's A Place to Stand On 60) and Patrick White's "Credo"
(quoted in Patrick White Speaks 197). Quoting a poem/prayer fram

Rev. Lois Wilson's Like a Mighty River. Laurence affirms her
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| ove and hope as redeemng factors of the spirit of

It's so easy

and so arrogant

to think that Gd

speaks only English

and works only through Christians.
Hel p ne, 0 od,

to relate to those

other living faiths

with openness and trust.

the other hand, rests his belief

not in God, but a Divine Presence of which Jesus, the
Jewish Prophets, the Buddha Mahatma Gandhi and Co. are
the more comprehensible manifestations .... the Tere-
sas, St. John of the Cross, Thores Merton, .... — all
these along with the anonymous wo lift us from the
gutters, wiping the vomit fram our lips, wob comfort us
as our limbs lie paralysed on the pavement, feed us
within their limited means, axd close our eyes--these
humble everyday saints created for our consolation by
the same mysterious universal Presence ignored, cursed,
derided, or intermittently worshipped by the hurnan

race.

3 Pointing to the difficulty axd provisionality in grasping

the superpersonal cosmic reality in terms of the personal, Dr. S.

Radhakrishnan, in his book Eastern Religions aaxd Wesern Thouaht,

quotes Sankara'’s distinction between the absolute self, the

divine person, and the huren individual.

Therefore the unconditioned self, being beyond speech
and mind, undifferentiated and one, is designated as
"not this, not this"; when it has the limiting adjuncts
of the body and organs which are characterized by
imperfect knowledge, desire, ad work, it is called the
empirical individual self; axd wien the self has the
limitation of the creative powa manifesting through
eternal and unlimited knowledge, it is called the inner
ruler and divine person. The same self, as by its
nature transcendent, absolute, and pure, is called the
immutable and supreme self (29).

This commentary by Sankara on Brhadaranyska Upanishad points out

both the multifaceted nature of the self and the problem of
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defining the self in terns of any one feature.

4 Self daifferentiated as subject and object finds its
parallel in the Self/Cher distinction nuch debated by Fem ni st,
Post-colonialist and Existentialist thinkers. Simone de

Beauvoir's question in her book The Second Sex. "Wy is woman the

Other?", is crucial because it differentiates clearly between the
self as "free, determ ning being who defines the neaning of
exi stence" and the other as "the object whose neaning is deter-
m ned" by "the definitions, tables, and essences limting

exi stence" (Rosemarie Tong. Femnist Thought: A Comprehensive

I ntroduction 6).In the colonial situation, Self/CQher refers to

the distinction nade between the coloniser and the col oni sed.
Fromthis basic situation, further distinctions between bl ack and
white, nmale and female arise (the specific references here are to

works like Al bert Memmi’s The Col oni ser and the Colonised, Aime

Cesaire's Discourse on Colonialism 0. Mannoni’s Prospero and

caliban and Frantz Fanon's Black Skin. Wite Masks). In

Exi stentialist thought, this reference is directed towards Jean

Paul Sartre's distinction between Being-in-itself, Being-for-

itself and Being-for-others in his book Being and Not hi ngness.
5 The existential basis for this argument can be found in

Hei degger's concept of the ‘moment before death.’ Commenting on

this, John Macquarrie observes:

Death is not nerely a negative phenonenon. To antici -
pate death with resoluteness is to find a certain
whol eness in it. It sets a boundary to ny exi stence and
so makes possible a unity of existence. [It is] .... a
kind of eternity withintinme. It is the moment in which
ny past, present, and future are gathered into the
unity of the resolute self (Existentialism?218) .
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On the one hand, this statenment refers to death as a meeting
poi nt of ‘essence and existence’ or to put it differently, ‘self
and other.’ On the other hand, it refers to the nonment of
conjunction of the past, present and future. Tine, at this point,
Is not linear and discrete but a unitary whole. This circularity
can be found in the quests of alnobst all the protagonists.
However, the “‘time’ elenent involved will be discussed in detai
in the Chapter on Techni ques.

A different node of Biblical interpretation can be found
in David Jeffrey's article "Biblical Hermeneutic and Famly
H story in Contenporary Canadian Fiction: wiebe and Laurence."
Jeffrey draws attention to the "basic inner rhetorical pattern”
that can be discerned in the "typical Biblical nodel." He

conpares The Stone Angel and the Book of Isaiah in this |ight and

conmes to the conclusion that "the point of Laurence's evocation
of the CGenesis story is its Pauline herneneutical understanding,
and her "old covenant"” Hagar delineates a binary structure to
which "a new covenant" understanding is the presupposed
conpl emrent” (99).

7 As a point of contention, it nmay be argued that Humani sm
Is inconpatible with the metaphysical and transcendental aspects
of the works of the two writers. Nicola Abbagnano defines
Humani sm as a broad concept which enbraces doctrines as different
as Communi sm Pragmatism Personalism and Existentialism
("Humani sm' 72). Hence, it becones necessary to define the term
in the sense in which |I have used it. White and Laurence
enphasi se "the value and dignity" of the individual, but steadily

move forward to enbrace "human nature, its |limts, or its
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Interests" as their ultimate thenes. Further, in stressing human
freedom they see "traditional hierarchical orders an obstacle
rather than an aid* (Abbagnano 70) . This is evident in the
scepticism expressed by the protagonists about traditional
religions. The works of the two witers are also "permeated by
the spirit of tolerance" and "diversity of beliefs" (Abbangnano
71). Thus, the protagonists choose from anong various beliefs
ranging from orthodox Christianity to aboriginal religion.
Lastly, Humani sm has been used to designate both Personalism/
Spiritualismwhich affirnms human capacity "to contenplate the
eternal truths or, ... to enter into a relationship with transce-
dent reality" and Existentialism which affirms "human
subjectivity" (Abbagnano 72). These apparently contradictory
doctrines are conbined by Wiite and Laurence. Even while exalting
the soul, like the humani sts, Wiite and Laurence focus on "the
body and that which pertains to it" (Abbagnano 70). The failure
to notice the broader base of Humanismresults in the questioning

of the hunani stic concerns of the two witers.

[ There are no notes to Chapter 1V]

Chapter V

1 The use of the river image to denote the continuous flow
of time is a trait that can be discerned fromHeraclitus down to

Her man Hesse. According to S H Vatsyayan, this inage success-
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fully captures the "timeless co-presence” of events for "in a
river one can travel upstream as well as down."™ It also brings
attention to nenory which "has a non-uniform dynam c order,
commensurate with our experience of tinme as. a non-uniform

dynamc flow (A Sense of Tine 26).

2 Manly Johnson uses Berndt's summary of the doctrine of
dreantinme to point out the bal ancing of opposing qualities and

characters in Wiite's novels, quoting The Solid Mandal a as an

exanpl e.

... the fixation or instituting of things in an endur-
ing form and the sinultaneous endowrent of all
things--including man, and his condition of life--with
their good and/or bad properties (lconography of Reli -
gi ons vs Australian Aboriginal Religion 7).

This, interestingly enough, refers back to the discussion of the
doulle in the preceding section. Both Patrick Wite and Margar et
Laurence have used the techniques of the double to expose the
good and bad in individuals and in society in general. Wile
Wiite may be credited with a know edge of aborigi nal nythol ogy,
Laurence's usage is purely accidental.

3 The epigraph from Gerald More's The Chosen Tongue to

Clara Thomas' book The Manawaka Wrld of Margaret Laurence

clearly explicates the significance of the serpent eating its own
tail and the Kunapipi ritual. Here is the quotation:

The tropical forest does not evoke synbolism of a
seasonal death followed after sone interval by a sea-
sonal resurrection, but rather a continuous, un- broken
process of decay and renewal. Thus the snake's ever-
devouring nmouth expresses life drawing its sustenance
from decay and death, even as the young shoots of the
forest do (3).
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Pet er Beatson echoes this idea when he tal ks of "the twin spiral"
in White's novels "in which processes of degeneration and regene-
ration are |ocked together in a vortex, highlighting each other

by contrast and relief" (The Eye in the Mandala 54) .

4 One inevitable question which arises from this view is
whet her the preference of circular over linear tine by the two
witers anounts to a rejection of patriarchy? Though the answer,
prima facie, is affirmative, nore research has to be done to
justify the concl usion.

5 That this description and story owes a lot to Sidney
Nolan's Eliza Fraser paintings is acknow edged by Wite hinself.
For a closer reading of the versions of the nyth and its connec-
tion to the paintings, see Kay Schaffer's "Australian
Myt hol ogi es: The Eliza Fraser Story and Constructions of the
Femnine in Patrick White's A Fringe of Leaves and Sidney Nol an's

Kunapi pi XI. 2 (1989): 1-15.

‘Eliza Fraser' Paintings.
® This fantasy closely resenmbles the first theatrica
performance in the Australian penal colony so well re-created by

Thormas Keneal ly in The Plav-makers

7 There are critical debates about the artificiality of
Hagar's chronol ogi cal nenories. Simone Vauthier is of the view
that the unequal narrative sequence "leads to the discrepancy
bet ween remenbering and renenbered time; chronol ogical and
psychol ogical tine; telling time and renmenbering tine" ("Note on

the Narrative voice(s) in The Stone Angel" 136). On the other

hand, Reingard M N schik considers the flashbacks to the past as
revealing "not only what kind of person Hagar is but also how she

has devel oped into what she is" ("Multiple Plot in Margaret
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Laurence's The Stone Angel " 126). It also enables the witer to

di stingui sh between what Wayne Booth calls "telling" or "show ng"
(Reingard N schi k 128).

8 The technical devices used in Laurence's The Diviners have

attracted a lot of critical attention. They include: Sherill E
Grace's "Crossing Jordan: Tinme and Memory in the Fiction of
Mar garet Laurence,” |ldiko de Papp carrington’s "Tales in the

Telling: The Diviners as Fiction About Fiction," and Terry

Gol die's "Fol kl ore, Popular Culture and Individuation in

Surfacing and The D viners."

In The Dpiviners, Laurence places enphasis on re-telling

rather than telling. Thus, there is a re-working of history and
there is an enornous range of stylistic variation. Lynette Hunter
makes an interesting comrent on the Memorybank Movie, "QOnce upon
a Tinme There WAs"—The story is told in the historical present,
a tense conveying a sense of fatalismas if everything is known
before it happens.” Hunter quotes the exanple "Ms. Pearl

has cone to Morag's house" ("Consolation and Articulation in

Mar gar et Laurence's The D viners" 136) .

2 There are detailed anal yses of the opening chapters of
VWite's novels. In his article "Patrick Wi te: Chaos Accepted,"
Peter Shrubb critically exam nes the opening chapter of Voss.

Simlarly, John colmer in "Patrick Wite's A Fringe of Leaves"

and Carolyn Bliss in the chapter on A Fringe of Leaves in her

book Patrick White's Fiction: The Paradox of Fortunate Failure

di scuss the prol ogue-like opening scene performed by ‘minor

actors.’
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10 1 g wel | -argued article, Paul M St. Pierre sees the
spiritual novenent of Wiite's protagonist as a spiral. Quoting
Aristotle, Paul M. St. Pierre recognises two types of notion:
"di scontinuous |inear and continuous circular; natural and
enforced.” CGting the hurricane, dance, mandala and tunnel images
as synbols of the spiral, St. Pierre sees the spiritual novenent
in White's novels as being "linear and circular, natural and
enforced."” St. Pierre's conclusions nay be applied with equa
validity to Laurence's novels.

As [the quester] advances along the threads of an
ostensibly contracting spiral the visionary noves both
towards the centre of the circle and through the hole.
H's journey is enforced because he cannot return to the
begi nni ng, and natural because it is continuous and
circular. As the quester noves away from the begi nning
his enforced novenent decel erates, and as he nears the
end it accelerates into a natural novenent; ... .
Because the "unnmoved nover" notivates continuous circu-
lar notion the quester along the spiral approaches this

notion as he acquires spiritual enlightennent (in Ron
Shepherd and K Singh 101).

The domi nant inages, in Laurence's novels, used to express the
spiral are: the river flow ng both ways and diviner/divining in

The Diviners and the stairs which lead to light as in A Jest of

God and The Stone Angel .

11 |'n his book Mbdern Fiction and Human Time: A Study of

Narrative and Belief. Wsley Kort analyses the underlying pre-

occupations with tine in philosophers like Mrcea Eliade, Afred
Wi t ehead and Martin Heidegger and relates it to works of witers
i ke Hem ngway, D.H Lawence, Hernman Hesse, Virginia woolf and
others. Stating that each of the three thinkers give inportance
to past, present or future, he concludes by analysing the

predom nance of one of the three aspects of tine in the witers.
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Kort divides the plots in their works into three categories:
rhythm c, polyphonic and melodic. Wile the three categories
coal esce freely, it is easy to identify the dom nant note. The
fiction of White and Laurence nmainly follow the nelodic pattern
t hough strains of the other two patterns are evident. In this
respect, Wiite and Laurence share a common platformwth witers

l'ike Virginia woolf and Herman Hesse whose wor ks Kort anal yses.
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