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ABSTRACT

This theéis presents a rhetorical analysis of Grove's
nine novels. The term "rhetoric™” refers to elements in the
works which clarify meaning or which can be regarded as
eliciting a desired response from a reader. Discussion .
focusses on what the author's meaning %s, by what methods
meaning is transmitﬁed, and with‘whig/gkill the methods are
used. Thé major technique examined is point of view, but
many devices of'évert ard hidden rhetoric are analyzed. In
addition, what structuralists call "features of discourse"
are sgudied to diIferentiate between opinions of narrators
and those of characters.

C There is a separate chapter for each novel. The
chapters are grouped in four divisions to allow for com-
parisons of techniques among or between novels with similar
angles of narration.

The three novels in Pért I have unobtrusive neutral-
omniscient narrators and are arranged in the order of the

complexity of their technigques. The narrator of Our Daily
<

Bread (Chapter 1) fails to develop his prd®dtagonist in depth

but uses many devices to make him real and to reveal him in

relation to his family. The narrator of Fruits of the Earth
(Chapter 2) attempts more than his counterpart in Chapter 1,

revealing his protagonist in relation both to his family and



.

to his community, and attempting also to integrate documentary

material into his story. Thé narrator of Settlers of the
Marsh- (Chapter 3) introduces techniques not found in thi S
' first two novels. He is skilful in guiding response to his
characters and in giving a balanced ﬁiew of them. .
The neutral-omniscient narrators of the two novels in

Part II are more visible than the spokesmen discussed in

Part I. The narrator of The Yoke of Life (Chaptef 1) is

irritating at times, intruding unnecessarily into hi§ story
and betraying a superior attitude. He is ﬁevértheless skil—'
ful in expressing his protagonist's.inﬂer conflict in £erms
of plot structure, and he attempts to present his story
mimeéically and symbolically. The narrator of Two Gen-
erations {Chapter 2) also intrudes into his stofy but is
sensed there as friend and guide. He is more modern than
the narrators previously discussed in presenting an extended
inner view of his protagonist.

The two fictive autobiographies of Part III are
narrated from a first-person point of view. 1In addition,

they use methods not encountered in the novels of Parts I

“and II. ‘In A Search for America (Chapter 1), the narrator’'s

devices include motif, a double temporal perspective, dis-

tortions, and displacements. In Search of Myself (Chapter
2) relies on a similar displacement of fact by metaphor and
éymbol, on omissions and exéggerations, and on the selection

and emphasis of incidents.



The two novels in Part IV are dariné in their
L 4 .
choice of narrators and innovative in their use of other

techniqués. The first narrator of Consider Her ﬁays

{(Chapter 1) is an editor. He distances the work from the
"real"™ author and is noteworthy for his ingenious use of
footnotes. The second narrator is a first-person, drama-

tized spokesman, an insect whose naive point of view produces

irony gna humour, invaluable for persuasion. Thg Maéter of
the Mill (Chapter 2) features multiple narrators. In its
handling of shifting points of view and shifting time levels
it is the most technically complicated of the novels, and in
giving the impression of sustgined inner views it is the

most mQdern.
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INTRODUCTION . . .

"A book arises as much in the mind of the réader as

in that of the writer; and the writer's art consists above

all in creating response; the effect of a book ie-the result

‘ . - . . ! .
of a collaboration between writer and audience. This

.assertion is not made by Wayne Booth ‘in The Rhetoric of Fie-

tion (1961), but by Frederick Philip Grove in In Search of

‘Mvself (1946). Were he to mistake the comment for hls own,

Beoth could be forglven Indeed, in another comment he elab-
orates on the very.points which Grove makes: "[Tlo decipher'
ellusions and subtleties is oniy_one form of active collab-
dration Ey-th?_reader——and not the-mgsf important form at -
that.... I must work at the height of my poﬁers if I am to
experience King Lear. I must make, at everv step of the way,
exﬁremelf complicated responses to extremely complex signs.
These statements of Crove and Booth identify the essential
_element in & rhetorlcal abproach to literature; that is, that &
the relatlonshlp between writers and readers is one of
control and response. Inasmuch as, Fhrough the deﬁices of
rhetorid‘("extremely complex signs'") he elicits a desired,
response from hls audience, the writer controls the reader.

Inasmuch as he is alert and responsive to the guiding signs,
the reader collaborates with the Wwriter. Grove regards the
exercise of cantrol over the reader's response as a primary

1
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concern of the artist, whose purpose, Grove believes, "is, of

1 S
course, to waken an emotional reaction and response, in the

.&argest possible number, to a given set of conditions, data,

¥

. ) : L3 . .
has circumstances, events, and characters." Given Grove's views

on'the'éqals of the artist, a rhetorical approach to Grove's
own work is approprilate.

To study prose as a rhetorical mode is to examine 1t
for thése features which, in Booth's words,'“can be considered

7 . 4 ; .
if aimed at an effect on the reader."” Such an examination

o

of Grove's work is, again, appropriate. Grove himself writes:
"But is it not quité true tﬁat~evef§ artist is primarily
concerned with creating an effect?"5 Litera;y effects depend °
on rhetoric. In this thesis the term "rhetoric" is used in
its original persuasive sense for those devices by whicﬁ a
narrator directs a reader's response to the vision of life
‘presented in a work. The term is alsb used in Booth's ex-
panded sense of "techniaues of expréssion that will make ‘the
wdfk accessible in the highest possible degree."6 ﬁhetoric,
then, is essentially a means of persuasion and a means of
clarification. As Booth puts it, persuasion is "(a_gesture,
a plea to accept, an imposition by one man on another)”; and
clarification depends on "how the author's wvision is trigg;
mitted."’ .
- | Although the working definitions of rhetoric in this

thesis derive from Booth, the object of study is different

from his. Booth claims, of course, that in The Rhetoric of:

L7



Fiction he shows that his_interest is "not in what should be
communicated; I ask only Ehggfhhe work communicate itself,
that.the-authoi 'be as clear about his moral position as he
possibly can he."'8 In fact, however, as John Ross Baker

demonstrates, Booth's interest is very much in the evaluation

of the moral position of a work.9 In The Rhetoric of Fiction,

the author not only points out what the norms of a novel are,
what beliefs, attitudes, and values a work cenveys, but also
constantly asks whether the agent who transmits the norms can
.be 'admired.’ 110 This thesis is certainly concerned with the
vision of life which Grove reveals in his work and which he
attempts to persuade the readér-to accept; Interest focusses,
however; not on whaf "should be communicated“(emphasis added)
but on what is conmunicated; and evaluation concentrates not
on the moral position of a work, but on the narrator's.skill.
in using rhetoric to create responsive readers, convincing
characters, and stories which illuminate the human e;perience.
) In addition to harmonizing wiﬁg'Grove's own views on
the purpose of .the artist, a rhetorical approach allows for a
precision which this thesis seeks‘to échieve in differentia-
tiné between the views of a character and those of a narratoer
'ln Grove's long prose fiction, and in determining whether a
narrator confirms or'denles the views of a 'character. Ther
critical gquestion, then, is:" whose values and opinions does
a work reflect? Critics who assume that the wviews are the

author's do Grove a disservice. TFor example, Robert Ayre



simply asserts that the moral values in Grove's novels are

tﬁe author's own: "Consciously or unconsciéﬁély [Grove]

tékes a moral at@itude; the didactic schoolmaster keeps rising
up like a spectre." As a result, Ayreyfindsqthat the novels,
reflecting the aﬁkhor's "obsession with puriéy," are "a

denial of life."™ He points specifically.to the "stiff, child-

ish morality" of Niels Lindstedt in -Settlers of the Marsh,

never asking'himself whether this is necessarily Grove's

morality. Ayre also notes that Len Sterner, in The Yoke of
11

Even supposing\fhat the girl's loss of innocence fully ex-

Life, kills himself because Lydia has become a harlot.

plains the boy's suicide, we must ask ourselves whether Grove
supports Len's moral stance or revea;s a weakness in it., &
careful study of ;hetorical devices, especially the device of
point of view, helps the readér to find satisfactory answers
to these questions.

A third reasgﬁ.for adoptiny a rhetorical approach-to

-

Grqye'i work is\that this appfoach offers criteria for evalu-
ation which have not previously been applied systematically
to all of his books of long prose fiction nor exploited fully
in the* discussion of any one of thém. For example, modern
linguists- have discovered ways of differentiating between the
LE9iQ§,9f,; narrator and that of a character, which are the
basis for some analyses in this thesis, and of which qritics

of Grove have not formerly, availed themselves. Grove, of

course, has never wanted for critical attention. As Pacey

.
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pointed out in 1969, all Grove's published books were reviewed b
in newspapers and discussed in academic essays.12 In.the
decade since Pacey published his selecéion of these critical
views, inte;est in Grove has not waned. He has béen the sub-
ject of symposia, books, articles, and theses. Studies about .

him continue to appear, those after 1973 perhapé stimulagfd

by Douglas O. Spettigue's revelations in his FPG: The Euro-

pean Years, about Grove the maf;if' In spite of the critical

attention he has received, however, Grove the artist remains -

-

2 controversial figure.- Is he, as Pacey reports, the great -
author most Canaﬁians believg him to 59,14 o£ the mediocre
writer Margaret Stobie considers him?15 Just as there are
biographical facts about the man vet to be diécovefed, e}
there are critical assessments of the artist vet to be ﬁade.
As é step in the process of assessment, this thesis deals $i£h
Grove's technical skill, speciflcally with his use of rhetoric
in relation to meaning. The term "meaning” is used in both
its referential and attitudinal senses. It denotes what the

narrator tells us of human experience either by direct comment

~or by the attitudes he expresses indirectlv.

e In\asking whose values, opinions, and attitudes a
work reflects, we are not rega%aing the narrator only as one
who gives or withholds rhetorical confirmation of the views of
a character, but also ai one who is distinct from the "real®

=~

author and from the "author's second self" &r the "implied
. .
author." Modern criticism recognizes a split between the

o]
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author as a person, the "real" self which exists outside the
bock, and the author as maker,.the self which creates the work
of'art. The split occurs in order that é perscn can acquire
the necessary objectivity of a maker to forge--to borrow Mark
Schorer's phrase--from the raw content of life the "achieved

16

content" of art. That Grove experienceg this creative

schizophrenia is evident in his remark in In Search of Myself

that "I [the maker] believe I have hidden myself [the person]
fairly well."1?

A work derives, however, not fr%é’é double personality ~
but ffom a triune of entities—-the author, the author's
second self, and the‘narraﬁor. Kathleen Tillotson informs us
that the term "second self" was coined by Edward Dowden,
writing about George Eliot, in 1877. Doﬁden defined this sélf
as "'more substantial than anv mere human pérsonalityF-[with]ﬂ
'fewer reserves'; while 'behind it, lurks.well pleased the
veritable historical self secure from im?ertinent observation
and criﬁicismﬁ'"18 Booth, using the term svnonymously with
that of “implied author," defines the "second self"” as "an
ideal, impersonal 'man in general,'" distinct from the "real"

19

author, and varied from work to work. W.J. Harvey's Qefin-

ition is helpful in that it stresses the non-human nature of
the entity, calling the "second self" "a perspective and a
context larger than that of the nominal narrator."20 John

Killham clarifies the concept still further when he speaks of

an author, in the act of writing, as transformed and



N o

-

"possessed of unexpected resources." He thinks of this. trans-

&

formed or "second self" as "an inner seﬁf, even what might be

calléd the ground of the conscious self.“21 Lr what Louis

Dudek, writing of Grove, refers to as the "psyche" or "essen-

tial ‘self."22

The position in this thesis is that Grove, the "real"”

man, provides the raw experience for his books, their content
Oor subject matter. His function in the writing process, how-
ever, is merely to guide the pen. He does ﬁot, for example,
orovide the commentary, the description, the dialogue. These
are the work of the narrator. Grove's secoﬁd self, viewing
the raw,experien&é from the perspective of "man in general"
(a perspective, since shared with all humanity, which gives
‘the work its universality), invents the world of the novel,
its characters, its context of beliefs and values, and its
narraﬁor. The narrator re&eals that world and its values.

The structuralist Seym&ur Chatman defines a narrator's role
more specifically. Unlike Booth, Chatman does not insist
that every novel has a narrator, but calls an undramatized

" narrator, such as we find in all but Grove's first-person
novel ancd his fictive autobiographies, the "‘éuthor-nar—
rator,'" as distinct from the "real" author.23 Chatman attri-
butes "direct intrusions, intrusive descriptions, direct
statements bf what thg character is not aware of, metaphors,

1 l|24

ané so on" to the “‘author-narrator. In other words,

it is the author as narrator who makes the rhetorical choices

1



in thefworﬁJ or, looked a£ in“another way, who is the sum of
the rhé£5¥§éal choices in the work. f;r although it is con-
.venient to speak of the narrator as:a person, Kathleen Tillot-
son points out that in fact "The 'narrator'...is a method
rather than a person.“25 It is the method chosen by Grove's
second éelf for transmitting the world of his novels and his
fictional éutobiographieé which is the maip aréa of investi-
gation in this thesis. |
In the rhetorical ‘approach to literature, with its

{ stress on "how the ;uthor's.vision is transmiﬁted,“26 point
‘of view is of primary impprtanée. ?ercy Lubbock defines.point
of view as "the relation in which the narrator stands to the

nd?

story, and- uses the term, as Sister Kristin Morrison ob-

serves,‘interchangeaSIy for the anwer, the sayer, or both.
Morrison notes that for the knowing center within the nérra—
tive, who mav alsoc provide the narrative véice, Henry James
coins the phrase "central intelligence." Although she figas
that in current usage "point of view" ma& refer to the knower
or the speaker, she states that in contemporary criticism the
phrase usually denotes the voice within the narrative which
relates thé story.28 |

In this thesis, the referent of the phgase "point of
view"‘is the narrative v&ice which speaks to éhe reader, and
the terminology and definitions used to identify the speakers

are those of Norman Friedman. Friedman organizes narrative

speakers on a scale ranging from omniscience to drama, in a
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progressive surrender of authorial privileges. That is, the
" a9 - <

range is from the author's frequent comments in his own voice
to his utter silence in the narrative. In—between'these‘two
poles are a variety of narrators: the impersonal omniscient_
voice; the "I" voices; and the voice or voices, internal or
external, of one or more char.jacte_rs.29 Point of view is an
major tool for différentiating betwéén the_“megniﬁé“ convgyeé
to.us by any of these narrators, and the Jmeaning" conveyedh_
by the implied author. We\suspect disagreement between_an

LN

\ / : N
author and a narrato recognize the latter as unreli-

f,reliable and unreliable nar-
1] -

rators'clarify the terms succinctly: "Reliable narrators are

able. Harvev's definit?®

the trustworthy spokesmen of the particular reality in the
world of any novei"} unreliable narfafors demand that the
reader "introduce a correcting facto; of his own intoc the
narrative, to check or counterbalance some particblar blind
{spot."30 In searching for the meaning in Grove's work, we are
often.required to récognize "blind spotsY in a narrator, and
we need to be alert for the rhetorical devices which signal
- the need for correcting our initial impressions.

T@e rhetoric of ficfion_is elther overt or hidden.’
The most imgortaﬂE form of ovért, or what Booth calls "reébg—
nizable™ rhetoric,31 is direct commeﬁt by the narrative voice.
Because i% is_an obvious intrusion into the world of the
story, such cdmmentary may dgstroy the illusion of reality in

@ novel. This thesis neither defends nor rejects "telling"
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'tnarrator cormment) or "showing" (dramatic-presentation) in
themselves. Rather, judgment is based on Grove's skiii in
"telling." 1Is the intrusion by a‘narrator necessary, rele-
vant, discreet, and brief? Does the fnarrator "tell™ without
irrifating the' reader by destroying the illusion of sbo‘r_v; by digres-
rsing at léngth; or without interest or style; or by obviously
attemptihg to manipulate the reader's reactions? Grove him-

self, as a reader, objected to being manipulated. He writes

of Galsworthy's The Forsvthe Sagai "I resent the fact that my

own judgment, which I-want to be free, is constantly being

directed, constantly being interfered with, by a not very

skilful, by a. not very scrupulous advocate's plea."32

There are many devices by which an implied author or
‘a narrator, while seeming to refrain from directing the re-
sponse of a reader, remains, in Tillotson's words, as "a
subliminal advertiser, a hidden persuader."33 Any device
which influences the reader's attitude towards the people,
events, and iéeas in a work is what Booth calls a form of

n34 .

"disguised rhetoric. Is Grove aware of these resources

~

hidden rhetoric? If so, how does he use them to control
reader's response to the world in a.Grove story?.
deals with Grove's use of specific devices
rhetoric in his long prose works. An effort is made |to deter-
mine whether the structure of a plot directs a reader's
reaction to events and characters; whether metaphor, symbol,

image, analogy, allusion, and motif reveal meaning or influence
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-

the reader's response, whether descfiption is purely decora-

T
;]

tive or is suggestive of atmosphere or states of mind;
whether ironﬁ evokes a certain response from the reader;
whether normative words exert their affecffve powers on the
reader's "judgment, or juxtapositions subtly sway his feelings
or enlarge his understanding; whether antithesis is used; and
with what effect. By all of, these devices, and others, an .
implied author, despite his disguise, is present 1in a narra-
tive; and, as George Levine says, is "pulling the strings."
For as Levine rightly contends, a novel, no matter how ob-
jectiée 1ts ﬁechnique, reflects a personal v’ision.35 This
vision its rhetoric both clarifies and promotes.

Because of the importance of point of view as the
basic choice upon which all other choiceg of rhetoric depend,
other cuestions about Grove's technical skill revolve arcund
. the narrator. 1Is he, first of all, able to establish a rap-
port with the reader, able to gain the feader's trust and
friendship? Does he involve the reader creatively in the
narrative by securing that collaboratibn which Grove values’
highly? Does the narrator present the characters fairlflob—
jectively, giving é balanced view which allows the.feader to
exercise that free judgmeﬁt which Grove, as a reader, likes
to feel is his? 1Is the narrator fairly objective about his
.ogp opinions, able té conceal a personal bias, able to trans-

pose the material of his life into' the material of art? How

does. the first-person narrator in Grove's work éope with the
Y -\,/.‘.
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problem of self-praise? Is the narrator a skilful craftsman
in handling point of view, shif:zs in point of view, and the
trénscription of the inner views o©f his characters? Is he
skilful, too, in creating immediacy and verisimilitude in his
tale? Does the narrator integrate documentary material into
his narrative so that immediacy and verisimilitude, if estab-
lished, are not destroyed? All of these guestions haQe to do

. ' : .., . 36
with "how e au 's vision is transmitted."”

The ngor
interest fn the—Sollbwing discussion, indeed, is in the
devices of rhetoric which Grove employs to reveal his vision
of the world and to gain for his insights into human experi-
ence the reader's recognition of truth. -
This thesis deals with Grove's nine works of long
prose fiction, with é separate chapter for each book. The
chapters are grouﬁed in four divisions which offer opportun-
ities for a comparison of narrative techniques in the books on
the basis of their choice of narrator. The thfee novels in
Part I have neutral-omniscient narrators, who remain in the
background, colourless and unobtrusive. These works are
'arranged in the order of the complexity of the techniques
their nar(étors attempt. The neutral-omniscient narrators of
the two novels in Part II are more visible than the first
three of the author's spokesmen. Each of these more obtru-
sive narrators creates a sénée of his presence in .the work,

one friendly and helpful, the other at times irritating.

Because of this contrast, the two works are an interesting
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pair for study. 1In Part-III, the two works are fictive auto-
' biographies. The methods of their first-person narrators
differ from tﬁise of the narrators of Parts I and II, but aré
similar in the books under discussion. These two are a useful
pair for a technical examination. The works of Part IV Eea—
ture, in one, a non-human, first-person, dramatized narrator,
and, in the other, myltiple nafrators. With their daring
choices_of narrators, these two books are a fittigg péir to
examine for cémplqmentary innovations in technique.

The guestions to be explored ;n the following pages
indicate tggt.the matter of "how the author'g vision is trans-
mitted” is comélex. It involves an inguiry into what the
vision is, an examination of what tecﬁniques reveél the
vision%}and an evaluation of the author's skill in using thé

technigues. 1Indeed, it is towards an assessment of Grove as a

craftsman that the following discussion is finally directed.



PART I ( : ot

.
L

CHAPTER I: Our Daily Bread

Qur Daily Btead is dominated by its protagonist, John

Elliot. He may arouse our compassion or provoke.our hostility
buh, whether vigorously seeding the prairie-or falteringly
stumbling across it, he imprints his image on our memories.
Grove claims Elliot as his own creation.l The author invents
the character, of course, but the nafrator bfipgs John Elliot
to life. How the narrator does so, in spite of technical
difficulties, is the major concern of the following discussion.
when we first meet the protagonist he is a prosperous
farmer‘of fiftﬁ-five, who has already realized "his one great
dream of family life";2 he has raised ten children. He
"believes that by multiplying his seed and providing his family
with their daily bread he has honourably served God. (pp.* 189-
90) The story, however, is about the patriarch's second
dream, "tha£ éf seeing his children settled about him és'the
-children of the Ratriarchs of Israel were settled about their
fathers" (p. 7). This dream is fruétrated. The childreh
rebel against the purposes and ways of the father, and scatkter
over three western provinces. Onlyv when the family home is
in ruins, and the patriarch 'is dead, do eight of the young
Elliots gather around the father oﬂ the 0ld homestead.

14 .

-
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‘The narrator of Qur Daily Bread focusses not so much

on the breakdown of the second dream as on the decline of the
dreamer. He describes John Elliot's changing role from an
autocratic father to one who.ig at best ignored or considered
"gueexr" (p. 150), and. at worst held in contempt by his:
children. (p. 158) The watérshed betweeh the days of the
protagonist's authority and those of his decline ié the death
of hi; wife, Martha. The narrator indicates the break in
several ways. First of all, he provides a corresponding
mechanical break in the novel by beginning a new section,
entitled "Chaos." This title reflects the patriaréh‘s view

of his rebellious family. Secondly., the narrator reinforces
the mechanical bréak with explicit commentary. Hé notes that
after the mother's death the children fail to consult the
father about their affairs, begin to live bv a set of valueé
different from his, and one by cone leave home. They m%Ee John
Elliot feel that he lives "in a changing world" in which he is
"of very litflé importance"” (pp. i48-49). Thirdly, the nar-
rator associates the decline of the father with symbolism of
seeding. As Spettigue points out in his Introduction to the
New Canadian Library edition of the novel, when Mrs. Elliot

is alive, she and her husband sow seed on the land and also
£fill the house Qith their seed. After her death, however, the
children‘leavé home; that is, "the seed bééins_to disperse."3

During the first seeding after the mother's death, the father's

attitude seems to be directly responsible for the dispersal.
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The narrator ieéofts that Elliot .becomes "more and more
jealous to do.every bit of the work himself" (p. 139). With
. this remark the narrator conjures up aﬁ'iﬁége_which both pre—'
figures and provides a cause for the father's future isola-
tion. In addition, the narrator juxtaposes this remark with
his account of the disgérsal of the childreﬁ (p. 141),
suggesting once again that th& break in the family is attri-
butable to the father's attitude towaids his offspring. Bent
on perpetuating his own ways, he shuts the children out.
‘Lastly, the narrator fbcusses on the turning point in the
. protagonist's life by the choice of an epigraph for the

novel: "Hic tua res agitur. And his sons walked not in his

ways. I Samuel, 8, 3." These words foretoken the causes of
Johanlliot's. deep unhappiness—-the break in the.familﬁ and
the broken dream. Y

The major theme, the conflict between generations,
rests on a number of §ub—themes which give rise to that con-
'flict: the problems created for a family when a man grows
old; the values embraced by a socliety when an economy shifts
from a rural, agricultural base to an urban, industrial one;
and the outlook adopted by a generation when an ethic eﬁpha;
sizing hard work, thrift, and future security is replaced by
one which affirms- leisure, materialism, and present pleasure.
These themes of changing conditions accurately reflect the

unsettled nature of life just before and after World War I.

The themes, then, are universal, although the narrator
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develops them in relation to a pafticglar family, the Elliots
of Sedgeby,-in‘a particular place, mainly the barrXen grass
lands of Saskétchewén, at a particular time. That 1is, Qur

Dailv Bread is rooted in-a region, but corments on the general

concerns of the period in which it is set.
If we are to take Grove at his word, however, the
novel was conceived on the level of the particular. The’

author wrote in 1933 that "in Our Daily Bread I was con-

cerned with nothing but the inner lifejof the hero.."4 There

are obstacles which prevent full development in the novel of

..John Elliot's internal drama. One of these is the large cast

of characters, the Elliot children and their spouses, all 6f
whose fortunes the narrator continues to account for over the
years. With this heavy burden of éxternal life to deal with;
the narrator curtails.his presentation of the protagonist'g’
inner existence. Indeed, the narrator is more interested in
reporting on the external life of the Elliot family than he is
in presen@ing "the‘inner life of the hero." For example, he
dismisses the whole question of John Elliot's religious doubts
in one or two brief references; yet he fully dramatizes
Elliot's intervention into the worldly affairs of Farmers

a .
Limited. (pp. 92-103) A second problem the narrator faces is
the duplicatioﬁ of e?ents in the story. Instead of revealing
inner changes in John Ellioct, the narrator becomes engrogsed

in the repetitive pattern of the protagonist's external

activities. Moreover, it is difficult to move a drama forward
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when it constaﬁtly moves sideways; that is, when it essen-
tially repeats scenes of domestic strife and éoverty played_by
Gladys and Frank, Isabel and Kenneth, John and‘Lillian, Pete
and Henrietta,. Norman and Dorothy,'and their faceless chi;f
dren. John Elliot's life becomes fixed in an unchanging
cycle. He makes not one series éE visits to these married
sons and daughters, but two, ten individual visits in all.

The narrator, in fact, is so busy moving the protagonist from
place to place, accountfng for his means of conveyance, and
deséribing tﬂe disheartening sameness o the shacks in which
his children acgommodate nim, that the novel suffers from a
plethoyxa of detail..

The accumulation of detail seems to be the result not
only of the demands of plot and character but also of a

certain .allegiance to Naturalism. Indeed, Spettigue notes

that in Our Dailvy Bread "the-principal literary affinity is

with Naturalism insofar as Naturalism proceeds by the accumu-

L3

lation of details for their own sake--they are used to estab-

lish the setting, the milieu, the circumstances that have the

w3

in determining character and action.... The

force of fate

position of €his thesis is that in Our Daily Bread details are

or the%a own sake" and are not determinants of
character or action; that is, the novel has elements of
Nafuralism, but is n%g~based on a Naturalistic philosobhy.
Spettigue himself does not believe that Grove relies on

Naturalism "to reveal the complexity of human motivation," but
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that he takes from the school of Zola maiﬁly its "monotonous
manner," reserving for himself the right to probe the minds of

his characters.6 ;

The narrator of Our Daily Bread doeg\ﬁhﬁ thoroughly
probe the mind of John Elliot. Barker Fairley pinpoihts the
narrator's specific technical problem: "This is clearly a
tale in which the time-sense, the- sense of things slowly
changing, of people getting older, is all-important. We are
frequently told of this, but we do nog feel it all the

time.“7 We do‘not feel it, that is, because‘EE the predomi-
nance, in the novel, of ;telling" over "showing." " In Edward
McCourt's words, "the stebs in John Elliot's physidal and
spiritual breakdown are often indicated rather than described.
[The novel illustrates] The force of V.S. Pritchett's dictum
that it-is less the business of the novelist to tell us what

8

happened than to show us how it happened.” All of these

factors--the large cast of characters, the repetitive external
P .

plot, the accumulation of detail, and the reliance on report
rather than on presentation--hinder the narrator from ful-
filling the author's stated purpose of recording the inner
drama of thé hero.

Grove chooses to relate his story froﬁ what Norman
Friedman calls a Neutral Omniscient position. Using thi§
point of view, an author surrenders.only the privilege of

speaking in his own voice as "I" or_"we“; he transmits the

story impersonally, in the third person, through his narrator?
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(Since the narrator is not dramatized, there is, according to

10

the convention noted by Wayne Booth, no distinction between

the author and the narrator in Our Daily Bread.) In the

Neutral Omniscient position the narrator's view still domi-
nates: he tends to narrate-—-to summarize, discuss, expiain—-
occurrences and states of mind in the past tense more often

than he presents them as they are happening. Even if he

presents settings or peopjf through the eyes of a character in

the story, that character/tends to be the narrator's spokes-

’ man.l;"Such a narrator reproduces those thoughts which are

orderly and which have been sifted out of the disorganized

“é%ream" of thought, but he rarely renders thoughts as they

LY

occur. The narrator of Our Daily Bread, however, in spite of

-

the’fact that he tells about thought processes more than he
shows them, does come very close, at times, to showing. 1In

fact, at one point he describes, although he does not use, a

-

method with elements of stream of consciousness:

[Tlhoughts £litted to and fro in John Elliot's
brain: thoughts which, through many repetitions

i any years, had become so familiar that they
were Minked by a sort of automatic association

and djyd not need any longer to be elaborated. (p. 8)

* This precess is akin to "the direct verbal expression of

associations and sensory perceptions” in "the fluid and un-

organized state of thqtght" to which Leon Edel refers aé
12

stream of conscilousness.

Freguently thef telling of the narrator, with its past

AN
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tense and third-person pronoun, changes to a discourse which.
is more than mere reporting of John Elliot's thoughts. This
change may be signalled by linguistic indicators.of time:

If the way he behaved to hi5 children did not
suit them, well, they were his children! It was
their duty to look for reasons! This morning he

had simply wanted to be coaxed to stay, that was
all. (emphasis added) ' (p. 208)

The thoughts expressed in the first two sentences of the above
example are reported by the narrator, but the "This morning"
of the third sentence is a direct rendering of the protag-
onist's thought. The change may also become npticeabie-
through the choice of demonstratives referring to space:

He had failed in the achievement of the second

dream of his life. Half the purpose of his whole

existence was gone. His children were scattered

over two provinces of this country. (emphasis
added) _ {(p. 181)

From his vantage point, the narrator would have spoken of
"that country." Or the change may be evident in 2 discourse

in which the voices of character and narrator fuse:

He thought of the time when his family had still
Been intact; ves, of the time, resurrected in his
memory by last night's discussion, before his chil-
dren had been born. As they had arrived, one by one,
and grown into adolescence, he had been an autocrat,
hard to please perhaps, not easy to get along with.
But why had he been autocratic? From temper? From
a high value placed on his own pleasure? He would
not admit it. (emphasis added) (p. 188)

In the above passage, "He thought" designates the first

-
-
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sentence as indirect tagged; that is, the sentence is reported
thought--in the past~tense and third person--and is labelled

il

as issuing frqm’"He.P—’&ndirect free sentences follow; that

) - B

-

ié,’the thougﬁtsﬂare again reported rather than diféctly

[
transcribed 5G%\¥Poﬁ being labelled, they are attributable
either to the character or to the narratecr. Seymour Chaﬁman
calls the mode in which indirect free sentences are preceded
by an indirect tagged statement “sympathetic" or "communal."
Thé occurrence of this pattern is very useful to the critic
who wishes to determine whether or not a narrétor suppeorts a
character, sinée, as Chatman points out, the mode sugéZste
that "the narrator has not only access to but unugual

13 The mode also in-

affinity with the character's'mind."
creases the sense of immediacy in a novel, conbeying as it
does the suggestion of the character's participation in the
transmission of his thoughts. 1In the guoted example, this
participation is evident in the character's "last night's,"
instead of the narrator's "that night" or "the night before."
And beéause the character has taken over with the time refer-
ence, the cquestions seem to be his, a sense which thé use of
"his own" reinforces. (p. 188) Another habitual indication of
a shift to the inner sbeech of a charactef, common in Grove
novels, is that of having the character name himself in his
thoughtg. We find, then, such obvious signposts as the

following: "He, John Elliot,-had never been in debt" (p. 77);

"He, John Elliot, had one Sunday suit" (p. 80); "But to do so

-~

T\
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without consulting him, the father" (p. 230). By all of these
methoeds the nar;;tor allows the protagonist to share with him
in transmitting the inner speech of the novel. There is
actually a great deal of this sharing. The narrator seems to
dominate because most of the transmission is in the third per-
son and past tense and becauée the narrator imposes his
rational order on the contents of the character's mind. Thé
narrator is on the verge of dramatizing inner reality, but
never completely abandons his post as a commentator.

Even without the vividness and immediacy of the dram-
atic mode, the narrator has created a living and beligvable
individual in John Elliot. The succesé of the creation is to
a large extentidependent upon a process to which Wayne Booth
refers as "The pleasure of collaboration" between narrator and
reader. Quoting Henry James, Booth explains the process as

making the reader,'" by which is meant getting the reader

interested enough to do "'guite half the labor.'_"14 "The

pleasure of collaboration” is afforded to the reader of Our

Daily Bread. The narrator brings John Elliot to life by

sometimes supporting, sometimes denying his opinions. This
process actively involves the reader in the labour of creation.
Unable to take the narrator's confirmation of the hero's views
fof\ granted, -the reader must- always be on the alert for evi-
denCe Wit 11l help him to make his own jﬁdgments. The nar-

rator supplies him with evidence of various types, including

explicit comment, suggestion, juxtaposition, repetition, the
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views of another character, and discrepanciés between the
character's own words and his thoughts. With these guidelines,
the narrator "makes the reader," in.James's sense, the reader
helps to make the character, and the character seems more
real to the reader than he otherwise would.

We can examine some aspects of the narrator's method
in his handling of John Elliqﬁ‘é abrupt departure from his
daughter Cathleen's‘home. Having displayed anger, rudeness,
and irritability during his visit there (pp. 176, 177, 183),
the father has time for reflection on the long train journey
to the home of his daughter Henrietta. He convinces himsel?®
.that he has done his duty bv propagating himself and bv
tilling the soil, and thét it is now the duty of hisrchildren
to conform to his ways. He repeats his conviqtions mentally
until he is not only sure that he is right but certain that
his children have betrayed him. He concludes that they are
"rebels in the house of their father: their aims were not
what his aims had been. Their lives.were evil; their iives
were chaos; and through their lives, his own was chaos."
Cathleen, with her busy city life, is particularly censured.
To her father she is "like a field in eternal fallow. 1In her,
a2ll his children seemed to blend: and all were sterile" (pp.
188-91).

Does the narrator confirm these patriard%al views,
coq@emﬁing the Elliot children as héartless and. evil? On the

contrary, he explicitly contradicts the father's opinions. He
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recalls for the reader that whereas John Elliot always Justi-
fied his autocratic Behaviour on the,grounds that everything
‘he did, he did for the good of the family, in fact, "temper
and natural disposition had undoubtedly playeéd [their part] in
his conduct" (p. 188). Nor does the narrator agree that
Cathleen's life is sterile. He will have the reader under-
stand thét it is because John Elliot no longer controls CaEh—

Y e,

leen that he experiences hostility and self-pity. These §iews

: :
of the narrator are explicit, theyleave no doubt that the
lnotion of the Elliot children as unfeeling and cruel towards
their father must to a large extent be discouﬂtgd';s the
father's subjective and erroneous opinion.

The narrator combines explicit and suggestive comment
to correct the iﬁpression the reader‘may ﬁave gained of John
junior from the father's critical pronouncements.  John senior
disapproves of his son's farming methods, refuses to accept
John junior's analysis of the coming change in farming, andg
predicts bankruptcy for the younger Elliot. (p. 210) The
narrator, however, seeks the reaéer's respect for the son.as a
businessman, exp;icitly stating that: ™"John had after all
made more 'headway' than anyone else in the district ekceét
his father and Mr. Carroll." There is a suggestion of John's
" success ini;he narrator‘s pasual remark that: "Yet, even for
John [junior] times, grew harder and harqer"; (emphasis added) b

and another suggestion in the narrator's report that the bank =

manager will lend meney to the protagonist's son-in-law, Frank
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Bramley, if John Elliot $enior or junior will sign the note.
(p. 227) -

It is true that the narrator later reveals that John.
junior's estimate of himself in his Sedgéby days as a "big
farmer" is premature. (pp. 240-41) Nevertheless, although
the son is not a fiﬁancial success by the end of his father's
life, neither ig he‘the ruined man his fatﬁer expected him to
become. More importantly, the.son proves to be a responsible
person. He undertakes to pay off Frank's note (pp. 289, 364)?
shares with.Cathleen the exéense 0of care for his feeble—‘
minded brother, Henry (p, 373), and realizes, to the delight
of his father, the advantage the farmer has, whether he owns
his farm or not, over the hired labourer in town. The farmer
does not necessarily make monev, but he is always able to
provide "the daily bread" (p. 309). This mature John junior
is a reliable channel for the narrator to use for suggesting
the limitations of the father in the vears when the son was
still on the farm at Sedgeby. Truly enjoving the old man's
visit to Arkwright, where John junior has established his own
farm, the son can speak without rancour about his father's
anger towards him when he left the family homestead: "Of
course you didn't see and couldn't see all sides of the gues-
tion."” John's reasoned explanation for striking out on his
own (pp. 318-19) indicates that the view the reader has had.
of the Elliot children throughout the novel has been re-

stricted by John senior’'s perception, knowledge, and passing
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moods.

In_.addition to correcting the reader's impression Qf

S

‘John £lliot by means of explicit commentary, suggestion, aﬁ
the point of view of another character; £hé narrator under-
mines a certain self-righteQusnesg in the patriarch by point-
ing out, with the aid of juxtaposition and repetition, the dis-
crepancy between what the old man says and what he thinks.

For example, John junior once accuses his father of megsuring
hié children's sucéess in terms of money: "[Ylou are unjust
to us. Because we are not rich." The father replies that he
does not care whether his children are rich or not; he merely
wants to be sure that they can provide their daily bread.
Juxtaposed with this reply are the father's thoughts. These
strongly .suggest that for John Elliot, providing the daily
bread 1is coupléd with achieving prestige: "Apparently Fred
could . make that daily bread. Mary still lived in her sumptuous
house" (p. 217). When the father visits his children in
Faulkner, his thoughts again supportlhis son's accusation:
"Others had prosperous farmsteads; his children had not!" As
if to emphaéize what really matters to John‘Elliot, the narra-
tor reports these thoughts as the protagonist articulates them
to Gladys: "There are prosperous farﬁsteads all ove;‘the
country. As prosperous as mine. Why is it that only my
children..." (pp. 286-87). With these reported thoughts and
speecheé, the narrator provides the reader with the means of
assessing for himself John Ellio;'s'declared lack of interest

.

t
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in material gain. |
There is one instance of correction in the novel
which, rather than disparaging the protagonist, shows that he

underestimates his own ability. As stated earlier, one of his
; -

dreams is to see his children wsttled about him. When,

instead, they scatter throughout’ the west, he considers him-
r \ . .

self a failure as a father. -In\adﬁition, because they scatter

_after the death of his wife, he assumes that they do so

because of her death. This cause-effect assumption SO pex-

meates the novel that, on a careless reading, it may seem to
represent the narrator's own view. To understand the fallacy
of thé assumption, we need to pay careful attention to relevant
instances of point of view, direct narrator comment, and in-
direct suggestion by means of metaphor.

First of all, the aésumption is promoted not from the
point of view of the narrator but from that of Jchn junior.
After his mother's death, and especially just after he is ir-
rationally attacked by his brother Henry, life seems chaotic
to John. The narrator reports the young man's thoughts at this
time: "'Only a vear ago things went smoothlv! Why? Because
mother was living. She held the whole family together'” (pp.
143-45). Years later, an o®der, responsible John, speaking to
the father with whom he is becoming reconciled, still holds
this opinion about his mother's role in the family. He voices
his thoughts about her death to his father: "'That's Qhere

the whole family went to pieces'" (p. 308). The suggestion
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here is that the family remained in "pieces," a notion which
the events of the novel do not support. Except for Arthur,
who dies; Henry, who is feeble-minded; and Mary, who goes
with her husband to British Columbii, the Elliot children keep -
in close touch with one another as the vears pass. The, facts,
then, deny the idea, transmitted ?rom John's point of view,.of
& permanently Eroken éamily. More impoftantly, the narrator,
in a direct comment, denies the £father's belief that only the
mother held the famiiy togethex. The ng;rator asserts that
John Elliot "did not make it clear to himself; but the break-
‘ing up of the family which, in a sense, was no more than sub-
secuent to [Mrs. Elliot's} death, appearea to him as condi-
tioned by it" (pp. 162-63). With this éfatement the nafrator
indicates that the protagonist's belief res;s on a post-hoc
fallacy.

Most important of all, however, in dgtermining the
narrator's own position regarding the break-up of the family,
is_the suggestion conveyed bv an apt.metaphor. At the end of
the'novel, as the Elliot children gather about their dead
father, the narrator comments that: "in most of them a .
‘feeling rose t6 the surface that with him the last link had
been broken which so far had held the manv divergent forces at
wgrk within the family together as in a sheaf." The metaphor
of the sheaf defives its force from its emphatic position at
'the end of the novel, from its combination with the narra-

tor's direct statement that John Elliot held the family



30
together, and from the appropriateness of the comparison
itself, svmbolizing as it does both ﬁﬁg father's binding to-
gether of the children and his reliance on a way of life'which
provided their daily bread;;‘It is after the father's, not the
mothér's death that the fami}§‘will no longer be bound to-
gether. The narrator tells us that: "Hgncefofth, their eyes
would be focused 6n their own inéividual futures."™ By means
of the firal image of the sheaf and the final comment in the
hovel--"But, once more, all but two of John Elliot's family had
been assembled"--the narratof‘emphasizes the extent of John
Elliot's achievement in binding his children Eogeﬁher. {p.

380)

The devices of rhetoric in Qur Daily?Bread-—expligit
comment, suggestion, point of view, juxtaposition, repetition,
metaphor, and image——boay forth John Elliot in all the complex-
itiés but not in all the depths of his changing personality.
Laurence Ricou finds the change in the protagonist from | -
authoritérian figuég te aged fool "abrupt and unconvincing."is
Given the care withiwhich the narrator aécounts for the decline
of.the protagonist--his sense of losing his bearings after the
death of his wife, his horror over what he considers the
thriftlessness of his children, his bitterness over their
turning their backs on his wavs, his sense of being desertéd——
ﬂis decline seems ;onvincing enough. It does, however, seem

abrupt, and the reason is that we are told about it, rather

than shown. Dramatic presentation in this novel is mainly -
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reserved for the problems of the children, for the surface
details of their daily lives,.and for the father's disapproval
of their life-stvles. The significant spiritual changes in
the prdtagohist, which resuit from his encounters with his
children, are not dramatizq@. It is a tribute, then, to the
narfator's skill in prompting the reader to evaluate the pro-
tagonist for himsélf, that John Elliot comes alive as a
believable individual. 7

éﬁ The narrator's skill in individualizing the ten Elliot
children has‘been guestioned by some critics, such as a
Margaret E. Lawrence, who writes that "Some of the figures are

blurred."16 Barker Fairley £inds the "Isabels and Margarets

...hard to sort out."l7 An unsigned review in The New York

Times acknowledges such distinctions as those between Isabel
and Margargt, but suggests a lack of depth bevond those dis-

tinctions: .

The individuals are labelled, but there +dis no
development which leads up to the result. Each
and every one is tuckel into a compartment and
exhibited as mean, selfish, stupid, improvident
or what you will--so long as it is diSagrgeable
--without being given a chance for life.?

-

There is some justice in this complaint. The devil-
lmay-care, romantic young Isabel is easily diétinguished from
the intellectual, independent voung Margaret, singled out by
Lorraine McMullen as "Grove's first career wdmén."lg Isabel

as an adult, however, 1is not sharply differentiated from her

poverty-stricken sisters and sisters-in-law, all of whom
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become -somewhat sour and humourless. The adult lMargaret pursues

figure. The New York Times reviewer makes an astute comment

when he refers to "labelled" characters. In fact, in the manu-

scriot of the novel, Grove, in listing his characters, has a

1

brief,notation,aftef each name, Henrietta, fof example, cate-

gorized by the word "tyrant."20 Henrietta is not, however, to

use the New York reviewer's words, "tucked into a compartment."

As a grown woman she becomes cqld/gﬁa cruel, and is even in-

strumental in her husband's death. Yet>the narrator depicts
her, too, as a pit 45 e creature, one wha knows her own bitter
nature and suffers for it. The narrator reports her confession

to her father that there is no sweetness in her makeup, an@

presents a scene in which she weeps convulsively over this

lack. This display oé deep unhappiness sé arouses her
father's vity and sympathy Fhat he, sunposedly c&ld and heart-
leés himself, fstrokeq her haif, uttering little{ consoling
sounds of which he was guite unconscious" (pp. 200-01).
Henriet®® is a strong character, and méhy faceted. Nelther
she nor John ﬁlliot can be included in the "Each an& cvery one
is tucked into -a compartﬁent" of the Times review.

One problem in—clearly delineatiné t;e:ﬁlliot children

other than Henrietta is the previously noted large cast of

characters, which affords the narrator neitﬁer the time nor

~ the space for rounding out each individual. 1In addition, in

=\.
keeping with the author's purpose, the narrator places the



N
e

e
33

A
empvhasis on the characteriiééion of John Ellibt. Although the
narrator fails td dramatize "the inner life of the hero," the
drama he does provide is usually selected to rende; external
situations against wﬁich Elliot can react, in_ this way re-
vealing his character. Still another problemcis the lacﬁ of

differentiation in the children's life-styles.\ Finally, there

is the deletion from the novel of the first of/the seven note-

books of which éhjjmanuscript of Our Daily Bread is comprised.
Much of  the detai/ed presentation of the. children is lost in
this cut. The first chapﬁer of this ,unpublished material is+

devoted to one evening in the life of the Elliot family in

r
r

1896. Here, the narrator's method being mainly}dramétic, with
comment in a distinctly subordinate position, the family comes
alive. Deletions frbm the second notebook of the manuscript
.;ob John junior of some of his individuality.. Opposite one of
thes pages of the story text of this manuscrint is noted John's
"propensities for miéchief," which he néver outgrows. In .
this story 1tself the mischief becomes, as John grows older

M -

more serious. The youth associates with undesirable compan-

ions, drinks, gambles, and once stays out alL night. 21 If the

reader of Qur Dally Bread knows these facts about John's

childhood and early jouth he can better understand John
senlor s crltlcal attitude towards his oldest son.

In deleting the materlal covering the ten years of the
Elllot s family life before the novel opens, what Grove loses

in the fleshing out of his characters he gains in a clearer
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focus, a clearer sénse of purpose than .that in the %anuscript.
In the notebook which is cut, the Elliots live in town. It |
is Mrs. Elliot who wants to move to the country, where Mary
lives with her husband, and whgre Gladys and Frank intend to
live. John Elliot opposes the idea: "'I don't think you'd
be happy... Not a bee, not a bﬁsh... Bare, rain-washed, sun-

baked hills... It is dismal and drear-y.'"z2

Since the novel
centers on John Elliot as a man of the land, whose driving
ambition is to see his childrén established on the land around
him, the novel demands a sense of a continuing farmipg tra-
ditimuin the Elliot family. The image of the father as a towns-
man who becomés a fafmer to please his wife destroys fﬁat
sense, and makes his despair over his children's dispersal

from the family farm unconvincing. Thé image of the protago-

nist as a man who has spent his life builaing up that farm is

the appropriate one for the patriarchal theme of Our Daily

Breaa.

‘Grove's avowed purpose in this novel was to concentrate

on the inner drama of his protagonist. As wve’'have seen, there

are problems in presenting internal reality in Our Daily Bread.
The nafrator is burdened with a large casé ¢cf characters,
restricted by a repetit;%e rlot, énd encumbered hy many
trivial.details. Nevertheless, by enlisting the reader's col-~
‘laboration, the narrator has create@ a living character in
John Elliot. In addition, in spite of the lack of a full and

* coherent drama of "the inner life of the hero," the narrator,

o
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as previously noted, has supplied some description of the pro-
tagonist's thought processes, has allowed the protagonist to
share at times in the transmission of his thought;, and has
elucidated thosé thoughts with commentary. Ag a”result, John
Elliot, although not ééveloped in great depth, is more than a
flat, externally realized character. The reader has a clear
picture of this man iﬁ relation to his family, and sees how
a preoccupation with his own dreams and his own ways can cloud

a man's Dercept1on of his chlldren and of his own contribution

to family unity.
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CHAPTER II: Fruits of the Earth

o

Whereas Grove g%i}ed that in Our Daily Bread'he-“wai/’"\

concerned with nothing but the inner life of the hero,,"l he

claimed that Fruits of the Earth was "'meant....to be taken

as a piece of pioneer history.'"2 As we have seen, the
avowed éurpose_in the former novel gives place to an interest
in revealing the external iife of the protagonist, John
Elliot. Similarly, the intention in the latter novel gives
place teo an ;nterest in revealing the external life of pro-

tagonist, Abe Spalding. For although the narrator of Fruits

of_the Earth tells about Abe's spiritual wrestling with de-
spair, ;eligious doﬁbts, humiliation, and pride, he. does not
devote much space to his protagonist's inner life, nor drama-
tize his thogghts. The nﬁrrator‘s task in Abe's story, how-—-
ever, is more complex than is that of the narrator of John
Elliot's decliqe. The latter narrator reveals the p;otagoniét
mainly in relation to his family; the former reveals Abe Spal-
ding as much in relation to the district which bears his name
as to his wife and children. .In addition, the narrator of \
Abe's story, conscious of the intention of the author, deals
in Part Two of the novel with a large amount of documentary .

material. The narrator of Fruits of the Earth, then, con--

cerned with unfolding the growth of a personality in public
and private life, as well qg;with integrating into the story

36
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documentary material about the growth of a district, attempts

more than does the narrator of Our Daily Bread.

Abe's story is one of achieved ambition, hollow suc-
cess, changed directions, and faltering new beginnings. In
Part One of the novel, Abe is the man of economic vision,

whose arena is the material world, and whose antagonist is

‘the land ifself.‘ He arrives on the prairie determined to

reap vast wealth from it. To pursue these goals he is wil-

ling to sacrifice not only close family relatio%ghips but all

human contacts not directly concerned with his financial

goals. For the sake of the future, he is willing to sacri—-

fice the present; to become raster of the prairie, he is®

willing to serve as its slave.

~.

~._ Ironically, Abe achieves his material goals at a time
when his system of values is beginning to shift. The private
man, needing roads and a school for his children, is becoming

a public man in district politics. The farmer obsessed with

-

producing a bumper crop is becoming the father who delights

’

in the company of his young son. The turning point in Abe's

- life is that son's death. Grief-stricken over human }oss, Abe

is conscious of the emptiness of material gain. Faéed with
thé permanent nature of deéﬁh, he is alerted to the £ran$ient
natu;e of man and.his works. In Part Two, Abe's material
aspirations give way to his concern over fundamental spirit-

ual problems and his sense of obligation towards his district

and community.
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Unconsciously, Abe is more interested in leading than
in serving his community, so that when his status as a tax-
payingdvoter is challenged, he cannot survive the attack on
his pride. Woundé&, resentful, bitter, he withdraws from
public life. The private man misses his few friends now,
considers his continuing material success as unimportant, ,
aq§ 1acks§1purpose in life. Again ironically, just when he
is becoming resigned to his life, planning to rebuild it on
a smaller scale, and 1iﬁing not for achivements but for the
- joy of doing, the savouring of each separate momént in time,
a family crisis forces him back into public life. The Qis-
grace of his unmarried daughter's pregnancy makes him realize
that he cannot simply turn his back on the loose post-war
morals of the district in general, caﬁnot live in isolation.
Once more he enters the public arerna, taking command despite
his lack of official authority, and unofficially welcomed by
the old settlers, while temporarily, if unwillingly,  ack-.
nowledged by the yopthfﬁl offenders as the leader of the
district.

.Fruits of the Earth, then, tells of cne man's search

for what makesalife worghwhile and for what is of lasting
.value. + In histsearch, Abe\is pitted against time and change,
and must admit the futility of material goals which cannot
survive agginst these superior forcesgh Unsure that human
love'can(su{vive.befond death, he eventually places the high-
est value on commitment to the needs of others. The novel

L4
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offers no guarantee that the old leader df the seﬁtlers wi%i_“_’////f’
be able to deal with the new problems of the post-war-gener- -
ation, ﬁor that his renewed commitment will withstand any
further affrontg to his dignity and status. There is in the
conclusion, ﬁowever, a sense that the hero will continue_the
struggle to give meaning ta hié existence. The conclusion is
thus open, as opposed to the closed ending of Our Daily
Bread.

The two novels differ also in terms of theme. Both
John Elliof and ARbe Spalding have ambitions for material suc-
cess which both easily realize. Similarly both have dreams

of family life. Jspn Elliot, however, regards the family

circle, widened to include bourhood of Elliots, as

the ultimate goal, so that fupon the dis Sal of his children
he feels desclate aﬁ@ wortlless. Ahe, too, ipffers disap-
pointment because no son/of his will take over the magnifi-
.cent farm he has wregged from the prairie. But Abe is saved
from John Elliot's d;feat because Abe's interest g&és beyond
his attempts to cont ol.the prairie or his family to his
attempts to conffol is own life. As a result, Abe's neigﬁ—
bourhood expands, fipally, to embface the district. Tor it is

in serving his district that Abe seeks to make of his life

something of value.
The plot is governed by these attempts of the hero.

Moving forward only to be halted by death, shifting direction,
. #

vacillating between private and public arenas, the plot is so
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arranged as to evoke in the reader the emotions of expecta-
tion and excitement, grief and futility, doubt and hope,
apafhy and concern, felt by the hero. The plot is arranged
also to gain the reader's response to life as the hero sees
it: a series of choices to be made, challenges to be met,
defeats to be suffered. Above all, culminating as it does. in
renewed struggle, the plot is arranged to win the reader;s
acceptance of a vision of life which acknowledges the inevi-
table triumph of time and decay, but continues to celebrate
the indomitable spirit of man.

In Margaret Stobie's opinion, the plot of Fruits of
the Earth is "another of Grove's loése,-linear narratives in
which the years go by like an abacus."3 The analogy provides
an inadeguate comparison for a plot which reflects the career
of.thé protagonist, a career of climbhing the heights of pros-

perity only to fall into the abyss of grief, of travelling
w8

the safe plateaus of isolation only to siip down the hill of
disgrace: of beginning again the climb towards social respon-
sibility. In addition, the analogy fails to account for the
decidéd shift in the plot, itself a reflection of the shift
in the hero's outhék. Both shifts are represented mechanic-
ally, literaily, and metaphorically in the novel. The méchan—
ical device, of course, is the division of the book into two
distinct parts. The metaphor{cal device is Qrganic to the
story. For appropriately spanning the two divisigﬁs, the

first dealing with Abe's material motivation, the second with

- -
-
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his spiritual gquestioning, is the chapter entitled "The
Bridge." On one side of tﬁé bridge stands the "materialist

o | . 4
iwho] felt uncomfortable when facing fundamentals"; on the
other,‘the man teo whom these fundamentals becoﬁé the object
of an urgent desire to know. The agent of change is Charlie,
Abe's eleven-year-¢ld son, whose death in an accident on the
literal bridge is mainly responsible for his father's cros-
sing the metaphorical bridge. -

D.J. Dooley complains of a broken-back effect in the
novel as a result of the shift in Abe's outlook. Concerning
the two divisions of the novel, Doolev writes:

Evidently Grove wanted to express something
bes%ges the futility of human effort. He
could not be sure that the storyv which he
told in the first part of the novel corres-
ponded to the facts of human experience, so
in the second half he wrote another story

founded on a different basis, namely on the
human will counting for something.5

-

Does the narrator change the basis of his story or does he
simpiy demonstrate the change which occurs in the life of the
prptagohist? The shift is not arbitrarily imposed on the
'story by the narrator: Rather, the evegks of Part Two follow
logicélly“from the mental state of the protagonist, which, in
turn, can be accounted for by the events in Part One. That
is, by the end of Part One, Abe has come to feel that he-has
exhausted the possibilities of one mode of life, the striving

for material success. Stopped short by death, he is forced to -

(
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reassess his goals. He loses inéerest in tRe futile battle
to conqﬁer the prairie, an@, at tﬁe beginning of Part Two,

- turns his attention to philosoppical ideas (pp. 159-63) and
fundamental religious questiégg. (pp. 178-801}

The narrator's handling éf the spirituai phase of

Abe's life is disappointing. First of all,rAbe, who h;s
devoted his early vears to material pursuits, is a mere‘be—
ginner in spiritual matters. M.G. Parkg rightly refers to
him as "a spiritual pauper."6 The narrator cannot sustain
interest in the inner life of such a character throughout the
‘whole latter half of the novel. Secondly, the narrator is
not only obliged to £ill out his story\of Abe's inner strug-
gles with details of external reality, but is also committed
to the ‘author's documentary purpése of chronicling the
history of Sp?lding District. Thi;dly, 1ike\h§s counterpart

in Qur Daily Bread, the rarrator does not use but only de-

scribes a technique for reproducing inner reality, that af
‘stream of consciousness. The description of the protagoﬁist's
thought processes in terms of this technique is very detailed,
and suggests the narrator's awareness of the‘appropriateness
of the method for his purposes.
.'in his description, the narrator first of all dis-
‘.‘ tinguishes between what he calls "definite" and "blurred”
fhoughts. He describes the latter as being made up of thrée

complexes. The first of these is "composed of such elements

of Abe's immediate surroundings as obtruded on his senses™—-—
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hayfield,, ditch, trail, and farm, along with the more distant
landscape. (pp. 288-89) This complex seems to be the eqguiv-
aient of what Leon Edel, describing stream of consciousness,
classifies as "peripheral™ thought, that is, thought_"outside
“the central stream of thought, to which. we do not always
éttena, but which is the»'halo' or *fringe' of impressiqn
described by William James." This peripheral area is, Edel’
explains, what Eﬁouard Dujardin means "when heﬁspeaks gf the

. >

area 'closest to the unconscious.'" The rarrator of Fruits

of the Earth, then, first of all distinguishes between con-

scious {("definite") ang unconscious {("blurred"} thought, and
recognizes the peripheral area as one of the elements of un-
conscious thought.- This perlpheral area (or first complex) {//’
embraces both the Dresent and the past, 1nclud1ng within its
scope noB<xﬂy‘the great house and barns of the successful
farme;, but also the two-, three-, and four-roomed shacks of
thaé striving pioneer who oncenwas.Abe. This element of
simultaneity, like that of the.peripﬁéral thought -of whioch it
is a part, is characteristic ofstmﬁnlﬁof—conscioﬁsnes; trans-
mission. The oéher two complexes of Abe's thoughts analyzed
by the rarrator are much too conscious, organized, and

selected 'to belong to the drama of the unconscious. .The

first complex, however, with its evidence of the narrator's

awareness of stream of consciousness, links Fruit of the

Earth to Our Dailv Bread in terms of té%'narrator's recogni-

tion and treatment of modern technigues. Both novels suggest



that, with only a little daring, Grove coulé have been an
innovator in moving the prairie'novel not only from the
romantic to the realistic mode, but also from the "old" or

. ¢conventional omniscient narration towards those types of nar-
ration marked by the apparent absence of the author's spokes- .

man.

In Fruits of the Earth that spokesman is a neutral-

omniscient narrator whose comments in his own voice are both
rare and brief. He is nevertheless present, in some guise,

" on every page of the novel. It -is he, as we have seen, who
arranges the plot in a way which reveals Abé's search for
value and his final commitment to struggle and service de-
spite his‘acknbwledgement of the inevitable victory of time.
It is also the narrator who devises strategies to hold the
.reader's attention, who is sometimes irritating 1in ﬁis intru-—~
sions into the story, and-who'constantly, if not always"

successfully, attempts to integrate the documentary and‘étory

elements of his material.
One of the most interesting strategies of the narrator
is his leading the }eadef to consider éhy-stfuggle or problem
of the prqtagonist.as'the crucia; one not just of the moment
‘but of his.whole career. For éxample, the narrator works
-hard to fostef the'impreSSioh that Abe's acﬂievemept of suc-

. ¢ -
cess or surrender to failure in-his material pursuits will be

the climactic e€vent in the novel.- To promote this impression, -

. -

the narrator involves the reader in Abe's perspective. The

-

N
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worry and uncertainty which Abe experlences, ‘the reader ex—
periences. Thus the narrator creates 1nterest_and suspense
in what might otherwise . be a dull accouﬂt‘of the details of
Abe's establishing himself on the.prairie. ~In addition to
immersing the reader in Aﬁe's.point of view, the narrator
uses normative words to heighten Abe's sense of risk. One
instance dccuis in connecfion with Abe's purchasing land
whilé he is still financially iﬁsecure but while land is
$till available and still cheap. The narrator, hinting that
the protagonist is overexﬁgnding himself, emphasizes the pos-
sibility of financial éisaster.bQ means of a collection of
muﬁﬁ;lly enhancing words and phrases. -~ He tells us that Abe is

"worried and restless," suffers from "twinges of a lack of con-

: fiaence,“-is "living dangerously,"” and has "harrying™' thoughts
which cause him to take refuge in “desnerate spurts of work" |
(pp. 32-33). (emphasis added)

The narrator uses the same tactics in telling about
Abe's plans for a bumper crop, the culmination éf twelve vyears
of hard work. That is,'énce more he Presents the situation
from Abe's point of view: it is "the greét and decisive year
for Abg" (p. 95). The implication is tHat no other event in
the novel will rival, in its imfact on the protagonist, the’
saving or the ruin of the bumper crop.‘ And once more an,
accumulation 9f normative words and phrases strengtHéns the

narrator's implication. In fact in the space of two short

pages, the narrator, reporting on the swmmer in which the crop

\
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matures, uses the word "disaster" or the phrase "major dis-

aster” five times, as well as speaking of "catastrophe" and

~

ruin. In addition, he uses repetition to suggest that Abe
. o

may fail to harvest his'great crop. Four times the woxd

"unless” introduces into expectationg for unheard-of succes§
fears of unpredictable disaster:- Abe'é material gain will be
unprecedented, "unless..." (pp. 113-153). It is the weather,

of course, which is' unpredictable, and the narrator makes of

the weafher a formidable antagonlst. Juxtaposed with the

N

)
_descrrg$1on&g§/the efforts of Abe and his helpers to harvest

the wheat, efforts the narrator 1nte;prets as an "orgy" of
"panic" and "frenzy," is the‘descriétién of rain falling <
"like a warning" and hlS prediction cf more rain to come. (p.
117}~ The narrator s build-up of threats has agpbivalent re-
sults. The he;gh%éring of the drama does add excitement and
suspense to the stéry, and also ensures that the protagdnist,
sh9uld he be successful, will éppear‘as a remarkéble fellow,
far above the_iével of the commen run of men. But the tech-
niqu; is far from subtle and displays thg narrator at work,
manipulating the reader's reactions.

-The narrator continues to involve:the reader in Abe's
point;of view when the protagonist's values begin to change.
During the\period when Abe worries about the weather; the
narrator no&izsa new development iﬁ Abe's life, the beginning
of that frien hip\with Charlie which is to become a delight,

"an adventure," in fgct, to the father. Because the shif£
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from material to human values is simultaneous with tﬂreats 6f
material disaster; connotations of calamity colour the narra-
tor's account of the new iel%tio;ship. It is not only the
weather, but the total content of Abe's life which becomes
ominously "almost too bright and ¢lear™ (pp. 104-05)}. The -

technigue of foreshadowing disaster is common in Grove's

novels, most notably. in the section of Fruits of the Earth

here under discussion, in Settlers of the Marsh, and in The
I

Yoke of Life. This anticipation of the future, or destiny,

or fate suggests an adherence to a deterministic philosophy.
According to Philippe Hamon, however, foreshadowing abes not
necessarily signify such an outloock, but ié one of the fea-
tures of realistic discourse. Hamon notes that ;orfhrop Frye
also regards prophecies -and omens as chéfacteristic of real-
‘isﬁ.s Frye himself states that portents and omens, in story

or drama, are not proof of a writer's belief in fate.9 Melo-

dramatic heightening in Fruits of the Earth, like the accumu-

lation of detail pointed out in Our Daily Bread, is indicative

of an allegiance to a method rather than to a philosophy.

The first threat of heartbreak in Abe's‘new-relation—
_ship with Eharlie is the father's discovery of a problem
which is néver explicitly stated but which appears to be a
latent'homosexuality in the son. There are indications of
Abe's awareness of such a problem both in the novel and ;n the

manuscript, "Abe Spalding, Pioneer." The indications in the

novel -were first remarked upon by Louis Dudek, and, since he
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has itemized them in his essay on the relation of autobiog-

48

raphy. to fiction in Grove's work,lo thev need not be repeated
here. Support for Dudek's contention is supplied by in@ica—
tions in the manuséript. Here we find a character called

Ada Laing, with whom Abe falls in love. And here, as in

Settlers of the Marsh, where the faces of old Siqurdsen and
Niels's mother blend in Niels's mind, the figures of Ada and
Charlie blend in Abe's mind. The impqsition of Sigurdsen's
faceuon the'mother's suggests to Niels the possibility that
vhysical pleasure is not incbmpatible with moral purity. The C
blending of the figures of Charlie and Ada suggesté the y /ﬁﬁ\ (ﬁ
female natJ;e of Charlie. To Abe, for example, "His boy, e
Charlie[ and the boyish figure on horseback”[AQaJ seemed tb

" exchange places with each other. One moment the face he saw
was Charlie}s, the next moment ada's." And again; "But.
Charlie and’Ada tended to blend iﬂ'his mind; till, witﬁout
knowing'it, he transferred much of his feeling, ?is incompre;

11 Ih Fruits of

hensible feeling for the girl to the boy."
the Earth, Abe's cherished relationship with Charlie is

' threatened by the father's realization of‘the feminine qual;
ities in his.son, a realization which is confirmed by the
veiled words of Charlie's ﬁeacher, Blaine. (p. 112) Thefsad—
ness of the father in acknowledging ﬁlaine's tentative com-
ments arouses the reader's fears for the future happiness'of

the protagonist.

The narrator skilfully creates a2 sense of impending
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dlsaster w1thout revealing that the tragic event to come is
Charlle s death. He observes that -Abe, waiting to harvest
his crop, feels "as though a sacrifice were needed to pro-
pitiate the fates". (p. 113). He warns that time is runniﬁg
out for Abe. He creates sbme éensé of Eneasiness by noting
that the father, although aware that his happiness is not
depegdent on material things, that there a?e "other things,"”
still insists on postponing "all'other things" until his crop
is harvested. (p. lle 'These warnings of the narrat are
not as obvious on a first reading of the novel as y are
in retrospect, when the feader knows of Charlie's |d&€&th. 1In
addition, the réader ig still under the—&mp<?ssion that the.
climax towards which the narrator is building concerns Abe's
ability to harvest his bumper crop before the ;ains come.
The human tragedy, then, shocks the reader. Tt has a power-
ful impact on him, and prepares him to accept %he complete
about-face of the protagonist in the second part of thé novel.
The narrator's strétegies to hold the reéder's atten-
tion vary from the subtle use of point of ‘view to the some-

bl
what heavy-handed use of normative words in foreshadow;ng.

The latter‘mav seem unduly manlpulatlve but nevertheless con-
tributes to the interest and suspense of the story. Intru-

;
sions in the form of direct comments, when such interfereﬂce
is unnecessary, are merely irritating. One such instance is
the narrator's handling of the scene in which Abe is refused

the right to vote in his own district. Ironically} because
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he pays a promised sum to his wife Ruth as a debt of "honour,
he cannot then pay his taxes, and is dishonoured, for it is
against the law to hold office if taxes are_overdue. The
dramatic presentation of this major setback to Abe's politi-
cal ambitions is strong in iEself. The narrator, hewever,

~_. intrudes with exaggerated references to Abe as "a tree at the
root of which an axe has been lald " and as an "1mperturbable
g} t" in whor&motlons no one knew existed are .unleashed
heightens his prose with two sets of emphatic triads to
describe Abe's reaction to the realization of his erfor:
-"Without a word, without a sound, withou£ a flicker of-eye,
brow, or facial muscle," Abe retreats from the poliing
station. The narrator’s excessive solemnity here is reduced
to a ridiculous level by the absurd image of "flickering".
brows and muscles. Finally, the narrator overdramatizes Abe's
situetion by ‘using an entirely inapproprié%e.comparison. He
equates Abe's loss of votes with his loss of Chaflie. Both
- siltuations, he announces, confronted Abe with "an unalterable
fact. The first time the hand ogqaod had advanced the fact,
this .time it was the hand of man!" (p. 202)

It is true that the exposure of his default is a-
humlllatlon for Abe. As a result of rt, he shuts himself
away from the district, and.lives with his own bitterness for
Years. The narrator's task, howevef; 1s to set the incident.

in perspective. Ee has that perspective, for he notes that

- many vears later Abe could laugh over his temporary defeat.

2,

N
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{p. 204) The drama the narrator creates with his exag-

. gerations would be appropriate only as a product of the pro- .
tagonist's own mind, at the time his pride is hurt, in an
interiorumonologue or stream-of-consciousness transmission.
In order to give the proper weight to the.incident in retro-
spect, the narrator needs to deﬁach himself from tho pro-
tagonist's temporary féelings. )

, - Similarly annoving are those intrusions in which we

detect the narrator's own bias. In The Rhetoric of Fiction

Wayne Booth peints out that: "Most of the great storytellers

.

of all periods have found it useful to employ direct judgment,
whether in the form of descriptiﬁe adjectives or extended
commentaryv.”" Booth warné,_however, that "signs of the real
author's untransformed loves and hates are almost alwavs

fatal."12

Booth's dictum applies particularly'to novels
tfaosmitted from a‘neutral—omoiscient position, since the
author who ch%oses this post of observation-forfeits the
priéilege of speaking in his own voice. When he writes of

the "orgy of spending” for "gramophones and similar knick-

knacks" (pp. 278-79), the narrator of Fruits of the Earth

shows his disapproval of the post-war morals of Spalding
District onlv indirectly. Here his own values, ‘revealed
i? the connotations of contempt,.are less likely to jar on
the reader as are the per§o§al values which he delivers in

his own voice. Such direct intrusions are rare in Grove's

novels, but one instance in Fruits of. the Earth occurs in
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connection with thi$ same evaluation of Spalding District.
We read that: - .
Girls wore silk stockings, silk,underwear,
silk dresses; and nothing destroys modesty
and sexual morality in a girl more guickly

than the consciousness - that suddenly she
wears attractive dessous. - (pp. 278-79)

The narrator's stepoing out of the stoxy world to address the

reader directly is indicated here by the shifz‘in tense from

the past “wore"[bf an utterahce referring to exterior real-

ity, to the present "wears" of an utteréﬁg@?referring only to

the subjeét of the discourse. It is a shift from ohserved
L

facts to personal opinions, from report to judgment. - '

- The narrator's personal bias is also noticeable in
his discussioﬁ of the Consolidated-School issue. In this
case, in reporting the argument about gr?ded as opposed to
ungraded schools, 'the narrator does not give his own assess-
.ment directly, but presents the issue from Abe's point of
view. What arouses the reader's suspicion of a personal bias
is the fact that the narrator gives Abe's arguments against
consolidation in detail, but avoids any mention of the argu-
ments aga%ggt which RAbe is fighting. This suspicion is re-
}nforceé by the narratoé's admission that the real issue is
not consolidation at all, but the future leadership of the
district. (p. léZ) This admission pﬁzé : the-reader, who

might regérd the expanded distussion of the school problem as

merelv gratuitous did he not know that the "real” author;
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having taught in ; consolidated school himself,13 would have
strong views on this subject.

Because the material about consolidation is intro-
duced as an issue of concern to Abe, it is well integrated
into the story. It is, however, singularly dull. The ﬁar:a—
tor makes abe's struggle to fulfil his mater%al ambitions
exciting, but he fails to arouse much interest in Abe's at-
tempts to fulfil his political ambitiong."Although the
leadership of the district is at stake, the 0ld and petty
rivalry Qetween the candidates, Spalding and Wheeldon, is too
slight an affair to appeal to the reader's imag%pation. What
could capture ;ttention here is the issue of moral slackness
in the-.consoclidated schools, and mofe particularly the moral
problem illustrated by the case .of Abe's own high-school
daughter, Frances.-‘By arranging events in ch;;nological
sequence} the narrator presents a general, impersonal issue
before the specific case, and thus loses that human interest
which alone could make of consolidation more than a dry aca-

demic problem.

. Most documentarv material in Fruits of the Earth, how-

ever, 1is notjbnly well integrated but also, because briefly
dealt with, informative withou drawxng attention to ltself.
For example, 1nformat10n about maklng dralnage ditches (p.

26) is tltted naturallv intoc the story as an opequlon which
lnterests Abe and Hall. There is a great deal of this kind

of information, in fact, reminding us of the author's wish to
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call the book "The Chronicles of Spaldiné District," and of
his original intention: "My tésk was to infuse a dramatic
interest into agricultural operations and the attendan;ﬂrural
life of an emerging settlement.";4 Thus we find details on -
the naming of the area (pp. 61-62), the choosing of a teacher,
(pp: 66-68), the ﬁind of settlers the Distrilct attracted
(pp. 100-02), and its topography. (pp. 161-63) All these
particulars, of course, are the very substance of a chronicle.
But presented as they affect Abe, they appear npt mexely as
facts about a pioneer settlement but as part of the dramatic
pattern of the life of an.individual settler.
Details about the prairie landscape are transmitted
in ar interesting wayv. The narrator steps out of the world of
the story, in which events are completed and past, toc deliver
his impreésiéns in his 6Wp voice, signalled by the present
T kense. (pp. 163-65) And yet the whole passage is integrated
‘ i;to the novel because the impressions seem to be Abe's. This
+ effect is produced by the narratar's making of his little
essay merely a continuation of Abe's thoughts, and by his con-
cluding hi§ observations with the corment that the landscape
Just described is beginning to impress itself on Abe's con-
sciousness. The essay is interesting in its own right. It

includes the idea of man as an interloper on the prairie, a

central image in prairie literature, as Ricou has demon-

15

strated. It notes how the prairie stimulates thoughts about

life, birth, and death, thus foreshadowing the major themes

<> N

i
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of W. 0. Mitchell's Who Has Seen the Wind. And its impres-

sion of the melancholy prairie landscape (pp. 163-65) fore-

shadows Grove's own description, in In Search of Myself, of

the landscape of the Siberian steppes, to which he compares

the hills,énd plains of western Canada.16 These are the

images and thoughts of the narrator of Fruits of the Earth,

but they are woven into the story as if they are Abe’'s.

The major function of the narrator is the characteri-
zation of his protagonist. Among the variety of devices
employed for. this task--direct comment, reported action and
speech, reported thoﬁghts, irony, juxtaposition, metaggor,
and the comments of other éﬁaracters?—the most economical is
a series of three iT?ges which clearly convey Abe's change
of perspective in the course of the novel. In the first
image, Abe, as a pioneer bent updn the congquest of the land,
keeps his eyes upon the furrows and sees only the land at
his feet. The second deﬁicts Abe after his renunciation of
economic for human valués, and gives him a position above the
prairie, where "his mind seemed toc hover over the.landscape
as iﬁ flighft." Here his vision widens t& embrace an under-
standing of his place in the total prairie landscape. For
he surveys_the pradrie nét only in space but in time, when
buffélo'roamed the grass lands, and eve; before that, when
the area was the bottom of a lake. (pp. 160-65] Abe's

Homeric story, from this péint of view, becomes dwarfed in

geologic time and cosmic space, and su%gests the author's —-
-, . ‘ -

-

I
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vision of the insignificance of man and his-wqus. Tte
third image is drawn after Abe's period of isolation follow-
ing his defeat at thé poles. Again, Abe makeé a survey from
a height, but this time he sees neither land nor landséape,
but the course of his own life: "His min@ hovered over his
life as-the marsh hawk hovers over the prairie lifted to the.
sky" (p. 289). This is an image of integration, man fusing
with nature,” and nature fusing with eternity. The\;eligiqus
overtones are even more pronouncea in the second draught of
the maﬁuscript, in which the prairie is "lifted closer to the

sky like a giant'altar.“17

This third image, in its serenity,
- with thé effortlessness of‘the hawk which ";oversh and the
gréirie which is "1ifted," connotes Abe's surrendex, his
retrenchment, his freedom from the need Eo_gonquer.

The narrator is at paiﬁs to-present his protagoniét
as an epié figure. ‘To the objective information that‘Abe is
six feet, four inches tall are added.the attitudinal phrases
"extraordirnarily tall" and "physical superiority." From the
' poipt of view of the women of Spélding Disérict, Abe is "a .
huge figure...resembling the.hero in a saga" (p. 95). From
the narrator's own point of view, his hero is "huge, towering,"
(b: 192}, with a "massive face" (p. 220). The Aarrator also |
pPresents the protagonist as engaged in a series of epic bat-
tles. In his struggles with the land, his work reguires .

"almost supérhuman exertion" (p. 118). 1In his struggles for

leadership of the District, he reacts to the politfical tricks
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of his opponent with almost superhuﬁan anger: "As if he were
reaching out into the universe for a cosmic weapon to strike
his opponent down" (p. 201). The narrator describes the
bulldlng of Abe's palatial home with tho epic overtones of
Genesis: "When the foreman asked a question, on Abe's answer
depended some thing akin to creation" (p. 134). This project
" culminates in the oreation of light in the darkness, the
installation of electric lights which;tin the night, flood
the farm "as with daylight" (p. 138). Finally, the narrator
even supplies a chorus to give the renotion of the District
to Abe's trials and achievements, "the crowd aixg;éoll's
corner- [who] laughed an Homeric lgugn" (o. 1386).

The presentation of Abe as an epic figure satisfies
the desire of the "real" author to body forth the heno'he.
imagined when, on’‘a drive over the prairie, he saw a. farm
"such as to suggest a race of giants"("Anthogfs Note," p.
vi). Primarily, however, the care with which the narrato;
establishes Abo's heroic propor¥ions seems designed to lend
nhe reader towards the particuf;r vision of reality revealed

in Fruits of the Earth. Abe must be big enough to represent

the collective pioneer prairie farmer. He must be big enough
to endure a2ll the trials, both material ané spiritual, which

beset the founders of. a,ploneer country, blg enocugh to set

retmen oy

‘against the huge landscape wh;ch epitomizes that country; and

big enough to emphasize the insignificance of even a giant

among men in the universal context of the processes of
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the death and decéy of man,nthe weathering and levellipg of
his works.

The ﬁéfratcr‘s building Abe as a giant among men may.
also lndlcate the influence of Naturalism on the novel

hccording to Malcolm Cowley, American Naturallsts strove for
"bigness" both in size--physically.large backgrounds——and‘
intensity——"big“_emotiohs.18 There are.other precise indica-
tions of Naturalis?ic tendencies in the characterizatién of
abe. One of thesé occurs in his explanation to Ruth of the
necessity of hlS coming out of seclusion to serve the Dis-
trict. He must, he says, cancel the impression made bv
ﬁcCraé'"That a man can do as he.pleases, living the life of
the 5east withi§-hiﬁ" (p.. 334). The same phrase is used }n
the manuscript of the novel, in Abe's complaint that the law
will not punish Mcfrae, but will grant immunity to "the

beast that lurks in all men."t? The thepme of "the beast with-
in," Cowley tells ué, is .a favourite of the Naturalists.
Slnllarly, a phrase whlch recurs frequently 1n Naturalistic
novels is that which desxgnates an individual as "a pawn on a
cheséboa;d."' In Cowley's.viewy the phrase reflects the
"pessimistic éeterminism“ of the_Natura;ists, their pessimism
based Qg\EEEiI belief that men and women cannot shape their
own d stinies, but are in the power of "abstract forces."

In Fruits EE:EQEFEEZEE'EEE analogy is to gambllng rather than

to chess, and the deterministic outlook is Aﬁe s rather than

the narrator's: "Abe feels as though he were staking his
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whole existence on a single throw" (p. 95), and "the plan had
dawned on [Aﬁe]...to'put.his whole area under crop, staking a
decade's work on a throw of'the-dicé“_(p. 114) . In&eed,

" references throughout the ﬁovel to luck as the key to Abe's
suécess do not represent the narrator's viewpoint. It is the
protagonist-who believes théérup until the year of his bumper
crop he has been "lucky," and that "he must count on his
luck to continué" {(p. 89), and it is his neighbours'who,re-
gard his successﬁas_“unnatural;" and Abe himself as_“possessei
of superior powers" (p. 283). The narrator doés not sanction
this wavy of thinking. He shows that Ape is in control of his
own destiny. 'In 1892, Rbe "had simnly showh.ordinary saga-
city in the‘éhoice of his.location" on - the iand, and in 1812,
he had shown'initiatiye, determination, and energy in saving
his crop by stacking it. "~ It is for these reasons that, in the
1&£ter year, he had the only crop'in tﬁe District.‘ Abe's
"sagacity" and "foresight" illustrate the exercise of what
‘the narrator refers to as "the right of évery human beiﬁg to
determine his own course of action" (pp. 283, 118, 324).

Whereas the narrator seeks to présent Abe, by the
means just discussed, in a ‘favourable light, he is detached
in introducing Abe's wife, Ruth, into the story. fﬁitially he
leaves her vague. He presents her, in contrast to Abe and

his usual whirlwind of activity, just sittiﬁg,'Waiting,'
"looking on," with "A somewhat empty smile [bn] her lips" (p.

23). In his questions, he divorces himself from her, waiving
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hi; omniscient priviieée of entering her mind. Why does she
just sit there? he asks. What is she thinking about? What
is the matter with her? (pp. 23, 24, 38) It is not until
two chapters farthér on that he‘explains Ruth's feelings:
her resentment against Abe for his authority-over the child-
ren, who)afe so much with her that tﬁey take her for grarted;
her rebellion against her isolation and her daily routine

-tasks; her anger against her husband for providing the hired

man with a better house than her own. (pp. 41-43) For Ruth,

like the wives in Sinclair Ross's prairie sgories, would

prefer a decent life now to the far-off possibility Bf riches

in the future. .

The narrator's‘preéehtation of Ruth is not entirely
fair. Earlv in the novel he chooses not to reveal what the
young wife thinks, therehy giving the impression, bolstered

‘/by the ohrase "empty smile," that she, does not- thlnk at all
The narrato:; in fact, joins forces with Abe, in a passage in
the sympathétic mode, to disparage Ruth. H;;Thg noted the
Vanbruiks'! reservations about hef as a-suitable wife for Abe,
_the narrator reports that.: "The worst of it was that Abe
hlmself had his misgivings: when he ponde*ed the matter.™ The

P ]

tagged clause, "he pondered," precédes an‘indirectrfree sen-—
tence, attributable to Abe of the narrator- ‘ "The cogclusion
cquld not be evaded that he had been in l1ove with a face and
‘\a figure rather than a miné or soul" (op. 7-8). 1In partici-

vating with 2dbe inC€§p;§ssing this oﬁinion, the narrator

-
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shows his bias agéinst.Ruthq a bias he displays aga;n in a
remark of his own. He reports objectivelz’enough that when
Abe asks Ruth if she is coming to help him in the fields,
she replies, "Might as well."™ But he adds his subjective
jﬁagment:_ "Might aé well!"™ he echoes.\\"Yet.every bit ©of the

-~ _work was Abe's" (p. 24).

~
~

If the reader is irritated by this show of bias, he
is even more irritated; late in the novel, to learnlsome-
thing about Ruth which shows that as a young wifé she was
not merely the uncooperative and apathetic'chaii;je: at first

-\\_/"“)K<€}picted by the narrator. He tells us at last™

the early years of her marriage, Ruth rebelled against Abe,

at when, in

"she had felt thaiﬂghe could never fulfil his expectation of:
her. She was not what he had thought her "to be; thence had
sprung a devastating jealousy of an @al in his heart" (p.

311). This delayed revelation is eviflence of an obvious at-

tempt by the narrator to manipulate the reader. He withholds

the informatipn untfl Ru h_is trying desperately éo save Abe
from learnin pregnancyq\revealing her feelings
only to make NEF past/attitude towards Abe consistent %ith
_her'present love for fhim. . 
There is another reason, howgver, for the nar;ator's
distancing himsg%f—from Ruthféq;;y in the novel. By so doing
he avoids arousing sympathy?for her. His ®Fationale here, in
turn, is explaiﬁéﬁ by events outside the novel. In "Abe

Spalding, Pioneeyr," one of the characters, as previously

-

L — :



noted, is Ada Laing, with whom Abe, although marrigd and a
father, is in love. Abe says .to Ada, in fac if I were
free, I should ask you to be mine." And his big house is

—

doomed, even before it is bBuilt, because he wishes he were
building it for her.21 In order +o make Abe's interest in
Ada acceptable to the reader, the narrator dlsparages Ruth.
Thus Abe is shown to be attracted to Ada by what he misses
at home--the desire to please, and the slight figure which
appeals to his love of beauty. Ruth, on the other hand,
"cared nothing for his ambitions, dreanms, and spiritual
needs," so that he endures "a suffering resulting from the
repression of physical and spiritual}heeds,“ as his marriage
det':eriorates.22 Ada Laing, of course, disappears from

" Pruits of the Earth; but Ruth remains, and she carries with

her those unattractive atfribures which justified Abe's
desire for another woman. |

As the novel ﬁoves forward, -the narrator seems gradu-
ally to forget Ada Laing of the manuscript, and his attitude
towards - Ruth so;;ens. By giving an ineer view of her, he
makes it possibie for her to appeal to the reader's sympathy.
We discover that she is not unaware of her own shQrtcomings,
but is careless abeut her appearance because she feels
"'driven'" (p. 44). In addition, the narrator blames Abe -for
some of the Spaldings' marital problems. Abe knows how to

A
gain Ruth's cooperation in taking her place in the community,

»

but he cannot bBring himself to show even the littlé affection
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which would win her. (pp. 45-46)} He knows he is undermining
her authority with the children, but is so exhausted striviné
to realize his material ambitions that he has no energy left
for human relationships. (p. 42) 1In one instance the nérra-
tor even takes Ruth's part agaiﬂgt Abe by eniisting tﬁe aigd
‘of Abe's sister, Mary. She has always been loud in her
praise of all Abe's achievements during his six years on the
préiriei In order to free him from the cénstant complaints
Ruth makes'about the shack she has to live in, Mary announces
that she will visit Ruth ang try to get her to understand
her husband's priorities. But even.Abe‘s staunchest ally,
seeing the crpwded conditions in which the Spaldinés-exist,
has to admit that "Ruth 1is right" (p. 53). In siding with
hgr sister—in-laﬂ? Mary acknowledges-that Ruth, as well as
Abe, faces trials and crises as a prairie settler. And
through Mary the narrator conveys not .only the vision of the
pioneer farmer struggling to settle the land, but also that

of the pioneer woman struggling to make life.bearaﬁle.

In his Canadian Literature:. Surrender or Revolution,

Robin Mathews posits that Abe Spalding, in the conclusion of

Fruits of the Earth, engages in "an act of’'conservative pro-

test, not of social regeneration.® Abe has "'borme the ban-

——

ner.thus far,'" in the manner of ‘the Canadian tragic hero,

who accepts the fact that "'others would carry it beyon .'"23

In'therconclﬁsfbn of "Abe Spalding, Pioneer,” we find the

=

hero not as the representative of co

sziify_responsibility

<
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but of what, in Mathewé's terms, is typical of a hero of the
_culture of the United States-—anarchiét individualism.

Abe, bent on social justice, takes the law into his own hands;
McCrae, who has allowed "éhe beast within" to rule him in his
seduction of Frances, must be punished\as an example. The

law will not make an ex%mple of 'him, and so Abe is determined
té do so. Late at night he goes off with a loaded gun over

-

his ‘'shoulder; the next day McCrae is found shop, and Abe haé
disappeared.zsv On hearing the news, Ada comes from the city
to Spalding District. "She was g;eatly excitedg. .. She even

. s
seemed almost elated." Indeed,.one of her functions in the.
manuscript is to act as a voice of fate, foreshadowing future’
excitemeat. On her  first meeting with Abe she feels that:
"There was something about him thch suggested that there was
a fate in sﬁore for him." She later ;ees in him a man'"bdund,
sooner or later, to be caught in the whirl of a ‘drama whicﬂ
" might lead him to anything--conguest, ruin, yes death.”
‘There is a strange fatalism in Ada's p:émdnition,'ana it . is
échoed in Abe's reflections on the initial stage of that
drama, his killing McCrae. Having- done the deed,\Agé—E;-no
longer sure of his right to have .done it. "Yet it did noﬁ
trouble his conscience.... He had giuen effect to a sentence
passed by his unconscious gelf.w As he had said earlier to
Ruth, in explaining to her that there are higher than man-
made laws: "My course is marked out for me."26 The outlook

"of the protagonist of "Abe Spalding, Pioneer," is
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ééﬁépicuously deterministic.

- It is melodrama, however, which reigns over the final "’
scenes of this manuscript. In the grey of dawn, one of Abe's
fields is surrounded with cars and people. Ada, on horse-
back, is dashing about in the background. A plane circleg
overhead. Suddenly, the hero reveals himself, raising him-
sekﬁ\sphis full height on the top of a haystack. The plane .
has ﬁot\spotted-him. He drops to the ground and runs among
the haystacks towards a line of advancing men, firing'above
their heads, and waving a letter at Ruth, which he then
sticks in his hat. (The letter commands Ruth to let the pro;
ceeds of a sale of hay go to McCrae;s widow. The salve for
Abe's conscience is not one of his cestlier purchases.) 'Ada
w;ves aﬁéﬁiaves at Abe, in her enthusiasm for a man_who dares
to do right. And Abe, in a fine exaltation, aims his gun
between Wheeldon and.another man in tﬁe advancing line. Im-
mediately two or three shots ring.out, an? Abe falls. Ruth S
and Mary wring their hands. A2ada shQ%Eng?‘My herp! My -3 ~

2
hero!'" :?nd a scene worthy of WwWa a comes to a close. 7 '
! .

The narrator of Fruits of Earth is more sophis-,

ticated, mature{ and restrained thaﬁmhis céunterpart in the
manuscript. This latter spokesran seeks a response +to mere -
heroics rather than to heroism. The narrator of the novel,.
on the other hand, seeks the reader's approval for a chafac—
ter who, although he does pass judgment on ancother; is more

concerned with passing judgment on himself: "'I had

/

\-)_
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withdrawn from the district; I-did wrong; a -th%g [McCrae's

-

seduction of Frances] has risen up against me'“‘}b; 334). 7

Spettigue notes that:
The revision of "Abe Spalding, Pioneer" ,/’w/
into the published form of Fruits of the
Earth shows a transfer of emphasis from
the personal triumph in heroic death to
the rededication of ‘the aged leader who,
though he has been rejected by his apostate
™~  people, must take up again late in life
the burden of leadership that is naturally
his. - It is another new .beginning.

Whether or not Ahe is to cross the threshold of the "new he

ginning," he has at least arrived there. His search for

happiness has led him from the need to conguer the land, to _
an appreciation of his place in. the landscape, to an evalua- (E:’
tion of §é1f, and at last to a concefn for others. The pro-

gression jtself indicates the narrator's visicn of the highest

good, ¢f happiness whidh i% not the product of conguest but

-

of Sﬁmrender, not of self-serving but of service to others.
Even the attempt to take up the struggle once again is more

ennobling than the "heroic ‘death"” of'"Ape alding, Pioneer."..

‘ " ‘T Tnarrator of %éﬁits of £he Earth leads us along
the path which Abe followed. _puf guide is occasionally irri-
tating. By bécoming involved in Abe's point of view, he is
not always objective in his portrait of the protaéonist. By
initially distancing himself from Ruth, he éoo long deprives
her of our sympathy. The narrator sometimeé indulges in

melodramatic effects, or-by other means conspicucusly
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manipulates our reactions. At one time he unfairly withholds
information; at another he fails to exploit the dramatic

interest of his documentary He does integrate this

material into his story,/ however. Q?d on the whole he is a
discreet and efficient guide. His iﬁt;psions are restrained, °
his editorial commentg brief, and his judgments mainly dis-—

guised by sucz’rhetor cal devices ‘as plot structure, meta-
phor, point of view,,{fiiiigigng}magery, attitudinal de-
. scription, and allusidms By all firese methods he helps us to
. évaluate Abe Spalding as. the pfotagonisﬁ makes his choices
- and endures their conse@uences. More importantly, éhe narra-
tor ,defines the concept of happinesg and the means by which

it can be achieved, as thev were formulated in the mind which
~ - L
- >

directed him. o :



CHAPTER III: Settlers of the Marsh

Settlers of the Maxsh is linked thematically to Qur

Daily Bread and to Fruits of the Earth, but develops its

theme according.to a more complex design than do either of

the other two novelé. For comparative purposes, bare outlines
suffice to reveal the three basic designs. In Qur Daily

Bread, the protagonist moves from material success easily won

to the realm of human relationships. Here he makes little /"
progress in understanding others, and is, in fact, an old man
before he learns to'appreciéte his son John or to‘find in

Pete Harrington a kindred spirit. Jonhn Elliot never under-

stands himself. In Fruits of the Eaéth}‘the protagonist moves

from material goals achigved while .8till in his prime
to that same realm of human relatiopships. Here he forges a
bond'w{%h‘pis son Char;ie which, when broken, paraddxiCa;lyi
imprisons the father for a time in his own despair. But Abe
Spalding's road, in spite of detour; along the way, climbs
upwards towards an understanding of his wife: and an uﬂder—

standing df himself in his public and private roles. In

Settlerg/of the Marsh, the protagonist, Niels Llﬂﬁ%&fdt also

oves from material ambitions realized in his youth towards
the\realm of human relationships.. Here his Failure to under-
stand others or himself leads him downhill to initial mistakes '/FJ/

and subseguent disaster. From this nadir, the protagonist

‘68
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[
begins his climb upwards, to develop his capacity for expres-
sing his love for another human being and for understanding
and accepting himself.

3
The structural complexity of Settlers of the Marsh

derives from the intertwining of two different types of
‘\\\\\;iifterns. The design outlined above reveals the skeleton of
apathetic" plot, favourite of n;turalistic writers. Ac-
cording to Friedman& the protagonist of such a plot must
suffer, 5ecause of Lis limitations, until qircumstances
o&erwhelﬁ him.l In this novel, howev ¥, the protagonist,
having pald his deQE to society, emerges redeemed to begln
his life afresh. There ls{'t%ga a symbolic pattern of sin,
suffering, atonement, and redemption in Sd%tlers of the

i
Marsh.2 That this pattern co-exists w1ththe mimetic, and

that'!the two Sre-not strictly cohdurrent, Ean lead, as will
later be discussed, to critical confusion. For the story is
not merely "representational," that is,.an attempt to dupli-
cate reality; it is also "illustrative," that is, symbolic

of an aspect ??'reality and dependent upon traditional pat-

ter¥s of ritual.
In addition to the complexity of its patterning,

Settlers of the Marsh takes.more advantage of rhetorical

devices than do QOur Daily Breadélnd Fruits of the Earth. For

. exahple, the narrator of Niels's story makes use of ellipsis,
a device not exploited in ‘the other two novels, and relies

more than-?dffhe narrators already discussed on the persuasive
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powers of description. The visual and aural imagery in the

descripﬁive passages of Settlers of the Marsh are unmatc@gd

in Qur Daily Bread or Fruits of the Earth. The story- of the

marsh is also characterized by such devices as: paradig-
matic imagery, a %}ever use of iﬂference, a skilful manipu-
lation of time, so that scenes selected from the flow of the
years reéveal character or clarify the pattern of events, a
subtle handling of a naive point of view with its attendant
irony, an impartial presentation of the main characters and
their opinions, juxtaposition, normative words, contrast, and

analogy.

Settlers of the Marsh is set in the Big Grassy Marsh

District of northern Manitoba. At the beginning of the

story the narrator describes this area as wild bus
-«

uncleared and unsettled except for a few scattere
The né?%ator introduces the protagoni§E in an image in whi
this yodhg im;igrant, newly arrived from Sweden, is battling
his)way through the bush with his friend Nelson in a -raging
snow storm. Because of the'force of the gale, the‘two are

unable to converse, and must plod on and 6T\ into the night,

cold, numb, each in his isolation.4 The image prefigures

Niels's story: his physical isolation in the large house he -

.

will build; his lack of communication with the wife who will
live in it with him. Indeed, this initial journey, in all
1ts harshness, towards a vision of warmth and shelter {(p. 14)

-

is symbolic of Niels's harsh life-journey from isolation

]

. A
LS

’
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towards a vision of family. gft is also symbolic of the

development of the prairie settlement which is the constant

< Dackdrop for the story. The settlement grows, toeo, from a

handful of isolated farms in a harsh environment, to the
brosperous community through which Niels walks on his way
home f:oﬁ prison seventeen years later. (?p. 304-07)

The movement of thé plot is not the linear one sug-
gested by the journey paradigm, but.is, in fact, cyclical.
At the end of his life-journey Niels envisions a home and

family. This dream is at first vague but becomes a specific

ideal when he falls in love with Ellen:_ Niels journeys

ks .

towards the fulfilment of this ideal until he’'meets Clar
Vogel. In marrying her, he journeys'éway from his ideal
goal towards an ironic distortion of his original vision.
Only after many years and many trials does ¥iels once more
direct his steps towards that early vision and begin to
r?alize its fulfilment. Antithesis is the impetgsﬂgghind
this cyclical pattern. In ﬁhe.major Niels and Ellen-Niels
and Clara antithesis, Niels is attracted by Ellen, tempted by
. ~
Clara, obsessed with dreams of Ellen, but, Ellen proving
unresgonsive, infatpated‘with the image of Clara. Niels, the
narrator reports,‘is “;orn between two desires," between two
women. fan\Sf—fEE§e/women had seemed to demand; the other
to give. Yet one was competent;jthe other, helpless. One

was a mate; the other, a toy" (p. 80). The narrator stresses

the polarities here in the ahtithetica1l§t;QgEPre of
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his sentences. : 72

J4thin the Niels-Ellen relationship, antithesis de-

termines tRe direétion of the plot. Because of Ellen's

aloocfness, the love story is at firSt static, but love

begins to blossom when Ellen smiles and speaks to Niels.

-When she draws back again, the relationship withers. Inno-

. cent andoinexperienced, Niels is incapable of reviving it.

In addition, even when Ellen is friendly, Niels's desire to

: «
marrv her is curbed by what are for the reader cuite incom-
o, : . A N

prehensible delavs. The pattern of thé\love‘stérv, then,
one of longing/restraint, closeness/distance, dfead/‘op%

: N
Within the Niels-Clara relatlonshlo, ant;thesms charactefhzes
not so much the actions as the personalities of the couple.
Once ma;ried, Niels and Clara are -depicted as young/old,
innocent/experienced, ndive/artfﬁl, bewildered/agréssive,
awkward/urbane. From such polarities spring the motivation
for Clara's provocation'of Niels, ﬁis blind violence towar@s

her. .

\
The antithetical elements in Settlers of the Marsh

reflect the vision of life held by the protagonist. Niels
classifies experiences, nersons, gualities in terms of polar-
ities, ﬁarticularly in terms of the ideal/the base. This

view is naive and leads him to disaster. The narrator's own

vision is suggested by an -image in which the face of old Sig-

L“Hurdsen is superimposed on that of Niels's mother. 1In this

image, spiritual and sensual qualities are not mutually
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eéclusive, but, like the faces themsel: , seem "to blend, to
melt together" (p. 328). The gradual integration of these
qualities in this image in Niels's mind fortokens a gradual

change in Niels's outlook on life. The narrator shows that

when the protagonist is able to integrate the spiritual and

-

sensual sides of his own nature, he is released from guilt
and shame. ‘He can éccept ﬁis feelings towards Ellen and
seek her as his wife. -

| ?9 tell Niels's story, Qrove haé chosén a qeutralf
omﬁiscient narrator whose most outstanding guality is fair—:
ﬁess.; Despite an obvious bond of sympathy with Niels, he
views his proﬁégonist-with detacpmeﬁt. The drama of Niels's
disastrous marriage with Clafg'proviaes the mostlimportant
exampie in support of the narrator's objectivity. Gently but
insistently the narrator ﬁakes it plaiﬁ that Niels must share
the blame for éhe cdntinual deterioration of the relationship.
At one time, for instance, the narrator intrudes directly
into the novel to remark of Niels, as:he becomes aware of his
wife's artificial meéns of disguising her age, that~"no£ al--
wayvs, these days, was khoughg'as charitable as if should have
been" (p. 202). This remark is reinforced by the narratox's
noting that-Claré, at last confrpntihg Niels without/gny
ﬁake—up on at ail, was "a woman driven to extremities" (p. g
254). The implicaﬁions of "driven" are clear. Clara may be

playing havoc with Niels's sensibilities,'but Niels is the

agent of his own unhappiness. He is the one who "drives."
2
@
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Feeling his marriage to be "almost an indecency," (p. 183), he
shﬁab himself phy;ically and epir;tually away from hisfwiée.
From his Doéition of isclation he calle-ﬁer by name so |
rarely that, wﬂen he does, she smlles "brllllantly, grate-
fully, as 1f e*pandlng under a czie:s (p. 198). The narra-
tor's interpreéatlon here sugges hat might have been, had
Niele been capable of feeling and showing affection for
Clara. . : R “ S

What Clara wants frem Niels is not only affection,

but flrmnessk\ We cannot rely on her own statements, to this®

effect——“I waited; oh, so anxiously I waited for 'you to

scold, to 'get angry, to beat me -if need be....Just to show

that vou did care"; "I wanted you to’ say no!'; "I wante

to guesk{ion me; or to get angry" (pp. 240-41). (Grove's el-

lipsis) *Clara is attempting here to jusfify her behaviour
‘and tq‘{gpkf'that had Niels reacted dlfferently to her, he

" could have won her’ love. SThe narrator never, supports
) ' /

Clara's claim that she loves Niels, and never sgggests that

Niels could love Clara. He does suggest, however, tﬂét if

-
w
\l

Clara were forced to submit to Nie;s's authority, some sort

of partnership between the two would be possible. He reports

that Niels once sensed, early in his marriage, the need to

jself master, but that ?t was only "Later, much ~—
T o
understodd that such-a course.might have

proclaim hi

later [that]

righted much that was wrong between him and his wife..." (p-

221). (Grove's-ellipsis) o ’ l <;/"
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Niels is too intimidated by Clara to exert the

authority necessary for such a rgdonciliation. (p. 221)

//_-'\_J

Sarely it is useless for the narrator to speculate on the

passibility of a partnership dependent fipon a total change

in the personality of the protagonist. Similarly, it is .

sﬁrely naive for him to entertain the idea that feven if Niels

.could suddenly become a forceful person, could express affec-

tion for Clara, and could acquirg instant maturfity, his
";mairiage would be saved. For the narrator himgelf has shown
;£QE,couple to, be basically incompatible. He h é demonstrated ’
(;\kjpis, in one instance, by juxtaposinc a scene [of a dull
evening in the Lindstedt homejwith comments or Clara's high
spirits and her expressed ging for the excitement of tpe
town. (pp. 207-08) The narrator does éain the reader's ‘
respect; however, by’his balanced presentation of Clara.ané //_‘\\
Nieké? He depicts Clara as coarse, vindictivé, and adultef;
ous, but he makes it clear that Niels must béar his share of -
‘Xresponsibility for the absolute horror of their marriage.
é} ’ : The idence inspired by the narrator's objectivity
towards his major characters is somewhff undermined Ey hisr
obvious attempts to manipulate the reader's response to the
story. One example is the statement, "something dreadful was
cpming, coming..." (p. }25) (Grove's ellipsis), clearly an
effort’to heighten a sense of doom. As‘noted in the dis-

cussion of Fruits of the Earth, foreshadowing is a technigue

el

of\paturalism, indicating a method rather than a philosophy.

L .

~



76

B .
~ L

In the above example, the obvious bid for attention is more
likely to annoy than to excite the reader. Another attempt

tS create suspense is the narrator's interpretation of
", -

_Nielsig;words to Bobby fogr dayvs after Clara's arrival at

thé'ﬂhite Range Line Hdus, as Mrs. Lindstedt. The words .
provide no justificatioﬂ for the ingervretation. Niels, the(’
reader is told, merely gives Bobby directions for the day in
a softer voice than usual. The narrator claims, however,

that Niels "sounded as if he wished to conciliate an ally in

a struggle to come..." (p. 188). (Grove's ellipsis) It may

be easier, and is certainly more economical, to suggest the

beginning of a dramatic conflict between the newly-weds by
comment than bV scene, but this unfounded comment draws
attention to the narrator meddling with eyénés. The narra-
tor seeks to manioula%e reader‘response once again when he
arouses intefest in "that mysterioﬁs S%SOHd room"” upstairs
in Nieis's‘house. About this locked rsam, Clara is never
curious. (p. 208) The reader is. . But the reférence is

gratuitous, only another attempt to heighten dramatic effect,
1e) tha£ the reader's curiosity is left‘unsatisfied.-
Sometimes the narratqr spoils-a dramatic scene by
intruding openly into it. The wedding supper of Lars Nelson
and Olga Lund provides one example. Niels is summoned by

Clara Vogel to sit by her side. The narrator intrudes to

: the protagonist féels "as

describe Niels's state of X%

if he were entrapped"; he is cénscious of . the foreboding of

o .
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disaster." As if he has not been gxplicit enough, the

narrator then steps out of the time frame of the story com-—

plétely, taking the reader with him, to warn that a "terrible
. ™~

destiny" awaits Niels. (p. 71) This manceuvre illustrates a

situation which A.A. Mendilow calls "the solecism of the two

presents,” the "ficti resent" of the story and the actual

"fic-

The nérrator creates the sense of doom he strives
-for in a vivid image of Njels and Clara. This imade cdntains
the esgential elements off the destiny awaiting them. Tﬁé
two are pictured‘sitting in shadow, cut off from the rest of ;
the wedding party by the reddish gléQ of the setting sun,
which slices through the room. ,[They seem thus to be in "a
gide-play, acted in a niche andéd off the stage..." (p. 72).
(Gfoye's ellipsis) The imagé suggests the hellish guality
of the marriage to come. In addition, the theatrical
analogy éOnnotes‘therfalseness and artificiality of Clara..——

These qualities of the woman are emphasized throughout the

wedding-supper scene by the diction. The narrator calls

attemtion to Clara's "sideiong glance, " her “falsetto‘laugh,"
. ) b

the prétence{with which she looks away, "as if" suffering
embarrassment,’ and the over-all "mockery" of her attitude
_ ~

towards Niels. (pp. 71-72) Only a skilful narrator could

b -
build-a scene as rich as this  one in imagery, diction:\\\

. .]3
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analogy, and foreshadowing. The amount of direct anterventlon;
by the narrator, howg¥er, weakens the effect achieved bv sugr-
gestion. The narrator has been far from subtle in his

efforts to control the reader's r sponse to Clara as a sin-

ister figure and to“Niels's sityftion as dangerous.

In spite of his obvious attempts to heigh;en~t§e

dramatic effect Qf hi tory, the narrator of Settlers E@ the
Marsh is, on the whola, discreet. It is true that he frg\\
guently intervenes dirESE}y with interpretations which bet%ay
his-%resence, but these usuaily- help the reader to unce tand
character or situation, are alwgys-brief, ranging from allfew
se téﬁceé to single words, and are economical substitutes

for ene in matters unworthy of dram. I ordér to estab-
lish Niels's chastity and Néison's'coar : nature, for example,

the narrator comments on Niels's reaction to his friend's use

_;of the word "flirt"™ in connection with Ellen: "This yord

seemed indelicate. It‘opened a gap -between Niels and his
friend; it would take time to bridge it over..." (pp. 52-53).
(Grove's ellipsis) Sometimes the narrator's comment is dis-
guised as mere suggestion. One instance is his remark about
dlga, entering with.Nelson,.blushing, with ma red mark, as
from a lover's kiss, ohBTer'throat" (p. 37). Only the "as
from" differentiates this\inference from a direct report; vet
it plays down the narrator;§ omnlscience. Anothé%&instancé

. . \ - - >
of clever inference introduces the narrator's report of

Clara's account to Niels of hex past life: "What she had

&
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told him of her form life, was this" (p. 194}. In one
short sentence the.narrator both implies that Clara has not
been strictly honest, and creates a situation of dramatic
irony, the reader knowing oftClara's prostitution, Niels
being at this time ignoi’ant-.of it. f

A narrator's presence is always indicated, of

'course, in any interference with natural time oxder. Chat-

man has classified the major manipulations as those of

. . .. . R 6
"impression," "expansion," "anticipation," and "flashback."

The narrator of Settlers of the Marsh uses them all, and

usualiy to gdgd advantage: In fact Rudy Wiebe considers
that the handling of time, "alwavs a difficult technical
matter in a wobk»covering more tﬁan a decade," is "superbly"
managed in this novel, and “"proves [Grgﬁe] a very experi-
enced novelist indééd."7

Those events which in reality fill most time, Niels's
hard work in establishing his homestead, .the narrator om
presses into summary, merelv to sﬁow the passing of’timg and
the progress being made. (p. 8l) When event throws ligé;)bn

-

character, explains motivation, revedals a state of mind, or

‘foreshadows things to come, however, the narrator often ex-

-

pands his material into scene. The attack of Lund on Mrs.
Lund with the pitchfork and her wresting of the implement
from him are presented scenically for several reasons. n

Niels's thoughts about it, it presages the future: "Co#ld

marriage lead to that?" (p.. 85) 1In fact, it touch off a

W

./
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;ggssﬁibngéﬁed pont;flcatlng. Indeed, instances of the narrator's

w ' ‘ ’ .80

train of thoughts in Niels, presented not guite in the stream-"

- of-consciousness ﬂénner but with elements of that method, the

discourse siiding back and forth between the narrator's cc;ment and
reported thought. This passage is important because it re-
Qegls Niels's sympathy for the adverse condition of the

Lunds, his fee££;g tﬁat chancé is an important factor in

life, and his apprehension about the future.

The "anticipgtions" of this narrator are among his
less successful faﬁperings w;th.time. it is when he looks
into the‘fug&re-that he is likeig to become, as noted
earlier, hea;y4haB§gd in the.manner of the naturalists. We ’
reéd, for example, of tﬁa% scene with Niels and Clara at the
Nelson-Lund wedding, that for Niels "the ﬁémory of this
feeling [of distaste] was to come back tQ'h}m, many years
lﬁter, when his terrible destiny had overtaken him” (p..Yl). P
Taken alone, such a threat may stimulate the reader's ‘inter-
est and concern; its éapécity to irritate is in direct pro-
portion to its repetiﬁibn. In tﬁgiuse of flashback, the
narrator is his retiring self again. He hiées be“‘nduxﬁaf
chgracter wagxiemembers usually NlelS, thinking, for exampie,
of his chiidhood (p. 50), and on -one occasion Bobby, thinking
of Nieli;/i;; 278)

-~ The intrusions of the narrétor of Settl¥ers of the

I

Maréh then, are generally brief, pertinent, and discreet.

The reader cannot complaln of lrrelevant wanderings or long-
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speaking on a level outside the ngld of the story are so

.

rare as to attract attention. One instance .of an utterance

of this nature occurs near the end of the novel, as the nar-

rator cdhtemplates Niels's difficulties in adjusting to life

on his farm after his return from prison:

These things settled, Niels went at the
work of seeding-.-his £field. And now, for
the first time, he faced the day alone..:.
- It was not an easy task. To drown

one's,;%pught in labour is very difficult
on the farm: everything is conducive to
contepplation. No high imbitions lead you
away-from the present; and yet those am-
bitions which are indispensable, the lowly
ones, are really the highest on earth:

the desire for peace and armony in your-
self, your surroundings.... (p. 323) /
" (Grove's ellipses) . ‘

It is obvious that thd utterance shitts to.aldifferent‘
level after the word’ "task." It‘moves from the plane of
story to that of the narrator's own reflections. This shift
is marked by precise linguistic indicators, classified by
the structuralist Tzvetan Todorov as those of tense, status,
and.mood; The tense becomes what Emilé Benveniste refers to
as the linguistic presgnt, that isi'tQS,present of the mo-
ment of the discmnse;s the "status" is indirect style; the
fmood" is that of an autoﬁomy superé&iﬂzgjége level of k
story. That is, the utterance is a representation in it-
self, without the exferior imadﬁpary refifence to thch the

’ -] g "~ .
first three sentences are tied. This is a very rare in-

-

stance, in both its relative iength and its "mood," of thé_'
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arrator's speaking in his own voice. The brevity and -

relevance of this general comment, however,/ are characteris—

all his utferances throughout

- | T\\

tics the narrator displays in

the novei.

./"/7 A technical feature of Settlers of the Marsh which

¥

) ’_Jsome critics deplore is the use of ellipsis. Stobie com-

ments that "Grove's obsession with ellipsis marks, a fashion

that he took up for a tiﬁe, is a constant irritifion.“lo

Thomas Sagﬁders, in Pis Introduction to the New Canadian
. \ .
Library edition of the novel, agrees with Pacey that this

device gives the story an episodic character, but feels that
this is appropriate, and that ellipsis effectively indicates

11 -
the passing of time. W.J. Keith, in turn, agrees with

Saunders, noting also that ellipsis does not necessarily

indicate r.:utting.]T2

el

Indeed,,an examination of the original

CT— \
-

' 3
manuscript of the novel sﬁﬂﬁs_that in a majoritx)of in-—

~ N
stances no words have been deleted from the original version\”_fzgﬁx\\
AN\
but ellipsis has been added to the novel. It has been addeé,, ( N

N
? 5
then, for an effect. / Sometimes it is difficult to deteiminéfa/// 5

what efféct Z;;\hgrrator wishes to prodace, and the device //’~J
seens merely_gratﬁitous. At other times elliﬁg%s does &\_fJ/
indeed show the passing of‘time, but it is not limited to -
that function. |
| There are threé instances of ellipsis in the narra-
tor's deécfiption of ﬁiéls and Ellen just beforé the storm

scene. All have been added to the ypublished version of the

=2 - C !
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story, although only the third represents a cut at the end of
a2 sentence, the deletion of a series of adverbial modifiers.
In the {irst instance, the narrator informe the reader that::
"In the smile with which she greeted him there was something
hunted. .." (p. 139). The manueoript reads: "In the smile
with which she greeted him there was almost a suggestion of

13

embarrassment."” In the light of what Ellen is to reveal of

her childhood, "hunted" seems the better choice. The ellip\l
sis after "hunted" has little impact in itself. Added to tw

other instances of the device in sentences immediately fol-

s

low%ng, however, it contributes to a cumulative effect sug-

gestlng the he51tancy of the couple as they aoproach a crucial
-

moment in their llves. -

i There is a plethora of elllpse5'4n the scene in

. d
wh¥ch Niels first visits Nelson's shack in the bush: "It

AN
looked like a fairy dwelling, untouched, virgin, and im-
'measurably lonesone..... -Bush all around..<." The ellipses

here give the reader a sense_ of'%he vast emptiness of the

)

environment of the novel, allowing his thoughts to wander out
lnto the wilderness, rather than containing them w1th1n the -~
enclosure of the hut. 1In addition, these ellipses produce

the effect of an unspoken threat in ‘the description, a threat
with which "the scene seems to impress Niels. For he is

seized with "a sénse of longlng for his own old home for his
dead mother...“ (p. 55). This elllp§ls forces the reader to

Stop, to think with Niels for a moment before rdg%ing on.

r
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'Thus the narratof§ almost imperceptibly, imprints on the
reader’'s mind these two essential facts, the importaﬁdé to

" Niels of home, the centrality in his thoughts of his mother.
One set of dots in the scene merely replaces a dash in sum-

~—fing up a list; another set is redundant. It indicates the
‘passage of time, but this is successfullf suggested by a
double space between paragraphs. And although yet another
set does produce the effect of a long, monotonous winter of

~ .

. work--"Henceforth {[Niels's] life cdnsiste&oalternately of.

I

work in ush and dfiving, driving...."--its effect a%’l.~ ;

this stage in the scene has been;ﬁul}ified by the overuse‘of:ffﬁg .
the device. (p. 56) As long as it is not overdone, howevei,
"~ the device of ellipsis ddeé‘influence the reader's responsé

to the novel, adding to the dimensions of time and space,

and to the sense of hesitancy, fear, or revery.

Inasmuch as descripfion reflects mood, reveals mental

states, or in any way creates an impression which persuades a

R

reader to accept a narrator's view of his story world, it is

rhetoric. The narrator of Settlers of the Marsh uses “deg

scription in these ways. For example, one of the crgcial
times in fthe novel is that in which Niéls feels that he can
achieve.hié dream of héme, wife, and,children if he can win
Ellen. The intgnsity of his passion is refleéted,in the nar-
. r;tor;s describtion of the bysh as Niels sees it:
. . - : . ;.
N
f‘“\\ . Morning and evening he walked over to Sigurd-.
# ' sen's place: for water, milk, or eggs--a

-+

'\_’~
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distance of a mile and a half. These.walks
became something of a ritual. Always, in
going, his look was fixed on that gap in
the green-gold forest--gilded by rising or
setting sun--where the trail led north,
across the old- bridge put up By the one-tim
fuel hunters who had becom t
bush in which Ellen lived.

The poetic dev1ces in thlS passage are appropr;ate to its
theme of 1ove. There is the repetltlon of consonant and
vowel--"that gap 1n§‘green-gold forest"—--wh:.ch even w1th-
out the "go;nj“ or the “gllded " makes the pﬁrase 51ng.
There is the sense of romance in the far—daant pl-aces sug-
gested by "where the trail led noath,“ aod in the long-ago
past recalled by "the old bridge put yp by the one-time foel
hunters.” And all.of these evocations) are gathexed up to
make rich and romantic that final, isolated phrase: "the
bush in which Ellen lived." |

Similarly evocative is the description of nature on
the day when Niels accompanies Sigurdsen to Ellen's hcouse,
and for the first time the girl is relaxed with the young
man, blushes, gven, at sight of hlm. The narrator conveys
Niels's feelings by showing how the world looked to the hope- -

ful lover at that moment:

The song of the softly rustling leaves, just
sprouted on the poplars overhead, held a new
and perturbing note. The stars in the

heavens were eves.and smiled at him. The sound
of his horses, champing in the stable, munch- . .
ing their hay, had a strangely home-like, shel- Y-
tered, protected ring. A Whlp poor—will

whistled his clarion.call in the bluff..." (p. 101).
(Grove's ellipsis)

} ‘ - -

joos : 7
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The cliche€ of the visual imagery here represents Niels's
immature point of view. The aural imagery moves from the

initial wonderment of the lover--the "new, perturbing note”

--to.a sense of the secure, t familiar, a sense of home.

This description helps us to\imagine Niels's state of mind as
he proceeds to inspect the site for his house, the founda-

A N
tion duyg, logs, lumber, and stoﬁg piled ready—£6% building.

kY .

In another example, the narrator uses poetic descrip-
tion not to reflect Niels's mental state, but to suggest it
By contrast. Niels has been thinking of his wife, Clara,
and fgeling ashamed of the lust with which he has responded
to her, both on "the night of their union" and later. The
very juxtaposition of the following description with tﬁbse

' {
thoughts makes the description powerful:
! ’ -
and as he rode the plow, in those days of
the Indian summer: those days that before
: -all others are reminiscent and chaste:

‘ when the light of the sun seems to be
floating in the air like millions &f bronzed
little powdery particles--one day that mem-
ory crystalgﬁsedg : {p. 210)

The power derives not only from the repetition of phrase in:

. )

the paragraph itself, nor from the long, rhythmical sen-

tence, evocative of the long, Indianfsuﬁﬁér day. The power

derives also from the contrast between the preceding "lust,"

‘and "aShamea," and "night,“ Wlth "Chaste" an‘d\"t’l}—e llgh.tOf

the sun" (p. 210). 1In this instance, the beauty of the de-

scription helps to convey Niels's deep sense of corruption.

= ) )
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The/'storm scene in Settlers of the Marsh is an out-

ward manifestation of the state of mind of Niels and Ellen.
Once again, description in this novel is not mere embroidery
but is related to meaning. W.J. Keith poiﬁts particularly
to the use bf the present tense in this description:
The switch from past to present tense is one ~
of the most elementary tricks of style, o
obvious to the point:of being hackneyed, yet
it succeeds here, like so many of Grove's
effects, because its very obviocusness is .
appropriate to the subject., Ellen and Niels
must return to the present and face up to

the future; how co&%d the point be made
more economically?

The present tense also indicates the involvement of‘fhe nar-.
rator in the scene. The very-imﬁediacy with which.he presents
it suggests that he himself feels the intenéity of passion in
the storm--"the lash of the wind comels down"--and the in- ii"’
tensity of passion in the coﬁple--;UEEEises_the-girl" (p. - - w
147), the invégsién seeming -ptterly right for the- emphasis

it produces. The switch from past to present tense is

indeed appropriate; the switch back. to "the past i§ similarly
so. .The narrator retains the ;resent tense -throughocut the

i , .
storm scene- and on into the dialogue which conveys Ellen's

‘insistence that things remain as they are. He shifts to the

past, .however, iels's hopes fogyghe future are dashed.

(PP. 146—49Jq The’ scene is like all ‘the other descrip-

tive passages in ‘Settlers of the- Marsh. They are not only

beautiful--even if somewhat stylized——but'tﬁey play their

4

. .
-\" ¢ ! -
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part in eli#itingrfrom’the reader’' a desired response: con-
'demnation, pity, sympathy, understanding.

" The narrator’'s skill in characterization has been.

questioned by critics of Settlers of the Marsh. Isabel Skel-

ton blames the author behind thé narrator and his inability,
as a Europeén, to_fathom the feelings of prairie folk.'ls
Edward McCourt agrees that the author does not understand
men and women, adding that not only is so sexually naive a
character as Niels unbelievable, but also all the characters
tend to be symbols more than human beings.16 %}obié sup-
ports McCourt, findiné the,charactérs "often wooden and
ludicrous" because of their creator's obsession with their
symbolic importance.l7' Forréick ﬁa;fison the figures of
Ellen and Nieis, at least, are nat so much individual beingg
as generalized, a "'boy and girl' [in]-a timeless archetypal

drama of youth."18

Rather than looking at the characters as
finished prpducts, it may be useful to examine the making of
character, that is: to focus on the methods of the narrator
as successful or unsuccessful attempts to reveal charactef
and meaning. The logical character for a detailed analysis
is the protagonist, N;elg-Lindstedt. Keith regards the way
- in which the novel is controlled "so that- the reader, while,
limited to Niels' viewpoint, is invariably ahead of Niels in

understanding [as] a very. impressive ac@ievement.";g

Keith
does not explain just how this effect is produced, but the

methods include the reporting of Niels's thoughts, and the
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use of irony, juxtaposifion, allusion, scené, narrator comment,
normative words, imagery, and analogy.

Niels's downfall hinges on the cﬁoice he makes in
-marrving Clara. His vielding to her is understandable, but

his marrving her must be made equally so. The narrator, in

»

his attempts to convince, reports Niels's thouéhts. After
spending a night with Cléra,.Niels bﬁfq;s to marry her, and
does not understand her astonishment over his propésal. "As
if there could be any gquestion abéut the marriage!” hé
thinks. Accepting her word that she has loved him for seven
years, he concludes that "Everything was plain and simble"
(pp. 189, 190). The irony in this view draw; attention to
tﬁe simpliéity of the protagonist himself, so that his
}decision to marry élara seems’ plausible. , The reader is not
limited to Niels's thoﬁghts, however, for an understanding
of the situation. In the reader's mind, the narrator's de-
scription of Clara is juxtaposed w;;;n;;;\description of th;
whores of Minér&? In these descriptions, the elémeﬁts se-
lected to characterize the widow and the whoeres are the
same: high fashion, powder, and paint.. (pp.” 127, 130, 177)
Once marﬁiid, Niels and Clara find chasms opening
between them. At threshing time, for instance, he is com-
pletely absorbed in the work of his farm; she is "outside of
ipds, an onlooker" {(p. 205). When it comes to ;eadipg,

Niels is the outsider. Clara suggests that he read Madame

Bovary. He finds the novel incomprehensible, and seeks for
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books which deal with "problems which we;e his." The reader *
looks at Niels from the outside, th;oegh Clara's eyes, as she
hands him Flaubert's novel with a "peculiar look" (p. 207).
Perhaps Clara, like the reader, wonders if Niels will recog-
nize the "problems which were his." As the marriage deteri-
orifes, Nieleklimits his reading to one chapter in the Bible,

the Song of Solomon. Through allusion to Niels! favourlte

verses, the narrator conveys the hopeIEéﬁQfE} nd 1nd1f_

ference of the protagonist as a married man. (pp. 266-67? _
The difference between Niels as romantic dreamer and

Niels as husband is corveyed by cted scenes buttressed by

. : —

the narrator's cament. In one of these . scenes, the \protagonis‘g is

showing Ellen the here ke has Suilt, and is as,ggoud of it

as he is happy in the new ease of his relationship with her.

Ellen is obviously impressed with Niels's achievement. The

narrator captures Niels's state of migé by means of interpret-

ative verbe. He tells us that Niels, responding to Ellen's

admiration, "swelled witﬂ pride," and, wfth a new authority,

brushed aside her hesitation about entering the house.

"'But nonsense,' he ruled. 'Go in'" (p. 114). - As a very

‘successful farmer,'Niels is also self-assured in his dealinge

with men. Tc the offer of the bank manager in Minor, for

instance, that should he ever heed a loan the bani would

probah&%’%e pleased to arrange it, Niels replies that it ie

against his principles to borrow. Briefly and - firmly he

restates his position to each of the manager's suggestions.
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..
(pp. 131-32) Juxtaposed with the scene in which Clara com-

plains that Niels fa%}s to understan? that women like to be
conguered (p. 130), the bank scene makes the protagonist a
believable character. It is highly.probablé that a young man
who has built a large house, cleared many acres of land, - °
aﬁd acﬁumulated a sizeable bank account should be self-
confident and joyous with the girl*who seems to favour him,
sure and unswerving in matters‘of business,-yet awkward and
embarra;sed with an experienced, slightly mocking o?ger
woman. Th®enarrator does not paint a flat picture of Niels,
" but moulds.him-intq a living being.

Niels cannot sustain his feeling of confidence whén'
Ellen is inexplicably cool towards him. Thé narrator shows
the change in him by mea%s of a scene in which the boisterous
Nelson is dominant. In addition to revealﬂng Niels's depres-

sion by the contrast of personalities, the\narrat tervenes

with normative words to reinforce the contrast. Niels,)we
read, "asked wearily" and "replied monosyllabically" (pp.
173-74). In a later scene, despohdency changes to anger when
Niels, married to Clara, questions her about her trips to the
city, alone. Déscribing the cqnfrdntation between husband
and wife, the narrator overdoes the normative words, ob-
viously chosen to reflect both the intensity and the debased

level of the guarrel. Niels feels "red anger"; Clara's voice

is "ice'éold." Niels "snarled" at Clara; Clara "laughed con-

tempt " at Niels. (p. 235) These obvious effects draw
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attenti;n to the né;;ator's efforts to influence -the reéder.

More effective are the narrator's covert intrusions,
when_attention focusses on Niels and his feelings. The
scene in which Niels shoots one of his Percherons is an
example. Earlier scenes prepare for the ghooting. In the
first of these, Niels tracés the steps leading to his mar-
riage, seemingly convinces himself of the rightness-of his
decisiﬁn{ but then thinks of Ellen. With this thought he
suddenly swings his whip over his Percherons, Nellie and
Jock, “"the first time he had ever done so" (p. 190). This
act signals'Niels's decline. It is followed by a second
act, which reflects his turméil and confusion. N;ght after
night Clara hgé béen appearing before Niels "as no Qoman
could show.heﬁself tc any man but her husbandl“ at thé same
time behaving as if all were well between them, or as if
Niels simply were not there. (pp. 253-54) Under this

strain, the protagonist, once "considerate in the highést

degree" to his horses, breaks. He hits Nellie with the hay-

-fork, and is then aghast at this sign of his own disintegfa-

tion. (pp. 256-57} It is after murdering Clara that he

-shoots the gelding, Jock. The destruction of the gelding is

-

the narrator's ironic commeéz\gn what Niels, through his mar-
riage to Clara, has become/ It also represents Niels's
image of himself, and is,/final;y, an act of self-destruction.
in thése three scenes, wiéh their ironic overtqnes, the

narrator presents the story of Niels's fall. His return to
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grace is signalled by his approéch to Nellie after his
pfison~term, "hané-outstretched," as if for pardon. (p. 307)

The narrator reinforces tﬁe message of the scenes
with imager? and analogy. As Niels nears the climax of his
spiritdﬁl disintegration, he is seized by "an irresistible
coﬁpulsion" to spy on Cla;a. He is describgd in terms of a
:predatory'éniﬂél as he "crouched" béhind a thicket to watch
for her. He sees her in what the narr;tor relays to us as
an appalling iﬁage. She is locked in another man's embrace,
but above his head is staring, with wide-open eyes, deéis—
ively, at Niels. {pp. é68-69) Shocked: Niels stumbles away.
He is now described as an animal "wounded to death," acting
"blindly" and "instinctively," and "crouchirig in an agony of .
misery" (p. 283). The idea of animal instinct is picked up
in the narrator's analogy'of a tightly wound spring to repre%
sent Niéls'sginner tension. (p.'289) This. analogy connotes
the mechanistic nature of Niels's final violence towards

X .

Clara. .It suggests that his actions are mert reflekes, the
release of a rage first ?rokaed by Clara's confessioﬁ of
adu}tery. Niels, in this analogf, is not only instinctive'
animal but also amoral robot.

 Despite his stunned interlude of moral lethargy,

: ) 5
Niels is the character around whom thé central moral issue of

Settlers of the Marsh revolves. He marries out of a sense of

moral obligation; yet in Clara's view, his marrying her with--

cut love is a crime. - "You prostituted me" she accuses him.
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{p. 237) Trying to work the probiem thro;gh, Niel; comes to
a different conclusioﬂ: The crime for him is the cause, not
the result, of the marriage. As he sees it, the cause was
his yielding to lust. The next question for him is not
whether, having vielded, he should marry, but whether, having ®
married, he 'should pretend to love. He decides that to keep’
“up such a deceit would be to‘prostitute the marriage. (p; 247)
His assumption that he mus£ marry\EEEE)léﬁds to the para;
doxical position tﬁat Niels married Clara only fér moral
reasons, and therefore N}els is immoral. B
H what is the view of the narrator on this issue?
Theré are two areas in which to seek for indications of his
stand. The firstlis a direct -comment, made aftexr Cléra's
revelation to Niels of her adultery on her trips to the city.
"It never occurred to him yef not to blame his wife for doing
what it was her nature to do; ﬁot to judge her and to £find
her guilty" (p. 246). This remark may merelv imply that
Niels will come to think this Ggy in the future, but there is
no further reference to this view of things when Niels, in
prison, reviews the past as he tries to work out his redemp-
tion. (p. 303) It seems more likely that ¢he view is the .
narrator's own. Certainly the tolerane; it éxpresses is in
iéeping with his bdlanced presentation of Clara. The remark
suggests that the narrator does not see morality served by

- N

Niels's having married Clara. The second indication of the

narrator's stand is his report of Niels's thoughts at this
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same time of Clara's con?ession of aé;ltery. The thoughts
are designated as Niels's by an introductory sentence whiﬁh
states that: "he [Niels] wént to work, uﬁconséiously, at
finding a new path through the taﬁgled labyrinth of his life."
The cuestion immediafely following--"What was the problemé"
—-and the®long passage representing the working through of the
p&oblem, can thus be assumed to be Niels's. There is no sign
of support by the narrator for this train of thought. Rather,
the wording is designed to make it exclusively that of the
character: "Had he, Niels, wronged the woman intentionally or
" not?" Aﬁd a demonstrative, "this," is organized around the
central point of reference of the discourse itself, that is,
around the thinker of these thoughts, Niels. (p. 246) The nar-

rator, looking back, would have used "that._"20

The usual signs
of the presence of a narrator, the past tense and the third
person, seem here to.indicate the narrator in the role of mere
recorder, since he has already taken his stand, outside t@e'dis—
course, with Clara. As the wording and the demonstrative show,

the thought of the discourse is Niels's. Thus the moral view in

Settlers of the Marsh seemsto be reflected in the narrator s

sympathetlc attitude towards Clara as opposed to hlS reactlon to

Y
the r#gid-code of Niels.

'g

// Not only the moral issues of the novel but also "the

v .
attitudes towards fate center in Niels. An important part of

the meaning Of Settlers of ‘the Marsh is the point of view on

determinism. That is, does the novel picture man ‘as subject to
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the circumstances of his external environment or of his intrin-
sic nature rather than as reéponsible for his own actions? A
few example®fwill iiia%ﬁrate the attitudes exhibited in the
novel towards determinism and show whose attitudes they are. |
In the first example, the adverb "tonight" denotes
the linguistic present, the present which is "contemporary with

the moment of discourse."21

The following utterance is thus
designated as Niels's. The narrator, reporting on what is, to
him, the paét, would have séid "tﬁat night": "But to-night
something had happgned which he [Niels] did not understand:. he
was a leaf borne aléﬁgaggg.hindf a prey to things beyond his -
contrel, a ffagment‘swept away by torrents" (p. 78). In the
second example the niFrator writes offNiels that "hé was.he; he
could not act or speak except according to lawé.inﬁérent in
him" (p. 248). Nothing within this sentence marks it as any-
thing but-the narrator's op;nion”of Nielé. From its context
within & long passage of Niels's thought, however, we can attri-
bute its deéidedly deterministic point of view to the protagon-
ist himself. Both the substance and the circumstances of the
.traﬁsmission of this example afe repeated in the question:
"Are we we? Or are we mere products of circumstance?" (p. 257)
Here we can assume a repetition of the protagonist's stance.

In the previous examples there is no definite indi-
‘cétion of the‘narrator?s position. He may or may not accept a
deterministic outlook. The next example, however, suggests that

he does not seek, at least not consistently, to reveal an

2
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" underlying pattern of determinism in the novel. He tells of
Clara's ploy to display herself nightly to Niels, scantily
clad, vet without make-up, so that she can save face if her
husband is not tempted. The narrator intervenes with what is
obviously his own comment: “Had [Niels] made a single motion
towards her, had he said a single word, even though it nad been
a word of forgiveness instead of desire, perhaps the worst.
might still have been averted: fate might have been stayed."
The implication, of course, is that Niels is not the pawn of
fate he believes himselgbto be, but is in charge of his own
destiny. In addition, the narrator goes on to say that "In
him, however, all sexual instincts were dead" (pp. 253-54),
making it plain that Niels is not ruled by the inflexible struc-
ture of his own nature, ﬁﬁi@@& chgiges wrought in him by exper-
ience.

Thoughts on the futility of life are reporteé to us
by the narrator, but whether he shares them or not we cannot
always be sure. In the first example,. he makes it clear that
the thoughts are Niels's. Niels is keeping watch by the dving
Sigurdsen, and asks: '

- Why did it have to be to-day? When life was
hard to bear as it was....

What was life anvway? A dumb shifting of
forces. Grass grew and was trodden down;
and it knew not why. He himself--this very
afternoon there had been in him the joy of
grass growing, twigs budding, blossoms open=
ing to the air of spring. The grass had

been stepped on; the twig had been broken,
the blossoms nipped by frost....




98
He, Niels, a workman in God's garden? "Who
was God, anyway?...

Here lay a lump of flesh.... (p. 152)
(Grove's ellipsis; emphasis added)

-

This passage is organized around the present moment of dis;
courge of its speaker, the "He himself" of "today" anéd of
"this very afternoon,™ the "He, Niels" to whém thé " lump of
flesh; is "Here," and not "there" on “that very afternoon" or
on "that day,” as it would have been for the narrator.
Although the narrator could, neverthelesg, share
‘these sentiments, he explicitly divorces hiﬁself from the

philosophy of futility in the following extract from Niels's

thoughts after Amundsen's death:

A sense of oppression was weighing on him....
The apparent futility of all endeavour was
almost more than he could bear. 2aAmundsen's
impeccability in life, his trivial vanity,
his slow deliberation and accuracy: where
had all these taken him? To our common goal,
the grave.... (Grove's ellipsis)

As if to disclaim ;his view and similar thoughts which fol%ow
it, the narrator sums them up by remarking:"jThat was the
circle of [Niels's] thoughts" (pp. 21-92).

On the basis of these examples and others like them,

the position of the protagonist in Settlers of the Marsh is

deterministic. Niels believes he is governed both by the
laws of his own nature aﬁa by some vague force outside him-
= .

self. The narrator, while ibly sympathetic to Niels's

. f
view, never explicitly embnraces it. He does, however,
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explicitly rejelt the_ideé that Nieis is a pawn oflfate, and
carefully attributes to the protagonist the pessiﬁistic.out-
look which a fatalistic philosophy engenders. Even tbe
structure of the plot, which seems at first to support a
naturalistic ouEIook, does not, as has been pointed out, -con-

sistently do so. Settlers of the Marsh, then, has natural-

istic elements, but is nét. consistently wofked out on natu;%l—
istic principles.

Most of the support f;r a determihistic view of man
is found in Niels's reported thoughts. If these were always
in direct tagged speech--that is, transmitted in the first
person and present tense, and labelled witg Niels's "I said"™
or "I thought"-=-or in the stream-of-consciousness mode, the
line between the position of the protagonist and the narrator
would not be the hazy one it sometimes is. 1In addition, the
narrator does not indicate a shift from his own comments to
those of Niels by any change in style. A close study of the
modes of transmiséion in this ﬁ%vel feveals, however, that

 adl _
much of what seems like narrator comment represents Niels's

thoughts. Upon these the reader is dependent, to a large
extent, for his understanding of the characters and viewpoints

of Settlers of the Marsh, and through these he is aware of

Niels as a striving, suffering, changing human being.
There is a basic inconsistency in the characterization
of Niels, however. He is depicted as a young man with unusual

powers of observation and insight. Watching and listening to

<y
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Amundsen, for example, Niels makes astute inferences about
the man's character (pp. 19—20): carefully scrutinizing the

Lunds, he is conscious of their feelings-.on their daughter's
‘ el

wedding'day,tand of the insincerity behind Lund's cordiality

{p. "70): his understanding of Mrs. Lund is based on a re-

markable-empathy which allows him to grasp "far more than
[her] mé&e words" (p. 41). Niels, then, is unusually ob-
servanf and sensitive. It is incredible that a pérson with
his gifts, who can translate gestures and glances and tones
of-voice into traits of character, should be as obtuse as
Niels.is about sexual matters. It is difficult to reconcile
his detailed observation of the houses and people in his
district with his ignorance of who the aistrict whore is,
where she iives, or who goes th;re. His precise understénding
of Mrs. Lund is similarly difficult to reconcile with his
failure to recognize in the whores-o} Minor paraidels with
the clothiné, cosmetics, and glances of Ciara Vogel. (pp.
127, 130, 177) '

Keith believes Clara is as much a puzzle to Grovg as
to Niels, an unpbnvincing character to find in a bush setfle-
ment or anywhere else.22 ‘Although it does seem incredible

to find this character in this place, the narrator makes the

' Character herself credible. He selects scenes im which Clara's

actions derive logically from her nature and her situation.
Her opportunism in seizing upon Niels's offer of marriage is

quite understandable. The offer represents security to a
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woman whose looks are fading, and ﬁo doubt appeayé, as well,
to her sense of vanity and her delight in irony.i'After the.
marriage, her revenge-against an indifference which is new
and insulting to her, and her rebellion against an ethic
which is completely foreign to her naturg-seem inevitablé.
Once she has set herself against Niels in frustration, bore~

_doﬁ, and anger, she isg carried along on the sheer momentum
of her own rage. . :

If there are problems with the credibility of a
character, they arise in éonnegtion w%}ﬁ‘Ellen Amundsen more
than with Clara Vogel. Ellen's negative attitude towards
sex seems plausible encugh in itself, given_per'particular
childhood experiences. What étrains*beliefJgé that a male
protaqgnist with giels‘é compiete ignorande of the married
state should be teamed with a female protagohist with Ellen's

- vivid awareness and cénsequent rejection of that state. 1In

4

addition,. Ellen is a less fully developed character than

e [

Claras« She is. introduced as'Niels-sges her, a girl whose
“forbidding scrutiny seemed to hold him at a Qistance"; even
his thogghts of her_geem to him "like the violation of an
inviclable pri%acy" (pf 65). She is thus remote from Niels,’
a symbol of the woman in his romanti¢ vision. Because it is
ww}argé{;lthrough Niels that the reader knows Ellen, for him,
" too, she is somewhat remote. For his understanding.of her he
has, in addition to Nield's limited view, only her own care-

—————

fully composed account of -her childhood and a few selected

N |

LA
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scenes. The narrator chooses and stages ;hese scenes Sso
ﬂﬁi)well, however, that Ellen, although always distanced from
" the reader, makes a strong impression, first as a fieXcely
—independent ?éung'girl, later as a woman who has grdwn in

understanding and cémpassionf -

The narrator is less successful in his charact?ri-

zation of Mrs. Lund.  He suggests the importance of this

pioneer farm wife by using her name as the title of the

first chapter of Settlers of the Marsh and by devoting a

gréat deal of space to her. Yet her significdnce is limited.
. . . *

Initially,. she provides Niels with a.pattern for living which

is in sharp contrast with that which he observes .at the

The Lund farm is a place of disorder and poverty, bwt al-

though the relationpship betweeﬁ husband and wife lacks\sta-
bility, there are strong bonds between mother and chifdren. -
Mrs. Lund has had a hard life, and her dreams arg-unfu =
filled; her indomitable spirit thus impresses Nielg“as he
se¥s his course for the future.

The narrator, however, displays an ambivale t_attitude
towards Mrs. Lund. The scenes and defails he selecté\énd the
comments he makes reveal her courage éndkhope in the ce of
adversity but also give the impression ﬁhat she is not what

she appears to be on the surface. Her clothes are impressive
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only under a cursory inspec;ﬁon::her furniture locks present-
able onlfﬁin tﬁilight; and she lies to preserve her pride.
(pp. 28, 38, 47) The narrator draws attention particularly
to the animals on the Lund fgrm. They are all old, lame, or
deformed. Juxtaposed with the details of these beasts is the
narrator's reference'to-Mrs. Lund's "air of a great lady" and
manner of a duchess. (pp.l33—35)- The effect of th%s associa-
tion is to suggest some deformity of spirit beheathgthe surface
manners.-‘This suggestion is strengthened by Niels's reser-
vétions about Mrs. Lund. The narrator repbézs that "everybody

agreed in declaring Mrs. Lund to be 'a mighty fine lady,'"

but adds: "In a way Niels agre

with that verdict" (p. 85).
Niels's "In a way" may/ be the result of his having -
witnessed ‘a gquarrel bet r. and Mrs. Lund, a quarrel she
bggan with her angrv shouts and accusations,.and which degen-
erated intoc a physical battle. (pp. 83-84) Niels's hesitancy
about the woman may stem also from the way he sees her treat her
husband. ©On one occasicon she belittles Lund in froht of Niels,
revealing to £he young man details_ of her £financial affaiEs,

and blaming Lund's laziness for the family poverty. ©Niels,

the narratoxr reports, is "immensely embarrassed" by these

- personal revelations. (p..103) There are times when Mrs. Lund
shows tenderness. towards her husband (pp. 59-60); yet when he

disappears, the narrator's account suggests thaE it matters

very little to her:
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For a few dayvs the excitement was great.
Everybody helped in the search....
Then....Well....Mrs, Lund went to

Odensee and opened a little store. (p. 120)
(Grove's ellipses)

Years later, Mrs. Lﬁnd seems to have forgotten all the things
for which she used to upbraid her husband——hkg lies, his
laziness, his begging--and refers to him as "the best husband,
—the'very best" (p. 315). Neither the discrepancies in Mrs.
Lund's character nor her prominent place in the novel is
cleafly accounted for. The scenes devoted to her are not
justified by the significance of her role, and the conflicting
impressions about her are never WOveﬁ into an integrated
rersconality.

l The narrator exercises better judgment in his hand-
ling of a very minor character, Mr. Bates. In Book Two of
‘“Latter Day Pioneers," entitled "Tbe White Range Line House,"
there is a consideréble amount of irrelevant information about
Bates: the arf’val of his wife in the cémmunity,.her pregnancy,

23

their settling ip. Since the major characters in Settlers of

the Marsh prov%de a good picture of pioneer life, and since the
Bates have no specific function in the story, these irrelevant
details about them have been deleted. The novel mentions only
the featﬁre about Bates not illustrated by: any other characé@%,
that he is a city man who finds that farm work has "'burned

[him}'outf“ (p. 267). It is interesting to see that Grové cut

Settlers of the Marsh to an acceétable size for publication by

-
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deleting large chunks of material, not by paring - down.sen-
tences %ana paragraphs.

Another passage which was-cut is the original "Epi-~
logue." - This section of the manuscript summarizes the forty-
year marriage of Niels and_Ellen with their three children.
The narrator of the manuscript admits that the married life of

the Lindstedts "forms the tovic of adifferent story," and in
the published version wisely refrains cm ending one novel
with the introduction to another. The "Epilogue" shows, how-
ever, that what is often referred to as the "happy ending"” of
the novel was not originally conceived of as a closing but as
an entrance into a continuing flux of experience. The "Epi-
logue" suggests that the marriage of Niels and Ellen leads to
the expansion of their moral experience as they face future
tribulations. The eventual outcome is nevertheless to be a

24
happy one.

In. the typescript of Book Two of "The White Range
Line House," the "Epilogue,"” reduced to one paragraph, follows
the sentence with which the novel ends: r~\\

__-4/ =
As they go, a vision arises between them,
shared by both.

They are sf%ting together in a small
room, at winter time, the winter of life.
The wind is howling and stalking outside:
the wind of ‘the world. In the stove near-
by a fire is roaring, radiating its genial
warmth. A lamp. sheds its homely light
from above over head and shoulders. And as
they look at each other, thev Iisten to

the pitter-patter of 1ittle feet sounding
down from above where the children are

g
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romping for a few minutes before they Eg;t
into their beds....(Grove S ellmpsms)

G

The description is not only stylized; the details of the_
vision described have appeared several times within the
novel. The narrator‘is wise tp deléte this passage.

Because of the happv connotations surrounding that
dream, the f£inal sehtence of the pﬁblished:noyel suggests an
.eventuai happy ending for Niels's story. Although,Thomas

-

Saunders complaiQf that such an ending "detracts from Set-

—e

S e L e
tlers of the Marsh as an artistic ent:Lty,"26 most critics

- find the cbnclusion appropriate. Harrison believes that to

e

end with the murder would be to end with a fall from inno-
Cence; Niels must go on to an acceptance of man in his fallen

. 2 . Cp s .
state. 1- Ricou also feels it is necessary for Niels and
. A - : - .

Ellen to go on to an accebtance of the inevitable tragedies

of life,28 and Thbmpson regards- the couple as "exalted by the.

firal acceptance of compromise." - The predictabkle "tragic"

ending would, for this critic, have been "artifical, melodra-

matic,'and clichééd."zg' Stobie approves of a happy ending

for "a cosmic comedy";30 while Moss considers the ending
"positive" and "the inevitable consequence of a cathartlc

encounter of innocence with ignobility, of 1gnorance w1th the

brutality of gxper1ence."3l

Disagreement over the artistic appropriateness of the

Sn
s

ending may stem from the double pattern within the novel.

The mimetic plot calls for the final overwhelming of the
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protagonist by circumstances; the symbolic pattern needs the
completion of atonement and redemption. The two patterns
are not concurrent, however, so that Niels's suffering,
which follows only the initial stage of sin in the symbolic
pattern, is not immediately. recognized as anything but the ]
ﬁenultimate stage of a "pathetic"” plot. ‘It is significént
that the narrator insists on going bevond a "pathétic" con-
- clusion. Niels, when he at last realizes what Clara isf
announces, in his thoughts, that: "His doom had overtaken
him, irrevocably, irremediably; he was bond-slave to a
moment in his life, to a moment in the past, for all future
times..." (p. Zil). (Grove's ellipsis) The narrator's
~ending the novel as he doeéf@s an emphatic denial of this

deterministic position of the protagonist.

The narrator of Settlers of the Marsh has proved to

be, in the main, an efficient guide for the reader's journey
through the story. He has at times stfained credibilfiy. He
has occasionally intruded too noisily with melodramatic
effects or with interpretations obviously designed to per-
suade. Generally, however, his appearances have been dis-
cféef, brief, énd relevant. 1In additién, by‘presenting his
story world from ; post/he shares'ﬁiﬂlﬁig protagonist, he ﬁgs
achieved a sense of immediacy and authentiéity. "And in

spite of his strong bond of sympathy with his chosen spokes-
man, he has managed sufficient detachment to éroduce a fine

sense of irony and a balanced view ¢ his characters. He
|

!

N
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creates memorable paradigmatic images; scenes_rich with
devices for vividness, suggestion, and emphasis;rand
descriptiye'ﬁassages which help to illumine his characters
and guidé our’responge to thep. He ié a—narrator who can
fully and fairly present the moral views and philosophic
outlook of his protagonist, and vet convey, in a variety of
subtle ways, the lack of his éwn commitment to these views ‘
of life. Perhaps tﬁat is his greatest achievement--to

é%and back from his characters in a position of cool assess-

ment, and vet always to present them with tolerance and com-

passion.

-
-

1
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PART IT

CHAPTER I: The Yoke of Life

E

Set in the same grass lands as Settlers of the Marsh

(1925), The Yoke of Life (1930) is similar to. the earlier

- novel in technigus,  In bothr—as, in fact, in all his prairie
novels--Grove deleggtes the teiling of the tale to a neutral-
- omniscient nérrator. In both,.tpe narrator usually distances '
himself from the characters and their opinions; yet he med-

dles in the story--again, as in all the prairie novels--by

oy

means of blatant foreshadowing. The narrator of The Yoke of

Life is more irritating than his counterpart in Settlers of

the Marsh beéause he intrudes into his story not only by the
indirect methoﬁ% of rhetorical devices but also by direct
comments. Some of the latter, being unnecessary, insult -the
reader's inteliiéence. Other comments expose the narrator as
a rather didactic }ellow who looks down on the protagonist as
an intellectual inferior. Altﬂough a }eader usually welcomes
a narrator who compensates for the limited perceptions of a

character, he is unlikely to welcome one who reveals a supe-

rior attitude. Finally, in both Settlers of the Marsh and

The Yoke of Life, the plot can be interpreted not only 1in
mimetic but also in symbolic terms. This linking of repre-
sentational and illustrative patterns within these two novels

109
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forges a link between them.

There are, then, connections between The Yoke of Life

and the three prairie novels discussed in Part I of this
" |
thesis. Similarly, there is a bond between The Yoke of Life

‘‘and the autobiographical novels to be studied in Part IIT;

for. Grove's creative émbodiments of self are.not limite®
to ﬁhose books which he desighates as autobiogréphical. Len
-S;erner, for example, the protaggnlst of The Yoke of Llfe who
. wants to master all human khowledge, is another version of

the ambitious youth of In Search of Myself, as is Len's

- teacher, Mr. Crawford, whose boyhood ambition was "to leave
the impress of my mind upon the age.' nl The mature Crawford

is another version of Grove the wrlter of novels and of It

——

~

Needs To Be Said.' For Mr. Crawford reiterates such Grovian’

] N

platitudes as: "It is the road that matters, not the goal";
it is the striving that counts, not the unattainable achieve-

ment. (pp. 80, 45) We catch an echo of Abe Spalding here,

abe who understands, by the end of Fruits of the Earth, that
happiness lies in the dding, not in the frulits of realizable
ambitions.2 And we are reminded of the words of Grove the
essayist: "gut it is also one of the fundamental tenets of

my creed that an ideal realized would be an ideal destroyed
.+..The aim, the ideal, to be of value as a guide, must be
unattainable."3 When Mr. Crawford tells Len that althowugh man -

can never attain his highest gecal, he must continually strive

after it (p. 45), we hear behind him the protagonist of In
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Search .of Myself, saying: "I was bound to fail; but the

attempt had to be made."* 1In addition, old Mr. Crawford's:
attitude towards machinery--"Pretty toys. ‘To credte them we
have made half the world of men into slaves"——(p. 321}, is a
reflection of Grove's own attitufle: machines, he tells us,

/

lead men to the "exploitation of nature and of our fellow-men."5

Both Mr. Crawford and the Grove of In Search of Myself believe
men can be free only when they live, in Mr. Crawford's words,
in "voluntary poverty and simplicity" in the wilderness. (p.

321)

g

]
There is no reason why an author cannot incorporate

his own beliefs in his novels, but objections may be raised to
his method of presenting his opinions and attitudes. As Wayne
Booth posits: "The emotions and judgments of the implied
author are...the.very stuff out of which great.fiction is made."
He warns, however,xin words already quoted in the discussion.of

Fruits of the Earth, that "signs of the real author's untrans-

formed loves and hates are almost always fatal.‘;6 In The Yoke
of Life.the adfhor's prejudices sometimes strike the reader as
being "untransformed," in spite of their being articulated by a
character in the novel, Mr. Crawford. A more general formlofv
this complaint appears in one of the early reviews of the book,
which states that Grove has used his lumber-camp ﬁaterial "oqu
as a backé&ound for his own reflections on life." The reviewer
blames the stilted dialogue of the lumberjacks, who "think in

words which pnilologists would envy."7 The problém in the more

-l
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specific case of Mr. Craﬁford is more deeply rooted than this.
It is not merely that the school teacher's dialogue is.also
rather wooden, but that the dialogue is almost all there is of
Mr. Crawford. 1In épite of a few scends presenting him in his
professional role, he exists in the novel less as a living
being than as a diseﬁbodied voice. Grove seems to feel- that
because he has interpésed an undramatized narrator, as well as
a character, between himself and the reader, the distance thus
achieved will divorce the implied author from the ‘opinions
expressed in the novel. This assumption is valid when Grove
uses fullv developed characters to trahgmit the opinions in hfé' ‘
novels, and when those opinions ére compatible with the spokes="
man's philosophy and actions.

The neutral-omniscient narrator of.The Yoke of Life

does distance himself f;om his material when he uses characters
other than Mr. Crawford as agents of gransmission, and when he
defines his £hemes by means of structure as well.as by comment
or dialogue. Because the presentation of the thémes createé a
pattern which both elicits sympathy from the reader and clari-
fies fof him the dilémma of the protagonist, it is useful to

analyze the themes before discussing the attitudes revealed in
them. The major theme is Len's struggle between two‘strong

desires, one pulling him to&ards books, towards learning about
life, one urging him towards love, towards life itself. The

narrator develops this conflict in terms of Len's intellectual

aspirations {("to learn all there is. to be learned ané\hsyi,//
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great man") (p. 75) , as opposed to his physical desire for
Lydia and his sense of mdrai'responsibility*towards his family.

| ,The sub-themes, closely related to the major theme,
;re also présented in terms of "antithesis. Thé recle of the
woman on the prairie farm, for example, is contéasted with that
of the man, and is defined not only by the narrator's cament on farm
wives in general (p. 6), but alsoc with specific reference to
Lydia and to Len's mother. I;;tially Lydia’distiacts Len from
the pursuit of learning by inviting his embraces and yet re—
jecting, for the immediate future, his propeosal of marriage.
She refuses him not simply because she looks forward to richer
conguests, but also becaqséhshe abhors the life of women in

the bush. The narrator informs us that if she married Len,

she would have to make the living for the family, .during the
first ten years of her marriage, by helping onhthe fﬁrm. Her
husband's job would be to create capita Yy cl&éging the land.
By revealing Lvdia's aversion to ﬁhe ha work on the farm,
work she has seen her mother forced to' do, work that ages
women before their time, the-riarsator sharpens the reader's
awareness of the plight of i;:ﬁzjlirie wife. (pp. 152, 160)

Tbe narrator's account of the situation of Mrs. Kolm,

Len's mother, similarly alerts the reader to the hard life of

women in the bush. His mother's predicament is another factor

. which distracts kén from the pursuit of learning. Mrs. Kolm, -

three days after a miséQiiiﬁggT’is out in the fields with the

men, tugging at the roots on a newly cleared strip of land.
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Her wan appearance gives Mﬁ. Crawford the opportunity @o call
attention to the appalling number of miscarriages and infant
deaths in the district. (pp. 51, 47-48, 56) The district, of

course, is Settlers of the Marsh country, not far from the

Lund's old place and the farm where Mrs. Amundsen slaved during
her pregéancies. Mrs. Kolm, like the farm wives in Sinclair
Ross's short stories, wants to quit the land and move to town;
her husband, like Ross's farmers, is wil%ihg to strive, year
after vear, waiting;foé the farm to pay. (p: 210) It is this
desperate éi%qation-at\home which causes Lén to veer from the
quest for learning to the toil which will provide the sustenance
for life, work in a lumber camp. '

Len's journey from the lonelg bush country to the
camp is a journey from innocence to experience, a second sub-
theme of the novel. It, too, is closely related to the major
theme, because the loss of innqcence is mainiy responsible for
Len's turning from books to life. Len feels the first stirrings
of -sexual awareness before going to the camp, but they are
virginﬁl in nature, described by the narrator as "The first
wing-reaches of this awaking” (p. 67), énd taking as their ob-
ject a girl who, in the adolescent mind,(is idealized and mys-
terious. At the camp, however, Len's knowledge of the world
widens. He hears coarse stéries, witnesses the;drunken be-
haviour of Joseph in the brothel, and begins to be aware of

"iniquities which he half divined in the constitutlion of things

male" (pp. 122-3, 130, 140). Images of Lydia as a mysterious



ideal are replaced by darna}.ﬁhoughts of Lydia as &
rblood woman; adoration is replaced by passion. (pp. 139-40)
Len iongs to leave 'camp, not to sit at the feet of Mr. Crawfor
and learn of béoks, but to visit Lydia and learn of life.

A third sub-theme is the tension between town and-ff?
country. This material is alsc closely tied to the major
learning-life conflict. Len as a country boy lacks the educa-

tional opportunitiei/ﬁfEBEde

had to heldp on the farm, he is

city children. Because he has

ars behind in school, s¢ that
his adolescent Eyakening coincides witﬂ&his struggles to com-
plete his elemeztary education. ( These conflicting urges towards
life awd learning are frﬁstrated by the poverty of the Kolms.
Len must leave both books and Lydia to work, first in a lumber
camp in the bush, later fo? a coal fixrm in thelcity. Len's
problems, then, derive from his lack of Fequal opportunities
with the people who live‘;g_;itieg“ (p. 240). That Grove re-
.garded this inequality ds the primary source of Len's dilemma

is suggested bf the original title of the novel, "Equal Oppor-
tunities.”

Evgn en the attitudés apparent in these themes are
peculiarly Gfavian, unlike the opinions voiced by Mr. Crawford
they do not oNtrude as authorial views, but are well integrated
into the story. . In connection with the focus on woman's lot,
coﬁsider the scene iﬁ&whicﬁ the narrator depicts ffaii Mrs.

Kolm tugging at roots with her "wan smile," "ghastly pale," as

opposed to her "giant" husbanéd, with his "enormous chest,"

\
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swinging his pick to loosen an "enormous stone" (pp. 48, 56,

47). Sympathy for the woman is elicited not only. by means of
A .

-

contrast but also by the narrator's normativ? words. Yet as

' . o
an integral part of the pictorial representaﬁrqﬂ, the words
: ~
do not call atteai;on\zz the puppeteer in the wings. This
ele

scene -qoa_l_c_i\_g_e/véth follow a statement ig In Search of
Myself, of which the seconaﬁsentence Eg appropriately anti-
thetical: "A pioneering world, like the nomadic world of the
steppes, is a man's world. Ma;\bears the brunt of the battle;
“woman 1is relegated to the tasks of g helper.“}:Grove goes on
‘to say, "My sympathies were always with_the women.:'8 Even
wlth the shrewish Mrs. Kolm.

As we have seen, the second éub—theme conce;ns the

. “i-‘? .
‘loss of innocence, in sexual terms. Frank Birbalsingh con-

tends that the sexual attitudes in The Yoke of Life are

Grove's, at least to the extent that Grove, like Len, ideal-

ized women (the prostitute in In Search of Myself, glimpsed
' ’

through the open door) and, in all probability, found that

the idealization "was contradicted by .actual experience."

Sexual frustration, Birbalsingh believes, explains

why there are scarcelv any happy sexual rela--
tionships' in the novels or why [Grove's].
women are drawn without subtlety, either as
wicked and promiscuous like Clara Vogel and
Lydia Hausmann, or as saintly and virginal
like Ellen Amundsen and Alice Patterson; for,
as in his main theémes, Grove is not so much’
giving an objective portrait of credible

human relations as expressing unbalanced,
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unstable and probably uncontrollable retal-
iatory feelings born of his own frustrations. .

"Because Grove gives vent to "his own frustrations,' his P
noveis are, for Birbalsingh, unduly-subjective.9 Birbal-
singh's comments, antedating Spettigue's revelations-in his - ..

FPG: The European Years, show great insight. Nevertheless,

if we were going to accept all the statements in In Search of

Myself as those of Grove, the wrifér, we might choose to
recall not, as Birbalsi}gh does, the opinion of woman as
"sqgﬁthing almost divine,"lo but the words of the seventeen-
vear-old protagohist. Far from being sexually frustrated, in
Jhis affair with Mrs. Broegler he was sexually satisfied: the.

felationshié "settled and canalized my whole emotional life.

4
”~

I.-was no longer inwardly burning. It is true, the vision of
my mistress was never absent from my mind; but physically I

11 We realize, however, that within the .context

was at rest.”
o§ the autobiograpﬁ&, the Broegler affair may only be an
attempt to find in art a fulfilment'whﬁch was denied in
life. It is to Séettigue‘s work'that we must turn, as Bir-
balsingh could Tidt, for a more reliable episode, Felix N
Greve's affair wi Elsa, the architect's wife.

Anv valid conclusion drawn from Grove's own experi-
ence with women relative to Len's sexual problems must be
based on facts about Greve. Spettigue tells us that ihié'

voung man left university in 1902 because, as he wrote in a

letter, "'I have not only myself to think of now.' He could
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not afford a bridg and university too.ﬂ If there is any- .

thing- of Grové's personal experience in The Yoke of Life, it

is this learning/life conflict. Indeed, it plagued the novel-
ist all his life. Note,'fbr example, his comment in Part III
of the autobiography that, after seven years in Canada, "I

had allowed myself to be side—tr;qkéa [from writing his

: \
books] first by a task, then by marriage."13

Grove h;mself
continually grappled with the learning/life conflict; Len
Sterner never matures enough to deal with it. The authoxr's
personal experience has been tranformed into art..

A similar transformation underlies the third sub-

theme in The Yoke of Life, the tension between town and

country. This tension reflects a stance familiar to the
reader of Grove's novels. Town is equated with industrialism
and commercialism; it is the arena of the consumer, the para- ‘.
site whom Grove deplores. Country is the arena of the pro-
ducér, blessed in proviéing all men with their daily bread.
The narrator's use of point of view rescues the novel from -
the subjectivity which the presentation of these attitudes
might have produced. It is Len who finds the ﬁgople he meets
in the c¢ity--Pennycup, Greig, the registrar aﬁ the University,
the librarian--snobbish and uncooperative, and who regards
them as parasites. He is proud to think of himself as one of
the homesteaders on whom the parasites depend for f£ood. (ﬁ.
254) Similarly, it is through Len's eyes that the reader

observes Kolm's metamorphosis from an equable country fellow
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into an irascible city pedlar. Kolm is usually good-natured
. and kindlv, even when confronted by his ‘'scolding wife. But
in town, trying to get a good price for his potatoes, he is
a@riven to cursing those who take advantage of him. Len,
never before having seen Kolm dejected and moody, concludes
that his step-father is "out of place in town: hé needed the
bush and the fields for his background" (pp. 90-24}. 1In
' Kolm's case, town corrupts. In addition, town is opposed t®©
countrv in the unequal economic gpéortunities of urban money-
. lenders and rural borrowers. °‘Kolm is used as the agent of
: transmiséion for attitudes towards these ineguities. After a
hail storm devastates his crops, he mutters:

"Why don't [the monev-lenders] say, We've

got a common stake in the country, you and

I. You give the work; we give the tools;

we shall ‘share the profit and the loss!

But the hail doesn't hit them. I lose all;
they nothing." (pp. 60-61)
. 2z

Like Len's, XKolm's point of view rescues the material from
subjectivity. :

The basic conflicts of the novel are apparent not
only in the themes but also in the antithetical arrangement
of the plot. Events swing like a pendulum between the poles
of learning and life, and set up a corresponding emotional
oscillation in the adolescent hero. It is a plot designed to
gain the reader's sympathy for the youth whom circumétances

toss from one conviction to its opposite. As a pupil of Mr,

Crawford, Len finds his most wonderful experience in his
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awakening mind, the realization of his intellectual capacity
causing him to shiver with exaltation. (p. 46) As a youth of
eighteen, he still wants to grasp all human knowledge. (p. 75},
but his awakening'sexuality suggests to him other than intel-
jectual fulfilment. In the lumber camp, education seems to
him a fraud, "a mere bauble™; "Over against it stood Life,"
for which he has "an immense curiosity" (pp. lZP, 121, 124).
In order to win Life, he must win Lydia, and to win her he
must make‘money. Len réturns to léarning, but only as a

" stepping-stone to 1ife. Studies are "inconsequential;

passion is all-consuming. (p. 177) Although, when he is aca-

demically sﬁcceééful, Len is still caéable of exaltation, his
.rejection by Lydia plunges him into despair. For a time, not
only is love deétroyed for him, but with it, learning. At
work in the.city, however, he f£inds his enthusiasm for learn-
ing rekindled: He forgets Lydia, learns quickly, and believes
again in the possibility of becoming a professor. {pp- 184,
243-47) Then a night on the town with Joseph so inflames Len
+hat he is oncg nore convinced of the futility of learning,
and wants only life (pf.254). Thus Len's restless tossing on
"the sea of life" (p. 304) begins long before he reaches the
Narrows. Indeed, the overall structuré of the novel is
gathered up in the final image, in which Len's frail craft is
puffeted By currents in the great lake of his dreams, where
it sinks at last. Both structure and image make their appeal

+o the reader on behalf of the adoleécent who is unable to

¥



find an eguilibrium either between learning and life or be-

-

sween ideal love and physical passion.
7

The narrator of The Yoke of Life @8 discussed thus

far, has attempted, although not always successfully, to trans-
mit opinions and attitudes so that they seem to originate

from the characters, has reflected the conflicts of his

story in both theme and structure, and has won the sympathy

of the ' reader for the confused and immature adolescent who

is the protagonist. This narrator ;s a constant presence En
the story. Although in his more oblique appearances—-such as
through'iconography and setting, to be discussed later--he
controls response to:his tale without arousing resentment, at
other times he is irritating in his intrusions.

The most annoving instances of the ﬁarrator's intexr-—-
ference are those ih which, having reported Len's thoughts
and opinions, he po;nts out their limitations. The effect of
these commﬁpts varies. The reader may feel that the narrator
does not consider him intelligent eﬁough to be aware of Len's
deficiencies, may be vaguely irritated by the narrator's con-
descending attitude to the protagonist, and may find that the
illusion of reality has been destroyed by interruptions which
do not justify shifts from reported or direct thought to nar-
rator comment. E -

There aré only a few transcriptions of the direct
thought of a character in the novel; but a variation of the

.sympathetic mode is sometimes found. The following illustxation
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begins with what are very likely three sentences of indirect
free thought, expressing the content of Len's mind. Sentence
5, a tagged sentence ("He answered"), implies an initial but
missing tagged sentence (He asked himself) :

[He asked himself:] (1) If she [Lydial had

chosen the wrong path, the path of evil, whose

was the fault, (2) Is it the fault of lambs o~

that wolves devour them? (3) Was the thing

he had seen in the north-east quarter of this

city the fault of the women? (4) He was not

clear-headed enough to see_that any social

evil is necessarilv the fault of both parties :

to the-bargain, the victims as well as the

victimisers. (5) He answered that nobody

was to blame but the men. (p. 281}
The shift from what the implied tagged éentepce deslignates as
the sympathetic mode of the first three sentences to the re-
ported thought of sehtence 5 is acceptable enough. But the
additional. shift in sentence 4, in which the narrator breaks
in with his own discourse, 1is jarriﬁg. It destroys the il--
lusion of reality provided by the immediacy of the preceding
mode, and in so doing prejudices the reader against the supe-
rior attitude of the intruding mind. In gddition, the inter-
ruption suggests that to the narrator, opinions themselves
are more important than what opinions may reveal of a char-
acter. A narrator with a less didactic frame of mind would
not feel compelled to impose the "correct" viewpoint on his
hero's thoughté.

A narrator's correction of a character's way of think-

ing is sometimes a necessary feature in a novel and, subtly
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done, often a fascinating one. As we shall see, it is a

feature which gives zest to Consider Her Ways. In The Yoke

of hife; however, the narrator's frequent corrections of Len
are usually unnecessary. For example, the narrator allows us
to see city life through the eyes of his young hero, who has
just arrived in town ané is amused by "the seeminé futility
of most of its pursuits." What does the narrator gain by
adding: "he had not yet become critical enough to see
their serious side"? (p. 232) He gains nothing; Len's
opinion speaks for itself. But he loses immediacy as he
shifts the emphasis from»story (Len's opinion) to discourse
{the narrator's general comment). The loss is even greater
when the narrator attaches a painfully obvious comment to an
utterance whigh youthful exaggeration and the use of a demon-
strative indicative of the linguistic preseﬁt have made
peculiarly Len's:

One day [Len] was going to master all human

knowledge in all its branches. Whatever

any great thinker or poet or scientist had

thought and discovered, he was goling to

make his own. If only Mr. Crawford continued

to tgach in this little school, he felt sure

of his help. He could hardly know as yet

how comprehensive his ambition was. (pp. 33-34)
(emphasis added)

The narrator makes a similarly unnecessary and unwel-
come entrance into the story in connection with Lydia's
letters to Len. Len, the narrator tells us, recognizes but

cannot name the three stages of Lydia's development as
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revealed in what she writes. In spite of presenting lengthy
~extracEF fyom the letters, the narrator insists on proyiding
the reader with an analysis of Lydia's phases. If this com-
mentafyldoes not irritate the reader in itself, surely he
will be annoyed by its constant emphasis on Len's naiveté}
Len "had no names for them; or he might have called the
first [of Lydia's phases] the romantic stage" (p. 133).

"Had Len been critically trained, he might have called this
[second stage] her worldly phase" (pp. 134-353). "Had he
known the world, he might have called [her third stage] the
materialistic phase" (p. 136) A similar attitude to his hero
is shown when the narrator reports that "though [Len] could
not have expressed what had dawned upon him, he was dimly
aware" that Lyd}a was "Eve indeed, but after the fall" «(p.
162). In-view of the conclusion of the novel, the Aarrator
needs to estabiish~that Len's grasp of things is more intui-
tive than logical. ‘And vet ﬁhis constant emphasis on the
youth's intéllectual limitations both undermines the cori-
tention that Len is "judicious beyond his yéérs" (p. 83),
and makes the narrator seem unpleasantly, if unintentionally,
condescending.

When the narrator "disappears" from the story, at
leasﬁ in obvious ways, the reader feels that he is getting to
xnow the protagonist for himself. This is the case on the
Sunday afternoon when Len goes to look for his &oung brother

Charlie, whom he suspects of escaping from the Sunday

ﬁl

-
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visitors in order to go off with the sixteen-year-old Helen.
A sense of immediacy is first of all establisheg by the use
of the sympathetic mode in the presentation of Len's

thoughts:

Len“thought of Charlie's words, spoken a

few nights ago on the load of hay. [In-

direct Tagged] ..Those two were undoubtedly

growing towards each other. [Indirect

Free; thought may be attributed either to

the character, the narrator, or both.]

Come to think of it, there were only two

astonishing things about the affair.

[Truncated svntax and present tense of the

character (Len) whose thought this is]
Joining Len-in his present moment, we seem to be taken along
with him as he decides to spy on Charlie and Helen. We see
the situation as it unfolds for him, and through his eves:
"Helen was sitting on the usual seat of wanderers in the
bush, a fallen log; Charlie was 1lving on his back at her
feet."” These sentences are the narrator's report, of course,
as the slide to the past tense indicates. His presence, how-
'ever, is scarcely noticeable, especially when ha{ too, is so
involved in the present moment of the discourse that he tells
us: "Neither boy nor girl were [sic] self-conscious now"
(pp. 219-20). {(emphasis added)

The narrator is ecually successful in bringing Len

to life by means of presentation. We see, rather than hear
about, Len's growing sense of his own role in the family cir-

cle in a scene in which the youth, instead of following his

custom and siding with his mother in a parental argument,

©
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supports his step-father. Even the comment on Len's inter-
ference seems to be more a report of his own reaction than
the impoéed opinion of the narrator: “Len shrank. Not that
he was afraid of his step-father. He shrank from that in
himself.which had drivenfhim to interfere; he had judged; and
nis judgment had driven him to act, like a man" (pp. 205;06).
oddiy, it is-not a scene but tgé report of a scene-which‘is
most satisfying for the reader. This is the description of
Joseph holding the prostitute on his knees. In the first
place, the reader sees Joseph through Len's eves:

The man who had taken [Len's] arm, pushed

him forward.

Withiq the room, the md¢t striking

sight was a woman.
In the second place, the narrator alléw the scene to s;and
without comment. The reader is left toyimagine fox himself
Len's sense of shock and disgust. The narrator is content
with the undefstatement of "Len veered and slipped oﬁt" (p-
S M130) . . -

In presenting Lydia, the narrator, by a variety of
devices, creates for us a éharacter as real és Len, and
manages, without unduve intrusion, to make her conversion )
from a self-seeking to a self-denying role acceptable to us.
He buil@s uﬁ his picture of Lydia by such means as direcf
cbmﬁent, jﬁxtaposition, presentation (Scene); the point of

view 0of other characters, and allusion. Thus we have the
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nafraﬁor's word for it that, in her adolescent days in
Odensee, Lvdia both craves and permits caresses from any who
will offer them, until she realizes her "market value" (p.
189). We share with Ler his vision of Lydia in the bush,
offering herself to him QEEH/a look, juxtaquéd with his
vision of the préstituté in Joseph's‘arﬁs. (p. 168) Even so
éid Niels Lindstedt. at last recognize the similarity hetween
Clara Vogel and the whores of the town. We witness through
Len's efes the scene in which Lydia carries on a flirtation
with Dick Jackson, whose back is turned;to Len, while brazen-
1y fastening her'eyes upon the protagoenist. (pp. 169, 171)
Even so did Clara Vogel, ih'the arms of another, stare un-
abashedly at Niels. It is suggested to us by allusion what
Lydia has become since her journey to the city. She 1is
" described, in excessive language, as lobk;ng "centuries old,
contemporary with the sphinx and the women of Babylon" (p.
284) .

Thé drastic éhange in Lydia's attitude to Len.is
crediblé because ehe narrator allows the reader to watch how

\

her haﬁiagés melts away when‘she'sees tﬁe youth desperately
ill. Lyhia's reported'thoughts increase the'plausibility of
the éhange. éhe reader learns that when Len first declares
his love, Lydia discovers that she will be able neither to
" ladgh at his pompous speech nor to toy with him as éhe had

planned. -She realizes that "at this moment he exerciasg an

almost supreme power over her"#(p. 157]. Later, when she is
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prepéring for flight from the bush, she wants to léugh at the
memory of Len's astonished face:as he watches her contemptu-
ous dismissal of her rustic suitor. But again she is dis-
turbed by an awareness of Len's importaﬁce in he; life. (p.
192) The narrator does not gelabo:\the point, but with
admirable restrain? makes it plain that the agent of change
is love.’

The climactic chapters of the novel would benefit
frd? the same restraining hand. Unfortun;tely, the narrator
does everything.in éis power to heighten the drama of the
final scenes rather than relying on the power of understate-
ment. He is determined, it seems, to bring hdme to the
- reader the ﬁragic dimensions of his tale, and attempts ‘to dé
S0 by-dramatic and repeated instances of foreshadowing. The
foreshadowing, ih fact, begins early in the novel. In the
chaﬁter in which Len leaves Lydia for the lumbex camp; the
final'pgragraph reads: "He could'ngt ﬁave sdid what it was,
but his heart wés wrenched by a vast pain,_by an unspeakable
woe ﬁot to be grasped by thougﬁt" (p. 87); while at thé canp
itself he is'"floqded by wellings—uﬁ within him of vague
fears and incomprehensible forebodings"‘(p. léﬂl.

Threats of doom increase in number‘agéziéfensity in
the final wilderness scenes, Sometimes the threats are e#—
plicit: Lydia ﬂwaé acutely conscious of the fact that they’

were floating towards their destiny" (p. 301). At other

times, the threats are indirect. Len, for example, draws
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attention to dead fish and animals, which seem to be portents

-

of irminent tragedy. References to death abound. The narra-

tor desgﬁ\ eé the landscape as imbued with "the grandeur of
-‘-‘/ wiila, L

'\ geath," aﬁq\ e music of the platter=<like rocks as sounding

like "teeth s in a death's head." Len tells Lydia to get

used to the pr sence of death. He listens to t%i/rgttling

plates of rock, and~!The thought of death was on him; death

was proclaimed PY\EEQ
309). »In this atmosphere, botH Lén and Lydia_are conscious

of the final%ty of their\dramatic roles. 'L;n sobs over “the-
bitterness of all I%%ye—takingé, all finai things.f Both .

‘know Jthe last stage of their relationshié to be opening up,"
and are aware that‘soon "the last act of the tragedy Sf.their
lives would begin” fpp. 323,7°334). - The couple go fishing and

berrying in order to "stave off the final moment," but plan,

at last, to die together. -pp. 344, 348) Their most melo-

dramatic moment, however, is the scene in wlich Len, like an
. . o’

0ld Testament patriarch, stands towering over the grovelling
Lydia, giving vent to his righteous indignation: "He raised
his hands, clenched: to heaven, and steppéd back so that she
fell fo;ward. Hisg voice was-hoagﬁg.as he cried through
serried teeth" (pp:'338j§9). These heighgs of melodrama are
the lowest:points_6f‘artistry in the novel. By such heavy-
| handeq méthods the narrator doés not ;ont?ol the rga@er's'
response, buE buries it. |

Melodramatic foreshadowing, as pointed out in the

ry tongues of the rock/ (pp. 331-32,

9.
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discussion of Fruits of the Earth, is not necessarily indic-

ative of an allegiance to determinism. The portents and

omens in The Yoke of Life, rather than suggesting inevitable

doom, are introduced-partly for aesthetic purposes. In
Frye s words, foreshadowing by means of portgnts or omens

"is a piece of pure literary design, glv1ng the beginning

14

.some symmetrical relationship with the end.” In The Yoke

of ﬂifé, the. literary design is one in which early forg;

shadow1ng is balanced by final tragedy.’ ", The writer is inot

working to persuade the reader of some all-powerful w;i{j

controlling man's destiny. He is stralnlng to heighten th

drama, intensify a sense of tragedy, and win 'sympathy for
his frail protagonists.

‘The symmetry achieved by early foreshadowing and;

- ',"

final tragedy provides the framework for_the representaéional

pattern in The Yoke of Life.//ﬁunning parallel td it is an

illustrative pattern, in which th@\fymmetry derives from
symbols of. illusion which give way to a recognition of

reality. -As we have seen, in Settlers of ‘the Marsh.these two

ways of connecting the fictional with the real world,ls the f
| VR

mimetic and symboli&, are not concurrent and can lead to

gritical confusion.- In The Yoke of Life, however, the pat-
tern; are concurrent and parallel, and combine, finally, to
‘-ma@e‘the conclusion inevitable. The mimetic pattern has al-
‘;fégdy been discussed in terms of Len's pendulum swing between

learning and life, his failure to attain a state of
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el

' egquilibrium provoking the narrator to enunciate portents of
doom, and leading Len to take his life and Lvdia's.
Friedman classifies this type gf scenaric as "the

16

degeneration plot." The pattern of degeneration in The

Yoke of Life is explicitly laid out by the narrator in the
, -

epigraphs with which he prefaces the major divisions of the

novel. In Baudelaire's Les Fleurs du Mal, these passages

reflect the changing attitudes of the traveller in the poem
"Le Vovage." 1In Grove's novel, the narrator uses the voyage
as a metaphor for the journey through life. One meags by .
which he controls the reader's response fo the particular

" journey of his protagonist is to select from Baudelaire quo-
tations which suggest the décline of the traveller's expecta-
tions. Part I of the 'novel, "Boyhood," is introduced by
lines which pié\ure the traveller setting out with great ex-
pgptations: ‘:li, que le monde est grand a la clarté des
lampes!" -(For ﬁgé child, "How big the world is, seen by lamp-
light.on his charts!;)l7 In Part II, "Youth," the wd}ld has
shrunk to the size of £he traveller's own cépaéity for ap-
preéiating it: "Amer savoir gu'on tire du voyage!" ("Bitter
the knowledge gained from trigsl....what am I?/The sméll,
monotonous world reflects me everywhere.") The epigrdbh for
Part III, "Manhood," suggests the sexual temptafions faced on’
the voyage: "OU Saint Antoine a vu surgir comme les laves/

Les seines nus et pourpré&s de ses tentations.”" Part IV,

"Death," is introduced by the lines: "0 Mort, vieux capitaine,
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il est téﬁﬁs, levons l'ancre!/Ce pays nous ennuie. O Mort,
appareillons!" (Oh, Death, o0ld captain, hoist the anchor!
Come, cast off!/We've seen this country, Death! We're sick
of it! Let's éol") Thus the traveller, at first, in Miss
Millay's words, "Utopia-bound," findg onlv bharren lands and
" é tedious spectacle of sin-that-never-dies,” until at last
he feels "there's nothing left to do/But plunge into the
///// void!" Friedman notes that the response which this type of
plot evokes from the reader may be pity or may be impatience
and contempt for the weakness of a protagonist who, unable to
solve his problems, chooses to give up:l8 In The Yoke of

-

Life, the reader's response to the mimetic pattern alone is

not likelv to be a simple éi;her/or matter. If he feels pity
for Len because of his youth énd immaturity, he may at the
, same time f£ind himself Fhoroﬁghly impatient with thé-hero's
. .

‘inabiliﬁy.to accept, without reservation, ;he new Lydia, -

purified by love. (p. 324) Impatience may‘nevértheless-be
tempered by_admiration for the protagonist who, if he cannot \\‘//
learn to live with his conflicts, at léést dies in a state of
single-minded triumph-and exaltation, bou to his love in

a single form.

The varied reactions to the plot as a_me;ely mimetic

object are chanﬁélled and focusseé by the understanding which

- the symbolic patterning provides. . In this pattern, as will

be demonstrated.later, thé:hovel begins with Eden achieved.
I

But this is an illusion of‘Edgsj the reality is Eden
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descrated. Eden reentered, towgrds the close of the novef,
is thus another illusion.- The reaiity is Eden lost, that is,
wilderness. Having tasted the fruit of the knowledgg of good
and evil, Len is unable to belieV¥e that purification can win
back the garden (life). He sees no choice but wilderness, SO
strongly associated} in this novel, with images of deafh.
'In the mimetic pattern, symbolic death is translateg into

physical death, the two patterns converging in the act

of the protagonist. For the reader who is consciously o3/ sub-

K

consciously aware of the inevitability of Len's decisiofn_in
‘terms of mimetic and symbolic patterns demanding completion,
impatience and contempt are irrelevant. There is only pity.
The narrator 1s explicit about the symbolism of Eden.
He reports that Len tells Lydia, on his retufn from the lum-
ber camp; that he has-looked into hell, but that "to me,
whefe fou‘are, is Eden." Lyéia is half tempted "to rend the
veil of this bov's illusions,” for She knows, as Len realizes
oniy ini the proposal scene, that she is "Eve indeed, but
after tﬁe fall" (pp. 158, 162). On their final joﬁrney
together, Len and Lydia build a\géq\Fden, a "smpll world
created bv the light of the fire [and] surrounded by another
huge world of unknown o¥qat least unseen things™; a tent
which is a "world withinJLhe world"; a small shelter in
the lee of a headland, another "world within the world"
{pp. 303, 306, 313). Here they create a "rudimentary

vocabulary." Entering the water,” they washfawav "The vanity
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and_éretence.of the wofld,“ each to discover "a new nearness”
to the other. Len, indeed, thinks of Lvdia as "the new:
Lydia..;resurrectei;/Tpp. 311, 312, 313, 3&4). But this :
microcosm within the macfocosm, this new'beginningq is not
truly Eden, but an illusion. The narrator calls‘iﬁ "their
artifjcial microcosm” (p. 303).

The symbol of the unicbrn reinforces the illusion/
reality dichotomy of the symbol of Eden. It provides the
completion of pattern not only by contrast\but also by egui-
valence. Len first'think; he sees the unicofn at that "mys-
terious" stage of adolescence when "His whole being seemed
to float in a sea of unknown things." It'rs an irra£ional
vi;ion, appealing £o him secaése it is "uneiplainable“_.
(pp:=-66, 69). It is balanced in the novel by what Ricou re-
fers to as "sometbing finally inexplicable and irrational"

19

in Len's final decision. The unicorn, of course, is an il-

lusion. It i; "a fabulous creéture," a mythi& projéction into
nature_from Len's own mind, a mere jumping dqer. (p?. 68-69)
The fabled animal is explicitly linked with Lydia, whom the
narrator describes as “likéfthe vision of the unicorn %n the
enchanted leafless forest" (p. 139). It ;s linked to her,
too, by .other associations and by juxéaposition. Len's

vision of the unicorn is cf a creature whose'eye "seemed to
have gathered in it the whole essence of shy, wild nature";
his immediétely juxtaposed vision of Lydia comes in "little

bits [which] arose and flitted away again" (pp. 69-7Q). Both
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visions are fragile and transitory. Both appear te Len in

the purity of white, Lydia with her "thin and white, anaemi-

cally white" throat and her dresé of white lawn, the unicofn

among the snow-white. boles of the aspens. (pp- 78, 73, 68)

The unicorn, of course, is a*symbol of chastity,20 and througa

this symbol the narfato discredits Lydia. Since the unicorn
)

is only an illusion, - Lydia equated with its illusory b

qualitiés of fragilié} and purity is also an illusion.

T image of Lydia as a fallen Eve is tempered by
passages which link her with the mare trapped in the slough.
Lydia, trying to escape her rustic suitors in Odensee, is
trapped behind a barn by three young men, who hold her at
bay. Breaking free, she must hide until dark, when Dick
Jackson comes for her by car. Hearing his horn, she run;
out, only to be caught in the glare of his headlights and
revealed to her three pursuers. One of these holds a gun, ;t
sight of which "She screameé and plunged forward." Lydia
does escape. The young man who meant to kill her, however,
kills his friend in error, and then shoofs himself. (pp. 85~
87, 191-94) This scene of horror is juxtaposed with that in
which the Kolm's horses are chased into the slough by timber
wolves, to §i§F into the swamp. In the darkness, the élare /h“\\‘g
of a grush fire reveals a mare, half épbmerged, struggling

to free herself. She too screams and plunges forward in her

distress, but is unable to escape from the mire and the

\\____\_H‘d/ii%ting wolves. (pp. 700-03) The juxtaposition of the scenes

»
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and the parallels in their situations forge a link between
the mare and Lydia. By this association, Lydia acqguires the
image of a vicﬁim, an image reinforced by Len's visions of
her. Ill with fever, he sees her in his mind's eye trapped -
against a building. ﬁThree men stood about her, snarling.
1pack of wolves!' Len velled.”™ Months later, searching the
. city streets for the girl, his méntal picture returns: Lydia
"aﬁ bay, with three men surrounding her, sneering or implor-
ing" (pp. 256,'281).; The narrator emphasizes this image of
Lydia at bay, a viectim, by juxtaposition, association, and
repetition. This, then, is an image he is anxious for the
reader to superimpose upon that of the fallen woman. The
narrator's strategy 1is obviouély designed to gain sympathy
for Lvdia, thus strengthening the capacity of the final.
scenes to appeal to’ the reader's sense of pity.

Tt is the final scenes which disturb some critics.
For Ricou, the "st;ange power" of the resolution of the
novel derives from_its inexplicability. But he fipds himself
unprepared for Len's solution, because he has not‘beeh made
awafe of "Len's growing idea that his problem is soluble only
by,death.“m‘The narrator has failed the reader on the mimetic
plane inscfar as he has not recorded the thinking which, as
Ricou notes, Len claims to have done about his diiémma.zz
Yet the problem is not so much that Len wants, in Ricou's
words, "to escape life with his conceétion of Lydia as.an

undefiled goddess intact“23 as that Len fears himself. He is
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explicit about thiS:-::EfE’§9Y7/;;;n you [Lydia] are in my

arms, I should suddenly see you, with my mind's eyes, as I
saw that girl [a prostitute]!'" He tells Lydia that he is
sure he would kill her then, and that "'Our present union
before God would be sullied'" (pp. 347-48). Len -and Lydia
must die because Len cannot accept the physical nature of
love. For him, Lydia is both "undefiled goddess" and the
prostitutes witg whose images he associates her. (pﬁ. 168, d
338) He cannot find the equilibrium: between the spiritual
and the carnal. For this weakness in the hero the reader is
prepared by the burden of Len's story and by the éntithetical
structure of the novel. 1In the‘light of these elements, the

resolution is mimetically sound.

Reviewing The Yoke of Life in The Canadian Forum,

J.D. .Robins finds the "almost dream-like, symbolic quality in
the concluding chaptérs“'approprigte in viewq%ﬁ Len's illness.
He objects, however, when Len's "outraged idegfgsm" becomes

a "terrible egomania," thus introducing "a pathological ex-
planation for action.”™ In these circumstances, he feels, the
lavman cannot base his criticism ¢n consistency of character.24
Len, in fact, is a thoroughlv consistent character. His

; obsessive nature and his inabiiity to strike a balanee be-
tween the ideal and the real have obtained thréughbut the
ﬁovel. Neverthéless, considering both chéracter and circum-

stances as the narrator has preéented them, Len's reaction to

his dilemma and Lydia's surrender to Len's will are both
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.exceésive.’ It is a weakness in the novel that the conclusi
is not acceptable'on the repg%sentationa; level alone, but
only whén judged simultaneously on the illustrative level
"and aldo as part of an overall design. BAs we have seen, the
tragedy is the fitting completion for the novel in terms of
symmetrical patterning. It is also inevitable in illustra-
tive terms. Eden is lost. Tﬁe unicorn is extinct. The
wolves demand their sacrifice. Len and Lydia cannot survivé
on Len's ideal Lake when the%; ideals have been shattered.
The resolution is consistent and inevitable when the novel is

subjected to a combined mimetic and symbolic reading, and 1is,

in terms of design, aesthetically satisfying.
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CHAPTER II: Two Generations

f

Like The Yoke of Life, Two Generations is linked to

the works discussed in the immediately preceding and follow-

ing sections of this thesis, and in the 'same way. As in the

.

works in Part I, the narrator of Two Generations centers his

attention on a male protagonist whom he observes from a
neutral-omniscient position. As in the works in Part III,

the narrator claims an autobiographical genesis for his

Sstory. The narrators of the novels in Part II share the

right to ingrude into their respective\;tories at will, but

%,

manifest their presence there in very different ways. We

have noted the unnecessary entrances of the narrator into

The Yoke of Life, his unjustified éhifts from reported or
direct thought to his own comments, which destroy the illu-
sion of reality. We have observed his efforts to manipulate
our responses to his story by,melodramatig effects. We have
observed, %too, his somewhat didactic frame of mind and hié
condescending attitude toward his protagonist. The narrator

L]

of Two Generations is unlike the other undramatized narrators

in the Grove canon because, without obviously intruding into
the novel, he becomes a welcome presence there. He is par-

ticularly .unlike the narrator\of The Yoke of Life, because he
X - .

1s not primarily concerred with manipulating events or?
} N a . .

139

.
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creating designs or providing spokesmen- for ideas. Rather,
he is felt as 'a friendly companion, guiding the reader
through'the story. clarifying situations, correcting im-

pressions, evoking place. " And although he is* critical of

~

‘Ralph Patterson, the protagonist, upon whom his spotlight most
frequently falls, he views this character with gentle toler-
ance and with understandiné, which win the reader's sympathy.

In addition, whereas the narrator of The Yoke of Life fails

to provide the reader with those inner views of the protago-
nist which would have revealed the rationale for the solu-
o ;

tion of Len's dilemma, the narrator of Two Generations pre-

' pares the reader for.the change of heart in the protagonist
by presenting an extendea inner view of Ralph. In doing so,
the narrator moves towaras;more modern ﬁethods thao those in
any of the go&els discussedithus far. He also goes beyond
the narrators previously examhined in the extent to which he
reiies on dramatic presentation rathe; than on reported
action, and in the extent to which ﬁe produces the effect of
stream-of-consciousness transmission. He does hot merely
describs this technigue, but gives the impressioh of gresent—
ing at some length the onmediated thoughts of the protagonist.
The major achievement of the rnarrator of Two Gen-
erations is to arouse the interest of the reader in Ralph and
in Ralph's story. The novel begins and ends with the £ocus

on, this character. In the first pages he is the autocrat re-

sponsible for the tension evident in his sons. In the last

N

»
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pages he is"the penitent aﬁaré of his mistakes as husband and
father, ;t seems that Grovgyﬁeant the rgader's attention and
interest to converge on Ralph. First of all, the author

states in In Search’ of Myself that, in creating the protag-

onist of Two Generations, he was trying to imagine how his :
own father would have acted had he lived in Ontario at the

time of Grove's residence there. Secondly, the author sug-

gests 1in tentative titles ip Fhe manuscript of the novel that
Ralph is his major concern, Insidé the front cover of. the
copybook entitled "An Ontario Farm I [Thg Onward Years],"
the fqllowing titles are listed: .

Ralph Patterson's Education

The Making of Ralph Patterson

The Pattersonsl
It is sigrnificant, too, that the_only block of material in the
manuscrigt omitted from the novel is the epilogue, focussing
on Abe (George) and Nancy after the birtb of their sén.2
Grove wrote to Dr. W.J. Alexander that he ;onsidered it un-
necessary - to "'wind up'" the story of Abe (George) and Nancy
iﬁ an epilogue, since he could do so "by a tough_here and

3 — . ™~
Thus the focus does not shift to Abe and his

there."
thoughts about his son, but remains finally centered 5n Ralph
and his new relationship with one of his.sons. In addition,
the only sustainéd inner view in the novel is ‘devoted to.

Ralph's thoughts as he struggles with his conscience and

analyzes the situation in his family. In all, these ways,

. \J
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the rarrator indicates Ralph's central position in the novel.
By selecting for his tale the critical years in
Ralph's life, the narrator arouses inée;est in Ralph's story.
It is‘a story of coﬁflict, particularly betweén Ralph and
his son Phil. Indeed,‘ﬁhe father's resentment of this son
is the pivqt around which much of the controversey in the

novel revolves. Added to his hostility towards Phil and

Phil's desire for further education is Ralph's anxiety, in

' the years covered by the story, over the threat posed by his

older sons. Although Ralph inherited his farm from his
father,” he has made it thrive by his own efforts. When the
novel opens, two of his sons are ready to take over from him.

[}

Henry wants his: share of the land to establish a nursery
business; Georgé has plans for a retail dairy business. The
S~ | |

narrator makes Ralph's redction to these aims clear by means
of reported and direct thought, the';ympathetic.mode of -
transmission, a sustained inner view, analogy, antithesis,
aﬁd emphatic repetition. N |

Ralph's first reported thought, upon hearing of
George's plan, is: "his sons were superseding him"4 ‘Again,
at the end of his interview with George, .he is reported as

thinking: "He was superseded." This reported thought slides.

into a direct transcription of the content of Ralph's mind:
. ’ )

He had had’&ﬂé;r thoughts, of late [An \
equivalenk-of the indirect tagged sentence, -
He thought]. He was superseded. He had

no righ{;jf hold on to theégarm, to.a ;&Eg,_
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-ownership, when he was no longer doing ©
any part of the work, not even as manager
[Indirect free utterances, attributable
either-to Ralph or to the narrator]; for ..
George had shown that he was a better .
manager than he, Ralph, could nowr be.
. [Adverbial linguistic indicator ("now")
. of the present speech token of Ralph]
- {pp. l45-46)

Returning to his report of Ralph's reaction, the nar-

rator discloses the crux of the problem:

[Ralph] fels suddenlwv: so superfluous in
, Bhis world that he looked forward to the
qﬁ\\\ task of building something again, if only
‘because he could not go back to the days
of his youth vhen he had had his way to
make in the world. -7 (p. 146)

-

This is a familiar Grovian theme: a man attains his material

*

: goals -and finds himself dissatisfied and unfulfilled. It is

not enough for John Elliot to establish his prosperous farm;

he wants his children to settle on the land around him. It

is® pot enough for Abe Soalding to build the greatest house

and the largest barns 4in the district; he needs more than the
challenges provided by material ambitions. And it ;s’not
enough forrRalph Patterson to regard hls farﬁ as rhe urban-
ized completion of a pioneer dream. At the age éf fdrty;six,
he unéerstandably resisté“hislwife's decision that he must go
idle to give his children thefr‘chance. (pp- 158-59)\Ralph's

salvation, paradoxically, is a disastrous busjness venture.

His financial failure necessitates his starting over again,

at the end ofrthe nevel, as a farmer on his wife's land
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at Sleepy Hollow.

Baigef Fairleyxfxites that Ralph is the "tyrannical
but not wholly unattractivé fathef; whose spiritual defeat it
is the'tale'g chief business to record."S Ralph does suffer a
temporary defeat. In spite of his opposition, h;g\éhildren go
their own ways, his efforts to dominate them alienating Alide
aﬁd Phil and almost losing him his wife Di. But Ralph's defeat
is not permanent. The narrdtor makes this point by giving an’
extended inner viewlof the protagonist. In a long passage in
which reported and direct thoughts mingle, the narrator ac-
quaints us with Qalph s assessment of his past, hlS view of his
relationship with Hls%fanllv, and his reallzatlon of what those
relationships mean to hlm. Ralph stands revealed to himself,
and the revelation humbles him.‘ He is'suddenly aware not only
of his rights but of hisaneeds. These needs send him out into
a blizzard to sét thingéﬁfiéﬂt: a préud man who apoclogizes is
not, finally, spirituailly defeated, but spiritﬁally strengthenéd.

Out of Ralph's temporarv defeat, then, when he "sur-
rendered to the new generation," a new Ralph emerges. The "man
who had striven desperately to haéf his own against his chil-
dren," the narrator fells us rather stiffly, "did no longer

exist" (p. 256). *Instead, there is the Ralph who says, "'I

want to ‘start over. Here lat Sleep Hollow} if I may'" (p.—2

By §taging Ralph's transformation at Sleepy Hollow, the narra-
tor suggests, through analogy, the permanence of the change.

Like Ichabod Crane in Washington Irving's The Legend of Sleepy
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Hollow, Ralph suffers a terrible fright, the thought that he
‘may lose Di." And like Ichabod, it seems, the old, eutooratic
Ralph is to dlsappear forever-—"dld no longer exist." At any
rate, the narrator leaves the novel open—ended suggesting
that Ralph dis conflned neither in the defeat of - the spirit,
nor in the trageav of a uéeless existence, but,is confronted
with possibilieies for spiritual growth and physical en-'
deavoqr. . N

Before the final scene in which Ralph makes, his
apology and admits his financiel straits, the narrator re- ‘//~
ports the »rotagonist's thoﬁghts with a clever echo effect:f
"he heg,'ohrough the: growing-up of his children, been
superéeded." The reminder in "superseded" of.Ralph's_po-
sition early in the novel focusses attention on his final
solution in contrastrto his ioitial sense of frustration and
futility.’ For Ralph has a solution. He realizes that he is
not; at heart, a farﬁer, but a pioneer. The pioneer exem- -
plifies the Grovian tenet that a realizable ambition neﬁer
satisfies. Ralph puts it this way: "The pioneer wants to
fight the wilderness bacﬁ; and as he fights it hack, he
changes it into what is no longer a wilderness;“ He cannot
enjoy the land:he«has cleared; his nature demands that he
forever find a new Qilderness. (pp. 255-56)

Stobie is right to complain that the kind of land

inherited by a dairy farmer in Ontario scarcely engenders the

pPioneering spirit. But she is surely wrong to argue that

L

N

(
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placxng Ralph ln "tthat class [the ploneerj whlch tragl—
cally, strives after an end that defeats ltself'“ is an at-
tempt "to lift a commonplace, humdrum story into the heroic
_or the tragic simply by misapplying words."6 The narrator is
ﬁot attempting,“af the time of the crucial turning point in
Ralph's experience;‘to "1ift" the story into the tragic mode.
Tt is true that until this time Ralph's fulfilment of his
ambition is as tragic for him as the pioneer's fulfilment of~”
his dream is tragic for_ the pioneer. For Ralph's sense of his
own uselessness so alienates him from his family that, had he
not realized what was happening, he could have become a
lonely old John‘Elliot. But as Ralph chéhges course and
avoids John Elliot's destiny, the npvel changes with hirm,
steering away from tfagedy. .

As already proposed, the narrator relies mainly on
the critical yearsfprior to Ralph's change of heart for the
inter€st of his étory. These are the years marked bylthe
conflict between Ralph and his children which is reflected r//
in the title of the novel. This conflict pits the Patterson
children, strivin§ for theirjindependénce, against the deter-
~mination of theirfﬁather to run théii li&es. The narrator = - -
clarifies the positions of the contenders by means of anti-
thetical diction, and emphasizes those positions by means of
rgpetition. In one instance, Alice is the spokesman who
articulates the antithesis: "'We are rebels,'" she declares;

whereas her father, she says, wants to keep the family "'in

Al
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subjection.'” The idea of rebellion is.picked up and echoed
by the narrator. He reports;that Ralph is in a black mood.
-because of his "rebellious children," notes that Ralph be-
lieveé that Alice's and Phil's  studying in secret’;s an” act
oé,i:ebe%}ion," and gquotes Di as s?ying that: "'Where thére
is rebelliogi there is cause for rebellion.': Di, like Alice,
draws the bat;IeEQEEEi;for the narrator by means of anti-
thesis. Speaking of Phil to Ralph, she declares:« "'You
think him a rebel; he thinks you a tyrant'* (pp. 186, 188,
189, 190). : '

| Dﬁ;s role in the co .ict is to smooth things over
whenever she can. Sﬁe tries to gauge the feelings of ﬁer
childfgn and to guess their plans of defence and Effence,,
without thé shared secrets which would leave her open to
'Ralph:s accusations of a conspirécy against him.7 The al;
liance of mother and child against the father.occurs in other

. Grove works with overtones of more passionate feeiings than

‘those evident in Two Generations. YOEBS Phil and his mother

in In Search of Myself, always in league together against the

father’'s insensitivity to his son, react against his physical

cruelty to the. boy by shutting themselves away and preparing
-

to leave home. Similarly, Mrs. Weatherhead and her older son

George, in Grove's unpublished novel, "The Weatherhead

\

Fortunes," stand against the father who disapproves of the
son's morals. ™'Who was it that peached on us to the old

‘man?'" George once asks his mother. The narrator comments

—

-
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that this expression "implied an invitation to 'come with

. him,' to form an alliance, to league with the young ag
against the old éeneration.“ Mrs. Weatherhead idolizes
George, with whom she'has "what amounted almost to a flir-
tation."S Mrs. Patterson, although described by the nar-
rator as beginning to adopt a "Coqueﬁtish“ way with her
older sons (p. 106), never dotes on them abnormally,aé Mrs-.
Weatherhead dotes on George, and, althbugh synmpathetic to
their problems, never sides exclusively with either gene-
ration against fhe other. ;n drawing Mrs. Patterson as a
womaﬂ of pe;spicacity, fairness, and common sense, a woman °

who has the love and respect of her children, éven although

she retains a position a little beyond them, the narrator

creates an atmosphere in Two Generations which is more open
and natural than that surrounding the conflict between gene-—

rations in In Search of Mysélf and in "The Weatherhead

r

Fortunes."

The openness of Two Generations, in contrast to the

secretive and furtive atmospﬁere of "The Weatherhead Fortunes,"
is remarkable in view of the alleged autobiographical genesis
of the novel. As has been noted, Grove said that he created
Ralph as a surrogate for his own fatﬁer. The author also
admits his kinship with Phil, who bears his middle name.9

The conflict between Ralph and Pﬁil goes back to an incident

in the son's childhood which aléo marks the‘béginning of the

father/son tension in In Search of Myself. In both stories
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*r .

the incident generates resentment, long to be harboured. - In

In Search of Myself, the narrator reports the incident. He

tells us that as "a mere toddler," the child Phil is "in
deadly fear" of his father. Céming, then, upon the £ er as
he exercises on his horizontal bar,-the child tries to run
away from, his virile parent. The latter, however, catches
the boy, and lifts him away up to the bax, where the little
fellow can do nothing but close his hands about it. The
child's face 1is described as "distor;ed" with terror, but thé
father, laughing, strides away and leaves his son hanging

there.lO In Two Generations this story does not appear

e
merely as the narrator's account; it is transmitted by Phil,

as he accuses his father in a face-to-face confrontation:

From a baby‘I've stood in fear of you. When
I was only two or three years old you showed
me that you despised me because I wasn't as
strong or as heavy as other boys my age. Do
you remember how you lifted me to the branch
of a tree, as a toddler, and let me hang
there by my hands? And when I bawled because
I was afraid, you made a face and turned your
back and stalked away.... (p. 195)

This diragt re-enactment, rather than the indirect report of

'In Searth of Myself, is typical of the frankness which char-

acterizes Two %enerations. For although it is novel of
A

secrets--secret alliances, . ambltlohiigsndeavours/ and heart-

aches--most of the secrets, with t ceptlon of Henry's,

are communicated by one character to at least one other. This
: ' )

direct approach of dramatic presentation creates a healthier,

-
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more open situation than that in “Tﬂe Weatherhead Fortunes;"
where the narrator talks about the characters behind their |
backs. |

The narrator of Two Generations, as discussed thus

far, makes Ralph the center of.attention, and, by.focussiﬁg
on those critical vears in which the father is being super-
seded by Qéé sons, generxates interest in Ralph's story. We
have also seen some of the ways in which the narrator sustains
interest in his tale. He creates a ciash of wills which pits
the generations against one another, allows the protagonist
to suffer defeat before he comes to terms with himself and

his situation, and suggests, to the reader familiar with In

Search of M?self, intriguing autobiographical ties.

Since Ralph is his center of interest, the narrator
gpends much of his effort dirécting the reader's response to
the p;otagonist. It is obviouslv important to the narrator
that the reader should understand Ralph; many devices, in-
¢cluding direct comment, scene, éllusion, ihference, repe-
tition,“the.tfanscription of Ralpbh's thoughts, and the point
of view éf other characters are used to éxplain Ralph's char-
acter and att¥tudes. As posited/%ériier, from Ralph's atti-
tude to Phil stems the central conflict in the novel. Phil
irritates his father unreasonably and unjustifiably. Why
should Ralph havg.ia:so:t of grudging respect for Henry,"
with his degree in agricultural science, be préud of George,

despite his failure to complete high school; vet consider

¥

i
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Phil "a rebel" because he waﬂﬁs to take an arts course at
university? (p. 19) Certainiy thé ir;itatidn has something
to do with Ralph's adherence‘ﬁo the Calvinist work ethic.
The narrator states directly that Quafles, the hired ;an, -
having worked for six years on the Patterson farm without
ever taking an hour off, is "a man after Ralph Patterson's
heart" (p. 18). 1Indeed, the narrator informs us, Ralph has
never liked the idea of any member of his household taking a
holiday. (p. 22) Such a man can see no value.in an education
which teaches "history and grémmar and similar subjects" with
no "practical" application. (pp. 15-16) A more specific
reason for the father's resentment of Phil, however, is sug-
gested bwv. another direct narrator comment. We are told that
after Phil's birth, the family physician warned Ralph that
“continencé was now a duty, not a virtue. Being a man of
strong instincts, he had grimly resented that verdict" (p.
16).

Resentmgnt may be a firmly entrenched atéitude in
the protagonist, going back long before. Phil's birth. Indeed,
in a scene between Ralph and his sister, Mrs. Rogers, thé
narrator implies that resentment is a reaction hahitual with‘
Ralgh. The scene is brief, the dialogue terse, Ralph accusing
his sister of discussinq'his Effa&rs with Di, the sister con-
temptuously, and with no apparent sympathy, succinctYy sum-
ming up Ralph's disastraus financial situvation after the

failure of his dairy business. (p. 247) With this presentation

> —~
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the narrator seems to open a door into the past, where we
éicturevthese two opinionated siblings, in an earlier milieu,
.pitted against one another and learning to édopt'stances of
contradiction and defiance.

/Alluéion is another device which explains Ralph to
the feader. The protagonist is cajoled by his daughter—-in-
law, Nanéy—-in fact, he réalizes hHe is "half'fiirting" with”
" her--into selling her his herd and equipment.' In the midst
of this transaction, Ralph finds himself quoting a few lines
from Tennyson's Ulysses, Nancy filling in what he has forgot-

ten. The gquotation suggests Ralph's situation as he sees it:
- .

"It little profits that, an idle king,
Matched with an aged wife, I meet and dole
" Unequal laws unto a savage race 7/
That hoard and sleep and feed and know not me.”

Althcugh only by implication, t.he narrator:s caments applies these
lines to Ralph. We understand that he is the "idle king,"
who no longer has any tasks to perform and who therefore,
thinking he is tired of the farm, is willing to "aole" it out-
to the children who are.becoming strange?s to him. He asks

Nancy to }ecall particularly the line with "an arch in it,"

and she replies:

~

"Yet.. all experience is an arch wherethrough
.Gleams that untravelled world whose margin fades
Forever and forever when I move. "

Again, by a seemingly unrelated;comment\a little later on,

S
L) .

~
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G e,
the narrator interprets the significance of?Eh?’lines. He

explains that Ralph has been{"facing in a new éirectiqn for
some time." It is easy'now for him to beliéve thét he wants
fb'be rid of his farm so that he-will be "Zfree tp facelthe
new task of subduing the town.” Tge protagonist is too
éhrewd,:however, not to realize that Naﬁcy} againsf her will,
has "stooped to cajole him,” into selling at this time.
There is an interesting side-light in this episode. Ralﬁh
realizes also that no one else has ever cajeied him, not
even Di: "she had never even caressed him; nét even when he
<
had come to her. She had merely sﬁbmitted" (pp-. lf3—751.
- The episode of mild flirtation, the reported thoughts of the
protagonist on his mariFal situation, and the narrator's

comment about Ralph's nine years of sexual abstinence mayv be

what J.R. MacGillivray had in mind when he wrote in a review

of Two Generations of. "some curious semi-Freudian analysis of

nll. The sexual overtones in

Ralph Patterson's dark moodiness.
the narrator's fleshing out of Ralﬁh éertainly do suggest
.repressed feelings, which ﬁay account in part for both the
"dark moodiness" de the outbursts of Eemper in t@e pro-
tagonist.

. The nérfator keeps Ralph's sexual frustrations very
much in the backgr®und, howevéi. The major problem is idle-
_ness. We have seen that this is a consequence of the sons'

taking over the farm, but it is caused also by the collapse

of Ralph's dairy business. The.narrator draws attention to

iy
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the problem by use of repetition and the quoted opinions of
other characters. lNote how he repeats his message, in h;s é/
transcription of Ralph's thoughts after ﬁhe sale of the
business. Ralph"was’poigﬂantly at loose ends once more; _E”’
nothing to build'any‘longer; nothing to fight for. What in
the world was he to do with himself?" (p. 248) Di, he feels,

"did not realise the full urgency of that problem; she did ‘
not see that, to him, some task to bérform was a matter of
life and death" (p. 251). Ralph would hate been chagrined
coui& he have‘heard those two rebels, Alice and Phil, de- '
scribing him in just these terms at the time of his busiress
fajlure. It is Phil's o inion that his féther has deterio-
rated because of enforced idleness: "'As his sons grew up,
they did away with the necessity of his workihg himself.""
And Alice adds that her father has "'the American weakness'" e
of being able to "'acguire the means of living but [not being
able to] use .them. Work becomes an end in itself. Work,
work, work. And when vyou cegse working, you lie down £0
die...'" (pp. 233-34). |

By the end of the story, however, Ralph is beginning
to value other things besides work. With emphatic repetition,
the narrator stresses Ralph's r;élizatioh of his new needs.
The time, again, is thé£ following the sale‘oﬁmthe“dairy‘busi—‘ -
ness. We read that: "For the first time in h;s life...he

wanted to be praised and commended" (for.following Di's ad-

vice and selling out) (p. 248); that "for' the first time in

3
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his llfe, he felt impelled to build gp a defence against an
indictment" (Di's complaint that he hac\hever consulted her

about any geciéion he has ever made) (p. 249); and "for the

first time"” (because Di has left him to go to Alice and Phil

at Sleepy Hollow), he realizes how much it means to him to
have his wife with'him: (p. 2501 The :epetition focusses on .
the beginning of change in Ralph, and prepares the reader for
the sustained inner view td'follow.

This is a view into Ralph's mind as he faces himself
in a house empty of family, a blizzard.raging outside, and Di
driving through'it towards Sleepy Hollow. In’these inner -
thoughts, Ralph sums up for himself his considerable achieve-
ments in ﬁis twenty yearsras a farmer, an account whifh earns
for him the :eader's-respect and admiration. In addition,
stung by D%'s‘acéusation of his domineering ways, Ralph

thinks of the number of times he has given in to his wife.
v

Here the reader, remembering the fight Ralph always puts up

before yielding, enjoys the irony in the protagonist's self-~_.

righteous attitude. Ralph also admits to himself his resent-

S~

ment over the growing independence of his children; his re-

gret at having struck Phil, and his need for Di's continued

sly management of him, for her advice, and guite s;mplv, for

her presence. These adm1551ons reveal the gruff autocrat as
an inwardly confused and insecure human being. A ain, the
reader is prepared for the final scéenes and the oj;rt change

in Ralph. ) - - .

N
]
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The mode of transmission of these thoughfg varies -
" from the narrator's report in the past tense, J\the sympa— J
thetic mode, with 1ts bond between narrator anderotagonlst,
to at least one instance of truncated syntax combined with a
demonstrative and adverbs lndlcatlng the present speech token )
~of Ralph: He wrshed Di to ouggest his hext step. "He wished '
her to do so, not a week from now [the narrator s .report
~ would .have read "that time"]} not tomorrow [rather than the /
narrator's "theﬁnext day"l,-bﬁt this [rather than "that"] '
minute! Else what Qas the use of living on?“‘(Combined with
the other indications ©f the character's own.speechhwthe?
truncated syntax suggesté Ralph's present utﬁerance.) (p.
251) {emphasis added) The narrator frequeﬁﬁéy slides back and
forth between reported thoughts and indications of tran-
scribed thoughts, but the overell effecthgs of almost unmedi-
ated thought.r
Chatman points out that the effect of stream of con-
sciousness is, -in fact, usualiy aenieved with "relatively
little" dlrect free thought. He notes, for example, that the
passage from Ulysses often c1ted as a standard example of
*\etreaﬁ of consciousness (the first chapter of Section II, in
%\éhich ﬁloom_preparee breakfast for Molly, himself, and the
cat moves among modes--conventional narration, indirect free
thonght, énd'oirect free thought. Slightly féwer.than half
the sentences, he obeerves, are direct free thought; vet

stream of cgneoiousness is “strongly"_suggested.12 The
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ﬁarratdrf;; Two Generaﬁions,-in_chapter 44, similarly sug-

gests,'with only a few linguistic indicators—--mainly adverbs

“. and demonstratives——that we are reading more of Ralph's unmed-
iated‘thoughES\thf,‘inlfact, we are. Most of the chapter

- comes to us in the Ehst tense and with the use of third-_
person pronouns.

! In deaiiﬁg with Ralpﬁ Patterson at the time when his

children escape from his dqminat;on to" lead their own lives,

the narrator works with a theme similar to that of Our Daiiz

Bread. Rather than aFtempﬁing to wriie'anotherltragedy,'how-

ever, Grove felt that Two Generations gave him.the chance to

write a "pleasant" book.13 This novel steers away from

tragedy not only through fté open ending, previously discus-
sed, but also through the attitude of the teller of the tale
o the protagonisﬁ, throughout the novel. It i@ -the narrator
7/ who, genti&-bpt conscientiousl&, undercuts Ralpﬂ, so that the
novel presents not his tragic fall bﬁt only the deflation of
his ego. This unéercutting is an important part ¢of the nar- H\\\

rator's method of creating the protagonist, and consists of

-

-y

the correction of initial impressions. Combined with anti- v

-
- thetical points of view of other characters on the pr%pagonist,

the process of undercutting forces the reader to judge Ralph
) A~

for himself. v 7
We can observe this pracess éa;ly in the novel. 1In

the first chapters, his sons Build an imageiof Raiph as an .

authoritarian figd?E, gTo them, he is Ehg,stérn,_implacablé

- y
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father. 1In a scene with the cook, Mrs. Stone, however, the

158

narrator shows the woman, far from beiﬁ@ cowed by Ralph's

~ Sour disapproval, turning his criticism into a joke. (p. 22)

By.a}lowiﬁg his domestic fo get the better.of Ralph, the nar-
rator makes the protagonist more foolisH than frightening,
correcting the earlier impression that Ralph is always in
command. The narrator does not gloss over the more damaging
impression that the érotagonist has a nésty temper, exhiﬁited
in flashes of physical and verbal violence. After presenting
one of Ralph's verbal clashes with Phil, for ekample, the

. »

narrator suggests the meanness of Ralph's mood by means of

affective diction. He writes that Ralph "strode wrathfully

away" frem Phil, sought out Di, and, speagfng "offensively™

to her, "gave an uglv laugh." (emphasis'addéd) These words

Eggxpress the narrator's disapproval Ralph, as.does the

-

explicit comment that: "It is the Whbit of men like him fo

-

vent their annoyances upon the woman in the house" (p. 129).

The implication thiyt Ralgh took out on Di what he dared not

settle with (Phil further/undercuts .the image of the father

as an authori¥arian figure. ' : b

Ralph may verlt his frWGstration on women, but the women

are far less intimidated by him than the men. Di never, fakes

his commander role seriously, hecduse "she understood him so

o i
profoundly." In the midsf of a scene in%hhich‘Ralph is playing
the tycoon, iséﬁing orders: to his family and to four car

salesmen, the ndrrator ¥lips in a comment.to show how easily
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Ralph himself is managed by Di: "“Electric toasters were his
special aversion. He did- not know that, for years, one haé
been surreptitiously used in the kitchen" (p. 97). - By ex-
posing Ralph's defeat in this trivial household matter, the
narratér makes the protagonisf in his lordly role lcok |
slightly ridiculbus.‘ The image of the dominant male is fur—
ther undermined in another confrontation between Ralph and
his sistér, Eva Rogers, who is;on tﬁis occasion, described by,
the narrator as a "magnificent woman." First of all she
"gives Ralph a scolding; theﬁ she expresses her disapproval of
Alice's suitor, Mr. Bugg. "The mere fact.that, apparently,
his sister disapproved, méde [Ralph] approve™ (pp. 23-24).
With thése words the narrator depicts the prétagonist not aé
an authoritarian figure, but as a childishl§ stubborn man.
In fact, as far as woﬁen'age concerned, Ralovh is not self-
assured, but perplexed. The narratoxr aliow; Ralph to séy it
for himself. He éuspects a "conspiracy" among Di, Eva; and
Alice. He puzzles over their motives: Finally, he con-

L
cludes: "With these women, one could never tell..." (p. 25).

/ . Di ﬁay see through Ralph, and manage him, but it is

through her, also, that the narrator comes to Ralph's de-

~fence. In chapter 6, in ‘a scene at Sleepy Hollow, the Pat- =

terson boys try to guess how their father would seed the land

in view of the unusual' June weathefé% The narrator allows,
, : .-

..» Phil to create the image of an unsympathetic and demanding

parent. Similarly, in a scene between Alice and Di, Alice is.
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allowed to add to Phil's image overtoﬁes of a &eﬁanding hus-
band to whom Di must submit. The nparrator balances these
negative impressions of Ralﬁh by presenting him from Di's
] point of view. As Di explains to Alice,'"No matter whether

you agree wifh him on this or that, he's an outstanding man.
‘}h his way he's a great man. One of the last df the pioneers
of this country. If he had had an edgcation, he would.be a
leader'" (p. 46f. The unwary reader may be tempted to regard
Di's ﬁypothesizing as an ironic faﬁtasy. Ralph, after all,
has no use for education. Or has he? If the éeader.has
formed the impression that Ralph pas contenpt for a university
education, he must realize that the impression w;s not tréns-
mitted by the neutral-omniscient narrator, but by Phil.

Phil reports to his brothers thg reéction of their father to
Phil's post-high-school pians: " 'University!’ he'said with a
sneer when I talﬁed about it" (p.-34). The narrator does not
~confirm this view. In gact, he explicitly corrects Et with a
report of Ralph's thoughts, which we must, by Eonvention,
accept as valid; "At'bottom, irrationally, Ralph had a great
respect for knowledge"; and "George, whﬁm he ﬁeﬁht'also have
sent to Guelph [to the Agricultural‘College which Henry had -
attended], had earned his contempt by failing to pass his’
T~ examinatiohs at high school”  (p. 83).-

In the remainder of the scene in which Di defends
'Raiph to Alice, the narrator presents opposing views éf the

=

protagonist from which“the reader must construct his own
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.picture of the character. Alice's fiercely negative attitude
is ngt entirely reliable; she is too much like_Rélph, as Di
-points out to her, to be able to judge him ob&ectively. Di's
own defence of her husband may be more influenced b& loyalty
and pride than based on objective observations. .On the other

hagg, her strong defegce is tempered by her adﬁission-of
Raiﬁh's faults--that the father may not always be right, that
he méy mispn@efStand Phil, that she herself has had to fight

against Ralpb in the interests of her children. (pp. 46-47)

By means of all these imprgssions, corrections of impressions, .

: . <N
antithetical points of view, and implied biased, the narrator
: p)

encourages us to build Ralph Patterson with him as a fully
rounded character. »Thus thé protagonist is never static, but
changes as we ourselves participate in viewiﬁg him from many
angles and in tryving to see him fairly and to see him whole.
The narrator's skill in characterizatiqh is matched
by his skill in evqking place. Ehg concrete details of
‘flowering plants and the 6rdefly descE}ption of thé lawns,
the ravine, and the pool around the Patterson home give-the
iilusion of reality to the story by providing fogﬁit a spe-
cific and-ea;ily envisioned locale. (p. 153) If this rather

conventional descripﬂ&on were all that the novel offered,

“however, W.S.‘Milne's criticism that the descriptive writing

in Two Generations is "more conscientious than imaginative"14
would hold true. Whenever the narrator @ictures Sleepy Hol-

low, however, he evokes atmosphere rather than recreating

v
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iaﬁdscape; that is,-his descriptions are impressionistic.
One-of his‘methods is to accumulate words and phrases which
.reinforce their mutuallconnotations. He writes of.“this hid;
den valley," in which the house, with.its windows boarded,

has "a blind appearanceé," looks “strangely deserted,” and

»

) nreathes "an air of preathless and uncanny cuietude." The
Pat&efson boys are. aware of the “palpable solltude of the
place, and the narrator describes the valley as "a lepld |
lake of silence...and remoteness.” There is’also an air of
strangeness in the hollow: Its weathered fences, made of
huge pine stumps, make it abpropriatejfor "+he abode of gob- -
1ins ané elves [with] awar£ish shapes” (pp. 29-30). The nar-

~

rator reneats that lt has "an air of remoteness, too, as of

_ travelle§§~sn some strange and faraway land encamped in an
oasis of trees" (pp. 33-34).. Strange, silent, remote, the -
.valley is a place apart, a separaté world, self-contained.
It is the famlllar Growian microcosm within the macrocosm.

Indeed the narrator's flnal touch leto dEScrlbe the hollow

filled, in the night, with “snOvahlt ist, while overhead,

r . .
in their orbs, the stars Wers ¥ ing" (p.s 5;}/”The'evo—

> catlon of the heavens adds to tﬁ; sense of remoteness and

{silence. 1In addltlon, placing the valley in the perspectlve
=

of the universe is entirely flttlng for the presentation of -

Alice and Phll at Sleepy Hollow.- They sense the futility of
b', .
man's attempts to unravel the mysteries of natu*e, and vet

must make their own attempt, Phil to learn of tie stars

F . . ’
I'd
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themselves, Allce to “help h;m reallze h;sfﬁmgﬁtlons.

In«chapter 27, descrlptlon does not mﬁrely reproduce

-t the atmosphere of'Sleepy Hollow, but also suggests the inner-

most feelings and longings of Alice and Phil. Suggestive

description, it should be noted, is only one narrat

device for indicating the special relationship between s
ter and brother. .The narrator reports the observation of
gehry\and George that Alice and Phil are "always at one
transcribés a snatch of dialogue, adding to it his own

pretatiye adverb: "'Alice,' [Phil] cried unhappily...'I

you weren't my sister.'" And she réplies: "'I know, I know

[ LM

..'". He quotes Alice's allusion to the Greeks,.that —
"'They led a life like this and led it innocently,'" and S:j/
her admission to Phil ghat for he;kéuch a life (not defined
by thefnarrator) is not énnocent, but a burden on her con-
scig¢nce. Having reported all these things, the narrator
refers to the "tragic exﬁerience" of Alice and Phil. (pp. 77-
79, 81) Later, he réports that the relationship bétween the
qu young people “pu%zléd ana.even‘disqu eted their .mother."
It is to Di that Alice confides her_love.for Phil and her de-
cision never to marry because there can be "no second Phil"
{pp. 112, 115).lS I+ is to Di also that Alice alludes to
herself and PRil as "Ishmaels" and "OPphans of the soul" (p.‘
/185). For such outcasts, the narrator has provided the

separate, lonely world.of Sleepy Hollow.

The narrator.conveys the influence of place on Alice
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and Phil by means of four major devices: Jjuxtaposition,
repetition, imagery, and sentence structure. To begin with,
he juxtaposes chapter 27, with its descriptions of Sleepy
Hbllow; with a discussion between Di and Ralph about the
division of money and land and Buildings among their'sons, .
and about their sense of the futility of life, narrowed down
as life is ?o this disposal of the matgrial goods they have
spent their)lives accumulating and caring for. (pp. 158-591
Alice and Phil, in chépter 27, are aware, in the strange sil-
ence of the valley, of mysteries Beyond the material world.
They reach out with longing.to find a oneness with the uni-
verse;'yet feel within themselvegs its éadness and.pain. (R'
lSli' The contrast afforded by the juxtaposition emphasizes
the sﬁaritual nature of the eXpéfience of Alice and Phil at
Sleepy Hollow. In the second place, thé silence, mystery,
and sadness pfeséing on the consciousness of the brother and
sister are conveyed to -the reader by diction, image, and

sentence structure. - (/,

The narrator.esté@lishes the mystefy and stillness of
the valley By sucﬂ'phrases s "disqﬁiet'quiet," reinforced by
the repetition, five times in less than two pages, of thé ™~}
* word "silence:" and by the phrases "cosmic peace," "ghostly
chill," "strange, we%Fd light,” "disembodied voice," and
"pitiless, bluish light of the moon" {ép. 160-62]. Opening
themselves to the mysféry of placé, Alice and Phil are aware

of the influence of the silent valley deep in their Beings.

<

\\\._._,

=
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Again, the narrator conveys their feelings to the reader by a
profusion of associated connotations. On one pagé alone the
reader finds such words and phrases as "a vague longing," "an
all—pervadiné woe," "forlorn," the "pain of things," and the
polyopton of “sad" and "sadness" (p. 161). This diction
creates a mood in keeping with Phil's desire to unravel the
ﬁysteries of the stars, with Alice's as yet unformulated
dreams of a medical careexr, with the ?earning of each for the
other, and with theif painful realizatién of societal taboos /
against'the close relationship they long for.

The same sense of the mystery of a life beyona merely
material manifestations 1is cqnveyed by both images and sen-
tence structure. In his desc ipti'n of ihe night rising,

"ready to engulf the visible ::;}ﬁ_li e a flood," (p. 161) the
narrator spins our imaginations out into dark, unseen external
worléé,sat the same time suggesting dark, unseen internalﬂ
worlds. These are the source of those uncbnscious, infinite
longings of Alice and Phil, in tu;e with the infinite dfa:/
tances invoked by. the images of the night.. A second iﬁage

calls up the same sense ©0f vast distances, but seems to sug-

gest not only the oneness of Alice and Phil with the universe,

but_also, perhaps because the pair are now\ asleep and unaware,

th&ir vulnerability in the infinity of timegl and space. This
effect is partially due to sentence structure and_punctuatieﬁ?_/
"And thus they sat, half reclining, for many hours till, the

heavens having wheeled about them, they were found, in their (?

- &
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chairs, asleep, by'the dawn" (p. 163). There is an effort-

~

" less, graceful flow to "the heavens having wheeled about

them” enchanced by the lightness of the alliteratel aspirates.

In contrast, the image of the two sleepers is built up piece

\\\\\;\\?y piece, slowly and haltingly (as an effect of the commas),

as befits the human element in‘the context of the heavens. In
addition, "the hedvens having wheeled” has the enexrgy of an

active verb; but the sleepers are passively "found.”

The narrator is similarly ;eﬁsitive to sentence
.

structure in the descriptive passage containing the image of
' %

the night: /(

4

~

In front of. them stood a scattered group

of birches, motionless as in .& ghostly

chill. Beyond, sable and solemn, rose a

ridge of pine. Not a breath stirred any-

where; but out ¢of the hollow beyond the

hills rose the night, ready to engulf the

visible world like a flood. (p. 161)
Because of the secondary (adverbial) and primary {(verbal) in-
versions., t?ﬁrmodifiers of "birches" fall at the end of sen-
t¥hce one, that is, in the most emphatic position in the
sentence. The placement is correct, since it is the myster-
ious nature of the birches, not the trees themselves, which
the narratoi wishes to stress he evokes the strange magic

. of Sleepy Hollow. The iambic rhythm of the modifying phrase
("motionless/as Tn?avgixggﬁ/l}’ chill") in.greases the poetic
impact of this image of birches. 1In sentence two, the nar-

rator again stresses mood rather than object, "sable and
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sblemh" deriving their emphasis from their isolation (their
enclosure within‘paired commas}) and from their arrangement as
paired adjectives. The last sentence once more places Ehe'
emphasis not on the phj%ical landscape but on the suggestion
of things unseen. S@his sentence begins with a main clause
which emphasizes, by its primary position and brevity, the
silence.of the scene. The emphasis of the second main clause’
is due both to the primary and secondary inversions and, in
contrast to the conqise first clause, to the long, rolling
rhythm of "out of the hollow beyond the hills rose the
night.” Carefully crafted as they are, the descriptions of

Sleepy-Hollow suggest both the atmosphere of physical place

and its impact on the two young people who open-thémselves to
: ' . <&

their surroundings. °

for an editor: the redundancy of "By the time when he
enfered"” (p. 179): the faulty diction——or'typographicai error
--0of Miss Grant "made" fof Miss CGrant "éaid" (p. 122); and
the wordy "she snapped the finqers of hef;aﬁnd“ (p. 174).
There is also the unconvincing coincidence of Ralph's rival
in the.dairy business being ready to buy Ralph's egquipment at
the very moment when the protagonist must sell to survive.
The reader wonders why the rivai,,ﬁith His old machines,  is
successful, .when Ralph, with his new equipment, goes uﬁdern
He cannot be a-poor manager, or he could not have been as

-
h-%
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successful as he ﬁas obvioq’ly been in building up his farm.
There are instances of dialogue which, instead of advancing
the action or revealing character, merely go back ﬁver old
ground. For example, we overhear a conversatiog in_which we
learn just how university courses for Alice and Phil are to
be fihanced. (pp. 191-92) Only a few pages farther on we
must listen again while Alice spells out the financial de-
tails for George. (p. 207} Similarly, we listen-;o Ralph as
he tells Di about his drastic losses due to the collapse of
the mérket on Wall Street, aﬁd’must listen again while he
repeats the information to George. Whgn Gegrge, like-Di,
asks if Ralph faces "actualudanger," tge narrator £ema£ks:

"The very guestion, by this time, wearied Ralph" (pp. 219- .

21} . The reader, too, is wearied, but not merely by this

®MWsingle instance of irritating repetition.® What is tiresome

is the amount of detail, throughout the novel, about ﬁhe

Patterson finances. There are details of George's commercial

plans and Alice's amendments to those plans (pp.~—243-45,

153-54}); details of Di's original plans for the division of

Sleepy Hollow, and details of changes in those plans (pp.

158, 177); details of the bargain Nahcy strikes with Ralph

for George, and of the bargain Phil strikes with Henry over
o /
the sale of trees (EB;’170—74, 212-13); details of Alice's

A )

financial plans—f£6r Phil and herself, Di's offer of financial

aid, and Ralph and Di's calculation of the valuerof the pro-

duce at Sleepy Hollow (pp. 184, 191—92);\Q335fetails about
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Ralph's payment for the machinery for his dairy. {(pp. 224-25)
Details of financial calculations in de into a

Grove .novel as a matter of course. They may simply represent

the ;echnlque of naturalism. Another possible exnlanatlon

f@r their presence is suggested by Angus Wilson's analysxs of
the ?oles of the ;;égiamﬁﬁfﬁbr~andhgggﬁparrator, based on ‘his
own writing experience. Durlﬁg the constructlon of a novg;,
:ﬂilson finds himself div1ded into three personalltles whom he
calls the nafrator, the residue, and the c¢raftsman. It is
the first two which are relevant to this discussﬁon. The
residue is part of thg author as historical pérspnality, that
part of him which is "conscious of beiﬁg an aqthor" and which
is the séprce of the material. The narrator, Wiléon says,
forces "me (the source)‘ﬁo give .up a detail here and there
which held up his narrative and threatened loss of interest.”
That is, one function of.Wilson's narrating personality is to
prevent the "real” author from inclﬁding in the narrative |
source material whicﬁ is irrelevant. ‘When the narrator fails
to control the residue ' (the "real®™ authorj, the story, in
Wilson's experience, may be "verxy badly told-JG The frecuent
2nd deta;led digressions intQ monetary matters in Grove
represent a‘lack of control By the narrator over the "real”
author and over the selection of material from "real" life.
The result is a rent in thé'veil of story illusion, exposing
the "real" author in the background. |

)

. These complaints about Two Generations are minor in
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y - SR\
: \! .
/ comparison with the st;eng&&ijsitigggnovel. For W.J. Alex-

ander, this book is "incomparably the best thing [Grove] had

done. [Alexander] found in it a true and significant picture

- 17 .

of rural life in Ontario." For Fairléy, the work "has a

greater speed and vivacity of action and dialogue. It is in

, . 18
every way a more modern book than its predecessors."

* Fairley defines neither "modern” nor "in every way," but per-
ey 2

.haps he has in,mind point of view as one "wav.":r This novel
. .. & ) ~
is characterized by more "showing," or mimesis,f3as opposed to

»

"

.“telling, or diegesis, than are Grove's previous published

novels. It may be the illusion that the characters are tel-

ling their own story which prompts Moss to remark that in Two.

Generations Grove "maintains an omniscient poise above events

--more here than elsewhere."19 The amount of direct presen—-

tation, or scene, allows the narrator to stay backstage fre-

]

guently, eveh althotgh, as we havé seen, he enters in the
guise of normative words, sentence structure, selected points
of view, and other devices. Another "way" in which this
novel is modern ié its "open" ending. Alan Priedman‘appliés ﬁ?
the term “opéh" to éhose csnclusions in which the pattern of
experience is not finally éontained:—py marriage or death,
for example-—aé it usually is in the-traditional %pyei. |
Rather there is an implication of a continual widening of
'-experienceslzo Although the story of "The Education of Ralph
.Patterson” has led, at last, to the protagonist's self-

knowledge and thus to apology, the forgiveness Ralph receives
F

& .
¥ 7



=

) . | . 171
in return does- not “close“‘%?e story, in Friedman's senge.-
Thét is, it does not briﬁg moral growth to a clear limit. -
.Instead, t£;r¢ is a sense of Ralph's being llberated from the

llmltatlons ir oosed by his former prejudices, in hlS relatlon-

" ship w1th Phil, and liberated fkom the frustration imposed by

his feel}ng of uselessness as his sons supersede him. The
novel "opens" into possibilities for Ralph for what Friedman
\ o ) .
_ ~— . 21

speaks of as new relations between self and world. The
ﬁihal vision of the protagonist is thus in direct contrast.
with "the ipttial portrait of an authoritarian, self-righteous
man, his mind closed and his heart cold. Yet because the
narrator has used manyudevices for ,revealing Ralph's 1-

]

oping\character, the reader is both pleased with the ch¥nge
in th;\p

rotggonist and prepared for it.

1 {



PART III *

CEAPTER I: A Search for America

<

‘o

- . As ﬂoted earlier, Grove himself links Two'GenérﬁtiOns'
te his fictive autobiographies by acknowlédg'ngrthe kiﬁsh}p
of Phil and Ralph with himself aﬁd his own father. Although
the author does not point them out, autobiographical ele-

'ments, as we have seen, mark the characterizgation of Mr.

: Crawford and Len Sterner in The Yoke of Life. More than
jﬁklinks of kinship, however, suggest the apprppriateness of
following an examination of the two novels o¢f Part II-with a

study of A Search for Amer¥ca and In" Search \of Myself in
] .

Part III. In terms of af’rhetorical approaéh, this oréering

, ) ‘ .
of the discussion of Grove's work is rewarding because, al- //ﬂﬁ\
thaugh all four of the above books body forth the author in

fi;tive guise, the supposed autobiographieg do so by methods .

-

\> we have noi;yet encountered in Grove. In the latter two

works, fo ample, the neutral-omniscient point of view of

the five novels thus far considered is abandoned for that of
. — :
the first person. With this angle  of narration, the author
. »
achieves objectivity by creating a narrating "I," “telling the
A\ :

Eale in the present, as distinct from the "I whose . experi-

-

ences in the past form the subject of the narration. .In

.. other words, objectivity about the protagonist in.the fictive

ES—
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autobiographies depends primarily on the distance provided by

S the temporal perspective. Objective characterization in Two

Generations, on the other hand, depends primarily on shifts

in the point of view; wherfeas in The Yoke of Life we have

noted a failure in objecp} ity when the untransformed opin-

b
v
ions of thé "real" author are expréssed. In contrast, a [

major feature of the narration in A Search for America and

In Search of Myself is the artistic transposition of the

L’ material-—the translation of experience into metaphor and

symbol, the shifting of this "real-life" experience of the

author (as reported by Spettigue) to other characters, other

times, other places. Finaliy, in Two Generations the prota-

gonist is revealed chiefly by means of a sustained inner

view. In A Search for America, with its emphasis on a search

for piabe, the image of the protagonist depends on what the
reaae; inﬁgrs from the narrator's'sel%;kion_of material and
from his comments.- Nevertheless, a cégéistent and strong
image éf the”protagonist emerges. The narrator og In Search
of Myself delinégtes the protagoﬁist, the experiencing "I,"
ecually vividly. He does so by techniques which include -
exaggeration, back-handed c&mplimeﬁts, irony, and the omis-

sion of certain "factual" material.

We have claimed that Two Generations, because of the

amount of its dramatic presentation, its inner views, its seen-
. . : ;

R;E::\ ingly unmediated thought, and its open ending, Ts the most

modern of the novels in Parts I and II. With the fictive

<

]
|

K

o —
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I

autobiographies, we examine two works in which the point of.
view and the techniques of transposition both ensure a large
measure'of objectivity and also successfully tranhslate raw
experience inéo art. In'addition, the fictive autohio-

graphies open out onto wider vistas than those of the novels

of Parts I and II. A Search for America is concerned not

mere&f'with the delineatio? of the central male tharacter

but also with the imaginative evocation of a continent. And

3
both A Search for America and In Search of Myself reach out

" bevond the quest for an ideal physicélrpléée--prosperous

—

lands, great barns,-a £

lv mansion--to the search for’a.
spiritual environmentl his will offer what Branden refers
to as "the 'abundance of life,’ in Jesu [sic) words,"l and

what the protagonist ¢f In Search of Myself thinks of as a : \\\\

secure position in which he can fulfil his dream of literary

L2 v
creation. 3 : .

—

//——<S In discussing A Search for America, the critic must

first classify the work. 1In 1926, Grove stated that it was
— : ;

"largely autobiographical; in its older form it was stri?tiffi

w3

sO. In 1965, Pacey refers to the book as "slightly fic-

™~

tionalized,"4 but after Spettigue's revelations between 1971 b

and‘i§73}s.concedes that the work is "preponderantly fictional

»

. .
and imaginative."6 Grove himself draws a line hetweewm the

fictional and factual elements. Writing in 1946 t A éearch

f —————————
~. -

for America "i%, to a certain extent, fiction," he reveals

h]

-

that the "framework and the chroholggy were to he lar;;I;\

-- . ’ o

Y - ' )(\\ 2
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fictitious," but that "there was-not to be a S1ngle episode ,
of the stay in Amerlca—-and, in the ndture of thlngs, the --
book was to be epieedic—— w7

ad not been lived through.

"In the "Author's Notg to the Fouith Edition," however, writ-

ten in 1937, Grove offers a/ﬂer

the fact/fiction problem, a

satisfaéiory explanation of

xplanation which not only in-
>

dicates that the book is to be read as imaginative litera-

_ture, but which aldp sheds light on the creative proceds.

Noting that "In every) single part [of A Search for Amerlda]

fact and fiction are knseparablv interwoven," Grove declares
that "Imaginative llterature ig not primarily concerned with
facts: it is concerned with truth."-8 Grove's affirmation

h&re is supported by such modern criti

Austihr Warren, who point out that while lif{erature is not

truth, it does not conflict with truth, but rather contains

it. In Arch#ﬁald MacLeish's terms, it 1s egual to t ‘ .9
: The literary artist transforms fact into the truth gf
fiction.
;f/ _Grove's view of the process of turning fact into

fiction is thet "a fact interpreted, and therefore made ca-
-pable ef being understood, becomes fiction." He elaborates
on this concept by noting'thaé facts of Joseph Conrad's life,
his sea—farlng experleﬁces, varied with the varied occasions
6n which the author talked of the experientces. ... That is,
the interpretation'of the\facts, by which they SEEOme fic-

tion, changed as Conrad, in ‘telling his stories, realized the

~

&
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significance of his life.lo A contemporary Canadian_writerﬂ Vi
Carols Shields, adds to our understanding of this process of

- turning fact into fiction. Descrlblng "The transcrlptlon of
experience into %maginat;ve expressxon," Sn}elds p051ts that
there may be no sdch_thing as "pure" autobiography or “puii;

_fiction, since, perﬂaps,“"real events are never freed of '
personal interpretation or imaginary extension, just as
imagination finds its definitions and reference points in

individual reality.“ll

This "imaginative extension” of fact
is surely eesential to-tde creation of art. -Indeed, Mark
Schorer; in his well knd@n essay, contends that "to speak of
content [Shields‘s."real events"] as such is not to speak of
art at all,.but of experlence...lt is only when we speak of
4 | the achleVed content the form, the wor% of art as a work oF

art, that we speak as critics."” w12 In his "apthor's Note,"

Grove mekes it clear that A Search for America should be

-

. judged for its "achieved content,” as a work of. £ict] uto- \’//
blographv in which experlence is transformed ifto art.] 44(
That 'this work is merely the prellmlnary.stage-of-an )
autoblography lS ‘suggested by a com;arlson of the motivation
of its narrator and@ the motivation regarded by critics as
/} necessary for the productlon of autoblography.- According to.
. /// Jean Starobinski, the only sufficient motive for writing

| aqtobiography is some radical change, such as conversiqn or

entry into a new life, some "internal transfermation.

entered a

Although the narrator of A Search for America

"
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new external life, his "internal transformation” has yet to

b' . - . * - -
"take place. He believes that 1t 1s life in his new environ—,

ment which will tiépsform him into a new being, remould him,

and make him "less artificial" (p. 152}. Karl J. Weintraub

contends that only lf the motive for writing is the desire to

discover and assign meaning to llfe will that writing become

autoblography.14 .Again, the narrator of A Sea

is merely paving the way for an autobiography. He is less .
interested in discovering meaning in his life than in dis-
covering!theihlacg where a meanihgful life can grow. His
primary motiéé'is to find the soi; which will nurture the
"innermost I" (b. llS).i.The true subject of autobiégraphy,
the development of the "ignermost I," is scarcely touched
upon. - In its emphasis on éxternal rather than on igternal
reali%v, on the discovery of place rather th;n on self-
discovery, the w&rk, according to Weintraub's cateéories,

has th characteristi¢s of memoir.15 Francis R. Hart notes

that memoir foéusses on the self®¥elative to its time and
1]

culture; whereas confession, seeking to express theﬁggightial

nature.of the self, focusses on the self relative to nature -

r‘
r\ggality.ls

Certainly, as will later become apparent,

there are traces of a confessional intention in A Search for

America, but this intention is subordinate £0 tge aims con-

cerned with place: findiﬁg "+he real America" and the soil

which, having nurtured“a Lincoln, can nurture the writer

himself. (p. 237)

—~—
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It is the intention of A Search for America, and-not
-~

.the narrative method, which checks ‘the revelation of the

"innermost I." The narrative method does, it is true, dis-
tance both writer and reader from_the.“I" whose inner self is
sﬁpposedly developing in the new land. It interposes a nar-
rating "I" betweéen the experiencing "I" and the writer, and
betveen the exoeriencing "I" and the reader. Autobiog-
raphy, however, as a retrospective form ¢f personal record--
the simultanezjfhaf experience and the recording of that ex-
perience preduCing the diary form of the genre--is character-
ized by this eame intervention. - The";etrospectivelpoint of e

view automatically creates a second "I," in temporal terms.
As a characteristig element of autobiographical works, this
"intervening "I" obj}bug}y need not inhibit confession.

'hpert from the narrator's intentions regarding place

in A Search for America, the "Author's Note to the Fourth
Edition" reveals an authorial intention of a more personal

kind. "By writing the book," Grove tells us, "I was freeing

myself of the mental and emotional burden
that I had once lived it and left it (&un

avowed therapeutic purpose, the nove ould have become an

uncontrolled outpourlng of raw experlence,/;ntransformed by

\_’_/

art. As Schorer puts it: "until the talent is cqptrolled
the material organized, the content achltved there is s;mply

, . c.
the man and his life."18 It is because the narratlng "I" pro- "J/

vides him with a point of view wﬁijgfis not his own, but ﬁhat

. -
-
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of his hero, Philkgréndén, that_GroveNEB able to step back

_if onl¥ he could find them, the "Lincolns" of America are-a;T//) \

sufficiently from his material to see i;g;ﬁtern in the chaos

. ) . . )
.0f experience, qnd to communicate tha; attern to the reader:

In its broad outline, the pattern moves §§?m the
geographic to the spiritual levels of éxistence, and contains
a series of epiphanies or discoveries. ?he first epiphany is
the narrator's sudden realization of his true aim, to £ind
"the real America," that is, the geographic place which can
produce a Lincoln; (p. 237) The second epiphaé}, coming to
the narrator "like 2 revelation," leads to what he calls "a

new departure,” a departure now not in a physical sense,'but
in the sense of a new attitude towards life. This new cut-
look is expressed in a sentence'the'narrator finds in Car-

lyle's Sartor Resartus, which becomes the epigraph for Book

II1I: "'The fraction of life can be increased in value not e

much by increasing vour nupérator as by lessening your denom-=
-3

inator'" (pp. 250-51}. The nq;fator's third méSo: discové>¥;_f:f‘\\
. _ . . . ) -

arrived at too gradually to qualify as an epiphany, is that, { :

' ' | LN
around him BIET’)and the realizatioen, shortly‘aftefward
that his devoted doctor, Dr. Goodwin, is "onejpf them" (p<<\—d,/
333). The pattern is completed with the narrator's discovery
of a physical and a mental environment in which he feels he

can develop. This discovery is droppegd too casually into the

.conclu51on of the story to functlon there as an eplphany, but

nevertheless seems to be a sqdden revelatlon of the potentlal

Y -

- | e
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ié for fulfilling the narrator's spiritual needs dffered by a
. geographie p;ace—-Western Canada--and a guite ordinary occu-
pation——%eaching. This simple and objective ordering of
events, cplminating'in the fusion of the physical and spirit-
ual, public and personal, strands of the search, is a triumph
of art over chaos, and is achieve; by a point of view which <:

allows the author to transform the raw material of his own

life into art.

‘ The conceptlof place .in A Search for America is not \W
only an object of the irtention of the novel--to discover a
speciﬁfc but evenfually non-geographic piace——but is also an
elemeét in the creation of a persona. The narrator, arrived
inda new land anad expoébd to new styles of living, seeks a

neq identity. Thls "he regards as the product of place. In

s
h1§=v1ew, the ideal Droducts are Llncoln, Lowell, and Tho-
N

reau, and his search is for the spiritual ground where they
grew: "Where was the solil that had borne them, so it might
'. bear me?" (pp. 162-63)--that is &0 say, provide me with an

i . : - .
tity. Francis R. Hart's explanation of the role of place
- LT ‘ -
in tHe creation of an identity is apt for the situation of

“~

Grove's narrator:

Identlty is having one's story; leaving
one's place is losxng that story. Creating
. a new persohality is recreating one's leg-
7 _ end in association with memorable place. 19

-

. ‘ -
o)

~\\\g\ - These words supply a rationale for the narratorég need to
' . B
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. search for Amerf%é before he searches for hiiself.
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Eli Mandel describes the general pro¢ess outlined by

Hart ﬁith specific reference to Grove and A Search for Amer-

ica. In this novel, "Grove is fkfictional creation, twice &

. b/xéﬁbved from the actual,"” Mandel writes. "He literally wrote

himself into existence, created himself, wrote his own myth-
clogy, personal and social."20 Grove himself seeks to gain
the reader's acceptance of the experiential truth of his

story and the essential truth of his "fict%onal creation.”

. ‘ 3 R
In the(;égphor's Note" he contends that speaking as Branden

allows lhim to be "even more persgnal than...it would be
either safe or comfortable to be werk he speaking in the
first person, unmasked." -The implication is that the novel

is confessional, a suggestion supported by the claim, noted

-garlier, that writing the boox freed the author frorf "the

mental and emotional burden” of events lived through. The
- . 7 . )

suggestion is contradicted, however, by the author's admission

-

that he has not dealt with. "the terrible things" of H§§3-

past, so that-his claim of haviﬁg experienced catharsis is
. _ o1

suspect. Grove's reference to a masked first-person narra-

tor,21 however, may be an important’ clue to the mode, in A

Search £or America, of cornmunicating the nature of true ex-

)

perience and of revealing the authorf’“gspcept of his true

.self. The mask, or disguise, is an impbrtant‘motif in the

. N + L . . " .
,nagsl,~and is reflected in the narrator's method of .trans-

T

‘\\\\\u posing, and thus disguising, events.

<
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Just %s the author claims that he appears only as a - *
masked first person in the novel, the masked narrator insists,
early in the story, that ﬁe himself is‘disguised. 'He y?s
Al .
trained from cﬁildhood;'he tells us, "never to betray an
gmotion, to keep his mask intact" (p. 14); as an immigrant,

v

awed by his new surroundings, hé was determined not to betray
his feelings in "the impenetrable mask'oﬁ ﬁis face" (p. 17); -
and as a.wafhér,in Toronto, he felt hisrﬁbb_was beérable
"only when vyiewed lark, as something which you might do
in disguise" (p. 108). The narraﬁér thini!'&onsistently in
terms of disguise: carving is aﬁdisguiée for poor wood;
Paris is a disgquise for the real mehtality of the French
nation. (pp. 18, 15) ‘'He also pfesents his fath®r ané grand-
fafher as mafked figures. The father called his father "a
landed proprietor; probably to cover the iénominy of our
origins"™; and the father himself, complaining of.having'to
live in the clothes of an aristocrat, which did not fit him
(p.°5), retired, at last, to a little cottage asla reward
“"for duty weli,done during a lifetime of disguise? (p. 8).
These instances of‘gisguise are e#plicitly pointed

out. But just as the landed proprietor,'ashémed of his

.origins, may remind the reader of Spettigue's discoveries

about Edouard Charles Greve, so other incidents in the nowel j§7///

may remind him of Felix_Paul Greve. These incidents, in
fact, are "the terrible things" in Felix Paul's life. In

this autobiographical novel, however, they are disguised by

¢

-
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the transgosiﬁion of art. They'are attributed to characters
other than Branden. His friend Frank, for example, has a
father who is a Pﬁllman conductor but, according to F;ank;
well off.. (Charles-Edouard, the tra@ conducto:} living be-
‘vond his means?) Frank, like Felix Peul, marries when he is
very youhg, and then walks out on his wife.  Because of this
. ‘ =

desertion, he has to live under a new name and to begin his.
career all over again. In addltlon, he has debts to settle.
(pp. 89-91) The details fit the story of Felix Paul. It is
.enlightening, then, to note the concept of self held by
Frank, as well as the reaction of.young Branden to Frank's
confession. Branden expresses only mild disapproval of
?rank{s maritai escapade, referring merely to its Jmo:a;/
taint.” He places the real blame on the lax attitude of
moderd.society towards the sanctity of marriage rather than
on Frank who, he knows,lls aware of his shortcomings in this
area. The narrator is mogb upset by the meerallty of Frank's
practicing graft, bu Fra?k is dllowed to excuse himself on

)

this score: ™"I'm guité a decent chap-after all, no matter
)-‘"

what Iamav be doing in the line of graft I've known worse
than I ‘'am, at any rage" (pp. 91-93). g

. &nother example of transpositien oe}prs wheh the nar-
rator, as an innocent victim of card sLA?ks and EOunter— .
feiters, is arrested and briefly jailed. TQe\fgfff Of‘dis;-

guise is strong in.this dnstance. The ‘incident allows the

narrator to confess"'to (a dlsgulsed form ofﬁ}nstlfylng)

k/\
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the possessfon of counterfeit (disguised) mone&, whiie at the
same time’ establishing his guilelessness. -He is only a vic—,.
tim disguised as a criminal. " As he himself says: "I want to

make-a confession. It's lucky that T was the victim and not

"the crook.™ It is Branden's cell mate who is the true

crook; he is a self-confessed embezzler. (p. 140) Again; the

turden of the past is exposed but shifted. If thete is
indeed, as he claims, .a oathatsis for the autﬁor, it cannot
have been achieved through his narrator, ehose main concern
is’to impress the reader not with self-Tevelation but with

self-justification. Catharsis may be achieved, however, Dy

/

transposition, a method which seeks to preserve the privacy

of the author and to gain the reader's approval of?the char¥

acter of the narrator.

_ 7o use confession for gaining a favourable responsée’ ..

to the created "I" is to fulfi;\fée'intention of the apolo--

getic ratherlthan the‘confefeional?mode_of autoblography. In

Hart's terms, apology is personal history which seeks to

demonstrate the lntegrlty of the self in relation to moral

and/or social law.22 Branden's des;re for an eth;cal justl—

flcatlon of hlS career 1s constantly demonstrated. As a book

”~

agent his scrupulous reoayment of money advanced to hlm
makes him, in hid employer's eyes (or so he believes},

morally suﬁeIior:to the general run of agente. (p.W217—18)

s ™

As a recovered patient, hlS insistence on giving four—fxfths

of hlS savings to hlS doctor for dlstrlbutlon to the poor

-



135
(the doctor hav%ng'refused a fee] indicates the narrator's
sense of social responsibility. Indeed, this sense 1S SO
strong that witnessing his superior in the book-selling busi—l
o ness "extract” money “frbm the trémbling fingers of bashful
poverty" causes him to fliné himself down on a park bench,
weep "with shame and humiliation,” and wish he codld "lie
down.and die™ (p. 179). Later on, discovering the fraudulent
practices of his employers in‘qonnection with books he had
thought wére rgaily worth their ﬁfice, the narrator describes
himself as "increcdulous," weeps once more "with-blind furv,"
and says that-"I waé in Pufgatory or in worse than that” (pp.
240, 241, 24?). | _
Such hyﬁerbole anﬁ mélodrama may not advance e nar-

rator's cause with the reader, but seem designed to o so.

Two chapters of A Search for‘ America (Book II, Chap 3 and
4y, emphasizg-t@e immoral practices of booksellers as opposed
to_¥he “inngcence" (p. 239) of B:anéen and his stout refusal
to accept orders from those whé cannot afford the books he
Sellg, (p. 192) This contrast between Branden's high ethical
standards and the ‘unethical commercialism in which he is en-
- tangled creates the halo'imagelwhich the narra;or seens to
strive fér, But which some readers f£ind irritating. Moss's
judgment of Branden, for example, 1is thaf.“Never does he lose
his Self—satisfied;righteousness,“ but remains "a rather re-

. . . . 23 . . -
pulsive, patr ng prig.” Moss is reacting against what

seems to be the na¥rator's\over-zealous attempt to establis¥
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himself as a man of integrity.

Yet. Moss also notes that Grove has an "autobiograph-
ical attachment” to his narratori thus creating "a disturb-
ingly paradoxical tone." - This tone might have been avoided,
Moss suggests, had Grove chosen a third—perébﬁ spokesman.24
Certaznly the third-person point of view usuélly allows for
more detachment than does the first; But we must remernber
that Grove gives us two first-person creations in the novel,
one of;whom, the narratiﬂg "I," has already détaéhed Bimself
from the other, the experiencing "1." Thus we have a point
of view in which are combined two entities, the snob and his
critic; the man. who takes himself seriously and the man who
}éughs at him; the youth with a limited perspective and the
mature adult with a long-range view. The resulting charac-
terization is rewardingly two-dimensional. There is the
time, fbr example, when voung.Phil reads an advertisement for
a man of‘good appearance, brains, culture, tact, eduqation——
and decides he fits the reguirements perfectly. Juxtaposed
with his smugness is the older Phil's judgment: "I cannot
help laughing at my%elf, when, in looking back, I see myself

ansﬁering‘thaf'advertisemeht“ (p. 157).

Nevertheless, in A Search for America the first-

person point of view is not truly objective, even in 1its
self-criticism. In spite of .the older narratbr's“calling his
younger self "an insufferable snob and coxcomb" (p. 1), the

" C . %, .
prevailing note is one of indulgence. There is, for example,
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a rather pleased amusement over young Phil's lofty.aims, spch
as his desire "To master nothing less than all human knowl-
edge” (p. 3). and a tendency to excuse the youth on such
grounds as "bad luck" or "ignorénce and the lack of proper
);ggzion“ (p. 161). A Eatherly benevolence pervades the

.crigggism. The-QEmily tie between the narrating and experi-
encing "I"'s helps to create the need for the ethical justif-
jcation of the young "I." 2As Starobinski explains, the two
"I'g" haye different identities, but share forever the same
responsibility: “Pronomingl constanéy ié the index of this

permanent responsibility, since the 'first person embodies

////,-stp the present reflection and the multiplicity of past
. states.‘"25 In an autobiographical novel, the means open to

a first-person narrator for dealing with this responsibility

- v

M\\ are confession and apology. These means he will combine in
\\ proportions dictated by psychological needs. In A Search for

- \Qgerica, confession is superficial, and is diluted with
¢
transposition; apology is the stronger notivating force.

Although Grove cannot achieve as much detachment from
a first-person narrator.as.he might haVe.gained from a neu-
tral-omniscient one, the double "I" does give him advantages
in creating the illusion of reality. Verisimilitude iéQQOt
destroved, for example, when the old narrator steps ocut of
voung Phil's world to remark: "I did not know at the time,"”

and "I was to find out by and by" (p. 8l). The, comment is

still a part of the fiction; it is made from the fictive

™
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position of the fictive autobiographer. Such a narrator can
v

enter his young hero's mind and can even know the future with
no mimetic weakness stemming frqm his omniscience. ;t is not
only plkausible for the narrator to have'foreknowledge (rela-
tive to the narrative past); it is also acceptable for him to
use this knowledge to attempt to elicit from the reader a |
sympathetic responge to the experieﬁcing "I." The mature
narrator makes such an attempt when, in describing young Phil
as a new immigrant in Montreal, he alludes to "what was In
store for him in the manner of wounded susceptibilities and
mental jolts," as well as referring to his present state of
being "foriorn, helpless, depressed" (p. 14).

Thé mode again shifts from mimesis to narration with-
out weakening the story when the narrating "I" supplies a
footnote for his vivid description of riding thé rods with
Ivan. The footnote states that "This description was written
many years ago" (p. 379, n..l), thus placing the experience
fér in the past. .What is destroved for a moment, however, in
terms of immediaéy, is counterbalanced by what is gained in
terms of authenticity. For the final effect 6f the note is
to strengthen the illusion that the‘experience';eally hap-
pened, the footnote itself being parﬁ of the fictive sit-
"uation. This paradox of an intrusi&e narrator ingreasing
verisimilitude is repeated in connection with a second foot-

——

note. ~ In this instance the narrator, having recorded his

views of America as an ideal, intrudes with the comment:
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"I have since EOme to the conclusion that the ideal as I saw
it and still see it has been abandoned by the U.S.A." (p.
43§, n. 2). That the present "I" disagrees with the opinion
of the past "I" lends credence to the fiction that there was
indeed a past "I" who held thise opinions. Similarly, an
intrusion lends authenticity to.a character oghef than the
young hero.’ In one case, the reader learns from'the narra-
tbr's repdrt, in the past tense, of the attitude towards-h;r
servants of that "funny bundle of silks and ribbons," Mrs.
Mackenzie. A sudden shift to the present tehse indicates the
intfusion of the autobiographer: "She is dead now; so this
[revelation of hes/élass-cdnsciousnessl will néver hurt her"®
{(p. 427). The ve;y fact ﬁhat the narrator seems artlessly to
volunteer this information adds authenticity, to his whole
account of the old lady-.

If the separation of the two "I"s provides opportun-
ities for strengthening the illusion of reality, their fusion
adds vividness andlimmediacy to the story of Phil's search.
This fusion can be recognized by the %Eomaly in which a verb
in the past tense of the narrating "1I"'s d{é§burse is com-
bined, for example, with an adverb referringgio the present
time of the experiencing "I"'s story. ‘Such a coQJination
occurs iﬁ the account of Phil's.applying for a job in a Yonge
St. restaurant. "It struck me only now,"-he tells gs.'(p. 363-\%

This fusion of linguistic indicators of past and present re-

flects the fusion of temporal perspectives in the point of
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- vPew, the narrating "I" projecting himself back in time to

O
enter into thé adventure of the experiencing "I." The
reader is carried with him on;the back of the adverb "now,"
and voung Phil's sto;ﬁ galns from this involvement. Margaret
Stobie admires "the specilal knowledge of the cheap restau-
rant, of riding the rods," which givés the novel immediacy.26
Immediacy in both these areas is also the result of the shift
in point of view, as the accounts slide back anéd forth be-
tween.tﬁe past tense of diegesis and the adverbs of mimesis.
(pp. 36, 378-85)

Mot all the temporal shifts are happy ones. Some-
times the mo&; from past to présent is é scarcely noticeable
slide, but at other times it 1s a slight jolt. The jolt
occurs when the linguistic indicators of the présent-—verbs,
adverbs, and/or demonstratives--do not represent the narra-
tor's present involveméﬁt ih his reflections on a past epi--
sode, but convey inforﬁafion of a general‘nature. Thus we
£ind the narra.or, for example, reporting of young Phil:

&It is a fact that I felt elated andldepressed at the same
téme,“ and then launching into a lengthy corment on the
reaséng for;these .conflicting emotions. This comment begins
with the specific instance of the experiencing "I"—-"My‘case
may béﬂia d to understand"--but at once veers off into a

general discourse: "As a rule the.irmigrant who goes from

one couptry to another still preserves some connecting link

with his past” (p. 41). The remainder of the paragraph
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continues this.discourse, jerking the reader not énly out of
one time frame into another, but alsp q&;'of the realm of -
story into the“rea}m of the "real" world. .

Because th ;novel.is not onlfi@imetic but a;so.ﬁi—

- - hd . -
dactic, there are a2 number of occasions-on which the reader,

although not torn from the story world, is somewhat jolted,
’ . {1.1 ~

nevertheless, by the shift from imitatien to'narratloh. ~Part
of the avowed purpose of this autobiogrépher is to disqbver
and reveal America, the weaknesses in its'séqiet&} and the’
attitudes of its immigéants. {p. 13) The technique, as &
result, is stronglv expository. Generalizations are nade,
and illustrations given to support the general stateménbs.

\
The illustrations in A Search for America are "scenes," a

scene, in Phyllis Bentley's words, being "a specific action

) "27

at a specific time in a specific pléce. The expository

method of introducing anéd connecting scefres this is

often explicit. Scenegvfrom voung Phil's restau
for example, d& not arise naturally out of summary and lead
into summary again, as ingflost novels, but are introduced by
the narratér's announcements: "A few details may be of in-
» : - . : .
terest”" (p. 155) ;" "Two further incidents stand out" (p.
157); "A specimen or two of my encounters...will be neces-
sary" (p;a409); "I must record an adventure which was en-
tirely an adventure with books" (p. 236). One episcde is

presented for "what it seemed to teach ﬁe," the narrator

frankly'admitting that "Not without intention have I given

-

- ‘ 191‘
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details i?'this chapter”,jp:q346). Tﬁe shift from story
plane to discourse plane does not in itself destroy the il-
lusion of reality,* since it is merely a shift from one fid%

7

tive world to another. | It is onligin rare lengthy digres-
'sions that the narrator strays outside the boundaries of

sto;y i;lﬁsion._ ) PR ]
Some digressiens are more destructive of the illusion
.oé reality than others. If“the mature narrator steps out of
a scene only briefly, and if he manages to-tie his general
discourse to the scene, the‘break will not be very notice-
able. An intrusion of, this sort’occurs after the scene in
whibh voung Phil's friend Frank, the waitef, demonsﬁfates to
the novice how a little bribe to the cook can help the waiter
Himgelf to earn tips. The voung immigrant's‘reaction to
Frank's admission of préctising graft leads to a short dis—
cussion bylthe narrgtor of the temptations faced by irmi-
grants in gengral. This intrusion does move us éﬁt of the
story, but beginning as it does in young Phil's thoughts
about his own temptations, and circling back to those
thoughts after a brief digression, the interruption is not.
kconspicuous. {pp. 85-87) On the other hand, the nérrator's
digression from his account of Phil's éreams for the fuéure,
as the young immigranf-waits on:tables, is a noticeable
break in the story. The narrator tries to forestall th‘f

reader's objectidn to the essay he inserts in the middle of .

young Phil's thoughts. He tries to show that hoth thoughts
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and essay are concerned with "vision" as the guide to reéli-
z;tion of dreams. Vision, he insists, is as appropriate a sub-
ject to dispuss in terms'of a waiter as it is in terms of a
general. He goes on to discuss it, however, in terms of great
men, leaders, geniuses, dreamers, and leaveslthe lowly waiter
out.. In addition, he has trouble gettiné back‘into the wait-
er's woéld. His transitional‘le p from great men of vision to
t?e‘old walter with weak evesight lis across too wide a gap to
be quite graceful, and‘fails, at any fate,|td return him éo
the story. He takes refpge in aﬂother comment on vision in -
general, finds no appropriate bridge by whié{ to return to
his tale, and finall§ abandons the attempt to ¥ind a tran-

sition and simply reappears in the story world. (pp. 74-76)

In A Search for America, then, the peint of view,

while not sufficiently detached to give an entirely objective
picture of the young herd, does at least present him from two
temporal perspectives. In addition, althohgh some digres;
sions of the narrator weaken the illusion of reality, in the
main, point of view is used to good advantage to strehgthen
that illusion and to establish the validity of the story.
Becaﬁse the novel focusses on the search for place rather
than for self, the presentation of the inner life of the hero
is rather superficial. Perhaps.it is too much to expect of
an autoblographical novel that it develop fully as memoir, as
apology, and as confessicn. And yet the'reader may be frus-

trated by a point of view which ¢ffers opportunities
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for sustained inner views of the *h@ro, and a narfator who re-
jects these opportunities.

Particularly frustrating is an unfulfilled suggestion
that éome self-revelation is about to be given. This is the
case when the' narrator asserts that "ﬁhere is only one ex-
cuse fér a narrative of this kind: truth. Truth is not
;eceséarily so much a matter of often disgusting detail as it
‘is a matter of atmosphere." He is determined, nevertheless,
to draw "one glaring colour-patch." What then follows is the

k\\incident of the waiter spitting in the soup, disgusting in-

deed, but not the sort of "truth" the reader expected. (pp.
- >
80-81) Unrelenting, however, the narrator continues:

- "Having set myself the arduous task of telling the truth, I
. will, in my own case, go even further and confess...." The

reader, alerted by references to "truth," "my own case," and
"confess," is disappointed again. The narratox does make a
confession.about his attitudes: he feels he could accept a
bold crime, but he is disgusted by a.petty one; {(pp. 86-87)
The confession, then, is sunerficial. The narrator, in fact,
usually presents inner thoughts in tﬁe fashion of an expos-'
itory writer, and he is conscious of his own methods. Having
presented his ideas, for examﬁle,oin an orderly. summary, he
remarks that of course, in his thoughts, they wére "nog con-
tinuous or even connected," but arose.'in diécoﬁ;ected
flashes" (p. 74). Again; as in other of Grové's novels, there

is the description but not the practice of the stream-of-
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consciousness technique. A combination of tgﬁé/mode with the
firétrperson point of view here might.have aided the process
of self-revelation. Because this is a self—conscio%f naxr-
rator, the reader can assume that self-revelation is purpose-
fully avoided. '

Another instance in which the narrator is shown to be
fully awaré of himself in the act of narrating is the ex-
plicit discussion, at the beginning of Book III, of his
difficulties in remembering his ﬁast,_and his rationale for a

-~
confused chronology, lack of traﬁsitiqns, and deletion of _
certain events and impressions. He seens to see himself as
an autébiographer who should be recording the stages of his
life in an orderly secguence. (p; 257} He seems also to feel
that such a story recuires some account of the growing inner
life of thé protagonist., Memory of this growth, however,
. fails him, pr&viding him instead with a barrier against ex-
pdsing the "truth" of the self. The reader must be content
with the brief, vague cormment: "Nothing remains in my meméry
but the impression of an inner and unconscious development of
myself" (pp. 269-70), followed by explanations of how young
Phil ové;came his feelings of loneliness.

A narrator as self-conscious as this one nmd¥st know
.that in creating a work of fiction he can create fictional
memories. Bertil Romberg, indeed, in his work on first-

person novels, notes that it is quite acceptable for narrators

of fictional autobiographies to rely on the "convention of -

-
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2

the peffect memory.“zs- Grove's narrator prefers either to

admit \forgetfulness or to use such aids to memory as the

"assokiations of locality" (p. 257) and a notebook he once

kept of his tramps through America. Even the convention of

the notebook is largely rejected as an aid. The ﬁétés helped
)
him several vears ago, the narrator reports, recalling for
him "the general mefod of the days." As he writes the auto-
biography "today," however, "the note-book séems to ve .been
lost" (p. 270). The narrator's method of handling the prob-
lem of memory in autobiog;aphy enhances verisiﬁilitude. By
- rejecting conventions reéairing a willing suspension of dis-
belief, the narrator giﬁes to fictzonal‘memories the appear-
ance of memories actually recalled from among the forgotten
) e#periences of youth. If the narrator's method of revealing
inner life is frustrating, the reader should remember once
again that the book does not promise a search for self, but
sets oﬁtlon a search for America. |

In.addition to the problem of memory, there is in

A Search for America another difficulty peculiar to those

first-person novels in which the narrator is the main charac-
" <

‘ter. As Romberg points out, it is hard for such a narrator

to present himself as kind or upright without seeming to be

self-righteous, hypocritical, or "quite insuffer,able."29

Moss's view of Branden at oncé comes to mind: a figure of

"self-satisfied righteousness.“30 As noted earlier, this

image of Branden seems to derive from an apologetic motive
. &
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in the narrator. But it derives also from technique. This
is not to sav that the narrator is unaware of the means
$vailable‘to him for dzsguising-self—praise; hé both knows
and uses a ﬁarféty of methods of indirection. The probleﬁ is
that the methods are, in themselves, iﬁadéquate. The diffi-
culty is inherent in the point of view. )

Oné such method, as Romberg notes, is to present the
praise of "I" through another éharacter.B1 This expedient does
little to tone down the narrator's air of self-satisfaction.

The rgader is aware of the narrator behind the presentation,

and, in A Search for Rmerica particularly, of the narrator in-

the act of narréting; the narradtor controlling, selecting.
The following examples illustrate the narrator's ability, in

-

spite of a variety of approaches, to shift the'sourcelof
compliments froﬁ’himself to other characters. In the first
example, the compliment isgues from the mouth of young Phil's
employer, Mr. Wilbur: "I think you have the appearance and
the approach, the tact, let me say, to sell to a class of
people who, .as a rule, do not buy books in order to.fead
them. They buy as collectors....They do it because it is
fashionable"A(p. 229}. 1In the second instance, the hgrrator
reports, ¢asually, what the manager of the veneer féctory has
to say about him: "'The éoctor tells me vou are long on
brains and short on muscle?'" Phil replies that "'As far as

the muscles are concerned, the doctor is right'" (p. 335).

In both these cases the narrator's hand is seen shaping his
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own image, that of a young man superior to the average  in

= : =
intellectual capacity, and in cultural background. Even his
modest reply does nothing te suggest an essentially modest

nature, for the remark is a2 mere external formality. Only in

-the presentation of inner thought could such a disclaimer be

accepted as anything but hvpocritical.
The attempt to transfer the image-making to another
character has moderate success 1in another instance. Here,

the devrce is as srmple as a short quallfylng clause., The

. parrator is descrlblng.how young Phil glqes.h;s canvass for

the travel books to 'his emgloy%r, Mr. Tinker. We read that
the youth perforﬁed for Mr. Tinker “thoﬁgh not with‘any grear
dramatic power, yet with a guiet persuasive convrctlon and an
unhesrtatlng knowledge of the llnes which dellghted him" (p.
172) . the evaluation begins as the narrator's own opinion.

It is true that its modesty colours the whole corment, but

4

equaldy important is the final clause that turns personal

opinien into second-hand report. The extent to which self-

praise is toned down in this instance is evident in a compar-

‘ison with another example in which the gualifying clause is

e

used. = The narrator is trying to present young Phil as he
appears to Mrs. McMurchy, but the attempt fails. The remark

remains as self-praise: "Mré.:McMurchy, who saw that I became

‘the centre of the little c1rcle——oharm1ng, entertalnlng, en-

,

couraging, and correctlng them—~w1thdrew“ (p. 193). Perhaps

the position of the clause denoﬁing the desired point of view
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is at fault. In the prévious example, the "which delighted
him" is in the final, emphati; position of the sentence. 1In
the McMurchy illustr%tiqﬁ“th? "wh& saw" is lost in the-middle
ground of the sehteﬂce, and'thé_emphasis is prlaced on the
praise itself, The reader cannot assume, however, that the
emphasis is not exactly where the narrator w;fhes it to be.
The sélf—image is consistent throughout the novel, and seems
to reflect the concept for which the autobiograﬁher strives,
an ideal self: for an ideal America. 1In its very conéistency
it is a “trué" self. _Nb matter what- technique the narrator.

_emg}oyé in projectiﬂg himself, a halo image always shifles
N throdgh; ]

. - There are other ingenious methods of complimentary

self-presentation. Orne of these is the back-handed compli~-

ment, as il;ustrated in the-following example. .The nqgrator.

¢ 'f‘ first announces, "Now I want to say a word in praiselof the
young man that was I" (p. 20). This remark, by" distancing
‘the narrating "I" from the experiencing "I," seems to be-
péviﬁg the way for acceptable self-praise. It de-fuses thé
overt boast ﬁo come, as it were. _But the narrator is too.

o subtle here merely to éktol his own merits. The overt boast

which folloews, that Phil has arlstocratlc origins, is merely

a dlstractlon, already toned down in its presentatlon Phil

‘asserts that he is so far able to forget his superlor back-

,g*ound as to feel lnferlor to, and even to act as the infer-

‘T;or of, an uneducated and relatively poor man of "superior

A
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status”™ to Pﬁil's own, that is, with the status of an immi-
grant of long standing in America. By thus pointing out how
he has reversed his former definitions of "inferiorj and
"superior,” "the(narrator aler£s the reader to the dependency
of his new defipitions on his temporary "inferior" situation.
This realizatidn céuses the reader to reject the validity of
the reversed valqes, preparing him to recognize the real but
covertly presented boast: "Somehow I did not like to tell
[the ‘superior' immigrant]. that I was-ﬁjﬁinguist, that I had
been deep in studies of classical archeology. I was afraid
that I might sink too low in his estimation by admitting
scholérly propensities" (p. 22). '

The back-handed compl%ment is similar to the narra=

tor's plov of building him§elf€up by means of exaggeration so

that he can cut himself dawn’wﬁ;&tif?ny, yet still retain

that superiority which isQ:he true ééif—image.. He uses this
technique in speaking of.hi:mggﬁtqgiﬂjturope: "To master .
néthing less than all human knowledge was for my ambition--
or, had I better say, for myv conceit?--no more than the pre-
liminary to swinging. the earth out of its orbit and read-
justing, while improving upon, the creator's work" (p. 3).
Sﬁéh hyperbole; undercut by self-mockery, makes the account
of the'agtpal accomp%ishments far Less_boastful than it would
otherwise appear: "I mastered, for instance, five modern

languages, wrote an occasional tract in tolerable Latin, and

read Homer, and Plato with.great fluency before I was
. " -. j

)
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twentv-two. I dabbled in Mathematics and in Science, and
even attended ‘courses in Medicine3 (p. 3).

’ [j Many minor devices help the narrator delineate the
;elf in a way which satisfies his self-image without irri-
tating the reader. One of these is as simple as a punc-
tuation mark. H:%hen youné bhil makes good as a waiter, ;nd is
promoted even earlier than was promised, h&s report on his
success is counterbalanced by. his own squrise at "ﬁaking
good!" (p. 73). The exclamaéion mark coﬁveys his genuine
astonishment, apd gives a rare glinpse of a little Humility.
A similar technicue is used +to tone down what could have BBen
a guite objectionable sense of self-righteousness in the nar-
rator's contrast of himself with Mr. Wilbur: "Under his
jocularitv I senged an irritability which was always on the
point of erpptiou. I could not but marvel at my own, calmly
observant mood” (pp. 221-22). The slight detachment from
self of the obsefver, comSined with his surprise over what he
observes in‘himself, tends to turn self-praise into frank-
ness. Conversely, the narrator may attempt to tone down a ’:::>
‘confession of humility with an indirect compliment. This
‘situwation occurs when young Phil, taken to see some histor-
ical paintings, reéognizes "the unmistakable manner of Dela-
croix." He admits, however, that, "I did not apply any
standards of criticism—-for which, by the way, in spite of

my historical scigoling, I was little éualified" (p. 213)..

The admission does not damage his "superior status.” The
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indirect self—complimenf poth hides behind and modifies the
direcf confession of a rare lack of expertise. In all these
ways the narrator handles the difficult task of keeping a
delicate balance between presenting a "true" self-portrait

v

and avoiding too much self-ipngratulationr When the scales
tip towards what the reade?tfeels is toco high. an estimation
of self, they are weighted by two factors: the dangers in-
herent in the firSt-person point of view, and the halo image
within the éye of the narrator. | ~

These diﬁcussions of the narrator's Handling of his
chosen genre,lﬂis dealings with the problens of point of
view, his shifts, digressions, and strategieé, fail to give
the impression ¢of the povel as a whole. Tﬁey tend to focus

attention on Branden's little tr}als and triumphs, on his

exposure to petty graft and greeé. The narrator makes other

" rhetorical choices, however, than those already mentioned.‘/

These affect the. reader's response to the wide canvas of the
novel., The appeal to his sense of wonder, pride, and nostal-
gia is made through the epic proportions chosen for the work,
the sheer ograpnic-expanse, culturgl multiplicity, and
storied pasjt of America. The satisfaction of his longing

for a manifestation of spiritual values in North American
life is dependent upon the choice of allusions and symbols.

The subtitle of the novel is the first signpost to

its epic aspirations: The Odyssey of an Immigrant. This

promises what, indeed, the novel delivers, Y series of

Vel
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adventures seen through the fregh eyes of i newcomer on his t

first wanderings oveﬁla.vast continent: This hero wears

manv riasks. He plays the part of waiter, huckster, £;amp,

ané hobo, He is a factofy hand and a farm hand and a tree

pfuner. These roles t&ke him across America, from the urban

industrial east, through thé Appalachian éountryside, to the

great westefp plains: And these distances he covers by foot,
.

by raft, and by r;ding the rods. The conception of the .

noﬁel, then, is on a grand scéle, fitting for the evocaéion

of a huge country in its infinite variety; and the hero is an

evervman of American immigrants. .

The narrator does not merelv evoke for the reader the

~America of the early twentieth century,32 however, but

- creates a sense of its past. He re-enacts for Americans

their most cherish idyll, when he travels by raft on the

river; he resurrects for m men whose names conjure up a
proud past, when he speaks of Li ln and Thoreau; he revives
the vioneer dream that man can still esca é from the evils of
civilization, and find a life in which there is neither a
class sitructure based on wealth, nor the need to prey on

L

one's fellow man. Finally, he takes his readers "riding the

2,

rods" to the prairie grain lands, a journey which 1is, in
terms of danger and excitement, surely evocative of the
pioneer adventure in America. o

Closely paralleling the quest for an icdeal RAmerica is

the cquest for individual spiritual blessing, referred to many
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times by the narrator (and quoted earlier) as the "abundance

of life" promised by Christ to his followers. {(pp. 116, 298,

-

346, 347, 348-49) The tramp through America and the ijourney
by water thus have significance beyond their evocation of the
peace and simplicity of rural America, and beyond their con-
notations of nostalgia. They becomé part of a Christian
pilgrimage. For just as the narrator carries with Rim

Homer's Odyssey, he carries also a New Testament. At first he

t
P

prefers the Odyssey. Its mood ‘'of sadness matches his own,
and its melody soothes his loneliness. But gradually the
Testament, which at first seemed irrelevant (p. 265), be-
eomes-important to him. . Firally he is profoundly influenced
by Christ's teachings in the Sermon on the Mount and at the
Past Supper. Indeed, Christ's story £ills his life (p. 297)
.to such an extent that he begins to compare himself to Jesus.
Stung when a factory superintendent calls him a tramp, for
example, he rememberé that "Jesus had been a‘iramp!" He sees
his own struggles, his own situation as an outcast, as
similar to Christ's trials, and‘;s comforted. (p. 313) The
water journey, evoking as it does the America of simplicity
and i;nocence, suggests, in spiritual terms, a renéwal of
life for the aarrator. <

The narrator's quest is a successful one. He was

looking for a soil in which he could grow. A Search for

America, he says, "does. not deal with the growth in that

soil. 1Its topic is the search and its end. I might stop
J \_//A

L L]
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here; I had fournd!" (p. {35). The soil is, of course, that
which could nourish a Lincoln and.a Thoreau. The narrator

discovers that "The Abraham Lincolns lived all around" (p.

.333), and sees his "coarser and desublimated" Thoreau 'in the

American hoﬁo. (p. 368) As Frve points out, what seems to
impréss the narrator in Lincoln is éharacter; in Thoreau,
philosophy. These are among the ingredients of an ideal
America.>° The narrator also £inds a Christ figure in the
Hobo/farm khand, Ivan. Branden forms a paytnership with Ivan,
whom their Swedish co-workers on the Mackénzie farm call
"Jesus." They do so merely to mock his'physical resemblance’
to a "type." For-the narrator, however, there is "a deeper,
truer, less obvious significance in the name." He reveals
that an exhilaration and a sense of satisfaction seem to

flow from Ivan into his own weaxry body, rejuvenating him,

.another instance of renewal of life. Ivan is the leader® and

tEacher; the narrator is his follower. Ivan has not only

great sympathy, patience, dnd love, but also great physical
strength; the narrator is a weaker man, unegqual to the hard
labour of haying. Thus Ivan always takes the harder tasks‘
in the field and becomes, in Christian terms, his brother's

keeper. (pp. 399-400)

Grovg's Odyssey. takes us from east to- west, from

‘urban, industrial America, to rural, agricultural America.

Observing the immigrant in his many roles as a labourer in

-

America, it takes us too from innocence to experience, and
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from despair and disillusion to a final faith in man's
potential for simple goodness and for his ability to sur&ive.
This is not just the story of one man's survival, but of the
survival of faith and goodness and idealism in a world so
much characterized by self—seéking and cruelty. The nar-
rator us%é a wide canva; and many colours to suggest these
great £ﬁemes, and to-elicit.f}om the reader an upsurge of

hope for mankind.

“y

2
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. - CHAPTER II: In Search of Myself

WY
“hereas A Search for America deals with the guest for

place, for the soil which will nurture an artist, In Search
of Mvself, through its title and through an explicitly
stated.theme—-"A writer's concern is everlastingly with his
soul"-—-l claims to deal with the quest for self. In .terms of
the guest theme, then, it;is:appropriate to follow a‘study

of A Search for America with that of In Search of ﬁyself.

This order is egually appropriate in terms of a rhetorical
examination of these fictiveé autobiographies, since the two
are similar in method and in general characteristics. In
each, the quest is therapeutic for the narrator. Thé searcﬁ

in A Search for America freés the narrator from "+he mental

and emotional burden” of thepast.2 The search in In Search

of Mvself allows the narrator not only to discover but also

to bury his ol@ self. (p. 387) Each work is notivated by an
apologetic rather than by a confessional intention. 1In
eaéﬁ, a narrating "I" relates the story of an experiencing
"I," the latter providing a disguise for the "feal" author.
Aand each renders expéfieﬁcé throhgh metaphor, symbol, and
the t;anqugition of places, times, and events. In aédition,
each introduces into‘the translation of experience into |

imaginative literature large blocks of factdg; naterial: [ the

expository déigressions noted in A Search for America; the

207
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historicélraccount of the narrator's 1ifé in Canada after

1912 in sections of Parts III arnd IV of In Search of

A major difference between the two works lies 1in
what each discloses about the guest.- The narrator of A

Search for America, proposing to search for place, clearly

reveals that place in its physical and spiritual dimensions.

The narrator of In Search of Myself, embarking. on a search

for his soul, seeks to conceal the self he discovers. To

accomplish his explicitly acknowledged purpose (p. 383), the

narrator relies on devices of rhetoric--omissions of inci-

dents, exaggerations, distortions of time and place, corre-
‘ <

latives for "real" events and people. Although Grove re-

ports, then, that he "sat down to begin [In Search of lMyself]

with an avowedly autobiographic purpose" (p.'lll, he in fact
produces a work which will fulfil his public purposes ét the
same time that it satisfies his private desire for self-
knowledge. This desire is the primarylmotivation of the auto-
biographer. As Poy Pascal contends, such an author writes
mainly for his own sake; his work is "a search for [his]
inner standing," an attempt to find the truth about himself.3
- How successfully the private, inner self is captured,

oniy the writer can know, In In Search of Myself, however,

Grove suggests that a sense of the continuity of the self has

somehow eludef him. He writes that in his secondary school

~davs, he was once shocked at the possibility that he might
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lose his'idehtity, when "so far, I was pr0ud-of being myself"
(p;'lOO). The "so far" suggests some sogt of split or break
in the-peésonality. That the writér,‘déspite his efforts to
Afind his essential soul, wés unable to see himself whole
seems likely from oné of his final remarks in the autobiog-
:éth:- "I have often doubted whether there is anything
which-I can legitimately call 'I'" (p. 452). Wi;h the ful-
£filment ofia.second private pukpose, Grove seems more satis-

. <
fied: This is the attempt to leave the self, however in-

completelyfrestored,‘behind. In In Searcﬁ of Myself, just as
Greove says of the characters in his novels that the process
of writing does not so much "give them birth as...give them

burial," so he remarks of his own character that: "In this

record, I know, I am dying to myself" (p.‘387). The old
. 5
self is to be dredged up, it would. seem, so that it may be

laid to rest and a new self forged.

I
The public purpose of In Search of Myself, directly
/

oppoéed to the privaté, may be gathered f;om Grove's ironic
statement of what he has accomplished in his autobiography:
"I believe I have hidden myself fairly well" (p. 383). This
statement teases the reader into searching for the authof's
"true" self, As will be discussea lglér, rhétorical choices
such as selection of incidents, length or bfevity of treat-,
ment, and the use of metaphor'or syrmbol, do heip the reéder

who is bent on this search. The author himself 3is clear

about his rhetorical intention in reconstructing his past.
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He believes that: "All interpretation of the past is tele-.
ological; it is§ meant, it is constructed as an‘explanation of
' that which is. No matter what has happened in the past, its
importance is solely determined by its share in moulding <he
present" (p. 426). This is a significént statement. First
of ali,'it suggeggs_that the public purpose is not,'in_auto—
biographicél terms, confessional but apologetic, "an ex-—
planation," a rationale. Secondly, it shows Grove's under-
standing of the autobiographical method. In Weintfaub's
words: "The mere urge towards self-discovery and self-

assessment can result in a static-pprtrait of the moment”;

whereas '"true autobiOgraﬁhy"-is the result of "the urge to
underétand life as a process.“4 S@grobinski putéiit this

way: .

it is because the past 'L' is different from
the present 'I' that the latter may really
be confirmed in all his prerogatives. The

_ narrator not only describes what happened to
him at a different time in his life, but
above all how he became--out of what he was
--what he presently is.:..it becomes necessary -
fo trace the-genesis of the present situation,
the.antecedentsyqfsthe moment from which the
'discourse' stems.. :

Thesé'guoEétions from Grove, Weihtraub, ;nd Sta;o-'
binski all pldée the emphasis on the present préauct of the
past, on what we might call the-autobiographical situation.
And as Weintraub warns us, if ‘we would readﬁautobiography "in

a truthful manner," we must keepithat situatibn in mind; that

o
L - -
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is?zze-hust "recapture the standpoint, the pointaggzview'of

thé

he sorts through his past to select only its significant

utobiographer as autobiographer." We must realize that

experiences ("significant" in terms of what.he has become},

.

and interprets these in the light of the full pattern of

~ meaning afforded by his present posiﬁiOn.6 In In Search of

Myself, Grove's present,positibn leads him to create théﬂ”‘

nasked figures of fiction for a semi-autobiography. As
Spettigue points out, "the poet as superior being-and natural
aristocrat" who appears in the first part-of the autoblog-
raphy provides "the mask for the Frederick Philip Grove of
the Canadian Club lectures of 1928-29." The "poet suffering
in a garret fof the integrity of his art" who dominates the
second part provides the mask for Grove in the role of the:-
writer in Canada.7 Behind the rhetorical paraphérnalia of
public apology lies.hidden the writer's conception of his
"true" self. ' _'vfﬁ

Spettigue is dubious about the factual basis of

accounts in In Search of Myself which are vague and intern-

-

ally inconsistent.g‘ Two different methods of presentation
do, certainly, lead us eithér to accept or to guestion the
authenticity of feported experiences. For exaﬁple, Grove

supplies an hour-by-hour recital of his daily activities

during the time when he was wfiting Over Prairie Trails and

The Turn of the Year. (pp. 336-38) The concreteness of the

detailed presentation suggests & factual basis. - In contrast,

>
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when the iter summarizeé in dne paragraph eight yéars of
extensive travel (pp. 87-88), we'are inclined to doubt that
the travels/were more than imaginary. Grove's account of
his student!days in Dar:.s is ‘similarly suspect. A lack of f;\
precise diction and of. nartlcular exanples suggests that we
are not reading about events whlch are hlstorlcallv real.
The writer claims to have an "entrée into the homes" of‘some
of "the old aristocgacg,"'to have éatan 515 neals “in ESEé

» haunt of thefliterary or artistic W6rld,“ to have spent the
afternoons "in some sculptcr'a_o; painter'a studio,” and his
evenings with ?Béautiful women‘and importaat men," and to R
have visited, late at night, ﬁgégg cabaret.or café,.sométimes
even...some criminal dive" (pp. 163-64) . (emphasis aédéd) It
is interesting to cdmpare‘this sterebtyped summary of Gxove's
Parisiad diversioné with'thh Glassco's dramatized narrative
of his youthful pleasurgg_;nfMontmartre Glassco has a _cast
of real-life characters—-Morlev Callaghan Bob McAlmon, i
Gertrude Stein—-as well as accurately‘located and fully ae—

scribed settings, whether hotel, home, cabafet, or bar. e

feel we are reading about actual experienées.9

In Search of_ﬂysalf is caaracteriéed, then, by the
contrasting methods of particularizing andrgeneralizing, the
former suggesting aistoriéal aapatiéhces, thé latter fictions
of the imaginatioﬁ. The work_is-also the product of the two
differing techniqaes qf expositiop and narration. Expository

technigues are especially evident in the sections dealing

e
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With“what_Gréve calls "the final estruggle™ of his life. (p.
272) In'these sections, the lattef part, of "Manhooaf and all
of "A#d-After,“ there are discussioﬁ%-of gducational préblems
in rural Manitoba (pp.-263—70), of tﬁe genes;s of gharactefs
in Groﬁp'§ novels (op.- 259—61), and of the reactions,_over

the vears, of publishers, the public, and ﬁhe-academic com=-

. munity to Grove's work. Loag passages aré devoted to Grove's

concept of the role of the artist and the process of artistic
creation, with parpicular reference to the problems of the
artist in Canada.  All this material has value for the 1lit-

erary and cultural historian rather than for the stuaent of

-narratlve technigu Technlque, in fact, is used to support

_.two dlfferent purpcses, one. in the first sections of the

book and one in the sections: dealing with "the final strug-
gle” (p; 272). For although the avowed overall purpose is to
show the gtruggle of a writer for his soul‘(p.;lSS), the
initial préﬁise is that the struggle was a failure. The
actual purpose thus becomes an éttempt to explain the failure;
reférred to by Grove as "a double failure, an economic and a 
spiritual one, for ultimately the one invglved the other" (p.
409). 1In the first sections of the book technigue is used
to explain the failure in terms of the flnanc1al 1nsecurltv
which orecluded fulfllment of the promise.

- In "Childhood" and- "Youth," Parts I and TI of In

1

Search of Myself, Grove seeks not only to gain a sympathetic

response to his younger self (the public purpose), but also,
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as in A Search for America, to represent the essential truth,

as he perceives it, of that self (the private purpose}. Be-
cause of Spettigue's research, the contemporary reader of

In Search of Myself knowf that Grove is not presenting the

facts, all the facts, or the actual chronolegy and geogra-
pﬁical location of events. Such a reader, inférmed that the
-work has an autobiographical purpoée, may feel deceived by
the distortions. He forgets that autobiography, as Dudek
posits, is an ért, to be interpreted as imaginative litera-
ture, partaking of tﬁe hatu:e of fictidn.10 All art is dis-
tortion. Specifically, an individual's account of his life
1is cha;acterized bv distortion, and nowhere more so than in
his report of his childhood. Both Goethe and Tolstoy gave
artistic vergions of their bovhood and;youth, rather than
precise details;ll Luther glamourized his childhood as
poverty ridden{l2 and William éarlos Williams,‘although
ciaiming in his autobiography thét-his "ﬁirst definite mem-

ory" was being put out ¢f doors after the blizzard of 188313

savs, in an earlier, hand—wfitten version, that it was his
Uncle Godwin who was locked out; and not after the storm, but
in the middle of it.l'4 Rhetori;al devices such as the sel-
ection, emphasis, and transpositioﬁ of details help an auto-
biographer to create the mood, tone, and overall effect which
reflect the truyth he perceives in situations, events, and-

characters. As Pascal contends, autobiography gives "events

that are syvmbolic of the personalitv,” and a knowledge which

P
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is not "intellectual or scientific...but an imaginative

grasping of reality, the feel of life."l5

Grove himself echoes these beliefs. . In It Needs To

Said... he asserts: "Art is not a matter of facts and fig-
)

ufes;" Rather, it is.concerned with “"man's attitude to the
things of life," and "must mirror" the universal experience

of mankind.l6

The artist transforms his facts to reflect
this ekperience.- Theryeader, then, need not search for a
revelation of the author in objective‘truth. Instead, rememn-—
bering that Grove defines art as that which "deals with
essential, emotional truth,“17 the reader, as Dudek advises,
must discover Grove's correlatives for "his deepest self.”
For it is by "the symbolic transpositions of art" that Grove
reveals his true self.18 Indeed, this transposition, trans-

formation, distortion of facts--call it what vou will--is the

major rhetorical device of In Search of Myself. Creaﬁing the
"I" by these displacements of art may, in Hart's view, pro-
ject an "'I' more true\soméhow than the 'versions of self'

historically recoverable.“19

Weintraub contends that indeed
the concern of autobiogravhy is "not the reconétruction of
the 'true' historical" person, but "the historical recon-
struction of [the person's] se&f—cdhception.“zo The "IV
which Grove has struggled to find for himself and to hidé.

"fairly well” from the reader is sug

GQET reconstruction.
The "Prologue" of In Search of*Myself alerts the

reader to the writer's method. Rather than factual statement,
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he can expect figurative statement; rather than information,
he can expect art. For example, Grove's depression over
learning of "the Frenchman's" (presumably Gide's) success
compared with his own obscurity léads him to consider his
position in Canada in 1940. 'He describes his situation meta-
phorically: "Since I was mired on the road, what was I to
do?" His/ solutions also are metaphorical. He can back his
car ocut (give up writing), but this is not in his nature; he
can get out and walk through the mud (begin all over again),
but his physical condition and the lateness of the year (his_
'age) make this very unattractive; or he can blow his horn
(publish a book about what he ‘has accomplished). (p.5.)

He decides to write the book. In her article on the pro-
logue to In Search of Myself, Rosmarin Heldenreich desqribes
this decision and its outcome as:
the act of will performed by the author in h
creating a literary work, in which he re-
creates his entire life. The 'beginning’'
- suggested by the landscape is an image of
birth and represents, in the artistic con-
text, the birth of the work of art, which,
in turn, represents the life o¢of the narre-
tor. Throuch this work of art, then, the
author makes possible his own re-birth:
he is re-creating himself, he is, as FPG
said to Cide, '"lvying.'
There can be little doubt that Grove intends the
reader to respond to the autobioéraphy as to a work of fic-

.tion. His i1life begins, he tells us, with the house in which

he was born belng "struck by lightning and burned to the
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ground” (p. 15). This incident is so dramatic that it
strikes the reader at once as a probable invention. ‘As‘he
proceeds through the story, tﬁé reader learps that a bénk
manager who showed kindness to Grove died two days later (p.
404), and that a priest who gave Grove advice about a
teaching career was killed shortly afterwards in a raiiway
accident. {(py 240) In the light of these evénts, the \reader
looks upon thel initial drama as a heralding of the fét;ful
circumstarces, the catastrophes of fortune, which Grove sees
as peculia\_z}characteristic of his ex?erience.

In spite of his vivid description of it, Grove ad-_
mits that he does not actually remember the night ofwhis
birth. 'Neither can he sift out what, as a very young chifd,
he actually saw and felt from what he was later told.

i .S . X :
About his first weeks of infancy he writes: "I seem to see

myself...I seem to see...Il seem to feel" (p. 16), immediatelf

" following these reflections with "The next memory” (p. 17)-

This is the memory of his being taken as a baby to Sweden.

It is patently not an .actual memory at alli We know this be-
cause we know that we do not recall the days of earliest in-
fancy on a nurse's lap; and we know it because the memory is
part of the chain ("The next") of all the "seems." When,
therefore, we read that "To my memory, the house [Castle
Thurow] looks enormous" (p. 21), we assume that this is no

more reliable a memory than the others. Our assumption is,

by implication, proved correct. For several pages later on,
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Grove asserts, of a certain memory he has of his father,
that: "I might say théE this-is a genuine memory" (p. 28).

The fictional nature of Castle Thurow is implied in
the phrase used ,to descfibe the mansion: "a world in it- =
self" (p. 24). Attention is focusséd on this conception of
the place because of a peculiar interruption in the narrative
just prior to the introduction of the phrase. Inrhis discus-
sion of the inherited wealth of his parents, Grove inserts
the following general discourse: "It is, of course, a well-
known fact that writers who do not write what the public
wants, g;t what they think the public should.be told, do not
make an income of their own. To all.appearances, then, there
were here four fortunes” (p. 18}. \Vhat are we to make of
this, especially of the "then"? Is Tt not tantamount to
saying: "You,‘reader, want the story of a writer to be
romantic. Very well, I will give you a really romantic
tale." (After all, one fortune would have been enough.) The
objéctipn will at once beg raised that Grove believed an
artist should not give the public what it wants but should
give it the truth. Surely this is precisely what he is doing
in this odd interruption. ée is truthfully notifying the
reader that what follows is‘the romantic exaggeration éf
fictiéh. At the same time, he is delighting both in posting
Nis notices and in hiding himself "fairly well."

The world of Thurow is an excellent milieu for the

< R F
writer to choose to reflect the nature of his parents,
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Grove's father, Eduard Greve, seems to exemplify a decline in
stétus. Spettiéue tells us that on ﬁis.son‘s christening
certificate, Eduard is described as a "Rentier," a person of
unspecified and usually little means, bﬁt a gentleman; on &
document in 1890 he is désignated as a "landowner." This
word is scratched out to be replaced by "gentlemané: and
.finally by "employee of the city transport system.“22
Eduard's character seems O be conveyea well in the creation
of the spendthrift owner of Castle Thurow in the précess of
losing the family fortuné;. Appearing to his son as a.
"proud, imperious and magnifident, if brutal man" (p. 67),
"pompous, smooth, and confident” (p.-63), he has been pro-
vided, in Thurow, with the proper setting.
h Thurow seems also to be the appropriate stage for
nrove's mother, Bertha Greve. Her way of expecting pecople to
do things for her, and %o do them when she wants them done
(. 98), the deference she commands from others,.and the ad-
mlratlon she inspires in her own son (pp. 77-781}, all suggest «
2 character who can most txuly be portrayed as a woman of
means. Whether it is a portrayal of Bertha as she actually
was is of 1;;tle significance. This is the way she appeared
to her son. VThere would seem to be some di tortion in the
statement tﬁat Bertha, ill, growing old, a losing her.
" beauty, "still had her moments of magnifikfnce in which men

went wild over her" (p. 100). BAgain, however, exaggeration

may embody the essence of truth, the narratQ{'s perception of

T
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his mother. Bertha, in fact, remains a somewhat hidden char-
acter in Spettigue's account, but emerges with fascinating

overtones in In Search of Myself.

It would be wxong té imply that every distortion in
this fictive autobiography functions as a correlative for
true character or true experience. There are other moti-
vations for altering thé facts. For example, Spettigue notes
that Grove says specifically that he writes for the Frenchman
(Gide), and could scarcely have better acquainted the well
known writer with the identity of the obscure autobiographer
than bv reproducing the same mixture of pathos and absurdity,
and the same li:s (such as ﬁhose of the seven sisters who
died) as those of an early conversation between the two men.

.Or Grove may simply be gttempting to coﬁpensate for a
thorouchly wretched past. . His is not a unique solution, as a
relevant :comment of Carl Jung shows. An "attempt to xeplace
reality by fiction,h Jung notés, leads the writer to create
substitutes which help to conceal experiences which are unac-
ceptable to him.23

There are statements, too, which 'seen deliberately
intendéd to con;eal Grove's German backgro&nd. Eis mother,
for example, "never, of course, liked the Germans of the mid-
die‘cyasses"; and his father "alwavs felt uncomfortaﬁlé in
[the] Germanophile atﬁosphere“ of the young men learning

estate management at Thurow. (p. 73) And the absence of

Grove's sister Henny from the autobiography, in spite of the
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pfeseﬁce of seven Qague sisters; does'ﬁuggest an unwillingness
to face all aspects of self. Thé;e are, then, ormissions

which hamper a true revelation of the self, és well as mis-
representations for extra-literary reasons. ?ost devices,
however—--the romantic hyperbolg,“the correlatives, the meta-
phorical dispiacements——serve-as reflectors of Grove's youth-
ful experience.

Grove's selection of incidents provides us with an
aéditional kev to his European years. Again, by the trans-
formation of art--by metaéhorical displacements or symbolic
re-enactments——certain major episodes reveal the writer's
conception of himself and those around him in his youthful
days. The childhood accident to which Grove devote§ most
attention is his dangerous adventure in a borrowed rowboat,
and its owner's subsequent accusation that the boy had stolen
the craft. The boy acquits himself well both in handling the
boat in the sérong currents, and in handling the devious at-
tempts of the owner at blackmail. The space Grove gives to
the complete episode shows that it represents something in
his past which greatly impressed him. One possibility 1is
explicitly stateé:_ "I resented most that the relation bet&éen
my father and my mother should have been so well known as to
make 1t possible for [the blackmailer] to take advantage of
it" (pp. 49-50). Young Greﬁe, then, was evidently very

sensitive'about his parents' marital troubles, and hi& sense

of family pride may have been wounded on some occasion when
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the problems were exposed to others.

_?he unnecessary stress in the boat story on Phil's
scrupulous honesty is another indication of the significance '
of the enisode for Grove. "I always returned things" (p.
37), he insists; and again, "'I &id return it [the boat]. I
put it back exactly-where I took it'" (p. 45}). He could do
so because he had.carefully lined up the lighthouse with the
tower, to_éuide him in putting the boat "back where it be-

longed." He had also been "careful to mark he point where

it lay and the manner in which it was s ured” (p. 37). 1In

addition, he had only borrowed it after ncluding that "it
was most unlikely that this little craft wohld be needegd."
If ke haa seen anyone around at the time, PI should have
gone to ask Eor.permissipn to use the boat" (p. 36). The
excessive care with which Grove describes borrowing the boat
is matched by the care with which he reports his determin-
ation, despite the blackmail attempt to pay rent‘for it VTQ
the crafty old owner he‘says:g "but I mean to pay vou for-‘its
hire nevertheless"; and to his mother: "I even paid him for
having used the thing" (pp. 51-52). From these repeated
protestations of honésty, thé reader 1s obviously meant to
form an impression of a very reliable thiéteen-ygar-old bo&.
Or is it the reader Grove wants to inmpress? The
attemét to justify the self goes beyondlthe need to do so. )

Was Grove, as a boy, unfairly accused of taking something

that was not his? Did he, perhaps, take sonething and mean
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to return it, but £ail to dé so? Is the boat epigode an
acting out of this intention? 1Is it possible that the épi-
sode is a re-enactment of his taking money from his best
friend at college on false pretenses and never paying it
back, a re-enactment in which he convinces himself that he
really meant to return the monev? (One would have.to allow
here for chfonologicai displacement.) Only speculation is
possible, but all speculation leads to the author's need to
consider and to present himself as a basically honest person.
At times, the distortions of art may reveal more of a
writer's self than he perhaps intended.

If the incident has any bearing on the dishonesty
thch later led to a prison term, it may even be a symbolic
rendéring of this'traumatic experience in Grove's life.
Having taken something that is not his, the young person em-
barks on a seemingly innocent course“(a row in the bay), But
is manoeuvered into danger by forces beyond his control (the
swift currénts}. T™ ~re is no way out ("nc place for a
landing”), and there is no one near to help. (p. 38B) He is
afraid, fhen, of being swept right out of the world he has
known ("into the Arctic Ocean") (p. 39). By virtue of his
coolness, streﬁgth, and determination, however, he finally
makes slpw and difficult progress backrtd the world in which
he believed in himself and in his creative powers (Thurow).

' A second incident is also concerned with a need to be

believed in ("I meant to show that I could be trusted") (p.
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. my lJ:f_e-'-' (p. 63.)_.
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55), as well ds with a false accusation of untrustwdrpggness.
The squire, impressed with the self-reliance-which his son
exhibited in the rowboat adventure, allowe the boy to drive
a pair of hackneys to town on an errand. . The boy, Phil, has
strict orders to prevent the horses from runﬁing‘themselves
into a lather, but again,'as in the boat incident, cireum—
stances are beyond his control. The horses take fright,;}

break into a gallop, and sweat prdfusely. The father reacts

. to what he considers as Phil's disobedience immediately and

cruelly. de beats the boy before a crowd assembled, by

chance, on the estate. The'injuetice of being refused an

;opportunity to eﬁplain, and the humiliation of the punish-

ment, areAvividly conveﬁed: "a proud chiid's inﬁermost
fQElngS, his very spirxitual cﬁastltv, as it were, had been-
outraged" (p.. 60) TﬁZs 1nc1dent may also be a metaphor for
an actual epiSode in which Grove bi;terly resents what he fb-
gards as undeservedfpaternel'tensure. (Was it so much

resented that it reguired the-qrippling of\ﬁ§e athletic

father in the fantasy of tHe'weak child, by means of the meta-

‘phorical retaliation Qf the elevator accident?} (p. 71) What

is most intefestiné, However,‘ls that the punlshment prec1p1—
tates the separatlon of the parents, and that the older Grove

wrltes ‘of voung Phil as ifft e were hls mother s lover. The

'eplsode, he says, "had involved the onlv woman who counted in

. Whether Grove wa$ the cause of his parents' separation

4
-
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, in real life is irrelevant. The point is that he seems to
have felt that he was. All through the first part of In

Search of Myself there are indications of why he may have

felt guiléy over the deterioration of the marriage. He
speaks not‘énly of "the only woman who counted in my life,"
but of'"The'mother_I had adored aé a child" (p. 1l17). He
admits that whereas the seven}sisters were hgg father's
dauéhters, "I was my mother's son" (p. 23). And he depicts
the unity of mother and son against the Zather, which under-
lies all the egisodes of "Childhood," as culminating, after
the humiliation,of the beating, "in one common impulse of
.passidnate rebellion.” The,rgbellion is the departure of
fAdther andfson from Thurol. (p. 61) If the boy'érové did )
feel guilt dvea the divofée of Bertha and Eduard, tHé ac;ouﬁf
" of the beating may well serve as another-symbolic re-
.enactment, one in which the writer finds, in the vilification”
of the father, justification for his own Oedipal fantasies.

In giving us the truth of his experiences in terms of

metavhor, Grovg'is using a technigue common to autobiog—

raphers. In James Olney's words, the artist "Rakes images,
and in then he  forges thé metaphoric bond that.joins the
known being to the unknown phenomeng."24 It is not sur-

prising, then, to find vet a thixrd prerience in In Search of

~

s o8

Myself presented in this figuragivesway. This is Grove's
supposéd trip with his great-uncle Rutherford to Russia, where

he is profoundly impressed by a journey thxgowpgh Siberia. ‘This
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journef,‘indeed, is the dominant metaphor throughoutjthe
autobiography. Since we knpw'from Spettigue that in fact
Grove never.went to Siberia, his contihgea refe;enée to it
must have other than a geographical significance.

Geographically it is the barrenness, Grove tells us,

which most affected him, a barrenness he associates with the

empty léndscape between !ledicine Hat and Brooks, in Albérta.

(p. 149) He stresses, too, the monotony of the steppes:

"For, day after day itdﬁg;?the same thing,". a "treeléss

countrv of an inpressive and ceaseless monotony" (pp. 151-
52) . The voice of man in this wasteland is'a "melancholy
utterance...full of an a¥most inarticulate realization of

[his] forlorn position in the face of a<postile barfenress

- of néture; and vet f@ll;”also, of a stubbo:n, i1f perhaps -

only inchoate assertion of man's dignity below nis gods" (p.

=z

153). "Monotony," "barrenness," "forloxn," "hostile"--these
normative words seem to support Spettigue's suggestion that

',‘Siberia is & metaphor for prisoh. The connotations of Si-

beria in modern times strengthen this contention. What is -
certain is ‘that Siberia is'a metaphor for whatever caused that

internal ﬁransformation which is the motivation for auto-

-

biography.' TFor CGrove in Canada believes it would be hard to -
find a person "who had gone through such fundamental up-
B L] -

. ' L] )
heava}s as I had gone through in Siberia" (p. 242). The

expefience, then, is not so much geographically as psyvcholog-

ically significant. Metaphorically, Grove.gives us an
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'insigﬁt into his soul wﬁich he nowhere, on. the literal level,
gives as clearlv. |

The effect of the Siberien lardscape was "enormous _

. [
and enduring" for Grove. It "changed@ my whole view of life."
When he goes on to say that "enly when I struc% ﬁy roots
into the‘yeet'of Canada did-& feel at home aéa%ﬁ,; the par—'
allel is drawn not primarily in)germs of iandseepe but in
term;hof the qﬁalit? of life. Life in both Siberia and
i_western Canada is "pure and simople." Grove settled in.Canada
"and clung to it_with my soul till it had replaced Siberia as‘
the'eeﬁtral fact of my adult mentality. :ﬁike Siberia,
Cenada needed to be foujht for by the soul: but very few
Canadians know it" (». 150). ‘By means of the technique of
translatihg experience into metaphor, Grove seems to indicate
at his prison term made him aware that simplieity in life

" 1s to be vreferred to duplicity and all ite attendant com-
plications. That he had to,resort to duplicity for the rest
.0f hlS days in order to strive-for a simplicity’ forever be- .

LI

vond his reach is the overwhelming irony of In Search of My-

self. . ) S o

) S

If, it bertlfI, the SiEerian metaphor represents a
barren and forlorn soil 1n whlch a soul can struggle for a
pure and smmole llfe, ln Part IIZ, it changes. Geographic-
~ally, western Canada is. Stlll for’ Grove, "lndlstlngu1shable
in every feature" from the steppes. (p. 253) But psycho-

logically, Siberia in this section represents not so much
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purity'and simplicity as-slévery'ahd exile. The difference
~seems to be accounted for by Grove's remark that Sibéria had
been a'“moving spectacle" because he had heen able to Yiew it
from "outside"; whereas in Canada he feels "suéked under, "
.invoived, unable to establish. that distance between/himself.
and his experience which he deems essential for the artistic
re-creation of experience: (pp. 227, 241) The idea of his
looking at prison life (if we accepﬁ this eguation]) from
"outside" seems plausible, since %gs time in jail was to bhe
only a vear, and Grove knew this all along. He can say,
then, iE’;art II: "wWhen, in‘nofthern Siberia, I submitted
to privaﬁio ‘and hardship, I had been seeing the best days
I had eve ad." TFor he knew that he could leave them behind
and that tﬁey?asgld later serve as raw material for his art,
or, in his wordsj‘as "grist for.the mill" (pp. 241-42). But
the Canadian experience is permanent and offers no hope.of

escape from slavery.

In the later sections of In Search of Myself, the

prison metaphor has public as weil és.private implications.
Groye speaks not only of his own fslavery té the sluggishness
of tradition" (p. 2441 as a teacher,.but also of the general
slavery of pioneers, particularly wdﬁen, to the land. (pp.
223-25}) And he speaks not only of slavery, but also of
exile: I felt an exile. I was an exile" among those who
were intellectually incompatible to him. ;An economic ah-

surdity had banished me to a new Siberia," he writes, so that
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"I.felt ‘an exile from my youth and its.pyémise“ {pp. 235-36).
The metaphor in Part III is thus intenseiy personal. ;t |
helps to establish the underlying structure of the autobiog-
raphy, the build-up of youthful promise which crashes into
failure. But it is also bublic. It provides the vision of
pioneer st;uggle‘which informs Grove's novels about the
Canadian west. It is ironical that the experience of a Gerx-

man youth in a German prison should provide Canadians with

-

that vision. -
In spite of the title and the avowed purposé of In

Search of Myself, only the metaphor of Siberia gives the

reader a glimpse of a man struggling for his soul. Elsewhere
the struggle is defined in terms of the artist and his need
for security, his Jconflict between material and spiritual
things:\Tp. 370), and his final confession of failufe, a
"double féilure, an economic and a spiritual one" (p. 409f.
Taken together, however, the met;phérs and episodes of the
autobiography‘preéent images of the self justified and, de-.
spite the aécusations and aé%umptions o} \others and i1ts own
feelings of guilt, the self restored and tact. This is the
therapy of artistié creation. As Erikson explains: "To the
ego...the past is part of a present mastery which employs a
convenient mixture of forgetting, falsifying, and idealizing
to fit the past to the present." The proceés fs’hgither'“qn-
w25 \
‘--.—..

Grove had of himself in Canada as a man of integrity we

knowingly delusional [nor]-ﬁnowingly dishonest. The image
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may assume to be true to his vision of his inne; bei?ié» By
the process of art--the distortion of fact by metéphor and
symbol, the chionological and éeographical displacements--he
was able "to fit the past to the present:"
| Part of the past which depar;é Yastly from the facts
is Grove's telescoped account, already referred to, oﬁ'his
boyhood“travels_with his mother. Spettigue's research shows
that these were, in fact, limited to vacations in Schwerin or
Pomerania during'school holidays.26 érmye would have it that

_ <
he lived for short periods in countries all over Europe and

Asia. As previously noteé, his lack of det#ﬁled developnent
of the supposed eight vears 6? travel "is indicative of the
ﬁalsification of facts. But his surmation is indicative of
their symbolic truth:. "I became supranational or cosmopol-
itan, that is all" (p- 87). Another glaring falsification is
;he description of the "gtriking intellectual-atmosphere in
the ci£cles which gathewaé about my mother,” circles which
included Brahms, Mahler, and others well known 1in nusic,
letters, art, and science. (pé; 81-82) His mother's circle
"had a profound and persistent influence on me and ﬁy whole
development to come," Grove writes. (p. 82) In the accounts
of both the wié; travels and the exclucsive cir:les; érove's
metaphors-for his 6wn intellectual development seem to0
exaggérated for the knowiédge ard experience he was actually ~’
in a position to acquire. fhey would not seem to be an

honest representation. There are times, in the
. L Q
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autobiography, when the myth of the world of Thurow tékes
over to the detriment of either objective or ekéerie&t%al
.truth. And vet the dishonesty is, paradoxically, a truth.

It gives an accurate image of the inner self of the auto-
biographer, a man Qith zn exaggerated sense of his superi-
ority to others. Once more the distortion of art is a key

. which unlocks the self.

In In Search of Myself Grove has created many

images of self, for both his private and his public aims,

for both sélf-knowledge and self-justification, and for his
needs both as man and as artist. IJung, in a guotatiOn'par—
tially cited éar;iera explaiﬁs that the "attempt to replace
reality by fiction, being unsatisfactory [as a substitute for
an unacceptable experience,‘or as a way of concealiné it]

must ‘be repeated in a long series of creative erﬁbodiments.“27
' Olney makes similar obseréations about the ﬁany—faceted self
_created in fiction. He sees the artist as-"'imaginative‘:

’he imagines, he makes imaées...he bodies himself as he is at

that moment in expressive images or imagistic metmimms."zs

This procgess is at work, according to Eugene Goodheart, in

Stendhal's forgiang of a self; for this arﬁist; too, composes
: 29

himself "from moment to moment." The—reader, supplied with
the richness of the multiple images of art, has the sense of.
being in contact with a complex, growing Eeing. Factual

inforration, on the other hand, tends td fix the personality,

to lay it flat'op the page, as if, in its outer circumstances,

‘\F
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its inner heart could be revealed.

Grove, for his part, transforms the ocuter ciicum:
stances and seeké to hide his inner being within their core.
In remarklng that "I believe I have hidden myself falrly
well," he intimates that it is the publlc self to whlch he
would have the reader respond, that self ma;nly'fortrayed by
the seiectipn and emphasis of incidents, the justified self.
Grove did gbt know, although he mayrhave considered it pos-
sible, that many of the external facts would. one day be un-
earthed. With their diséovery, the techniques which reveal
a more private self becpme apparent—-the omissions, the exag-
gerations, the displacement of bold fact by suggestive meta-
phor and symbol.’ All Grove's technigques combined present the
reader with a personality which comes alive in all the dimen-

sions of imagination and conscience.



PART IV -

CHAPTER I: Consider Her Ways
&

The novels discussed in Part IV have features in com-
mon with the fictive autobiographies of Part III, and demon-
strate, as well, advances in technique over these and over

other works examined earlier. For example, Consider Her'

Ways, in its geographical and philosophical scope, is similar

to A Search for America and In Search of Mvself, the insect

protagonist making a phvsical journey to discover a contin-
ent, and an intellectual journey to discover the character

traits of mankind. The Master of the Mill, concerned as it

is with a man's "tracing the history of his soul,"l his
uitimate aim being self-justification, is similar in theme to

In Search of Myself. The Master of the Mill, in its reliance

on motiﬁ as a key to method, 1is also similar to A Search for

America. We have noted that the motif ©f disguise in the
latter work alerts us to the writer's method of revealing

himself indirectly; in like manner, the theatrical motif in

The Master of the Mill suggests the function of the. human
characters in the story of the mill. Three of the above
works contain a large amount of factual material. In In

Search of Myself, this material appears as the historical ex-

perience of the writer in Canada, as opposed to his
&

233
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imaginatively transpoéed childhood and youth. In A Search

for America, the material often appears as a digression in

the narrative. In Consider Her Ways, however, factual mate-

rial is well integrated into the story. Scientific experi;///'
ments and discoveries are dramatized as part of the narra-
.tor's experience or are incorporated as part of the Editor’'s
research. Two works use the device of the footnote. Whereas

in A Search for America this device provides an air of

authenticity for the narrative, in Consider Her Ways it not

only g;ds to the verisimilitude of the tale bu; also clarifies.
ideas‘and, by drawing attention to them as concefned with a

world the Editor observes.rather.than'creates, distances him
from those ideas. Some distance, or objectivity, we have

seen, 1s the result of the temporal perspectives and the

created second selves in A Search for America and In Search

’

of Myself. In Consider Her Ways, the fngl" author is dis-
P

tanced from the ideas not only becauag of the occasional foot-

note but also because of the constan;‘présence of the narra-
tor, whose ideas they are purportedato be. in addition, be-
cause of its unusual identity, this insect narrator is more
remote from the "real"™ author than the second selves in the
fictiﬁe autobiographies. The "real" author, then, can step
well back from the opinions expressed.

The most impqrtant technical feature to be compared
in the works of Part IV and those already examined is

point of view. Neither of the two novels in this last Part
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‘introduces a point of view not eready discussed. Consider Her

Ways, like the fictive autobiographies, is a first-person trans-

mission. The Master.of-the Mill, like the five novels of Parts

I and I1I, is narrated mainly from a neutral-omniscient position.

The angle of narration iﬁ The Master of the Mill nevertheless

seems'tq be predominantly that of a dying old man, the senator,
as he reviews his life. Tﬁe impression is strong that his is
the mind through which most of thé story is“transmittéd, with
little narrator interference. Thé senator's point of view is
- £fleshed out, where;necessary, by the thoughts, wriéings, and
comments of other characters, giving the impression, again, of

a largely unmediated story. Despite its multiple points of

view, The Master of the Mill is controlled by its neutral-

omnicient narrator, who presents the story in the third person

and past tense. As previousiy pointed out, Two Generations is

noteworthy for the impression it gives of a long, unmediated

transmission of Ralph Patterson's thoughts. In The Jaster of

the Mill, however, the effect of an unmediated transmission of
the senator's thoughts is sutained not just throughout a chap-

ter, but throughout the novel. 1Indeed, in the apparent absence

of a narrator, The Master of the Mill is the most modern of

Grove's works. What makes it the most technically complicated
is its handling of multiple points of view in combination with
multiple time levels, the present time of the narrator as he
narrates, the past time of the narration, and a time'prior to
the past events narrated. The point of view of Considér Her
7
f
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Ways is technically innovative, Whereas in the first-person

narratives of A Search for America and In Search of Myself we

find a narrating and an experiencing "I," in Consider Her Ways

we encounter a third "I," the Editor who introduces and tran-
scribes the tale, vouches for its validity and helgs‘to
clarify its ideas and prompts its opinions. It is the nar-
rating and experiencing "I" within the tale, however, which

makes Consider Her Ways. a more technically daring work than

the books previously discussed. This first-person story-
teller is a dramatized narrator, protagonist of her ownitale;
an unreliable narrator, both biased and naive; and a non-human
narrator, an ant, who is one of the most intereségng and

life-like personalities in the Grove canon.

In examining the narrative techniques of Consider Her

Ways, are we studying a novel or a work oflsome other genre?

. Moss has called the book "a utﬁpian fable“;2 Spettigue has

referred to it variously as "the story of man in an allegoigii\\J/’/x/
"an elaborate science-flction}satire,“3 and "an 'anatomy' or
encyclopedic satire." Spettigue, in fact, contends that the

work "is not a novel."4 Strict definitions of the term

"novel" support this contention. Lionel Stevenson notes in

his survey of the genre: "The essential guality for an ac-

ceptable novel is the illusion of reality." When a novel 1is

-

. . . o ] - ' . —~
written for satiric purposes, he continues, "the author does

not want his reader's attention misled by too much illusion

of reality. Gulliver's Travels and Erewhon, though among

-
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the masterpieces of prose fiction, are not novels._"5 M.H.
Abrams, however, declares that: "The term EQEEl is now ap-

- plied to a great variety of writings that have in common only
the attribute of being extended works of prose fiction."6

According to this more lenient definition, Consider Her Ways

can be regarded as a novel. It can be so-regarded,_in fact,
even under the more restrictive requirements of Hugh C.
Holman, who,'ﬁhile agreeing with Abrams, observes that "in
practice," the term "novel” is usually reserved for "NARRA-
TI¥ES in which the representation of character occurs either
'in'a static condition or in the process of development as

7

the result of events oOr ACTIONS." Ian Watt sets up more

precise guidelines, In his view:
the novel is surely distinguished from other
genres and from previous forms of fiction
_by the amount of attention it habitually
’ accords both to the individualization of its
{ characters and to the detailed presentation
of their environment.
Watt, who regards the .rise of .the novel as the attainment of
realism, and who thus believes the ‘novelist's chief task 1is
to convey "the impression'of fidelity to human experience,“8
may not have intended his definition to extend to other than

human characters, but his statement seems to open the class

of "novel®" to Consider Her Ways.

Certainly the book should be {Eglaéid in this genre
o
when it is classified according to its stru tural skeleton

and its mode of transmission. 1In fact in these areas there
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are similarities between Consider Her Ways and Heart of Dark-

ness. In both books an initial frame is constructed for the

. story: in Conrad, it is the situation described by the first

narrator, the deck of the Nellle, on which gathers the llttle
gﬂoup of four men who‘are'to become the audlence for Marlow' s
tale; in'Grove, it is the 51tuatlon descrlbed by the first

narrator the tropical forest of Venezuela, in which-sits +the
observer, the naturallst who is to become the recipfent_of

Wawa-quee's instantanéous communication and the editor of her
story.9 In both, the first narratons hav1ng set up the frame,

hand the story over to second narrators, ‘and are rarely heard

from again: in Conrad, only through an occasional inter-

' Jection; in Grove, only in an occasional footnote. 1In both,

the horlzons of the first narrators are-w1dened by the tale
that is told: in Conrad, by the 1n51ght.1nto infinite evil;
in Grove, by the revelasion of the need to re-assess, or
"consider" the accepted values of mankind.

Spettigue's phrase “encyclopedic satire" aptly de-

scribes Consider ller Wavs. The scope of the work is exten-—
sive.--In physical terms, the storv encompasses the dgéa
between Venezuela and New York Cltv——at times ant- length by
ant—length In phalosophlcal terms,.lt examines materlallsm,
nlhlllsm, and caoltallsm {pp. 169-71, 188-92) the master-
slave relationship; (pp. 227-34) the-validity of the concept
that science is supreﬁe; (pp. 167—701‘and the futiiity_of

all endeavoar in view of inevitable death. (p. 201) The

N

-
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‘épiq pro?ortiohé giveﬁ the novel by the scope of the invgsti-
gations of_ﬁhe Attas' expeditionary force are augmented by
the\ chapter summ;ries‘of the am:_s-l activities. These sum-—
maries are presented in the manner of eightéentﬁ-century

novélswlo"Chépter'Two provides one example:

The mountains -
CONTAINING the story of the joke played by
Assa-ree on the Ponerines, a picture of the
parthian battle against Pseudomyrmex, fought
for .the possession of the Acacia tree; a
< " report of the ants that keen cattle as well
) " as odr falling in with the fire-ants; the
fale of our disastrous hibernation in a
human building; and an account.  of the mar-
vellous commonwealth of the Mrymecocysts
. in the Garden of the, Gods. {(p. 57)

-

‘There are echoes of Homer here, connotations of the mytho-

logical,hg_gggi?-of ;he marvellous. Névertheless, the
Homeric touch d&ég/;bt so much destroy thé illusion of real-
ity és remind the reader of'the parallels between ants and

. men. Frequent remindérg of such parallels cause the reader
-to transpose the experience of the ants into human experi-
ehte. This gctivity makes the story real for the reader by
involving him in its creation and by demanding his consid-
gration of the transposed values. That his consideration is
sqlicited is obvious froﬁ the title of‘the novel, the imper-
atiVe.Consider Her Ways. This allusion to the 0l& Testaﬁent\.

4 .
is andther c&ggJéo the method used by the first narrator and

the responsé desired from the reader: vGo to the ant, thou

[

sluggard; consider her ways E?d be wise.“ll This is surely

\
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an invitation to the'reader.to ponder the values exposed in
the implied'ccﬁba:iéons between the societies of ants and
men, L ' ' S .

| - . LT v
‘Althoudh very much in the background, the first nar-

<
ré;or has an important part to play‘as.the editq: of an ant's
story. Like any of Grove's ﬁ;rrétbré, thié'onelis careful to
give the rétignale fér his poSsessibﬁAof the_information he
transmits.;:He states in his Introduction that he is an
amateur myrmecologistgyho, inspired by the authors Bates and:
[?\\\\Belt, is studying the'leaf—cutﬁér ant in the intériof.o§
Venezuela. He'believes.thatbthe ants thgmselves}‘bgbaUSe he
is careful nefer to destroy their burrows, impart te him'
| | unique fgcts of ant lore. (pp. xix—xx,.ﬁxﬁ—xxvi); There is
further evidence; in the.fhﬁroduction, of the first narfaéor's
attempt to make the frame for his.story plausible. 1In his
. account of fhg life.éﬁd history of an ant coldny‘(pp. xxii-
xxix), the narrator devises a clever ploy for seemingly
presentihg his own observations,fat the same time establishing
~ their validity, while in rea;ity merely hahding on material
from-Bates, Belt, and other naturalists. All of these aims
‘aie achieved by the simple remark that: QI éhall quote the
results of such investigations of others aé confirmed my own
conclusions® (p. xxvi). | |
- The first narratgr_élso gives an indiﬁation,.in the

Introduction, of what the reader can-expect from the narrative

itself. He asserts that "this book settles beyond question"

-
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that the actions of ants are not the result of instinct but

Ei-traditioﬁfand education, and he notes. the analogy between

)

man and ant: "It is interesting to see, in the pages that

follow, how much of man's activities ants ascribe to in-

- stinct" (pp. xxix, xxcviii) . imilarly, whereas £he-appear-k

ance of this mvrmecologist dmong the ants reduces the insects
to a Qtate of confusion, the firét time that he is conscious
of their scrutiny of him, he, too, is thrown into a state of
confusion. (pp. xxix, xxii) Deligﬁtful irony is ‘the result
of such'analogous Fituations and of thé ant's making obser-
vatigns -about-man which ma;-usually makes about ants. The
tale, then, as indicated in other ways oreviously noted,

draws parallels, turns the tables, and forces the reader to’

"consider” things he has formerly taken for granted.

It is in the Introduction, too, that the first nar-

- rator seeks to account for reasoning powers in ants which may

well seem far-fetched to a reader unversed in the lore of these
insects. Such, a reader may be skeptical of the ability of
ants to formulate plans and cafry them out, to make dis-

coveries, and to discuss philosophical and ethical guestions.

Th¢ firs; narrator tells us that-he bases his assertions

about the supremacy of reason over instinct in the ant on the

writings of Bates and Belt. An examination of these works

suggests Belt as the main source.. This naturalist conducted

Aexperiments upon ants in Nicaragua which led him to say, with

caution: "I do not see how this action [the response of the



242,

‘ants fo an unfamlllar danger presented by Belt] could be

instinctive." 12 Belt is less cautious about the largest of

- the worker ants, who march around 1n~a "stately observant
way." Althoﬁgh theit great size and "bulky heads” leaé him
.only to suspect that they are the brains of the community,
his expexz] .nts lead him to say more definitely that: "I do
not déﬁb;izzgt some of the leading ninds in this formicarium .
mecoliected the nest" which he had destroyed the year-before.
Belt supports his careful "Can it not be oOntended" that ants
_reason, think, and refleot, with facts about the cexéBral .
ganglia of this insect, which are more developed than those
of any other J.nsects.13 W.M. Wheelexr is obviously another
important source of information for'Grove. Wheeler points
out the "striking parallelism"” 5etween man and ant; gives

-~

- detail aBQut'slave forms; especially the subsericea, in

ants; no the huntlng, pastoral, and agrlcultural stages of
ants, aﬁé characterizes the Polvergus, Ponerines, Ecitons,’
and Attas. Grove ignores Wheeler's opinions on the reasoning

14 Wheeler contends that ants have

powers of ants, however.
feelings and impulses as well as instincts, demonstrate the
‘'possession of menories, and communicate efficiently. He
argues, howeveé¥, that they act according to instinct, not
reason.

Whereas BeLt is cautious about the extent of the

ants' ability to .reason, the first narrator of Consider Her

Ways throws this naturalist's caution to the winds and
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presents ants who have indeed ali the powers about‘which Belt
only speculatés. it is important to the fifst narrator that
the reader should accept this view of the anﬁ,.for upon such
acéeptanée'fests the success ofrthe satiric pufpose of the
book. If the second narrator were a human being criticizing
human societj, the book would be a éull sermon. When the

. second narrator is an ant, making observations on ants which
éuggest parallels in human ;OEiety, or making obsérvations on’
humanity, for ants, which may challenge man's own opinions,
the book provides entertainment. But if the ant's obser-
vations are to be more than fantasy and are to elicit more
than ridicule, they must gq}n the reader's respect. The
"second narrator heréelf; as‘we shall see, works in various
ways to assure this respect. The first narrator rests his
case on his vague references to scientific evidence and on a =
belief in some kind of power within the ant which he cannot
explain.

The description of this power, following géjlf does
the description ofjthe amazing organization and agr;culturgl
activities of ants, seems fairly élausible. In addition, the
reader has been transported in imagination to a far-off and
alien-tropical forest, the connotations of which have pre-
conditioned him to accept mysteries and powers he would not
éredit in his own environment. Thus he,is‘Hot totally un-

willing to accept the narrator-—editor's explanation of how

an ant communicated a story to a man: "Something uncanny had
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unbalanced me. Without explaining it to ﬁyself; I felt as
though I were in the powér of these ants"; "I did not know
how I knew,"'but he knew "By a sort of second sight"; "By
some mesmeric actibn I, my individuality, had been sucked up
or down into an alien mass-consciousness which comhunéd with
me through channels other than those of thg senses.” And so
the book is "communicated to, or infused into"™ his conscious-
ness "by some miracle" (pp. xxxvi,'xxfbii, xaxxix, x1i).

In his role as.éditor, then, the first narrator per-
forms a variety of tasks. He providés a rationale for his

possession of the communication of an ant; cites authorities

on ants to suggest the validity of what are supposedly his

‘own observations; forewarns the reader -of intellectual chal-

lenges to come; states his view on the intelligence of the

ant, and seeks to assure its acceptance. He accomplishes all

‘these tasks in his Igtroduction. The first narrator also has
a function, however,.in‘relaying the story itself, a function
apart from the mere transcribing of the tale.

He fulfils his role as narrator mainly by his intru-

sions in the form of footnotes to Wawa-quee's story. The

device of the footnote cleverly makes room in the novel for

both scientific fact and the play of the imaginatioﬁ. In

addition, by allowing the first narrator to admit frankly the
limitations of his knowledge, the footnote .lends an air of
verisimilitude to the tale. The device alsc gives him an

opportunity to clarify what might otherwise remain obscure.

(
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' For example, it is doubtful whether the reader would recog-.

\.16

nize the analogy between the "replete of the ants'

world and the authors of his own unless the word "author"
were finally introduced in Wawa-quee'shaccount. 'The narrator
notee.the substitution in a 'footnote, a though‘claimiﬁg igner-
ance of the reason for the changef This \footnote helps to
distract the reader;s attention from the rather podr com-
parlson of authors and rebletes, 1nsect authors bearing an
YObvious resemblance to their human counterparts only when
freed of the image and concept of repletes.
The_, footnote serves an additional purpose. It helps
to dissipate the sense of bitterness in such statements as: /
“Now authors were held in great esteem 1n the commonwealth,

that is to say, they were ostentatlously honoured and secretly

de5plsed as unnecessary and unproductive members of society”

(p. 114). - Claude Bissell wrote ?f Consider Her Ways in 1948 >
that in the book "a serious writer distils his bitterness

towards a society that, he-feels, has not given him his due

meed of praise.“17 And yet the diseillation drips through

two layers of-narrators; seeming to separate it from the

writer himself. It is the footnote which draws.atten ion teo —_—
—the fact that. the source of the discourse is not the au or ///—
not even a human being, but an insect. This insect is kak}

further use to the "real" author. For example, Robext Weaver

feels that the analogy of the authors in the novel is "far

\j too obvious." 18 Other readers may feel that the analogies

"
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illustrating the concepts .of "money" and "capitalist" are

forced and strained. The first narrator, however, forestalls

such éomplaints with the remark, in a footnote, that Wawa-
quee uses these words “withqut justification" (p. 192, n. 1).
The device of the footnote, in other words, aliows the nar-
rator.to acknowledge his Ewareness;of the fault in the anal-
ogiés and at the same time spargg him from the-responsibility
of improving them. ‘ o
The!device of the footnote serves the first narrator

as one of the means by which he makes his tale plausible and

~

acceptable; At one point in the story, Wawa-guee reports a

rather implausible feét, the creation by the Attas of a talus
which juﬁs.fourteen and a half feet out into a capal: Into
this obstruction man“s "huge aquatic waterlbeeéle" crashes,
formlng, beyvond the talﬁf, a brldge across the canal. The

u

idea of ants wrecking a vessel seems too fantastlc to credit;

vet the' first narrator musﬁ\exﬁlain how the ants could cross

the canal. He solves the problem adreitly. He provides a
footnote which allows the reader to choose whatever is to him
an acceptable explanation for the cause of the wreck: "See

New York Daily Mail of April .16, 1924 for a report of this

. . ()
accident from the human side. The p{ﬂ‘éﬂgscribes it to =2
.E4 If the reader pre-

J
land-sfide [sic]." (pp. 4'—%5? 41, n

fers the human point of wie ' he will respond to the 1nc1dent

with that respect for the ant's ingenious explanation (or

perhaps, if the landslige interrupted the ant's dam-making,
i

Fd
-

.y
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for the ant's ingenuous belief) which his own sense of super-
ior understanding can afford. If he prefers the ant's point
of view, his sympathetic response to the story is opviously
already assured i

Bv means of the footnote the first narrator can be
clear and precise whenever he so wishes, or can avoid bearlng
responéibility for information he prefers to leave vague. As
noted earller, this is a narrator who glves a carefully de-
tailed ratlonale for his role as editor. Slmllarly, he
never takes the mechanics of his storytelling for granted.

He realizes, for example, that there are many things, such. as
a dentist's forceps, with which an ant would not be familiar.
The ant Wawa-gquee can communicate the didea of forceps to the
first narrator because she’traosmits all information thxough
visual images. The first narrotor explains her method in a
footnote, addlng that his own role is to translate the images
into man's language. In addition, he devises the expedlent
.of using italics for any word which he understands, and the

. ant does not. (p: 28, n. 2) This ploy not only clarifies the -
ant's mode of transmission but tends to make it seem plaus-

K4

ible. At other times, tﬂé first narrator prefers imprecision
to clarit¢y, such as on an occasion when he wishes to avoid
havinélto name a specific looale. He exploins in a footnote
that W%yé;quoe.failed to ideotify the - location of which she
"writes," so that he can -only speculate on whether she means

the Lake of Nioarégua or Fonseca Bay. (p. 45, n. 6] The
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advantage of'the note here is that the first narrator, al- -
though actually unfamiliar with the locale he is describing,
need not admit his ignorance and thereby destroy the illusion
that his South American scientific expedition really occurred.
He places responsibility for the vagueness'directly on the
second narrator, Wawa—-quee, protecting his identity as a
myrmecologist. Verisimilitude in the novel remains intact.

The device of the footnote in Consider Her Ways, then, pro-«v

vides a means of clarifying ideas and an excuse for the
weakness of aﬁalégies. Further, it distances the "real™
éuthor from the opinions of the se {nd narrator by the sup-
posed intervention of an editor, fi: first narrator. Fin-
ally, the footnote helps to establisﬂ the validity of Wawa-
guee's story.

As the-previously noted comment of Lionel Stevenson
affirms, however, verisimilitude has not the primary impor-
tance in satire that it has in a realistic novel. In fact,.

r
Consider Her Ways is sometimes most successful in -

eliciting a2 receptive response from the reader, when, instead
of building the illusion of the reality of the ants' world,
it draws attention, by»means of irony and humour, to that
‘world as a fiction. One example of an ironic deviée is the
incongruous diction describing thé activities of Azte-ca in
 the library} the pomposity of the language poiﬂ%ing up the
absurdity of the ant's behaviour. Thus we read with amused

pleasure of Azte-ca runniné back and forth, back and forth on

o>



249 |
an szened bock, until she has traversed all the lines printed
on the page, turned'the page in some way, énd repeated her
travels on the follﬁwing page. Wawa-guee's comment- trans-
lates this laborious and routine exercise for insecﬁ’readers

/(or scenters) not merely into a QIilliant feat but also into
a psy, hologica; oddity: "Azte-ca‘had shown’ symptoms of a
peculfar mental aberration. It had become a mania with her‘
to imaginé herself in the part of a human being engaged'in
detecting a crime" (p. 269). One source of the humour of the
novel is the wit of the first ﬁarrator. Just as he provides
‘a rationaie for the use of human words which would be un-
familiar to his insect informants, so he translates other
human words into an appropriate and amusing ant'voéabulary.
Ants communicate with one another by means of scent; the word\/
"scent” is thus the basis of the ant "tongue."19 Among the
mény neologisms are: "Unscentable...gueen" (p. 108), "in-
scention[s]" of the names of aﬁthprs on a roll of honour (p.
117), "a telescent" (p. 123), somethiné to which Wawafquee'
"consdented"” (p. 237), and Azte—éa's"transscentures of human

" Fiction" (p. 280). The first narratof, forever careful and
alert, does not fall into the trap bf'using moribund or dead
human métaphors as a translation for Waﬁa—quee's communi-
qations to him, but finds fresh and appropriate terms in which
to convey her'mességes. ‘We read, thén, that: Wawa—queé

"hé}d [Assa-ree's] life in lher] jaws" (p. 7); that ants

"seem to carry their heart upon the gnterior joint" (p. 29);
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that Assa-ree "would put the whéi; colony [of Pseudomyrmex]‘
to the jaw unless they surrendered" (p. 71); and that the
northern c}imgte "chilled our limbs to the flesh" (p. 241).
The first narrator is not only completely immersed in his
role; he functions with a wit tﬂat pleases and with a caré
that impresses.

The second n&frator, of course, is'an insect.. Bertil

Romberg points out that a non-human narrator is especially

popular for satire and allegory, perhaps because he can have

"a penetrating vision of human behaviour/sgiihzzyzg‘denied
2 A '
to others.™ 0 Although Wawa-gquee does critici uman

society directly, shé transmits most of her vision oflmankind
indirectly. Like all Grove narrators she is careful to give
a rationale for writing.her book, and-her purpose is not
primarily to instruct man. She "writes" at the ‘request of
her queen,. who wants her to prepare a pdpular account of the
expeditions of the Attas Giganteas. These expe&itions-were
undertaken to trace the evolution of the nation Atta, and to
arrange all fauna on the globe on a scaie, with({the Attas at
the top. The account is to present tl/jggin“resﬁlts of the
expgditions so "that they can be grasiid as a whole" (é. i).
The very indirectness of Wawa-quee's pbrtrayél of man;—that,
is, the févelation of Fhe faults of human society by implied
'dompariséns with the,society of the ant-~is instrumental in

eliciting the response desired by the first narrator. ® This

purpose is also served. by the self-conscipusness of Wawa-quee
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//’///as-a narrator, her awareness of herself in the act of nar-
rating. She comments that: "I will insert a continuous
narrative here, as though I had been with them [the raiders
of the Pogonomyrmex hill]; in reality it is pieced together
from tﬁeir reports" (p. 137). This statement, by its lack
of immediacy, would seem to sacrifice the illusion of reality.
What it actually does is to draw attention to the second nar-
rator. Her awareness of hef role wakens the réader‘s aware-
ness to the two-dimensional nature of the tale. Instead of
merely reading what seems like an account of human action, he
will recognize in the narrative the parallels between ant and
human society. In so doing, he will provide his own criti-
cism of human ways. The first narrator, in presenting the ,/’//_-_\
story through the second narrator, Nawa-quee, works to gain
the reader's creative rather than hostile response to the
implied criticisms of humanity.
e -

‘Stobie calls Wawa-guee "the author's ‘I,:" and
asserts that Wawa—qsgé is still Gréve. She regards the story
as‘having "a loose analogy with [Grove's] own life leading up
to and away from Ottawa, beginning with the lecture toué, the

kY - .
isthmus, when he wrote his wife of his 'gift of carrving away

the masses.'"Zl Spettigue so identifi%g Grove with the

second_na;rator that he speaks of "Wawd4quee-Grove,“ con-
tending that Wawa—-quee exhibits a "world-weariness and a
certain disillusionment in her personality and position":

" .-
which characterize Grove as he sees himself in his
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autobiography. "Like him, Wawa-cuee is the leader ahandoned
by all her followers."” Spettigue also iE;ntifies Wawa;quee' -~S
with Grove because her views in the revised narrative are the
main argument of Grove's own "preachment" in the first
draft.?? As we have seen in the discussion of Grove's auto-
biogravhical noYels, autobiographical elements may be a pa;t
of any work of fiction. Neéertheless, wheﬁ an author creates T
a narrator, he creates a secohd self, which is separate from \

i /
the "real" man and which will give to that-:man's views an ob—}krﬁdf
jectivity which a personal poin£ of viég cannot achieve.- (

There may, of coufse, be sometﬁing of tHe "real™
Grové in Wawg-quee. Her expefience of being nearly crushed
by a man in New York is perhaps autobiographical: "I don't
knéw’how I.knéw; but that man's name was'Ayr" (p. 246), she
says. This may be a reference-éo Robert Ayre and his criti-

cism o©of Grove's novels in the Canadian Forum in 1932. But

Wawa-cuee is not always Grove. We remember Phil Branden, who
seems closelv identified with the "real" Grove in the last
pages of A Search foxr America, remarking that "the best we

can hope for.is to make right prevail more and more}“23 But

it.is Wawa-quee's belief that "justice is ndt a question of
rights but of might" (p. 227). Similarly, Wawa-quee, Tre-
porting on the decapitated Ecitons, consid;rs their plight

not pitiful but "ludicrous"™ (p. 36).' Grove, on the other hand,

with his great compassion for all animals,z4 would be appalled‘

by the cruelty and distressed by the suffering. Such
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contradictions suggest the”dénger of equatirgg "I" the author

with "1™ Ehe narrater. —
» : ' ! 4

Tf the device ox the second narrato in Consider Her X

Ways helps to give the story the advantages of ob3ect1v1t;\\
and lnd%rectness, it nevertheless raises the problem posed by
all first-person narrators. This is the difficulty for the
"I" of‘prgsen%ing itself favorably without seeming to boast.
Wawa-queer, as head of the expedition of Attas, is obvioﬁﬁly'
one of the most 1ntelllgent of her species, and the one her
queen deems to be the most reliable and capablé. The problem
is that Wawa-quee herself must lnform the reader of her selfﬂ
less devotion to the expedition and pf&her bravery. (p. 29)

+

She herself must record how impressé§§the queen of the Myr-
N | )

- / : ~
mecocysts is with the Atta leader's linguistic ability:

"the adroitness with which I had switched back to touch lan-
guage.” She herselé must éescribe hériégfech to that gueen
and its effectIOn the recipient: "it was a masterpiece of.
emotfsh; and more than once I carried Her Majesty, figura-
tively speaking, off ﬂer feet" (pp. 108, 109). Wawa-quee's
major problem, howe&er, is to convey her outstanding intel-
ligence to the reader. She does sb-by remarking on the size

of her head, ﬁhich,she claims, is due to the "phenomenal

size™ of her braln. {p. 61} She is, in fact, obsessed with
‘her large head, renarklng on it again and agaln. It is a
"massive" head, and shows her tc be "an ant of considerable

-

distinction" (p. 85). It is an "enormous” head, which even
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attracts the glancés-of royal heads of other colonies. (p.

25 '
88) | L L
The problem of self-praise is not as difficult for a
non-human agx?br\g human narrator. The readef, feeling:sﬁ*l
perior tor an insec;\ip any evenf, is pleased to have.thé
ﬁost intelligent ant fSI his gﬁide through.the-taie. He' is
not £hreatened, but flattered by her intellectual status.
Self—conscioﬁé narrator that'she is, Wawa-guee is aware cof a
possible problém, and tries to soft—pédal'the notes of self-
praise she .has t; introdﬁce. ‘Thus we £ind hér admitting
that: "it was a source of mortification to me that [;he
Wheeler] should cbooselBissa—tee as a specimen instead of
myself. But, as I have said, Bissa-tee was physically a
rather splendid ant, bigvand active; I have nothihg to recom-
mend ﬁe but my braiq"_(p. 122). If this denial is more like
"é back-handed compliment, it only feeds the vanity of the

reader, who recognizes and feels superior to the transparent

vanity of the insect. Atybther times, Wawa-quee tries to

play down a boast by openly admitting that she hersglg recog
nizes it for what it is: "If I do say it myself, thohgh ny
own interests a}e‘exclusively scientific, 1 seem to have the
gift of carrying qﬁé% tﬁe masses by m¥(§gents" (p. 46). 1In
" addition, this second na;réhor has the grace to balance her
boasts with an admissi of»he& faults: "I am afraid I made

a tactical mistake," she once says. This admission is espe-

) Pl : _ .
cially praisWorthy because it is accompanied by the confession

I

\-



3

_ 255
that the right tactics had been decided upon by Wawa—quee s
chief rival, Assa-ree. (p. lfl)

Is Wawa:quee as intellectually.superior as shf be-
lieves herself to be? _ The reeder has at least one opportunity

of comparing Wawa-quee's assessment of her performance with

the performance itself, that is, with her indictment of

Assa-Pee. ,Wawa—qﬁeé says that this was "one of the greatest

pieces of forensic eloguence ever delivered by an Atta.

‘régretted even then the untimely loss of Adver-tee who aldne

‘would have been able to record it in full for the instruction

and delight of future ages. As it is, I can give dnly tHe
barest abstract" {(p. 219). The érgument which follows does

contain some summary, but also ‘gives some full presentation

. of the confrontation with Assg—rée: (pp. 220-23) Although it

is logical and gives ev.i@ce of close observation, it con-

tains nothing of brilliance nor anythi® so astute and witty

as to call forth "the delight of future ages." The reader

may also recall that, for Wawa-guee, Bissa-tee represents an

exceptional physical specimen as compared with Wawa—-guee, the
. L 4

- outstanding intellectual ant.. Yet it is more often Bissa-tee

- B - » v .
than Wawa-guee who uses her brain in the story, Bissa-tee who
makes discoveries. One of many of these is her invesasgation

thé disastéi‘en’fﬁe tarred road and her explanation of it
P~

t her chief. Wawa—cuee, of course, speaks of Bissa-tee's

profound penetratlon and unrivalled ingenuity" (pp. 200-203,
/ —

205}, but, obséssed with the .size of her own brain, never
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doubts her own mental éuperiority.

A comparison of Wawa-quee's assessment of Bissa-tee

-

with Bissa-tee's actions shows thaé.the sedondrnargator not
only overrates her own intelligence somewhat, but is also
unreliable 8? a judge of character. Towards thé énd of their
journey, both Bissa-tee and Wawa-cuee are ex?austed, starving,
and despairing of ever reaching home. In this state, they |
are sullen, resentful of oﬁe ahother, and prone to Yiolent .
quarrels and mutual reériminations. It is nevertheless -
shocking to read, finally, Wawa-guee's announcement that
"Bissa-tee, my intimate friend, the companion of all my ad-
ventures was turning traitress!™ This astounding remark is
maée when Wawa-guee happens to see that Bisséftee; thinking
her friend is asleep, rescents all the records made by the
ants on thei; eﬁpedition northlsi% ye;is before. Wawa-guee

1

juﬁps to the conclusion that.Bissajtee intends,té retﬁrn_hqme

alone with all the‘;ingfngs. The leader then suspects that
her friend is £;§ing to poison her slowly. (pp. 284-89) At
last Wawa-quee believes her frien# consents to aAdaﬁgerOus
operation to remdve a stored pellet of hyphae.onl? to assure
her own supply of fungus. This last suspicion stroﬁgly gﬁé—
gests- that Wawa-guee's judgment is in error. As a medical .
ant, Bissa-tee knows better than her leader the risks of the
operatioh; gét she sgbmité to it. 1In addition, in case she
should die, she reports her secret rescenting expeditions to

Wawa-guee. Thus the leader's 'suspicion -that Bissa-tee's
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activities were motivéted by some sinister purposé seens
.unfounded. (pp. 294-95) _ .o

Wawa-guee's scientific methods are alsoc open to
guestion. "Undoubtedly," she_reports, man produces his
;lothing as a secretion of his skin. The "Undoubtedly" is
based on mere hearsav, for ‘she a@miés that she has had no
oppprtunity to watch the process. (p. 275) -The naive point
‘of view here contributes no£ only to the challenging of
Wawa-quee's reliability--the reason for such guestioning to

be discussed later--but also to the satire and humour of

Consider Her Ways. What Wawa-quee has overheard is a young

mén!s“remark to his fiancée:<:"'1n the sweat of thy brow
shalt thou clothe thyself, 'eh?'" (p. 276) The naive point of
view, similarly.used to diséredit Wawa-guee's scieptific
know;edge,—produées satire when the narrating ant makes
patently false assertions about the continent of Europe.
Acgording to her, Europe simply does not exist, but is an
invention of the human merchant caste, who ask high prices
for goods they claim have come from across the sea. The ant
)/”‘Eisputes this claim. No terres?riél marmal, she argues, can

swim the three thousand miles to the place where Europe is
supposed to be. {p7 Z23H~_ '

Grove's choice of a naive second narrator results in
further clever satire. fhe exposuré of Wawa-quee's'unreli—

ability continues when she is shown as basing her scientific

conclusions .or analo and. speculation rather than on
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observation. (p. 230) She even claims that one fact is "be-
yénd doubt" because 1t was gleaned from man'sﬁowntrecords,
although she comments on the "general unreliability of thesé
records.". She gains additional confirmation for her views on
. man f;oﬁ thé dubioﬁg'source of the myétery stories Azte-ca
reads; (pp. 278-79) énd'she cgﬁ?irms her information about
Myrmecocyst ants on the basis of ‘the status rather than thg N
'adéhorisy of her informgnt, "a very great digni£ary of the
reglm indeed" (p. 199). A last point étrongly establishes
Wawa-quee's unfeliability at the saﬁg t;me that it adds to
the cleverness of the satire. The leader of the Attas.de-
) clares‘éhat men who "despise the pomp" of fine clothes are .
men "who devoted themselves to sciehce, art, AAd other things
of the spirit.” Such men "on the whoie..,live the lives of
the lowest castes" (p. 280). These are{sweeping_and unsup-
pdrted generalizations about mankind.

An essential element in the import of the ant's
message, as in that of any @irst—persén narrator, is thes
character of the messenger. Not her conclusions alone, but

\
_her methods of reasoning, her particuldisbiases,! her subjecti-

vity must all be taken into account. The very Jitle of the
book suggests such considerations. éince the novel supports
the thesis that the ant does not function automatically but
acts on what it hagrlearned'through'eéucétion and tradition

(p. xxviii), an important part of/:)er ways" 1is her reasoning

process and whatever affects it. These considerations,

&
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indeed, are suggested in an earlier draft of the novel. Al-

S

h 1ts primary purpose is the revelation of man to man by

ds man wanting, even here the idea of examining
the gualities of the judge is evident. Man consents to a
lengthy Seesion with the ant narrator--in this version of the .
story she can dictate only ten pages a day--because he be-
lieves he can infer from what she tells him about him=elf
her own ?menral precesses, judgments, and even idiosyn-
crasies."26 Similarly, in the novel itself, if man is to
make comparlsons between his society and that of the ant, if
he is to see- parallels in the "ways" of each, he cannot ig-
nore the "ways" by which judgments are made. -

~ In judging Wawa-guee, the reader, although bound °
admit that she is a verv clever ant indeed, finds her a
times naive, and biased, and is aware of glaring fallaciee in
her arguments, all of which has been demonstrated. Why

shogld Wawa-quee be depicted ei/an unreliable inforﬁgﬁt_and

judge? The key is in the éh?Ege between the way she—apgea%s

) in the novel andfth\\//pjgﬁé”//pears in the draft mentloned

T,

PR

earlier. There, ‘ork lS almost -a stralght sermon, in

which what e ant tells man about himself is direct and dis-
"The human race has been tried éy a tribunal of
_ants and found deserving of extermination.” The ants have
prepared a doom for man; ﬁowever, they tell hlm, should dt he
apparent within ten vearstthat man is beginning to heed the

N
ants' warnings, he may be spgred.

<
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condemned fby a seif—riﬁhtedﬁgTZ\gtle insect, the
reader may be annoyed or even outrageddP ingered, he will
sgurn any criticism directed against him. When the work is
traneformed from sermon to satire, direct accusation becomes.
indirect suggestion. In‘addition, the obnoxiously “superior
second narraror becemes a being with obvious faults and en-
dearing naivet&, with the result that even her direct com-
ments on man do not antagonize the reader to the extent that
her sermon did.. She ig no longer preaching to him, ané he
now has the setisfaction of discovering that she }s not as
superior as she thinks she is.” He can react to herkwith an
amused indulgenqe. In addition, not entirely trusting her
logic; he is likely to subject her conclusions to his own
ecritical scrutiny. In otqtr words, he will “consrder," which

is just what +he?author wants him™to do. Even Pacey, ‘who

finds the second narrator of Consider Her Ways still gﬁilty

of a “"cold, superior, all-wise probing,” is not angered, but
challenged to "rally to Man's defence.”
. To induce a reader to "consider" the views of an ant,

both the ant and her opinions must gain man's.notice and

-

respect; That is, a delicate balance must be found in the
narrating ant between a superiority which irritates and an
insignificance which invites apathy. We have seen geme of
the ways by which a reader is protected from, both the threat
to hlS own sense of superierity and any insult to his vanltj

in Consider Her Ways. COther devices seek to capture his
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attention for Wawa-quee's views and to win his support for
then.

Wawa-quee herself wins respect because of the way she
thinks through the ethlcal dllemmas §he faces as leader of
the expedition‘of the Attas. Calllng for what she refers to
as her jcpnsideration“ are prob}éms of responsibility.

r’// Which | Shouid receive priority, concern for the
wounded or concern ?or the final aims of the expedition?

5\

There are also temptations +o be faced. For example, can the

igh command, in order to ensure that the fihdings of the
expedition be not forever lost, justify "sneakling] away"”
N - ’
frdi—the army, to try to reach home with their discoveries by
a.less conspicuous advance;.or has the leader the heart thus
E-] - . .
to leave the army to its fate? (pp. 147-4%) "And there are
such predicaments as that concerning one of the officers whe
warns the high command of Assa-ree's treachery. In so doing,

she saves the lives of the.senior officers; yet in turning

informant about her own buperior, she is guilty of treason.

- Wawa-quee makes the difficult decision to put this officer to

death, and to cairy out the sentence herself. This she does

with mercy and kindness. The care with which Wawa-quee pon-

ders her problems and arrives at her decisions, and the /

Il

responsible and fair way in which she implemeats them, gdin
for her the reader's attention and respect.
Wawa-quee also gains attention by challenging man’s

view of his own self-importance, his place at the top of the

(

i

NN
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ladder of .evolution. Opposing this position are the ant naxr-
rator's assumptions about the supremacy of ants. Her view is
thét ants are "at the very apex of creation" (p. 5}; whereas
ﬁan is in decline. She believes ants to be distinguisﬁed‘by
their reasoning powers; wﬁereas man may once have been a
'reasoning creature, but is so no longer. (p. 21) Wawa-quee's
arguments in support of her conclusions, detailing man as a-
degenerate type, are cogent (PP. 22-25) and demand consider-

ation; her reversal of man's commonly held beliefs cgﬂfront

him with a challenge. The challenge is palatable because of

the amusing irony in the ant's observations. Wawa-quee notes, .

for example, that some ants believe that not all man's ac-

tions can be explained by | ]ere animal urge or ‘'instinct'";

yet she herself finds it \kar to imagine other creatures to

be endowed with [reason], preatures remote from our own race

which was by nature destined tq rule the world" (g. 25). The
' 3 ; .
irony here is enhanced if Wawa-quee's remarks are juxtaposed

with an observation of the naturalist, H.W. Bateégk/

‘It was a curious. spectacle [that of ants
grooming other ants or seeming to enjoy
leisure tlmeJ, and one well calculated to
increase one's amazement at the: similarity
between the ‘instinctive actlon of ants and
the acts of rationa gs, a similarity
. which must have been brought about by two
different processes of development of the
primary gqualities of.mind. 29

Analogy is as effective as irony in persuading the

reader to review his assumptions about the superiority of the

& _- .
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human race. in the following discourse, Wawa-quee again
turns man's usual speculatiors about ants into her specu-
iations about man.. She 9150 hotes the dangg?s of pursuing
the analogy too far; and finally, with her substitutions for
the words "anthropomorphic" and "anthropocentric," she makes
it clear that from her point of view the phrase "lower ani-

mals" has unmistakably human referents:
¥ -
[Ilt has been inferred by certain bold
speculators that [man] must have reached -

a soclal and inteltlectual stage little . 1

below that of certain ants, though not
the most highly developed kinds. It will
wbe seen how dangerous it is to pursue

external afdalogies into the realm of ulti-
mate valués, and how exceedingly difficult
for any investigator,|to rid herself of
myrmecomorphic or myrmecocentric fallacies
when dealing with thel|lower animals.

(pp. 76-77)"

L

a familiaf point of view, completely reversed, becomes a new
thing and requires the reader's consideration.

It is not only by devices of indirection--reversals,
_ironies, and analogies--that Wawa-quee's views win the
reader's serious attention. The second narrator also chal-
lenges the reader to examine his own ways bv means of her
direct corments.. Tﬂe reasohs for a receptive response vary
with the comments themgelves. Consider this expliéit re- B
mark: "Above ali, [Ponerines] are savage: they resemble man
in so far-as [sic] they attack whatever moves and lives" {p-

L

i;kr The reader will not be flattered, but he cannct fail to

"J.
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récognize the justice of the comment. In another instance, 4
Wawa-guee says of man: "His self-styled civilization is a f
mere film stretched over a horrible ground-mass of savagery"
(p. 99). What reader, after the advent of Huxleyan Darwinism,
" does noﬁfcatch the echo of his own voice in the ant's as-
sertion, and assent to what he cannot deny? The reader's
attention is, of course, frequently gained by his being E
forced to look at what he believes about hlmself from an out- /l’
side p051tlon-—the ant's. Thus Wawa-quee's direct comparisons
of man with the Attas may give the reader pause. The Attas
alone, according to the narrating ant,
have reached a level of civilization which
makes it possible for us to live self-
contained lives, respecting; and B° ot inter-
fering w1th other forms of animal life un-
less we ‘are®ourselves 1nterfered ith. That
is ¢ reason why, without any 1

we cam now assert, as a conclusion backe
by science, wﬁ?t, in the past, h

prejudice, namely, that we Attas must ulti=
mately redeem the world from the sin of
predacious life. We alone are in full ac-
cord with nature's purpose; we alone, as
our ancestors would have expressed it, serve 2
the will of God. (pp. 165—66)

I ‘ <

Can man deny his place among t predatoxs? In }his position,

is he set against the purposes of God? Certainly these are
. x

Y

quagijons Which the reader needs to consider. T
It ig~The character of Wawa-guee herself, however, - | .

and not any particular device, which is most likely to gain
- - : -

-

for the views of the sgcond narrator the reader's respéct and

-

L3
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attention. When‘ghe writes about primitive ant tribes (pp.
65-66) , Wawa-quee functions as theMargaret Mead of-antdom;
when she expounds on tﬁe unreasgnableness of male domination
(p. 22), she becomes the Germainr-G er of her matriarchal
society; when she relates how the expedition of'énts moved
foxrward by forced marches, and how she planned the strategies
of raiders and scouts against the unknewn colonies encountered
on the way {(pp. 135-36), she is the recording Julius Caesér
of the Attas. Wawa-guee attracts the reader's sympathy by
the vanity she tries to disguise, the faults she is williﬁ%
to admit, and the naiveté she unwittingly discio;es.' Whether'
she amuses us with her unshakable sense of superiority--the
Panama Canal, for exaﬁple, is to her "an engineefing feat Qot
unwogthy of ants"--{(p. 39}, or, under the duress.of‘the last

-
days of the expedition, succumbs, in her old age, to the

. 1

human frailties-of suspic;on and bitterness, she reminds us ,//
of ourselves, our weaknesses and foibles, our strengths and

- sense of destiny. In considering her ways, as much as in

considering her remarks on human kind, we consider our own

ways from a fresh and challenging point of view.



CHAPTER II:  The Master of[QLe Mill

Like Consider Her Ways, The Master of the Mill is

-

built on a foundation of irony. We have noted the double
irony in Wawa-quee's story, in which man appears as seen by

. ) - ,;,/.'--
an ant, and an ant's behavidut is seen as man's. In The

Master of the Mill, the uhdérlying_irony is that man appears
< .
to be in control of the mill; whereas in fact the mill is the

R Y
master of man. Indeed, an important théme in The Master of

the Mill is the siavery of man to the machine, a theme which

links this novel to Consider Her Ways. Ironically, just as
" man, in his devotion to its demands, becomes enélaved to the
-machine which serves him, so some ants, in theilr dependenee
upon others, become enslaved to the ants who serve them.'4The
twoﬂpavels of Part IV are also linked in outiook. Consider
Her Ways advocates an upheéval of man's old attitudes towards

his position on the evolutionary scale, his priorities, his
BN

social svstem. The Master of the Mill advocates an upheaval

-of the old economic order, and gives a glimpse of a .new way

of life in which man is liberated £rom toil. Beoth novels
‘forsake the usual choice of a leading actor who is human for
the more daring selection of a non-human protagonist, an

insect in one book,”a"mill ‘in the other. Both novels depend

on an additionai’supernatural element: the miraculous trans-

‘mission of information. In Consider Her Ways, the Editor

R

266
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d1v1nes the ant's thQagugsx:EX_gdﬁi mesmeric action"; the

lnformatlon is "infused" into his mlnd "by some mlracle (pp.

xxx1x, x1i}; in The Master of the Mill, Lady Clark reads the

senator's thoughts by some inexpi;cable "intuition," some .ait
. remarkable "fusion" of minds, and.“a sort of transference.of
thught.“% Both.povels, finally, have narrators who are very
conscious of théir rolés, careful always tp give a raticnale
for:the§r possession of.informgtion or their.reasons for‘
writing, and never taking the mechapics of their-storytell%pg

v
for granted. Careful narrators such as these, of course, are”

common in Grove's novels. 3////
) One difference -between Consider Her Wayg and The

Master- of ‘the Mill lies‘in their basic modes  of transmission,

..first person in the former and neutral omniscient in the
latter. And whereas the neutral-omniscient poinf of view, [’

although all-pervasive, is, as we shall see, overlaid with a

-

variety of voices, the first-person point of view dominates

P

Consider Her Ways. The nost important difference between the _ ij%’

two works, however, is the handling of time. Both novels i
* . ” - v
tell of actions which have been completed in the past, but :

Consider Her Ways relates events according to the time order A

in which they occurredrs In The Master of the Mill, the story i
moves betweeﬁ the present of the telling and the pagé of )
ﬁhings tdld, andmonrneither time level does iﬁ fellow a
strictly chronological segquence of events.

It is this manipulation of time whigh marks The ‘

o o
? e



268

Veg Master of the Mill as the most modern of Grove's novels.

Al

Iddeed R.E. Watters contends that it is the only Grove novel

lgrwhlch narrative technlque is "in any degree contemporary

novelist "pursues a straight- -

or experlmental. Watte:s helpfully defines Grove's "old"

method as one in which
forward chroneclogical 1line, unfolding his narrative in

objectively presented episodes, analyzing his developing

1]
.characters in the- conventional manner of the 'omniscient'

author." The "new" technigques of The Master of the Mill are,

in Watters's words, the “dlscontlnuous, even apparently

erratic™ time sequences, and the "mixture of recollectipn,-
reminiscence, associatio; of ideas, and historic sketc 2 \\\\J

The departure from a natural time ordgg‘ln-this novel :
also stands out for Carleton Stanley. 1In a reLiew in 1945, v
b .

he expresses dislike of the "'flashback’ oethod,“ attributing

JtO‘it his difficulty in reading the book. He is impressed,

however, by the "novelty" of the polnt of view, whlch presents

: )
"three generations through the dazed and nearly lnsane nind

of a man of elghty-three. w3 The manlpulatlon of tlme by means
of the "flashback" technlque is actually part of Grove s

method when, as Greve, he wrote Hauermelster Ihles Haus

(1906). In the English §ranslation of this novel, we read

’5 w
hodﬁﬁi . Ihle discloses to her daughters the. "romantic back-

. ground“ of thelr father. She becomes so immersed in her mem-— 4

ories that she forgets -she is talklng to her chlldr£o4rtells

them "the whole story, and, in the m;dst of it, croons : -

~



269
"half-aundibly to heféelf.“4 Grove also uses the "flashback”

technique in the third draught of Fruits of the Earth. In

-

this version of the novel, Charlie is dead when the story

begiﬂs. Scenes in which he pléys a part are thus presented

in retrospect.s Like Stanley, Spettigue notes the.experi—

mental .handling of point of view in The Master of the Mill,

referring to Sam Clark as a “Jame'sian-intelligence."6 Stan-
ley himself éoints out an additional “néw"\feature in this
hovél: "important and character-making episodes were deélt
with by a mere innuendo.“ The inference is that authorial
intrusion into the-povel®is subtly accomplished; indeed,

Stanley goes on tocg that Grove, well read in the French

novelists, has surpassed them inlsubtlety_.7 ‘Later nineteenth-

century French novelists, particularly those ?ii§Ciated with

the Naturalist movement, such as Zola, Balzac, and Flaubert,
may indéed have influenced Grove. It is alsoc interesting to
notes however, that in 1937, beforeuexperimenting with the
tezgggques discussed by Watters, Grove read Lubbock and Woolf
for the first time. Lubbock he found "interesting but incon-
clusive”; Woolf, compared wiéﬂ Joyce and Lawrence, he re;
garded as of no "fundamental importance."8 Despite hi€ lack -
of enthusiasm, Grove would find that Lubbock and/or Wbolf

stress, in description or in practice, the very features

e

) ~which stand out for Grove's critics as contemporary elements

in his own work:— the previously mentioned discontinuous time
' w
sequence, "Jamesian intelligence,” and lack of authorial

3

-

A :
. .
/ ’ )
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intrusion. Although these are undoubtedly features of The

‘Master of the Mill, at the same time the narrator of this

novel relies to,a large extent on traditional methods. Be-
fore analy21ng.the "new" methods and thelr effectiveness,
then, as readers lmterested in Grove.)'s narrative technlcue we,
need to be aware ‘of the important traditional elemehts in
this work.

Eg begin with; as mentioned earlier, the point of
view is mainly neutral omniscient. Almost all of what ap-
pears to be a transcription of the senator's thoughts is&
reoorted by the narrator. The thoughts may, however, be

preceded and/or foilowed by a variety of comments suggestlng

direct contact with the senator's mind.  We are told, fpr

. example, that "Guarding against an actual lapse into the

past, he tried to think of it in the abstract" (p. 1l4};,that
"So far, the senator had lookeb at the scene from the out-
side. Suddenly he was in it; a feeling of distaste had}sent
him hackbinto the past" (p. 146); that "while thinking about
these distant events," he was conscious of what had motlvated
his own actions. (p. 182) 1In all theee ‘cases; the thoughts
referred to occur as indirect tagged narration. The accom-
panying prefaces or conclusions merely give the impression of

inner views. Critics are not always satisfied with mere

impressions. J.E. Middleton, reviewing The Master of the

Mill'in 1945, notes that: "This novel is built of the cloudy

recollections and thoughts of‘a man in senility, of the

L1

|
a, !
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confidences between thé‘rich.daﬁghter—in—law and upper ser-
- vant'(highly_improbablé) and in bits of a prospective history
written by the General Manager'of the mill. 'gut all these
peaqple talk like the author rather than like%‘.themse_lves."9 \\
Sédbie observes that; in Part II of the ngvel, "There is
endless reporting of people and events in which the work
does not rise té ﬁhe level of creatgd fiction, but remains a S
voluminous notebook."]'0
Although reports in the narrator's (Middleton's
"authér's“) own #0lce are not always completely disguised, ..
the narrator Joes use thé dé&ices of art to éuggest the
transcriptionfof thoughts; and is certainly sometimes success-—
ful. The léést successful devices are the previously mef—
tioned introductéry and/or concluding notificatioﬂs of i%ner
views. 1In one'instanbe, for example; we are tpld that the
senator is "Reliving a past life," that it is "as if, ment-
ally;/he were inlanother world—fa§ indeed he was," and that
as He stares at the mill, he sees it as it was -in 1888. The
story of éhe mill follows.-.Preceded by the sugg;;;;on éhat -
this story is a re—enéctment of Sam's memories, and followed
immediately by the statement that "The vision faded,“_tﬁe
S narrator's report is anly thinly disquised as an inner view.
b
(ﬁg, 7-12) In another instance, the narrator seems to be

attempting to relay his report as if it were direct thought

by giving an irnitial deécriptioﬁ of th: senator's thought

ocesses: © -
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"Thought, then, followed thought, with de-
cisive clapity, if with extreme and lahoured
. But the thquht was not abstract;
1gned itself in a series of visions
agCompanied by a sort of running commentary.
nd it took, the form almost of a +trial.

] (p. 386)

* The trial is not t¥ansmitted scenically, however, but is

..
translated into an orderly pattern of word sentences, and

“ -

paragraph the very essence of a nairétor's‘qsport.
Frequently the sense of unmediated thoubht is de-
stroyved by t layers of consciousness throuq? whi, “~he
thought must pass. .ghis is the caée when there stand batween .
the reader and the contents of the senator's mind not only
ar

the narrator but also Lady Xeeping a close eyeng the

©ld man in his last days, his" ghter-in-law divines, by a
variety of means to be assesSedrlater, what the senator is
thi kipg; Thus we find the narrator's starftling statement

at "by a sort of transference of ﬁhought, she became aware
that the visions, hers and the old man's, had merged; as if
thgir blood were beating in a common pulse. She knew that he
saw what she saw..." (p. 264). (Grove's ellipsis) In this
instance, the ploy to give Fhe impressioﬁ of unmediated thought
fails becausé\it relies on the outlandish idea éf the "traﬁs—
ference of thpﬁghﬁ,“ because of an abrupt shift to the single
menmory line of ﬁﬁ?y,CIark, and bébausef&pe thoughts whi;h
follow are reported rather than presented. |

~

A nmore succe§fful transmission of the senator's

( . . | ' <
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memories .occurs within the narrator's account of the recon-
ciliation of Sam énd his.wife Maud, revealing Maud's new -
respect for her husband, and her understanding of him. The
account, first éf all, is framed between preliminaxy and
concluding stateménts which suggést that we are!’ipping into.
the éenato;'s memory. We are told that the senatér "was
revieﬁing his trip‘Ep Europe," and we tend to read what fol-
lows as his, and not the narrator's, review. The concludiné
comment that the seﬁator "had stayed in bed to dream himself
'baqk into those. few, brief months" similarly tends to make

us feel that we have dreamed ourselves back with him. (pp.

- 193-97) But the effect which framing only tends to éfoduce
is strengthened by the presentatlgﬁ) or "showing," of what is
reviewed .and dreamed, that 15: by the transcription of the
actual scenes played in the semator's mind. This particular
.sequence of memories, forming a short chapter, has the im--
mediacy and the ;ense of reality which on%y/é;;;atized “’//
thoughts can produce. The amount of "shoﬁinéd\in thiidggap{
ter, along yith the coﬁmeq}s which suggest "showing," helps
to hide the actual process of "telling" and to blur the
figurg 6f the narrator who, in reality, stands between the’
reader ana the scenes in the sénator's mind.

4

The reader. has an equally strong impression of being

privy to the processes within the senator's mipd when the

narrator weaves only a little of the protageshist's transcribed

thoughts into his reported thoughts. This technique is
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illustrated in the account of the genator's reconstruction of
the day aftFr his father's funeral, in such statemehté as:
"He [Grove's emphasis] was the master now"; "Now he must

promptly carry ‘out the dead man's instructions”; "During Q;s

father/s8 lllness he had often gone here for that view" (pp.

. 50-51) (emphasis added). Here we ﬁave the anomaly of the

past tense of the narrator's verbs ¢ ned with adverhs -

"referring to the "present" time and place of the senator's
memgries. To these.adverbs are added, a little later, demon-

'strativeetindicating the present utterance of a character:

"thls whoie enterprrse "this town." That character is no
longer the senator, but his younger self, Sam, as we realize
from that peculiarly Grovian device for indicating a char-
acter's direct thoughts: "He, Saﬁ; was nothing"; "Was he,

Sam," not the master? In addition, there is the truricated
svntax, attributable +o Sam himself, of "Though, come to
think, were hie private holdings so small?" (pp. 52, 56, 58)
The above mrxed transmission of reported and direct
thought extends over ten pages, producrn&“fhe/éffect of a
sustained inner view. Many shorter lnstances of the synpa-
thetic mode are,scattered throughout the noﬁel, helping to’

establish the sense of the senator as the central intelligence;

Again, there is something peculiarly &ovian in. the way in

~

" which the sygpathetic mode is often signalled; that x5, the

'tagged sentence, rather than introducing the transmlsSLOn,

- follows it. We read, For example, a paragraphron Sir

s -‘ - ' . - ) -

R oY
, :
. :
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Arthur's specelations éhgﬁt Sir Eémuné at the Arbala house
party, convinced, although without proof, that the latter
half of the passage is Sir Arthuf's direct thought. A con-
eleding statement by thé narrator pleaees us by con?irming_
our aesumption. Neveftheless, in this particular case we mey
feel.enhoyed to be told aiso that Sir Arthur's thought comes '
to us from the mind of Léﬁy-Clark, where_it has been accu-
ratelv reconstructed. (p. 318) fhis is an intervention we

Ll

could scarcely have anticipated, and is representative of
e Ll N - - -
some of the unnecessary complications of the point of view

~in The Master of the Mill, . . v
~ 8 '
On a number of occasions in thé novel, the narrator, .
in orthodox fashion, introduces the indirect free sentences (/—
-]

of the sympathetic mode bv a preliminary tagged sentence. N
In these instances we forfeit the pleasure of guessing cor-
rectly that a given passage may be attributed to a character

as well as to the narrator, but the sense of immediacy we

gain érom the sure knowledge ‘of\a er's participation
in an utterance outweighs the pleaspre aQESEEEE_E} the
aelayed Grovian ‘tag. Certajn 'out a character's partici-
pation in a paesage occurs,'. for ?xample, when Ehe narra£o£ ) //r'
writes: "He [Sem] kﬂgﬂhhimse&f/to be caﬁable of courage."

(This is the equivalent of the tagged sentence: -

' "He though?\J/J
that he was camable of. couragg_ We are sure now that. the, NEE“f"“
\

indirect free sentences following thls introduction, aL%ﬁougn )
partly the nar;ator si’ggflndlcated by the past tense,fare H

r

/
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also partly San's. Our certain y is holstered by the demon-

stratlve which only Sam, in hlS \resent instance of dis-
course, would'use° “agalnst thls blow...he was defenceless”
(p. 101). In such a transmission we afh\free from the need
to speculate on the ogigin of the utterance, and can ;ur—.
render ourselves to enjoying its irmediacy.

Thoughts and memories in The Master of the Mill,

then, may be re-enacted in direct presgptations, transmitted

;ﬁ'scattered instances of the svmpathetic mode, or suggested .
\ e
as inner views By framing comments. The major mode of

transmission is nevertheless +he neutral-omniscient voice of

the narrator. Only rarely does the narrator leave his
position between his ‘charactexs and his readexs. Because we

do not often gain direct access to the minds of the charac-
e distanceg froﬁ us, In-

N
deed,  they often ac;\out their roles yp a play—wlthln—a- i f
ay situation; they become mere figures within thgygén?tor {

I v
mind. This situation. is particularly true of the senagor s

ters, these actors in the drama

own younger self Sam, who frequently appears. through/éhe \
jon of both narrator and protagonlst (the z;na.tor)/--’J

The na rator is expligit about these cerebral dr intro-

duci statements as: "a sort of SYynopsis and

condensati®vn of an earlier scene had arisen in his mind";
. .
"The senator saw scenes" (pp. 42, 2151.

This distancing of the charactexs is entirely appro-
T

-

priate for this particulgr novel. The fightﬁess of it is
. - k]
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suggested by a conversation between'Odette and Lady-Clark.

) .
Lady Clark remarks that Odette should write the senator's

biography, but Odette replies: ""'I know nothing of his early
youth. I never met him till he was forty.'" Lady Clark
asks: "'Does it matter?. IE was at that age that he began to

direct the fortunes of the mill. It would be thé mill which
would stand in the centre of even a biography'® (p. 201} \The

Master of the Mill is, in effect, that biography, the story

of the senator "tracing'the history of his soul., in an jat-

tempt at self-justification" (p. 223). But it is the mill

‘¢

o
| which stands at the centre. Like Odette, the reader Knows
{

/ very little of the senator before he is forty; that is, be-

fore he’géins éggnificance by_becoming the master of the
‘mill. On ﬁhe othe ‘hAnd, the reqﬁer does know the éétails of
the early yé;rs of the mili. The characters in this novel
are less important in themselves than in their relation to
the mill. . This point reguires eLﬁborétion; for the moment,
however, it must sufficg to note that the preponderance of
reported over direct thought, which adds to t%? remotenégs of
the composite characters, helps to focus attention on.the -
‘mill- | -
Aﬁart from relying on the convention of a neutral-

W

omhiscient‘pqint of view, the narrator of. The Master of the

Mill depends Bn such other traditional elements as motif and

'imagerg. As already noted, much of the action of the novel

is played out in scenes in the mind ofégenator-Clérk. It is

v

7
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artisticailf pleasing to find this ;;Ee of presentation re:\
flected in a theatrical motif which is woven éhrouéhout thé\
story. Many of the theatriéal allusions are made by Odette
Charleb01s as she flllgﬁln the story of the mill for Lady
Clark. Recounting the first meeting of Maud (Carter) Clark
and Sibyl, for example, Odette says that each was’ ;ﬂé a
bart " and that Sibyl "marshalled herself with the genlus of
a stage ingénue" (p. 126)f Odette sees herself, too,-as
act:ng a part. She reflects that, "To some small extent I
/;;:: been an actor in the drama [of the Clarks]; a actor
necessarily sees only péft qf the play" (p.. 201}.. She also
refers to the sena;o?'s daughter Ruth in theatrical terms,
épeculatzag that tﬁe girl }did~many things because she saw
herself in a stage part” (p: 235). Odette even quote{ﬁthe e
theatrical aliusions of other characters, recalling, fer
$Pxample, Mr. Inksé;r's commént that "the’}awyer}s profession
has a good deal in common with that of the acﬁ§£c you can
always-tell either by the way in which they seem to dréw the
eyes of an audience before- they speak” (p 2@74.' QOdette
returns to the theatrlcal metaphor<§/ yet another conver-
:1 sation with Lady Clark, when she desckibes Edmund, at fourr
teén, daﬁcing with Maud Dolit&@@ﬁ They were "a pair that had
,steppéd out from some rococé capvas,‘bowing, curtseying to
‘eaéh other® in what looked like an dr%ifica} stage.abandonf

(p. 207). Much later Edmund, ;ealizing‘that he must oust

Mr. Cole from the narrow circle of shareholders in the mill,
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even although he galned control w1th Mr. Cole's help, con-
fesses, in theatrlcal terms: "I shall w111y-nllly Jave to
act the part_o% a traitor" (p. 251). The narrator /himself
gicks up the motif,'remarkiné at one ;ime that/Ca‘tain Ste-
vens, Dr. Fry, and Mr. Tindalvdfe "R1] ?Laying.parts; the
parts of men younger then they weré" {p. 153}; and at anothexr |
time that "Charles Beatty, as- lf dropplng a mask, flashed a {:25

nce at Cole" ‘p. 346): The narrator is particularly
cdnsciou the theatrlcal quallty ‘of the house party at
Arbala. For example, he report&hat Lady Clark knows that
she "&ﬁéﬁ act a definite, perhaps a decisive part in the
drama.” He likens her, along with Mr..Cole and Mr. Birkin-
shaw, to "the actors in a Greek drama...isolated on the
stage, to the choral accompaniment of the music filling the
house" (pp. 340, 342)'

So frequently invoked, the theatrlcallty of the

story 1is pronounced What 1s the effect gf ;\is emphasis?
In‘phe first place, the theatrical.gotié/is anotherp device
whi¢h, like the dominance of "telling"” over "showing," tends
to make ehe characters remote, mere actors in staéeé events.
Again, the.effect is eppropfiate to‘a story in which the
mill is at the centre, grpwihg and changing, and yet per-
manent. The characters, on the other hand, ¢ome and g?j§2£;F\N
supposedly taking“dvef-cqntrol of the mill:?rom aﬂothef,""'

.while playing a transient part in the storv. In the second .

- place, the theagFicél motif helps to create a sense of

-



illusion in the novel, the sense that things are not what

280.

they seem. We are alerted many times to this underlying
laver of pretence on which the story is built. The narrator
inferms us that there ig "a trace of make-believe” in the
senator's actions as he&\relives the‘past. He is like a
child who pretends "that g thing is what it is not." He
,__./‘.q “
' lndulges in "deliberate’ pr%y—actlng in ¢rder to "re-
establish his illusion” that this is- 1898, not 1238. {p. 100)
The senator, i deed, is described as merely "impersonating”
his former self, Sam Clark. (p. 147)

Illusmon and pretence are stressed, of course, be-

cause they ard tHe essence of the story of The Master of the

Mill. The m/il itself is a netaphot for the automated soci-

ety of the post—Industrlal Revolution perlod. The characters

; “~
&ho seem tg be masters of the mill have, in. reality, no con-

trol over developments which, once triggered, proceed blindly
under their own momentum. The universal theme of the novel

is that man in(Ehe_ achiné age is only an illusory master;
‘ )
that he 1 in fact, a slave to evo%v1ng technologlcal prog—
I r
ress. The characters illustrate the universal theme on a
]

small sca}e. Thus the senator thinks of Rudyard, his father:
\

Was the dead man hlmself merely a link in a
rhain--a slave handing hlS slaverv on? If
| so, what was the -Titanic "thing to wh;ch he

. had been enslaved? . ..
s It was the logic of a chaln events,

' that chain which had started millenia ago,
! with the invention of the first wheel, the
. first lever, ’( (p. 111}
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In concrete terms, man's lack of control over an evolving

technology .is illustrated by the lack of control of the

Clarks over their flour mill. Rudyar&“éeems to be in control,

hut Rudya}d is controlléd by Swann. (p. 103) Sam seems to be

in control, but Sam is controlled by Rudyard from his grave.
(pp. 96, 106, 112) This basic sense of illusion is rein-
forced by many m?nof deceﬁtions. Rﬁdyard'ié taken to befthe
soul Sf honesty, but is, in reality, a crook. Financial
dealings at the mill are supposedly accessible to the public
eve; but in fact are ssmetimes hiddenﬂin pocket industries.

The portrait by Millais is often mistaken for a portrait of

Maud Fanshaw, but is actually that of Joﬂathan Swift”s Stella’

at the moment she reallzes that she has llkely been deceived.
(p. 17) The- primary deceptlon, however, is the 1&luslon of
man's .control .over the direction to be followed by qimechan—

ize§~societ57 Thlsﬂ~§aaptlon prov;des the undeerLng irony

in the title of The Master of the Mill.

The dominant image in the novel, the colour white, *

also fosters the sense of illusion and-§retence. Répeatedly
. . s : -

the narrator describes the Clark mills as hidden in white

flour. When tﬁe.senatof recalls seeing his father'exploit a

farmer, he has a vision of Rudyard, "like the mill and. every-
-thing near it, dusted white with flour" (pp. 10-1l}. "When'’

the senator recalls looking at the view from the Flour

.

Building on the morning after_Budyérd's‘funerél, he remembers

how "Everything visible, even the dam, was ‘dusted.white with
. ) N\ . t v . Ll . e 3

[

at
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fléur" (p. 51). Associated as it is with Rudyard, the wh;te—
ness in these Enstances seems to connote the "whited sepui—
chres"” of‘wﬂich Christ spoke, the outward'propriety@that
hides inner cprruption.ll On a third occasion when the
reader is informed that "'Everything is covered with cement
and flour dust,'" the words axe Sam's, in responsé to Sibyl's
request to show .her the mill. Since Sybil's real goal is to ‘
seduce Sam, the pretence of innocence in-her request seems to .

-
Eind its parallel in the white covering which lends an air of
innocence to the mill. (p. 146)
A}bala, nge the mill at ﬁanghoim, is &lso flood-lit
.and white. Its corridors are“snow—wh}te“; a guide théough_
its-qpergtiOns wears."é spotless'white sméck"; even the box

cars at Arbala are "all painted white, inside and out" (pp.

228, 229, 230). The connotations of the whiteness of Arbala

are not of hidden evil, but of sterilipy. This mill, "sil-

ently grinding out” flour, indiffefent to merely human excite-
ments" (p. 354), signifies a sogtiety in which genetics has
been superseded by c&bernetics,La shift demanded by the
centrality of the mill. Indeed, Edmund believes that economic
seburity in the new sdciety made possible by automation will
depend upon a shrinking world population. 'Thus it may be
negicessary to sterilize the "morons" who live on the dole. (p.
1) But such a measure is not likely to be.rquired. The

machine will automatically smother the population in com-

 fortable living, much as the mill is smothered in its white
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flouf. As Maud Dolittle points out, "ease and comfort do not
make fruitful." She predicts the extinction of a human race
made superfluous by the machine. (p. 391)

The irony in The Master of the Mill is that it is' the

master cléés which chooses to be sterile. Like the sterilg
machine, this class is associategd with.white. Ruth Clark,
for example, wears white ermine, and eﬁters inﬁo a marriage
éﬁ}gh is a mere "camouflage," for Ruth is "without sex" (pp.
235, 239). Maud Dolittle covers her "snow-white shoulders™
with a white fur wrap. (pp. 272-73)  She never marries.: Lady
Clark, having seen how her husband operates to achieve his
ambitions,‘is described as looking "like a woman with a

past, in the usual sense."™ BAged by hgf new knowledge, "She

" looked snow-white: her shoulders, arms, and face" (p- 337).
Sﬁe,.too;‘is sterile. Edmund, her husband, éays: "'There is
no sign of a child; there never will be....that can never
be'" (pp. 249-50) ! Edmund himself is sacrificed to thé ster-’
ility of the mach}ne. Having gained complete control of the
Langholm mill, he becomes éompletely its.slave, drawn to this
.symbol of his ambition, "his_eyes rigidly fixed on the towering
structure of the snow-white mill straight ahead" (p. 358) On
the night of his death, he approaches éhe mill by sleigh over
fresh white snow. Just before he is shot, he is pres%f?égxii
a vivid theatrical image, "standing in tﬁe full glare of thﬁ
floodlights, his coé.t_ope_gJ and showing the white shirt front

underneath" (p. 379). In this image he seems to have become

ES
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assimilated with the mill, and to have surrendered his human-

ity to an inhuman and sterile machine.

There can be little doubt that in The Master of the
Mill Grove wants to suggest an underlying evil and sterility
in a society obsessed with technological progress. For one
thing, in one unpublished version of the novel the assoc-
iation of white with submerged evil is muc@ less subtle than
it is in t@e novel itself. In a chapter entitled "The Mid-
night Caller," for example, anrs. White comes to see Sir
Edward (Sir Edmund). From the explanation of his brother
John to Maud {Lédy Clark), we learn that Sir Edward, at that
time'known‘as Ned, once worked as a.salesman épr Mrs..White.
Becguse'she confided to him the dishonest dealings of her
-salesmen, he knew she was threatened with arrest, and, using
this knowledge, was ;Ele to buy her out. Under his manage-
ment, the firm at once becamg prosperous, but as his brother
notes, Edward owes his fortﬁ;e to morally gquestionable ori-

'

gins.12 Secondly, revisith of the unpublished versions of

the novel indicate thg;/éhe‘i&%a of sterility._is consciouély
imposed ‘on the story;g In éne of the drafts, the story ends
with Sam and Maud ﬂ; Europe. Their son Edmund is a voung
boy, and Maud, although later to die in childbirtﬂ, is preg-
nant.13 A second version ends with Sam wanting to sell his
interest in the mill and move away. Maud, however, coﬁvinces
Irim that he must stay and help her, the owner of the mill,

for the sake of "the child which T carry under my heart."14

/
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In Yet a third wvariation of the story, Odette_Charlebois is a

. . 15 < s
nurse and,governess to the children of Lady Clark. And.in

still an&%her version, Lady Clark savs to Sir Edmund: "'I
am not sorry even today that you are the father of my chil-

dren.'“ls,

These stories which end with expected babies, or

which at least show the Clark line assured of continuation

. through the children of Sir Edward and Maud, are deliberately

. 13

chaﬁged. In the novel there is no Clark left .to carry on.

This situwation is as it should be. It preserves the centra-

-

lity of the mill in the story ‘by subordinating human contin-

uity to-the relentless progress of mechanization.

-

{AXs$ posited earlier, what marks The Master of the Mill

as innovative among Grove's novels is ﬁot point of view,
motif, or imggery, but the narrator'é-handling of time.
Instead of'using the conventional method of storytelling, in
which events unfold according to natural time order, the nar-
rator of this novél presents past events in the order of
their occurrence in the memories of senator Clafk and Lady
Clark. Thesg memories, triggered by-circumstances and char-
acters in the present, are not always in chronological ofder,
especially at the beginning of the novel, when the sénator,ié
.filling iﬁ the background of various éeople and events.

Since the senator is'"tracing the history of hik soul" (p.

223), however, his memories do follow a chro#A ogical pattexrn

aft

recollection of Rudvard's death and funeral; that

is, when/Sam assumes responsipility as the master of the mill.



286
He recalls, in the order of their occurreﬁce, tﬁe events sur-
rounding Sybil Carter's stay in Langholm, the real-estate .
boom in the town, his leaving Langholm, and the strike.

This chronologid%l sequence is followed by excursions into

ama

memories of-earlier times, the senatdr's recollections of the
‘childﬁood and youth of Edmund. These thoughts are not as -
randomly seiécted as they at firstlseem to be. _What gives’
the story its sense of discontinuity is the overlay of Lady
Clark's excursions into the past, eitﬁer through her own mem-
ories, throtgh her reading of Captain Stevens's history of
the mill, or through her questioning of Odette Charlebois,
Even here, the effect of dlscontlnulty is largely due to the
lmpOSSlbllltV of presenting two lines of thought slmultan-
eously, for Lady Clark's théughts, since sﬁe is.amaziﬁgly
succeséful in imagining the focus of the: senator's memories,
are usually focussed on the same area of the past as are her
father-in-law's. Sometimes she gathers what this area is
from a 'chance remark or quéstion of the sendtor; sometimes a
share&\occaszon, such as the dlnner at Clark House, in 1938
for the elderly gentlemen, sets Maud and the senator thlnklng .
about thessame period in the past; and sometimes she seems to
guess his thoughts through some extraordinary péwer of.AiV;
ination.

,What complicates attempts to reconstruct a chxono-
logical seguence for the story is not only the 1nterweav1ng

of the thoughts of "the senator and Lady Clark as each recalls
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the past,or has it recalled for him, but also the intexweaving
of the unfoldi§§ pattern of the past with the unfolding ﬁat—
fern of the story present. The_situations in the stor
present are in chronological sequence, from the first evening
at Clark Hpuse, where we are introduced to thé senator, Lady
Clark, and Odette Charlebois, to the senator's two long car
rides a week later, and some days after that to the senator's
death. Only once during this sequencé do past and present
fusé. This happens when the serator returns home, after his
second drive, convincea that he is plain Sam Clark, anxious
to burn the accouht books of his déad father and to spy on
his voung wife Maud (Carter) and Dr. Fry. His illusions gre
fortified by thé presence of a now old Dr. Fry playing the
same piano duet with Maud Fanshaw Clark as he had played with
Maud Carter Clark on the long-ago occasion. This fusion, how-
éver, does not mark a point in the story after which past and
present strands, un:ted, follow a single time line. Events
in the past have not actually caught up with those in the
present, but only bear a resemblance to them. After tge oc-
casion of thHe second duet, the senator's memories continue
their forward movement in ‘a time sequence prior to that of
the forward-movement of the "re;l" events of story time.

_ Further complications arise from the interweaving not

-‘h*-_““““gﬁf§“3f~theée two main time levels but also of other time

levels within the past situation. Take the occasion in story

"time when the senator, on his first drive, approaches the
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park gates of Clark House. This is time level one. In
memory time, the_old'man sees himself df&ving through - Lang-
holm after his father's déath, a& event in time level two.

-0On that drive through Langholm, Sam Clark thinks back to a
tiﬁe f£fifteen vears before, to events on time level threé._
(p. 42) This same process of going back, ané then back
again, occurs when the senator, in the st&fy present,-lies in
bed remembering his confrontation with Edmund two or.thrée
vears after the son's return from overseas. Here we have the
novel moving from time level one to time level two. Edmund,
in explaining to his father hié aims in building Arbala, goes

back to time level three, to his own past, to the time of

( Sam's silencé about Rudvard and the subsequent revelations of

N

Captain Stevens and Swann about Edmund's grandfather. (pp.
247-57) No one strand in the story, no one time level is in
itself complicated. The reader must'constantly distinguish,
however, between the two primary time levels, tﬁe story
present in which recollection occurs, and the memory past of
that which is recollected. He must also be prepared tc move
back, a£ any time, from that past which is recollected in the
present of thé'stoéy time to a past which is recollected from

an already recollected position.

N
vf//ﬂ In the unpublished versions of the el, the story

s .
. ’;}{olds almost entirely chronologically. It is true that in

-

one manusdript,'which focusses on Maud and Ned (Edmund), the

-~

E details of Maud's pre-marriage days are transmitted by means

o

[
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of Maud's memories, and the details of Ned's start in busi-

ness are presented as background information through his

brother John's conversation with Madd17 and through conver-

sations between Maud and Ned himself.18 But the story moves

forward mainly in the present towards the crisis in Ned's
business dealings, which leads. to crisis in his marriage.%?

. . . . aC . 2 .
In the versions beginning with Rudolph's rise to power,O with

21 and with Sam on the

Sam on the dag/aftef Rudvard's funeral,
day of Rudvard's funeral,22 events unfold in their natural
time orderl The effect of substituting for a chronological

pattern an extensive use of flashback in The Master of the

) “
Mill is, as has already been noted, to distance the chargc—

. ters from the reader. They are less vivid than they would be

in a chronological account, because their changing, evolving,

4

and acting are all remote, completed as they werxe on a time
|
level below that of story time. The effect of this lack of

immediacy, also noted “earlier, is to lessen the impact of the
characters on the consciousness of the reader, making the
human beings mere adjuncts to the central, compelling image

.0f the mill.

A .
Several devices in addition to flashback strengthen

Se——

the central position of the mill in the story. One of- thess

is the repetition of the word “céntrol,“ which makes the
notion of the "master" of the mill ambivalent. "Control," in
fact, is the rey word in the novel. Each master struggles to

gain and to retain control of the mill. 1In the early davs of
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the unprecedented growth of the business, old Rudyard Clark
.tells a shareholders' meeting: "Ye reproach me with schemindﬁ
to retain control....Ye want to get that control out of my
hands....this mill is going to run with me in control; or not
at ali" (p. 45). The irony ;s that it was the'thirty'thou—
sand bushels of wheat which Swann entered in the books as a
joke which enabled Rudyard "to gain control" in the first
place (p. 85), so that Sam is'léter to‘refleét that it is to
dishones£ dealin;s that Rudyérd "owed his precarious control"
and tiat Sam himself "owed his present co?trol" (p.,103).
Control is éowern,and Sam is aware of the significance of
power for Rudvard: "Contro¥! That had been his‘fatper's
chief aim and purpose" (p. 85). The naﬁgatér sﬁows the sig- I
nificance of power for Sam. 'After hearing his father's will
read, Sam assumes Rudvard's position at the mill. The narra-
tor notes that "only one thing struck [Sam], nam;ly that he
was now...in control of...half a dozen concerns" kp. 88) .
Paradoxically binding those who exercise it, power,
in its turn, exercises coﬁtrol over its human slaves. Sam 1s
englaved in order to protect his father's néme. Sam's para-
oxical master/slave position is made-abuﬁdantly clear in an
-early versioniof the novel, which states unequivocally that
despite "his enormous gower,‘I Sam does not feel free. Rather,
_because of the secret he must guard, he is aware that he is-
"more than ever th? slave of the mill." Hé is consulted and

deferred to by provincial and Dominion governments, and,
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although declining to speak 6h the radio himself, hears others
expound his opinions on the air. These sound to him "as 1if
some abstract being, spéaking for the mill, had taken on a

23 The idea of Sam as.a mere voice of the mill is not

voice."
explicit in the novel, but is certainly in keeping with the
distancing of the characters and their transient roles as
"masters." For ‘Sam's "overwhelming" control (p. 132) is
Qrested from him by Edmund's intrigue {(p. 246); and'finally
it is Lady Clark who, as the senator's heir, will be "the
absolute owne; of the mill and all its subsidiaries" (p.
223). The "masters" are enslaved and transient; the mill
alone has mastery and permanence.: As the senator realizes in
ﬁis last hours, "Man. was born, suffeged, and died," but the
.mill, "composite of a}i mills," waould éxgst "fortf centuries
“latexr" as a "life-giv%ng god" to man. For the mill is "the
light of a new Qorld" {p. 388f.

The mill, then, has a significance far beyond its

concrete manifestations at Langcholm and Arbala. What is, in

fact, central in The Master of the Mill is not merely a
collectioh of machines in two éeographical locations, but the
possibility of a new way of life for mankind. (p. 388)  The
vast dimensions inherent in this possibility are suggested

by metaphor and image. For example, as the Clarks take
flight from Arbala on hearing that the Langholm strike has
begun, the narrator reports that: "In the heavens above,

mysterious movements were shifting equilibria" (p. 353).
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This image iereinforced by the narrator's report of Lady
Clark'; metaphorical interpretation of what is happening at
Langhoim. She sees events there in terms of a man swinging a

*

vickaxe and disturbing "a hidden fault...where cubic miles of
rock and soil have been hanging, for centuries maybe, in a
precarious ecuitibrium" (p. 361). Both metaphors suggest the
upheaval of the old economic order in which man works to sup-
port himself, an order Edmund hopes to see replaced by the
mill's working to support man. (p. 390) The capacity of the
mill for such a task is suggested hy the image of the mill
envisioned by the senator. Seeing the automatic machines
silently spinning, he feels that:

[Tlhe mill could go on were the planet to

leave its orbit, to be shivered to frag-

ments 1n some <bsmic encounter. He silent-

ly laughed at the idea of the mill as a

whole revolving around the sun or some

other star, like a meteor through a final

chaos, scattering flour dust in its inter-

stellar wake; but the laughter was bitter.

{p. 377)

Odette has 2 similar vision of the mill, relentlessly "pro-
ducing flour till it had smothered the globe." And the cause
of the senator's bitter laughter seems implicit in Odette's
description of the mill in relation to mankind. She tells
Lady Clark that: "Somehow we were all living under the
shadow of thé mill. It went on like doom, ever growing."

She refers to it also as "that colossus," its automated sec-

tions seemingly, "withdrawn from human control"

W
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(pp. 213, 212). ] h ;

in fact, Phe mill has always been beyond human con-
trol.. The narrator makes this point clear by sheer repe-
tition. He tells us that Sam realizes, the day after
Rudyard's funeral, that "the mill was not a man-made thing:
it was an outgrowth of the soil, the rock, the earth, subject
éo.}aws of grbwth of its own, independently of [Sam]" (p. 51).
The narrator reports that, vears later, Odette also bglievés
that the m%}l has a life of its own. She feelé, however,
that Sam gave it that life originally. (p. 68) This theory
suggesté a sorcerer's apprentibe situat%pn in which the mill,
once brfought to_lifé by Sam, grows out of his control; ‘And
indeed Sém himself regards the growth of the mill as "auto-
matic and inevitable" (p. 220). Later, the senator feels
that: "The growth of the mill, once started, was like a fact
of nature" (p. 386). Edmund too sees the mill nof only as
beyond human c¢ontrol but as itself in control of humgnity.
He foresees that: "The machine may come to be worshipped as
the god of a new universe, dispeﬁsing the good and the evil®
(p. 284). e

It ;s this pdwer of "dispensing the good and the
evil! which justifies the central position aﬁforded'tg-the
mill in th novel. 1In his first description of the structure
at Langholm, the narrator suggests the capacity of thé mill

for providing what Sam later refers to as "a blessing or a

curse” (p. 51). The narrator depicts the structure flooded
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with 1light, a thing of béauty against the "inky-black"” night.
He -presents, hpweﬁer, not only an image which is at once,light‘
and dark, but also é,double vision of light: the floodlit
structure itself; and its reflection iq the iake, "like a
fairy palace inverted." The wvisual image and its‘inversion
are éarallel to the narrator's double vision of the mill's
potential for "helping and harﬁing" humanity. -In additi&n,
although the building soars up to the "dizzy height" of its
apex, connotipg‘tﬁe soaring spirit of man freed of travail,
its shape, féom broad base to apex, is pyramida}, qonnoting
the slavery of the buildefs. Aqgin, the visual images are
parallel to tﬁe narrator's moral visiqn. For some, the nar-
rator states, the mill is thé symbol of a "ruthless capi-
talism which had once béen an exploiter of human labour"; for
others, it stands for-"a firs£ endeavour to liberate mankind |
from the curse of toil" (pp. 2-3)

The” narrator emphasizes %h& antithesis at the heart of
the mill by reflecting it in the conflicting attitudes of. the
supposed masters, in the‘natu;e‘of each master;s'contribution
to society, and in the rgsponse of the workers to the masters’
achievements. Rudyvard develops the mill for his own benefit
and profit; Sam plans to develop it so that all may benefit.
Although Sam does, in fact, raise wages, the workers are dis-
satisfied because they regard themselves as "Slaves to the
machines" (p. 217), and regaré their wages as a siqn of the

enormous profits of the mill owners. (p. 165) Edmund claims

. -
-



- o | 295
that his ultimate purpose is to put the mill to the service
of mankind, but.he is willing to protect the buiidings with

ﬂ, soldiers, guns, an%ltanks, ?f necessary, "for "the good of
the masses themselves" (pp. 257, 261. San, pondering’
Edmund's belief that "The end justifies the means," fears
that eventually the mill will provide not more service for
/an, but more power for the Clarks. (p. ;58) Indeed, the

senator's last conscious thoughts focus on the ‘dichotomous

nature of "the mill he had loved and hated,"” with its poten-

. ~,
tial to ;et an free FrOm brute labour?‘b\t only at the prlceA
of-unem:I;;;z>¥, sufferlng, slayery, and death. {p. 387)

' With its conflicting-possib;iities of becoming "a
blessiﬁg-or a curse" (p. Si), the'mill is no static object in
the novel but, because of igg potential for change and devel-
opment, has the status of a protagonist. This role is pro-
noted, as has been noted, by the subordinétion of the human
charaégsff;ggﬁ;hgamiii. We have seen that this subordination

. 1s achieved in a number of‘wgys; by the distancing of the
characters f;om tHe readef B; means of flashback, reported
rather than'direct thought, and the theatrical motif; hy
means. of the ironic play on the ideas of "masters™ and "con-

-"%‘\Etol"; and Qy means of the suggestibn of the steri%ity and

transience of the human characters as opposed to_thg continuity’
" and permanence of the+hmill. The subordination is also an

effect of the narrgtor's presenting us with composite char-

acters. For whereds the mill, as the "tomposite of all

SN
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mills” (p. 388),_pecomes larger thaﬁ a mere physieal struc-
ture, taking on the dimensions ef an era in human hisiory,
each majof character who is“paft of a larger, composite char?
acter becomes less an individual personality than a mere
aspect of a personality. This fragmentation of the cﬁarac—
ters weakens Ehem, dgain providing a strong central position

for the mill. : o e -

. The narrator takes great pains to impress-ypon us the
shé;id rather, than 1nd1v1dual ldentltles of the/i:;;k\@ .
He‘reports\odette's comments to Lady Clark that "physically"”

Rudvérdy Sam, and Edmund are "exactly alike" (p. 69?, and

thaeaglf are "secretive" (p. 165). He observes that Sam's

~

habit of drawing up his right eye-brow is "hereditari;y char-

acteristic of the Clarks. Rudyard had had it; Edmund had ..

it." When he guotes Edmund's complaint to Sam that the

fafher "'did not choose to admit [Edmund] énto the admimnds-

tration, Because you mistrusted me'" (p. 247}, he reminds the

reader that Sam himself had once levelled that exact complaint

- against Rudyard. The narrator also tells us that "the senator,'

gﬁ.his 1d dge, is not sure whether he is Sam, the senator,
or Rudyerd. Ihdeed, as the old man thinks of Rudyard's
experience with blackmail, his empathy with his father is so

great that his thoughts, the narrator ‘says, nmight well have

“been Rudyard s. (p. 129) Slmllarly, Sam S response to the

strike is, in the narrator's words, "Machiavellian; it had.

"~ been a reasoning which his father might have made his own.

-3 o
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For better or worse, he had said to himself, he was his
father's son" (p. 182). The narratof informs us that not
only has Rudyard's mentality become Sam's, but that in Sam
the "father was uncannily coming to life” (p. 03). In
depicting the bond between Rudyard and Edmund, the narrator
\guotes the same metaphor. hccording to Odet'e;J‘everybody
agreed [that] Edmund was his grandfather resurrected'"

p. 202). In addition, the senator regarés the intrigue by
which his son wrests control from him as worthymof Rudyard
(p. 245); while Edmund himself is conscious that he is at one
with his granafather in following "crooked wgys," in Wahting
control, and in believing that he is born to wield power.
(pp. 252, 2555, 258)

The narratoer doés reveal differences between the two
older men. Because hé ébpreciates tﬁe arts and is intgrested
in world affairs, Sam feels superior to Rudyafd in these
areas; vet the son is acutely aware of the father's superi-
-ority in f£inancial matters. (p. 93) The narrator informs
us, too, that "ng was what his father had never been, a
-ggntléman"; whereas Rudvard was what Sam is not, "'of the
pecple'" (p. 136).  These very distinctions, however; suggest,
in theilr anéithesis, only complementary parts of a single
Nnaéure. Similarly, the antithetical céncerns of Sam and
Edmund--Sam's care not to put other mills out of business

(pp. 2?0-21) and Edmund's bﬁilding Arba%a "with the set

purpose of oustipg" any remaining independent mills (p. 225)
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. ——seem to be only complementary parts of that single nature

which envisions as the inevitable outcome of progress what

Edﬁund refers to callously as "revolution and bloodshed”

(p. 259) and what Sam shivers to think of as "proletarian

revolution" (p. 112). ‘ ' : -
Appropriately enougﬁ, the women in the lives of the

Clark men also form one composite personality. The narratox

" makes tﬂis fusion clear by naming the three women "Maud,"

and by suggesting that, their roles are interchangeable.

‘Birk Sproxton points ou£ th;t when ﬁaud Dolitﬁle gives

Edmund, then fourteén, his éexual initiation, she 1is old

enough to be his motﬁér.' Sam, on the other hand, falls in

love with his daughter-in-law. Father and son, Sproxton con-

tinues, each‘fall in love with a woman appropriate for the-

other.24 Similarly, Sam's father, Rudyard, in the early

vears of the senator's marriage, lavishes affectioh on Sam's

wife, Maud Carter Clark. According to Ladf Clark (Maud

Fanshaw), for the senator the name "Maud" stands for ' N

"é composite figure in which the first Maud (Carter) had the ~

greatest share" (p..385). But’Odette believes that no Maud

is moré important to him than another. (p. 202) The com—

posite female character, like its masculine counterpart,

weakens the individuality of each -Maud. The major characters

in -the novel, then, meid. In addition, the interchangeabil-

ity of partners, along with the confusion of-generations,u

gives a sense of timelessness to the novel. The time is not

-
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Clagi time, measured into the neat compartments of the "mis—

ters"; it is mill time, running back éb the invention of the
wheel and forward into the distances of technological pro-
gressl In this dominant context of miil tiﬁe, the transience
apd suboraination'of fhe'human characters are Ofo'mor?
emphasized.

Although the novel is set against the Backdrop of
thié infinite continuum of time, it is the chrbnoldéy of the
Clark's.lives which the narrator must organize. His problem

is to make the Sequence of events cléar, in spite of the con-

stant shifting from one time level to another and from one

poin£ of view to another. Careful" to) supply a‘rétionale‘for
most océgéions in which the character;-reach into their mem-
ories, the narrator avoids giving.the impression that he
selects and arranges events arbitrarily or artificially. For
example, during the time covered by the novel, Lady Clark is
abogt to assume control of the mill. Needing to know the
background of.the enterprise, she questions Odette. -Odette's
recollections of .ear;y days in Langholm are thus intro-
duced naturally into the story. (p. 223) In another in—
stance, the senator provides a rationale for the events the
narrator wishes recalled. He needs to fill out his chron-
plogy this time vith the story of how the senator lost con-
trol to Edmund. These events are to be transmitted through

the senator's memory. How, then, can the nafratcr make

blausible an account which will supply every detail? His

&
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solution is to make plain to the readdr that‘Edmund's'sErat-
—egy was so complex that the senator has trouble ﬁnravelling
it. Thﬁs it seems natural to find every-fetail necessary
for the reader's understanding includeq in tRe senator's mem-
ories. The senator hiﬁself; aftér all, is en vouring "to
clarify the thing" (p.- 245) . |
As noted in another cqnﬁection, the narrator tries o

keep his chronology in order by keeping the recollections of

-his chief transmitters, Lady Clark and the senatop{ﬁ}n the
B [ L

same area of the_past: Again and again the narvator expl;ins
how Lady Clark knows where to find the sen r in his mem-
ories. The explanations sometimes strai éhe reader's

patience. 1Instead of relying only en shared events or shared=y ~T~———~\,fﬂ
conversations which trigger parallel memories, or on chégz\ffi’

-remarks which give a clue to inner thoughts, the narrétor

insists on making of Lady.Clark a psychic wonder. He tells

us that "she had become clairvoyant"; he repeats many times

the verb "divine" to describe her mental proﬁess: and he

attributes he; accurate reading of the senator's mind to "a

flash of insight" (pp. 266-68), to "a sudden impulse of pre-

monition" (pw. 346-47), to an inexplicable "intuition™"

{p. 373}). He even insists on some remarkable "fusion" of the

minds of Lady Clark and her father-in-law, her feeling that a

" certain memory "seemed once more to make one mlnd out of two,"

and would have us believe that the visions which ent®r her

mind "come to her indirectly" through the senator. {(pp. 264, 269)

A -
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There are instances in which Lady Clark's visions of
the senator's memories do not come to her through some mys- .
terious process of osmosis. At times on these occasions,
however, the technigue of the delayed tag; which informs the
reader of the identity of a speaker only after his utterance
has been made, finds its parallel in the techniqué of the
delayed stage direction. For example, it is disturbing to
find in Lady Clark's re-run of the senator's memories some-
thing she could not have known--a memory of an earlier oc-
casion than that in which his daughter-in-law is remembering
the senator. Only whén_the memory is completely Felated
does the narrator inform the reader that the senator had con-

fided this earlier memory to the dauvghter-in-law on their

‘drive to Whitby and that she then embroidered events with

her own imagination. (pp. 270-71, 274). At other times the
seemingly amazing powers of Laéy Clark are accountegd for
without this.preliminéry disturbance. For example, the nar-
rator states that: "The whole thing had, in a flash, érys4
tallized in her own mind in%o cértainty: the woman alluded
to was herself." This "flash" of insight is justified. The
reader knows why Lady Clark suddenly realizes that she her-
self-is a link in ; chain providiﬁg Edmund with information.
She has previously handed on to her husband a coded message
from a mysterious caller. (é. 334) Shé'can éasily deduce

that in her role as intermediary she has unwittingly become

part of an intrigue. When Lady Clark makes this kiné of
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dedﬁction, when tﬁe narrator reports direct thoughts of hers
in which she actively tries to work things out, using such
words as "probably” and "most likely" (p. .324), she seems -
much more plausible as a character than when she miraculousg;\“’///
‘reconstructs the memories of the senator.

| The handling of the past, then, presents the narra-

| tor with problems which, the more frankly he deals with, the
‘more satisfactorily he solves. These problems with the
organization of time past are aggravated by the nurber of

- :
characters who take part in the process of reconstruction.

o . : A : :
Critics, in fact, cgmplaln about the many shifts in point of \\

view in The Master éf the Mill. W.A. Deacon feels that the
reader must pilece tog ther'the au£hor's "implied cémméntary

on our industrial civilization" from a "patchwork" of points///’
of view, and finégP:;;Apoint oﬁ view of Sam Clark "not. the

N
“best window through which to attain abso{BEE/eoﬁerence of

vision."25 G.H. Clarke supports Deaconfs position, contending

that the frequently shifting point of view is partially
. responsible for "somewhat impair[ing] the validity. of the
| » ulb 4

story as a work of art.

These objections seem to rest on preconceived and
fixed notions about point of view. Dealing with the mild
objection first, one feels that the very fact that the sena-
tor, old and.confused, is not "the best window" through which

- =7

to view the story is surei? an argﬁment, in itself, for -

introducing shifts in the point of view. Working with

-
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: similarly'limited protagonists, Henry James makes what he
,\glﬂ\\\éalls these "frail vessel(s]" the centers of consciousness

in bho : Portrait of a Lady .and What Maisie XKnew. In the

! ’ - L3 . L3
Portrait, his solution to the problem is similar to that in

— : .
~The Master of the Mill: put the weight of the story on the

protaéonist's consciousness, but view her also through other
eyes.ZT Béozh notes that Jane Austen employs much the same
method in Emma. In this work the protdgonist is unreliable,
so that shifts in the point of view, especially to the com-

mentary of.Knightley, are required as correctives.28 And as
J.M. Lotman posits, the effect of a variety of views on the
seme event is to make a work “dvnamic."29 The wvalidity of

this remark 1s borne out in connectlon with the accounts ofv

the fire in The Master of the Mill. 1In the report of Sam's

thoughts, there ;s only a faint hint that the fire was delib-
erately set; yet the seed of suspicion is planted in the
reader's mlnd to grow much later when Edmund informs Sam of-
Rudyard's deliberate crime. Sam's point of view is picked up
andsfleshed out by Edmund, much as information is cumula-
tively gathered in real life. The corrections, the fleshing
out, the sense of gaining a totel.picﬁure——the shifting poinﬁ
of view makes all these possible.ﬁ!George Levine ably defends
this technique ween he contends that the demand for consist-
encf in the point of view is really a demand fer a pafticular
vantage point, so that the world of the novel has "some kind

of order and meaning." For this result, Levine feels that

i
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the kind of consistency needed is not that of the point oﬁ

view, but that with which the author views and judges his

L
material. OnR the author's evaluation depend the selection of
30

material and the method of dealing with it. Because the

fragments of time and the reconstructions of memory in The

Master of'the Mill finally convey to the reader a clear-view
of man's place in an automated society, we sense, behind the
narratcé, who manipulates the shifting point of wview, the

~ presence of the mind which guide§ him, a mind with a consis-
tent outlook.

The narrator of The Master of the Mill has socuné rea-

son for emploving a variety of points of view. Odette Char-
lebois is particularly useful to him. She is what Henry -
James would call a ficelle, with no active part to play in
the story, but with an important role to fulfil as "the.
reader's friend"; that is, as one who clarifies matters for

him.31

It is Odette, for example, who can apprise the reader
of the real worth of Sam Clark and his contribution to "the

mill. (p. 68) The senator could ﬁot make these things known
withouthegTigg vain or insensitive. Similarly, she can tell
us that Di;k Carter considered Sam a genius, crediting him

with the plan which allowed the mill to continue to évolve.p
(p. 65) The senator himself méy never have known the extent.
of Dick's admiration, and could certainly not report it with-

out losing the modesty which is his essential nature. From

Odette, too, we learn how attractive Sam was to woﬁen
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(p. 69), and how he dealt with Sfbil Carter's attempt to-
wreck his marriage. (pp. 149-51} ,For tﬁe senator to discuss
Sybil's behaviour would be a violation of good taste. In
addition, the senator may well be ignorant of the gossip
about Sybil and Sam. The narrator needs Odette to report
§ybil‘s antics and their effect on Langholm's perception of
the‘Clarks' morality, and he needs her. to clear Sam's name.

(pp. 172-79, 295) Because he relies heavily on Odette, he

must account for her remarkable memory. At least by impli-

cation, he does invoke th tion of the perfect memory

_when he guotes Odette})s explanation thay "'It isn't memory

only.'" Odette cxe its her abiliﬁy to recgll events and con-

.versations of forty yvears before to her early intention of

writing a history of the mill, which would surely have forced
her to observe and store away many details;i&ndzéﬁg_kept a
diary. (pp..75—76) The narrator exhibits, in this rationale
for Odette's amaziﬂg memory, the awareness he shows all |
through the novel of the demands made upon him by the shifts
in time and voice. At all times, he works hard to make his
story plausible and clear. .
_ : -

Lady Clark acts as the agent who stimulates Odette’s
recollections, urging the older woman to f%ll in what are,. f
for the daughter-in-law, missing links in the story of the
mill. Lady Clark has two other functions. One is to recounf

her experiences with Edmund. An advantage of this point of

view is that it allows us, on one occasion, secretly to
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overhear the businessman in action. (pp. 331-37) lThe other
is to summarize and clarify, much in the way of a ficelle,
what phe narrator has just related. .Porlexample, after the

narrator's account of the senator's "chaotic" dreams of the

‘past, it is Lady Clark who subtly orders the chronology of

the .past for us. Realizing that the senator is "tracing the
history of his soul," she realizes too that "nothing was

quite as puzzling as the time elément." Although she recog-

nizes 'simultaneity of the stages of his life in the sen—

*

atoy's mind,rshe nevertheless arranges these stages in the

seq ce of their 'occurrence for the reader.

The transmission of the story through Captain

's unpublished "History of the Langholm Mill" is not
merely the narrator's attempt to add variety to tne story but
one, of his methods of enllghtenlng the reader. Stevens acts
as the narrator's agent of epllghtenment. He can do so be-
cause he has ﬁore informatién than Sam about the causes of
the sfrike et Langholm, because he is ﬁore in Edmund's con-
fidence than is the father, and because he is present at
consultations between Edmund and Mr. Beatty from which Sam,
alfhough President, is excluded. (p. 303) Stevens also gives
another viewpoint on the complexity of feeling in the town,
before the strike, @hen he eeleurs his report with his own
interpretation. He expresses a contempt for people whlch Sam

would not have held——("Publlc opinion,” writes the Captain,

"nearly always demands the‘lrratlonal") (p. 299). Thirdly,
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Stevens characterizes Sam hy remarking that, faced with the
evidence that the mill was to be completely converted to

automation, the President "preferred to remain uninformed" ’

(p. 305). Sam then, although disapproving of Edmund's goals,
allowed them to be achieyed by Tefault.
' Swann's poinﬁ of view is useful for conveying details
-which the narrator wishes ﬁo reveal.only gradually. Trom
Swann the reader learns how-Rudyard Clark gained Qealth and
' _power. The rather unlikely coincidences—-mistakes on a
voucher, the voucher's just happening to "stray" into the
wrong office--which make Rudyard's climb to power possible
are revealed in Swann's confession %to Sam.- Swann does not,
however, entlrelv disclose the mysterlous circumstances of
the flre whlch give Rudyard his opDortunlty to monopollze the
'milling industry. Rather, the story of.Rudvard's duplicity
is cleverly ;evealed; bit by-bit, by means of various points
6f view throughoﬁE the novel. The final revelation of his
fsuilt in setting the fire, in fact, is withheld until di-
vulged by Edmund to Sam, after a shareholders" meéting at
which the son ousts the father as general manager at Langholmn.
(pp. 245, 256-57) Point of view is thus a devicé for sus—

taining suspense in the novel.

Many of-the shifts in point of view in The Master of--

the Mill are scarcely noticeable. The memories of Mr.”
Ferguson and Mat Tindal, for example, are relayed as part of

the conversation of dinner guests at the Clarks'. This

-
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dinner partv is the vehicle for providing details of bﬁé’
real-estate boom at Langholm. It is a ploy which.allows tﬁé
narrator to keep in the background. He need post no signs
about excursions into the éast; thefstory simply moves be-
tween past and pgesent with-the natural flow of the conver-
sation. (pp. 152-62) Similarly, time shifts smoothly from
the conversation of Lady Clark and Odette about the past--

.

the winter before the strike--( . 164-79} to the present--
. the time in which the‘senafor recalls that winter:' Again,
the: careful ngrrator justifies the parallel lines of thought
by showing.that both spoken and unspoken memories are stimu-
lated by the femark‘of another character. (p. 180) The
senator's'pQ}nt of view then melds imperceptibly into the
harrator'sdéccount. Such a melding is possible because both
Sam's thoughts and the narrator's observations are trans-—

.mitted in the third person and past tense. (pp. 180-83) 1In-

deed, the shifts in point of view in The Master of the Mill,

were they ﬁot explicitly signalled, would ofﬁen be scarcely
noticed.. Since the mode of narration rarely changes, the
shifts merely give a sense of variety.

In spite offthe consisteqcy of the mode of trané—
mission of the novel, shifts in point of view can Be jarring.
- This is‘the effect when, in the midst of Odette's recital of :
past events, ﬁheunarrator suddenly enters the mind of Lady

Clark. The reader is forced out of the distant past of which

Odette has been speaking, and must consider a more recent
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time. .In additioh, Lady Clark's thought fore§hadows some-
thing of which thg;f;adér is as yg% ignefant (p. 203), dis-
tracting him further from Odette'; account. This shift is
the briefest of ihterruptiohs but, like o;hefs which are com-
bined with a shift in time levels,”it is disturbing. Equally
disturbing is the care with which the marrator organizes ﬁhe;
chronology of events, and by which~QE_justifies the voice to
which he entrusts ary o™ segment of his story. These activ-
ities make the narrator obtrusive:-they draw attention to a
mind outside the story, manipulating it. As a result, the
taie'is less immedidte, less vivid than it might have beqﬂ.
Beééuse incidents in the memory are not so ﬁuch re-lived as
re—-told, the story is distanced from the reader. |

The narrator of The Master of the Mill does not use

the device of shifting the point of view to.its full poten-
tial. He enters the,ménﬁ§ﬂéf\many characters; yet he rarely
does more than émpt; their surface thoughts on the pagé.
Certainly he makes the most of the device in building tﬁe
story.cumu}atively. More interest is stimulated by the grad-
ual_unfolding of facts; more suspense is generat?d by the
graaual revelation of mysteries, more dimensions are created
by the gradually disclosed interpfetatioﬁs various characters
give of eagh.other and of events than‘ﬁculd be achi@véd by a
straightforward~;hrdﬁolo§i§al accountrbf éné né:raéér.u Bﬁ£

there is no delving deep into the characters’ thoughts. The

final result, once. again, is the distancing of the story

- 309
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from the reader.
As argued earlier, this distancing._is sﬁrely appro-
: L A .

priate in The Master of the Mill. What ishigportant is not
&

primarily the Clarks, not the thoughts in their minds, nor
.the little time in ﬁhich.they are supposedlf the masters of
the mill. What is to remain vivid is the image of the mill
itself, that image, with which‘théﬁbook begins, of both a
SOaring structure'and its‘inverted imaée. Indeed,  the poten-
tial for good or evil-éﬁggested by this Image forms both the
subjecf of the novel and the arqument with which, at last,
the story ends. The virtuosity of technique has not been

. mainly employed for creating, with immediacy and depth,
‘growing, developing human beings, nor for exposing their
potential for good or evil. 1In view of his purpose, the nar-
rator 5as.chosen those technigues which make the characters '
subordinate, and establish the centrality of their master,

[

the mill.

[
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CONCLUSEON

« A rhetorical study of Grove's work both illuminates
the meaning of the novels and provides the 5asis for an ob-
i‘jeCtlve appralsal of the weaknesses and strengths of the
novelist, This studv reveals flaws, such as direct comments:
which are responsible for melodramatic effécts, extraneous
documentary material which makes a-novel seem didactic, gﬁd;
occasionally, a personal bias which destroys the illusion of
reality. In addition)y rhetorical analysis shows that an
attempﬁ to deal-with a very large cast of charact@rs makes
impossible the full development ofreach individual, and that
%a}lure to provide-inner views resulté in a lack of under-
Standing of the characters and a lack of sympathy for them.
Despite the weaknesses it uhcovers, rhetorical
analysis demonstrates that Grove makes his work "éccessible"
to the reader and secures a desired response to it by skil-
ful use of ﬁany narrafive technigques. Studyiné these de-
vices, the rhetoricdl critic discovers the mean%ggs they
wgre designed to convey. Discoveries are made by examining
point of view, a technigue of major concern to Grove and a.
major concern‘in the argument of this thesis. This exam-
ination also shows the care and fairness with which Grovian
narrators work to:elicit a desired resﬁbnée to their charac-

-

ters. For example, we sSee, that in Our Daily Bread the

311
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judgment of Cathleen Elliot as a sterile, useless woman, of
John Elliot junior as an unreliable spendthrift, and of the
Elliot children in geneiak as cruel and heartless is relayed
through the limited percéﬁtion of John Elliop senior. We
observe the narrator correcting this péint of view. Through
reports of actions, reported speech, or brief dirgc; comment,
he shéWs catrhleen's solicitude for her fapher, and John |
junior;s sense of responsibility for his brOther—intlaw’s
. debt and his brother Henry's care. Through presenting their
own point of view, the narrator shows that the Elliot EPil_
'.dren, aiﬁhough they do not greatly love their father, cén
overlook his baé temper andhis blindness to their needs
sufficiently to make him weicome on any of his unexpected
visits. Only rarely, in Grove's work, do we find a narrator

unfairly manipulating our response to a character. The

prime example of such manipulation occurs in Fruits.of the

Earth.. When the narrator's views fuse with those of Abe in
disparaging Ruth, the sympathetic boint of view gives evi-
dence of the narrator's subjectivity, but his later attempt
to create sympathy for Ruth by means of an inner view is
evidence of unfair manipula£i0n.

The study of features of discourse'in Grove's work
ig also illuminating. The choice of tense and demonstratives
cléafly indicates which opinions may be-attribdted to a

character, which to the narrator. The importahce of making
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such a distinction cannot be better illustrated than by the

opinions and attitudes expressed in Settlers of the Marsh.

In the study of this novel it is possible to demonstrate that
the deterministic philosovhy reflected in the story is -
Nielsfs, not the narrator's, that the narrator, in fact,
explicitly rejects this point of view. It is also possible
to show that the rigid moral stance exemplified by Niels's
behaviour and attitude is not supported by the narrator, who,
indeed, aivorces himself from Niels's narrow.code.

A study of plot structure provides yet another clue
to meaning in Grove's novels. The deliberate veering away
from the usual completion of a"pathetic™ pattern in Settlers

of the Marsh, we note, is anbther indicator of the narrator's

rejection of determinism. The "happy ending" supports a
belief in man's capacity to shapé his own destiny. We find

that the structure of the plot in The Yoke of Life similarly

clarifies meéning by enlarging our understanding dflLen
Sterner. The antithetiéal swing of the plot between the
longing for leérning and the zest for life, reinforced by
antithetical sentence structure, represents tﬂe pull of
spiritual and physical forces in the protagenist himself.
Thus a study of the structure of Len’s story adds to our
understanding of both Lenlg dilermma and his inability to
integrate his personality.
Symbol, motif, and selection of incidents are other-

devices which increase our understanding of Groves's novels
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and win our sympathetic response to his characters. For -
example, sympathy is evoked for Lydia Hausman by means of
the symbols of the wolves and the mare. We realize that
Lydia is to be perceivea not only as fallen womén,\leading
Len astray, but also as victim, deserving of pity. An
important use of symbolism is noted in the final sentences of

Our Daily Bread. Here the narrator presents the Elliot

family held together ;n the image of a sheaf. Combined with
direct statement, this symbolic image corrects the im-
pression given by the point of view of the junior and senior
John Elliots: that only Mrs. Elliot held the family to- »
gether. \{n addition, the symbol of the sheaf economically
and sygpaé%etically presents the paradox of John Elliot's
life; that is, that because of his constant preoccupation
with dreams of family unity, the father_failé to récognize

the family unity he has, in fact, fostered. Motif is a

similarly useful device in a Grove novel. In The Master of

the Mill, we see that the theatrical motif distanges the
characters from us and so helps to establish the centrality
of the mill in the story. We note that the motif of disguise

in A Search for America is equally useful. It signals the

narrator's method of indirection, and is, in addition, a
clue to the narrator's personélity, disguised as it 1s by
these same methods of transposition and chronologic%l dis-

placement. We find clues to the hidden personality of the

narrator of In Search of Myself in the selection, emphasis,

S,
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and repetition of events. In presenting these .events, the

narrating "I" creates a p "I" to fit his present self-

conception.

( 0
Throughout the novels we

ee meaning clarified and

response to it sought by many devices of rhetoric. Juxta-
- !

position provides an ironic comment on Niels's naive view

of Clara. Attitudinal‘description in Twd Generations re—

flects the longings and aspirations of Alice and Phil.
Allusion to the women of Rabvlon reveals the kind of woman
Lydia Haugman has become. Double temporal perspectives in
the fictive autobiographies add ﬁo the dimension of Poth
narrating and experiencing "I"s. Ingenious use of footnotes

in Consider Her Ways clarifies strained analogies, such as

that between human writers and certain worker ants. 1In
addition, these footnotes strengthen the verisimilitude of

Wawa-guee's story. Images of white in The Master of the

ﬂiii, on the other hand, create a sénse of illusion. These
images also suggest the sterility of the "masters," an idea
which, along with the theatrical métif, the composite
characters, and other devices discussed, buttresses thé-
central position of the mill in the novel. We note, too,
the part that normative words play in the novels--building

suspense about Abe's bumpér cxop in Fruits of the Earth,

revealing Len's despair and apathy in The Yoke of Life,

suggesting Clara's artificiality in Settlers of the Marsh.

A chronological study of Grove's novels does not
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reveal steadily increasing skill in the handling of all these

techniques. In'fact, the earliest of the boocks to be pub-

lished, Settlers of. the Marsh, is technically more complex

and presents its protagonist and his views more objectively

than do Our Daily Bread and Fruits of the_Earth. Similarly,

) ' 3
A Search for. America, although published almost twenty vears

before In Search of Myself, is written with comparable

‘artistry, using the devices of metaphor, symbol, motif,, and

transposition for skilful self-delineation and for the
evocation of place.

Three books written in the last vears of Grove's

life do reflect the writer's development. Two Generations

(1939) is more medern than any novel Grove had previously
published because it relies more on scene than on commentary,

and because it provides a sustained inner view of its pro-

tagonist. Consider Her Ways (1947) is more daE}ng than

previous novels in the choice of narrato:. It éresents not
only an experiencing and a narrating "I," as do the fictivé
aufobiographies, but a thirq "I,f its Editor. It also dares

to view the world from the perspective of an insect. The

¢

naiveté of this point of view produces wit and irony, béth
of which aid in persuading the reader to accept the views

the novel promotes. Consider Her Ways also shows Grove's

increased techrical skill in integrating informative material

into a novel. The Master of the Mill (1944) is the most

complex and innovative of Grove's works. It is the most
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modern in*rerms of the apparent. absence of a narrator outside
the_story, and the most complicated in termé of its multiple
points.of view and its manipuiatiog of time. .Such manipu—
lation, of course, is itself a subtle.indication of an oué-
side narrator. This narrator, in fact, is unobtrusively hard
at work organizing the material in order to gaiﬁ the maxirmum
impact from suspense, a sense of climax in- the gonflict be-
tween "masters" and mill, and a clear picture of the under-
lying chronological sequencé of events.

As a result of a rhetorical analysis, Grove's novels
profé their creator to Sé“a knowledgéable and c§reful gréfts—
man. Grovian narrators are génerally helpful and reliable
guides, usually discreetly colourless but, when obviously

present, either welcome friends like the spokesman of Two

Generations or merely mildly irritating like the spokesman

of The Yoke of Life. Even he, however, never intrudes at

length. Indeed, even the didactic passages in Grove's
"work, passagés which jolt the reader out of the story

world, are brief; while melodramatic effects, evidence of
narrator manipulation, are both brief and rare. Grove's
narrators are his mést important rhetorical devices. Con-
scious of their obligations, he always provides a ratfonale
foi their means of‘gaining information and their reasons for
transmitting it, thereby enhancing the verisimilitude of his

stories. Familiar with the many other devices of rhetoric

discussed, Grove is able to elicit sympathy and unde¥standing

»
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for his protagonists and to create a convincing picture of
human experience. Aware of the needs of his readers, he

frequently allows them to share in'assessing his characters,
N T

'

and although he seledts the-data on which judgments are
\/ ‘

based, he usually gives the impression of objectivity.

Y

Skilled, then, in the use of fhetoric, Grove creates new
e — N
" worlds of the imagipation and controls his readers' response

/ .
to the vision of Vife they reveal.

NS
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